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KAIP SIANDIEN SKAMBA NAUJA
MUZIKA?

Kokia muzika aktuali 2003 metais? Kokia muzika Siandien
gali sudominti, Zavéti, gal net apstulbinti?

Festivalis "Gaida” bando atsakyti j Siuos klausimus ir jau
tryliktg karta po itin démesingos atrankos Vilniuje pristato
jdomiausias globalios Siuolaikinés muzikos bendruomenés
programas, nepamirSdamas ir dar vienos svarbios uzduoties —
inicijuoti naujus Lietuvos kompozitoriy ir atlikéjy projektus,
plésti karybingumo ribas. Kasmet tapdamas pirmaja scena
naujiems lietuviy kompozitoriy kariniams, festivalis taip pat
nuosekliai vykdo savo misijg pristatyti kuo platesnj avangardinés
muzikos spektra: nuo simfoninés, kamerinés muzikos ir
muzikinio teatro iki multimedijiniy projekty, drasiai naikinanciy
ribas tarp Siuolaikinés akademinés, improvizacinés karybos ir
pop kultiros.

“"Gaida” Siemet issikélé kartele itin aukstai: festivalyje
pristatomi auksciausio lygio ansambliai: Arditti kvartetas, Gavino
Bryarso ansamblis (abu i§ Jungtinés Karalystés), Orkest de
Volharding (Olandija) — tai kolektyvai, turintys iSskirtine karybos
filosofija. Salia jy skambés nauji ambicingi KammarensembleN
(Svedija) ir Gaida Egsemble projektai. Tarp svarbiausiy festivalio
premjery —naujas Broniaus Kutaviciaus sceninis diptikas “Ugnis
ir tikéjimas” Lietuvos nacionaliniame operos ir baleto teatre,
festivalio uzsakymu sukurty Loretos Narvilaités, Ry¢io Mazulio,
Vytauto Lauruso simfoniniy kariniy premjeros Lietuvos
nacionalinio simfoninio orkestro programoje, nauji kiriniai
jvairiy sudédiy ansambliams. [§ viso — 13 naujy lietuviy
kompozitoriy opusy.

Turiningoje 3iy mety programoje skamba keturios italy
kompozitoriaus Luca’os Francesconi’o kompozicijos. Luca
Francesconi, kaip Wolfgangas Rihmas Vokietijoje ar kadaise

Gérard’as Grisey Prancizijoje, Siandien simbolizuoja naujajg -

kompozitoriy kartg, kuri pratesia Europos muzikos tradicija,
atmesdama bet kokj naujosios muzikos dogmatiskumsg.
Francesconi’o muzikoje girdéti universalls europietidki bruozai,
kartu tai —ypatingos energetikos muzikos srautas, kuriame ryski
postmoderni kompozitoriaus laikysena. Taciau ¢ia nerasi zaidimo
muzikos idiomomis vien dél pramogos: italy kompozitoriaus
karyboje itin stipri etiSkumo kategorija, ir tai priverdia jsiklausyti.

Klausykités, §iy mety “Gaida” - tai muzika klausymui, ne
skaitymui.

HOW DOES NEW MUSIC SOUND TODAY?

What type of music is popular in 2003? What music can
attract interest, charm and even startle today?

The festival Gaida seeks answers to these questions and for
the thirteenth time, after a very careful selection, brings to
Vilnius the most interesting programmes the global
contemporary music community has to offer. Furthermore, one
of its main concerns remains initiating new projects by
Lithuanian composers and thus extending the boundaries of
creativity. Serving as a major scene for world premiere
performances of new Lithuanian music, this festival has been
consistently implementing its mission to present the broadest
possible panorama of the present-day musical avant-garde from
symphonic, chamber works and musical theatre to multi-media
projects that unabashedly traverse over the boundaries of
contemporary academic, improvised music and pop culture.

Gaida has set exceptionally high standards this year by
inviting a mighty handful of Europe’s top performers - The
Arditti Quartet, The Gavin Bryars Ensemble (both from the
United Kingdom) and Orkest de Volharding (the Netherlands)
- who have developed their own distinctive philosophies of
performance. They will be followed by new and ambitious
projects of KammarensembleN (Sweden) and Gaida Ensemble.
The other focal points of the festival include Bronius Kutavicius’
new stage diptych Ignis et fides (Fire and Faith) to be put on at
the Lithuanian National Opera and Ballet Theatre, three world
premieres of new symphonic works by Loreta Narvilaité, Rytis
Mazulis, and Vytautas Laurusas to be showcased by the
Lithuanian National Symphony Orchestra, and a host of new
pieces for ensembles of variable dimensions - 13 newly written
works by Lithuanian composers in total.

The eventful programme also features four compositions
by the ltalian composer Luca Francesconi. In similar way as
Wolfgang Rihm in Germany and Gérard Grisey in France, he
epitomizes new generation of composers who seem continue
the European music tradition by rejecting every manifestation
of dogmatism in new music. Francesconi’s music demonstrates
universal European traits, whilst it is a stream of extremely
energetic music in which the postmodern attitude of the
composer is clearly felt. Nevertheless, it is not a game with the
idioms of music for the sake of entertainment. A powerful ethical
concept dominates the works of the Italian composer, which
makes one listen deeper into it.

Listen, Gaida 2003 is meant for listening, not for reading!




13-asis aktualios muzikos festivalis GAIDA
Vilnius, 2003 m. spalio 9-20 d.

13th New Music Festival GAIDA
Vilnius, October 9-20, 2003

PROGRAMA

PROGRAMME

@ Spalio 9 d., ketvirtadienis, 18 val.

Nacionalinis operos ir baleto teatras

Bronius Kutavicius

Opera-baletas “Ugnis ir tikéjimas”

Lietuvos nacionalinio operos ir baleto teatro orkestras, choras ir solistai
Dirigentas Martynas-Staskus

Pokalbis prie§ spektaklj su kompozitoriumi ir statytojais
(Kameriné salé, 17 val.)

@ October 9, Thursday, 6 pm

National Opera and Ballet Theatre

Ignis et fides

Opera-ballet by Bronius Kutaviéius

Lithuanian National Opera and Ballet Theatre Orchestra, Choir and Solaists
Conductor Martynas Staskus :

Pre-performance talk ‘ /
(Chamber Hall, 5 pm)

@ Spalio 10 d., penktadienis, 19 val.

Nacionaling  filharmonija

Ruta ir Zbignevas lbelhauptai (fortepijonai)
Dalyvavja Vainius Sodeika (fortepijonas), Antanas Talotka (klornetas)
ir lenky pianistas bei kompozitorius Eugenivszas Knapikas

Jurgis Juozapaitis Polychordon

David Lang Orpheus Over and Under

Gintaras Sodeika /0DIO

Eugeniusz Knapik Tha’ Munnot Waste No Time

Pokalbis pries koncerta su kdréjais ir atlikéjais
(Mazoji salé, 18 val.)

@ October 10, Friday, 7 pm

National Philharmonic Hall

Rata and Zbignevas Ibelhauptas (pianos)
With participation of Vainius Sodeika (piano), Antanas Talotka (clarinet),
pianist and composer Eugeniusz Knapik (Poland)

Jurgis Juozapaitis Polychordon

David Lang Orpheus Over and Under

Gintaras Sodeika /ODIO

Eugeniusz Knapik Tha’ Munnot Waste No Time

Pre-concert talk with composers and performers
(Chamber Hall, 6 pm)

@ Spalio 12 d., sekmadienis, 19 val.
Nocionaling  filharmonija
Orkest de Volharding (Olandija)

Dirigentas Jurjen Hempel

Julia Wolfe Arsenal of Democracy

Gordon McPherson Western Darlings

Martijn Padding Remote Places

Zita Bruzaité Fading Dance

Sjeng Schupp, Michiel van Dijk Loops / Den Pijp / Beat -
Louis Andriessen On Jimmy Yancey

@ October 12, Sunday, 7 pm
National Philharmonic Hall

Orkest de Veolharding (The Netherlands)

Conductor Jurjen Hempel

Julia Wolfe Arsenal of Democracy

Gordon McPherson Western Darlings

Martijn Padding Remote Places

Zita Bruzaité Fading Dance

Sjeng Schupp, Michiel van Dijk Loops / Den Pijp / Beat
Louis Andriessen On Jimmy Yancey

@ Spalio 13 d., pirmadienis, 19 val.
Nacionaling  filharmonija .
KammarensembleN (Svedija)
Dirigentas Franck Ollu

@ October 13, Monday, 7 pm

National Philharmonic Hall
KammarensembleN (Sweden)
Conductor Franck Ollu




Klas Torstensson Lantern Lectures, Volume Il (Aurora Borealis)
Gérard Grisey Talea

Sariinas Nakas Drang nach Westen. Naujasis pamokslas
barbarams

Ivo Nilsson Rotorelief (Suite)

Luca Francesconi Islands

Pokalbis pries koncertg su karéjais ir atlikéjais
(Mazoji salé, 18 val.)

Klas Torstensson Lantern Lectures, Volume Ill (Aurora Borealis)
Gérard Grisey Talea

Sartnas Nakas Drang nach Westen. A New Sermon to the
Barbarians 5

Ivo Nilsson Rotorelief.(Suite)

Luca Francesconi Islands

Pre-concert talk with composers and performers
(Chamber Hall, 6 pm)

@5Spalio 15 d., tretiadienis, 19 .val.
Nacionaliné  filharmonija

Gaida Ensemble

Gediminas Datinskas (altas), David Geringas (violoneld), Gintaré Skeryté
(sopranas)

Dirigentas Daniel Gazon

Luciano Berio Chemins Il

Mindaugas Urbaitis perkelta/remiksuota
Osvaldas Balakauskas Ludus modorum
Remigijus Merkelys Compass

Luca Francesconi Etymo

Pokalbis pries koncertg su kiréjais ir atlikéjais
(Mazojisale, 18val.)

@O0ctober 15, Wednesday, 7 pm
National - Philharmonic  Hall

Gaida Ensemble

Gediminas ‘Dafinskas (viola), David Geringas-(cello), Gintaré
Skeryte (soprano)

Conductor Daniel Gazon

Luciano Berio Chemins I

Mindaugas Urbaitis transferred/remixed
Osvaldas Balakauskas Ludus modorum
Remigijus.Merkelys Compass

Luca Francesconi Etymo

Pre-concert talk with composers and performers
(Chamber Hall, 6 pm)

@Spalio 16 d., ketvirtadienis, 19 val.

Rusy dramos teatras

Alla Zagajkevic

Kameriné opera “Skaiéiai ir véjas”

Inna Halatenko (sopranas), Natalka Polovynka (mecosopranas), Viktor
Davydenko (baritonas)

Ensemble New Performance (Ukraina)

Dirigentas Peiro Tovstucha

@O0ctober 16, Thursday, 7 pm
Russian -Drama Theaire
Numbers and Wind

Chamber opera by Alla Zagaykevych

Inna. Halatenko {soprano), Natalka Polovynka (mezzo-soprano},
Viktor :Davydenko (baritone)

Ensemble New Performance (Ukraine)

Conducior Petro Tovstukha

@5Spalio 17 d., penktadienis, 19 val.

Nacionaliné  filharmonija

Lietuvos nacionalinis simfoninis orkestras
Helén Jahren (obojus), David Geringas (violontels)

Dirigentas Robertas Servenikos

Rytis Mazulis currentes simfoniniam orkestrui ir fonogramai
Vytautas Laurusas Discorso concitato violoncelei ir simfoniniam
orkestrui

Loreta Narvilaité Pragydo véjas Il obojui ir simfoniniam orkestrui
Luca Francesconi Cobalt, Scarlet simfoniniam orkestrui

@0ctober 17, Friday, 7 pm
National . Philharmonic . Hall -
Lithuanian National Symphony

Orchestra
Helén Jahren {oboe), David Geringas {cello)
Conductor Robertas Servenikas

Rytis Mazulis currentes for symphony orchestra and tape
Vytautas Laurusas Discorso concitato for cello and symphony
orchestra

Loreta Narvilaité Here Sings the Wind Il for oboe and
symphony orchestra )

Luca Francesconi Cobalt, Scarlet for symphony orchestra




Pokalbis prie$ koncerta su karéjais ir atlikéjais
(Mazojisalé, 18 val.)

Pre-concert talk with composers and performers
(Chamber Hall, 6 pm)

@ Spalio 18 d., SeStadienis, 19 val.
Nacionalingé  filharmonija
Arditti Quartet (DidZioji Britanija)

Vytautas V. Jurgutis Elipsés

Toshio Hosokawa Silent Flowers

Luca Francesconi Styginiy kvartetas Nr. 3 “VeidrodZiai”
Brian Ferneyhough Styginiy kvartetas Nr. 3

lannis Xenakis Tetras

Pokalbis pries koncerta su karéjais ir atlikéjais

(Mazoji salé, 18 val.)

@ October 18, Saturday, 7 pm <
National Philharmonic Hall

Arditti Quartet (United Kingdom)

Vytautas V. Jurgutis Ellipses

Toshio Hosokawa Silent Flowers

Luca Francesconi String Quartet No. 3 ("Mirrors’)
Brian Ferneyhough String Quartet No. 3

lannis Xenakis Tetras

Pre-concert talk with composers and performers
(Chamber Hall, 6 pm)

@ Spalio 19 d., sekmadienis, 19 val.

Vilniaus rotu$é

Lietuviskos aktualijos

David Geringas (violontelé), Petras Geniutas (fortepijonas), Judita
Leitaité (mecosopranas), Saulivs Auglys (muiamieji), Giedrius
Arbatiauskas (balsas), Kazys Stonkus (akordeonas), Arvydas Kirda
(armonika), Marius Baléytis, Rimantas Valantivs, Avdrivs Stasiulis
(trombonai), “Chordos” styginiy kvartetas, sutartiniy giedotojy grupé

Osvaldas Balakauskas DoNata-2
Antanas Kucinskas Lietuvoje
Snieguolé Dik¢ihteé Karnavalas
Raminta Serkinyté Ryty elegija
Ri¢ardas Kabelis Veidrodis

Algirdas Martinaitis Bi¢iy 2mogus
Anatolijus Senderovas Idilija
Arvydas Malcys Seséliai

Feliksas Bajoras As buvau tarsi migla

@ October 19, Sunday, 7 pm

Vilnius City Hall

actualLlTies

David Geringas (cello), Petras Geniusas (piano), Judita Leitaité (mezzo-
soprano), Saulius Auglys (percussion), Giedrius Arbatiauskas (voice),
Kazys Stonkus (accordion), Arvydas Kirda (concertina), Marius Baltytis,
Rimantas Valontius, Audrius Stasiulis (trombones), Chordos string quartet,
sutartinés singers group

Osvaldas Balakauskas DoNata-2

Antanas Kucinskas /n Lithuania
Snieguolé Dik&iaté Carnival

Raminta Serkinyté The Oriental Elegy
Ri¢ardas Kabelis Mirror

Algirdas Martinaitis Bienenmensch
Anatolijus Senderovas /dyll

Arvydas Malcys Shadows

Feliksas Bajoras Like the Mist Have | Been

@ Spalio 20 d., pirmadienis, 19 val.
Nacionalingé filharmonija

Gavin Bryars Ensemble (DidzZioji Britanija)

Gavin Bryars:

The Old Tower of L6benicht
Stomme allegro (Lauda Nr. 13)
The Sinking of the Titanic
Laude novella (Lauda Nr. 2)
The North Shore

Adnan Songbook

@ October 20, Monday, 7 pm
National Philharmonic Hall

Gavin Bryars Ensemble (United Kingdom)

Gavin Bryars:

The Old Tower of Lébenicht
Stomme allegro (Lauda No. 13)
The Sinking of the Titanic
Laude novella (Lauda No. 2)
The North Shore

Adnan Songbook




KITI RENGINIAI

COMPLEMENTARY EVENTS

@Spalio 11 d., leitadienis, 16 val.

Lietuvos muzikos akademija, MoZoji sale

Susitikimas su Orkest de Volharding ir atvira repeticija (jaunyjy
lietuviy kompozitoriy kariniai)

Dalyvauja olandy kompozitorius Roderick de Man, dirigentas Jurjen
Hempel

@Spalio 13 d., pirmadienis, 11 val.

Kompozitoriy namai ’

Vytauto V. Jurgutio autorinio SACD "Garso kaukés” pristatymas
Dalyvavja Vytautas V. Jurgutis, Kiell Sderquist (jrasy kompanija Caprice,
Svedija)

@5Spalio 14 d., ontradienis, 11 val.

Kompozitoriy namai
Paskaita “Svedy muzika: subjektyvus Gérano Bergendalio
pozitris”

@Spalio 16 d., ketvirtadienis, 11 val.

Kompozitoriy namai

Luca Francesconi, festivalio kviestinis kompozitorius:
paskaita “Tekstas pried naujgja sakytine tradicijg: kiino
praradimas”

@Spalio 18 d., 3eltadienis, 11 val.

Nacionaling filharmonija, DidZioji salé
Atvira Arditti kvarteto repeticija

@Spalio 20 d., pirmadienis, 11 val.

.| Kempozitoriy namai
Susitikimas su kompozitoriumi Gavinu Bryarsu

@ October 11, Saturday, 4 pm

Lithuanian Academy of Music, Chamber Hall

Meeting and Open Rehearsal: Orkest de Volharding (pieces by
young Lithuanian composers, written specially for Orkest de
Volharding)

With participation of composer Roderick de Man and conductor Jurjen
Hempel

@ October 13, Monday, 11 -am

Composers’ House

Presentation: Viytautas V. Jurgutis’ portrait SACD “Sound Masks”
With participation of Vytautas V. Jurgutis and Kjell Sderquist (Caprice
label, Sweden)

‘October 14, Tuesday, 11 am

Composers’ House
Lecture: “Music in Sweden - Goran Bergendal presents his
subjective choice of sounds and profiles”

@ October 16, Thursday, T1 am

Composers’ - House
Luca Francesconi, guest composer of the festival
Lecture: “Text Against New Orality: The Loss of Body”

@ October 18, Saturday, 11 am

National Philharmonic Hall
Open Rehearsal: Arditti Quartet

@ October 20, Monday, 11 am

Composers’  House
Meeting: Gavin Bryars




IX lenky ir lietuviy
muzikology konferencija
“Muzika muzikoje: jtakos,
sgveikos, apraiskos™

2003 m. spalio 10-11 d.
Kompozitoriy namai

A. Mickevitiaus 29, Vilnius

@Spalic 10 d., penktadienis

10.00 atidarymas
Posédj veda Audroné Zidraityté

10.30-11.00

TERESA MALECKA

Krokuvos muzikos akademija

Muzika muzikoje ar praeities
prisiminimas? Pastabos apie tradicijos
vaidmenj siuolaikinéje lenky muzikoje

11.00-11.30

JURATE LANDSBERGYTE

Lietuvos kultaros, filosofijos ir meno
institutas

Muzikos adoracija kaip pasaulio
harmonijos atkdrimo sindromas

11.30-12.00

AUDRA VERSEKENAITE

Lietuvos muzikos akademija

Dies Irae sekvencijos adaptacija XX a.
muzikoje

12.00-12.30
Kavos pertrauka

12.30
Poséd] veda Krzysztof Droba

12.30-13.00

REGINA CHEOPICKA

Krokuvos muzikos akademija

Dialogas su tradicija Krzysztofo
Pendereckio muzikoje

13.00-13.30

BEATA LESCINSKA

Vilnius :
"Svetima ~ muzika” Krzysztofo
Pendereckio operoje “Ubu Rex":
funkcionavimo ir suvokimo galimybés

13.30-14.00

RIMANTAS SLIUZINSKAS

Klaipédos universitetas

Lietuviy ir lenky liaudies dainy sgsajos:
tipologinés, melodikos bei poetinio
teksto paralelés

14.00-14.30

ZIVILE RAMOSKAITE

Lietuviy literatdros ir tautosakos
institutas

Nezinomas Kolbergas: folkloras ir salonas

14.30-16.00
Piety pertrauka

16.00
Posédj veda Riita Gostautiené

16.00-16.30 .

MAEGORZATA JANICKA-SEYSZ
Krokuvos muzikos akademija

Vytauto Bacevifiaus muzikinés
inspiracijos

16.30-17.00

ONA NARBUTIENE

Lietuvos muZzikos akademija
Lietuviskosios Baceviiy $eimos Saknys

17.00-17.30

EDMUNDAS GEDGAUDAS

Vilnius

Mintys apie muzikg i$ V. Baceviciaus laisky
seserims ir broliui

©5Spalio 11 d., leStadienis

10.00
Poséd] veda Edmundas Gedgaudas

10.00-10.30 ‘

RUTA GAIDAMAVICITTE
Lietuvos muzikos akademija
Integruojanti Vidmanto Bartulio
vaizduoteé

10.30-11.00

AUDRONE ZIURAITYTE

Lietuvos muzikos akademija
Onutés Narbutaités Hommage a
Fryderyk "Rudens riturneléje”

11.00-11.30

RUTA GOSTAUTIENE

Lietuvos muzikos akademija
Autorystés strategijos naujo eksporto-
importo rezimo salygomis

11.30-12.00
Kavos pertrauka

12.00
Posédj veda Matgorzata Janicka-Stysz

12.00=12.30

KRZYSZTOF DROBA

Krokuvos muzikos akademija
Eugeniuszas Knapikas —eskizas portretui
“"muzikos muzikoje” fone

12.30-13.00
EWA SIEMDAJ

‘Krokuvos muzikos akademija

“Ilikti nepriklausomam ir sau igtikimam”.
Apie Andrzejaus Panufniko muzika

13.00

Diskusijos

Vedantieji - Audroné Ziaraityte ir
Krzysztof Droba




LUCA FRANCESCONI (g. 1956) studijavo kompozicija Milano
konservatorijoje, Azio Corghi klaséje. Véliau lanké Karlheinzo
Stockhauseno kompozicijos kursus Romoje bei Luciano Berio,
su kuriuo bendradarbiavo 1981-1984 m., kursus Tanglevude. Jj
nepaprastai paveiké daugialypé Bruno Madernos asmenybé.
Kaip ir pastarasis, Francesconi tapo lengvai tarp rafinuotos ir
populiariosios kultiros migruojanciu kompozitoriumi,
aranzuotoju ir pedagogu. 1991 m. Milane jis jkare
kompiuteriniy tyrimy ir kompozicijos centrg - AGON instituta.
Francesconi nuolat dirba su pasaulinio garso atlikéjais ir
ansambliais. Salia aktyvios $iuolaikinés muzikos dirigento veiklos
jis désto kompozicija Italijos ir kity 8aliy universitetuose.

LUCA FRANCESCONI (b. 1956) studied composition with
Azio Corghi at the Milan Conservatory. He later attended
Karlheinz Stockhausen’s composition courses in Rome and
Luciano Berio’s at Tanglewood, and then collaborated with
Berio between 1981 and 1984. He was captivated by Bruno
Maderna’s diverse musical personality and, like him, is also a
composer, arranger and teacher who moves freely between
sophisticated circles and popular culture. In 1980 he founded
the AGON Institute in Milan, a centre for computer-based
research and composition. Francesconi works regularly with
internationally renowned performers and ensembles. In addition
to being active as a conductor of contemporary music, he
teaches composition at the universities in ltaly and abroad.




Sio kompozitoriaus kirybai badingas eksperimentinés
itampos bei aiskiai suvokiamos jo veiklos estetinés reikimés
pojatis. Jvairi ir turtinga muzikiné patirtis, gilios ne tik rimtosios,
bet ir dziazo, roko, etninés muzikos Zinios bej tai, kad jis
pripazjsta bet kurios rasies muzikoje gludin¢ias idraitkos bei
komunikacijos galimybes, labai paveiké jo kirybos raida.
Francesconi’o pastangos suderinti jvairiy praeities ir dabarties
tradicijy jtakas ~tai vienas i$ kruopstaus kompoziciniy techniky
paveldo permastymo aspekty. Studijuodamas XX a. 6-ojo ir 7-
ojo dedimtmeciy avangardo naudotas metodikas ir jungdamas
jvairius jy aspektus su platesniais muzikiniais uzmojais,
kompozitorius sukliré naujg muzikine sintakse.

Francesconi‘o’ Suite 1984 orkestrui, dziazo kvartetui ir
Gvinéjos mudamyjy ansambliui yra stulbinantis $ios tendencijos
kurti migriy idiomy polifonijg pavyzdys. Umojai platds - nuo
Machaut iki Stravinskio, nuo orkestrinés radybos iki dziazo, italy
folkloro ar afrikietidkos perkusijos. Tarp visy 3iy stilistiniy
konteksty ypatingas vaidmuo atitenka atmin¢iai - suprantamai
ne tik kaip praeities patir¢iy relikvijos, bet kaip karybinés
energijos 3altinis. Pasitelkiant atmintj, siekiama sukurti
kompleksiska jvairiy realybés suvokimo bidy paveiksla. Ciklas
Quattro studi sulla memoria, kurj sudaro Richiami Il sustiprintam
ansambliui (1989-91), Memoria orkestrui (1990), Riti neurali
smuikui ir adtuoniems instrumentams (1991) bei A fuoco gitarai
ir ansambliui (1995), yra jsivaizduojama atminties
funkcionavimo rekonstrukcija. Formaliai &ie kariniai klajoja
daugiasluoksnio medziagos plétojimo labirintais — medZiagos,
kuri organiskai integruoja jvairius elementus j struktirinés
tvarkos, tembro turtingumo ir instrumentinio virtuozigkumo
visumg. Kompozitoriaus démesys formaliam vientisumui itin
akivaizdus kariniuose Plot in fiction (1986) ir Styginiy kvartete
Nr. 3 Mirrors (1993), kuriy sudétingos, bet aitkiai apibréztos
faktaros suteikia klausytojui gerai atpaZjstamus atramos takus.
Informaciniy technologijy atvertos garso manipuliacijy
galimybés pagimdé ne tik tokius stambios formos
elektroakustinius karinius kaip Etymo (1994) ir Sirene/Gespenster
(1996-1997), bet ir kompozicijas, paradytas specialiai radijui,
kuriose Francesconi mégina jgyvendinti savajj “vaizduotés
teatro”, t. y. teatro, sukurto vien muzikinémis priemonémis,
idealg.

Susanna Pasticci

Composer’s output is marked by a sense of experimental
tension and by an awareness of the aesthetic significance of
activity. His experience and knowledge of various types of music
(including jazz, rock and ethnic music in addition to art music)
and his acknowledgement of the expressive and communicative
possibilities inherent in the widest range of music has deeply
affected the development of his work. Francesconi’s attempts
to reconcile influences of different traditions, past and present,
is one part of a careful rethinking of the legacy of compositional
techniques. He has re-examined the procedures explored by
the avant-garde of the 1950s and 60s and has obtained a new
musical syntax by synthesizing their various aspects with his
broader musical concerns.

Francesconi's Suite 1984 for orchestra, jazz quartet and
percussion ensemble from Guinea is the most striking example
of this tendency to create a polyphony of mixed idioms, ranging
from Machaut to Stravinsky, orchestral writing to jazz or Italian
folklore to African percussion. Amidst these stylistic contexts,
the function of memory ~ understood not only as the remains
of past experiences but also as a source of creative energy —
seeks to create a picture of the complex ways in which reality is
perceived. His cycle Quattro studi sulla memoria, which includes
Richiami Il for amplified ensemble (1989-91), Memoria for
orchestra (1990), Riti neurali for violin and eight instruments
(1991) and A fuoco for guitar and ensemble (1995), is an
imaginary reconstruction of the workings of memory. Formally,
these works follow labyrinthine routes in developing material
on multiple levels, material which undergoes a process that
organically encapsulates diverse elements within a texture of
structural rigour, richness of timbre and instrumental virtuosity.
His attention to formal coherence is particularly evident in such
woks as Plot in fiction (1986) and Terzo Quartetto (Mirrors)
(1993), and results in the creation of complex but clearly
delineated textures which give the listener unmistakable points
of reference. Awareness of the possibilities of sound
manipulation offered by information technology gave rise not
only to a series of large-scale electroacoustic works such as Ftymo
(1994) and Sirene/Gespenster (1996-97) but also to works written
especially for radio, in which Luca Francesconi attends to realize
his ideal of a “theatre of the imagination’ created exclusively by
musical means.

Susanna Pasticci
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BRONIUS KUTAVICIUS

Opera-baletas Ugnis ir tikejimas
Broniaus Kutavifiaus ir Gintaro Beresneviciaus libretas

Martynas Statkus  muzikinis vadovas ir dirigentas /
musical director and conductor

Jonas Vaitkus rezisierivs / director

Jonas Aréikauskas  dailininkas / designer )
Aira Naginevitioté choreografé / choreographer

Inesa Lingburgyte  Morta

Giedrius Zalys  Mindaugas

Jonas Valuckas  Kantorius / Cantor
Arnoldas Jalionicuskas  Samanas / Shaman

BRONIUS KUTAVICIUS

Ignis et fides, Opera-ballet
Libretto by Bronius Kutavicius and Gintaras Beresnevicius

'October 9, Thursday, 6 pm
National Opera ond Baliet Theatre

Bronius Kutavicius




7-ajame dedimtmetyje iSbandes pokario avangardo
technikas nuo dodekafonijos iki koliaZo, véliau BRONIUS
KUTAVICIUS (g. 1932) vis daZniau rinkosi minimalizmui artimus
muzikos medziagos organizavimo badus. Tam tikri stiliaus
poky¢iai kompozitoriaus muzikoje atspindi jvairiy laikotarpiy
aktualijas.

Sonoriniai muzikos aspektai kompozitoriui ypa¢ svarbas
pirmaisiais kirybos desimtmeciais. Kutavi¢ius iesko negirdéty
tembry, i$bando nemazai garso isgavimo bady, garso judéjima
erdvéje, netradicines notacijas. Tokie XX amziaus kirybos
atributai kaip nuolatinés naujumo paieskos, folkloriné karybos
genezé, sinkretinio meno idéjos ilgainiui tampa jo kdrybos
stiliaus savastimi.

8-ajame ir 9-ajame de$imtmeciuose Kutaviéiui, kaip ir
daugumai kity Baltijos 3aliy kompozitoriy, didele jtaka daré
savosios tautos kuldra, nulémusi ir dvasingumo dimensijos
kontdrus. Tuo metu sukurtas oratorijy ciklas “Panteistiné
oratorija” (1970), "Paskutinés pagoniy apeigos” (1978), “I§
jotvingiy akmens” (1983) ir “Pasaulio medis” (1986) tapo
kompozitoriaus vizitine kortele ir i3skirtiniu moderniosios
lietuviy karybos Zenklu.

I3 folkioro tradicijos didzia dalimi kildinami specifiniai
Kutaviciaus muzikos kalbos elementai: melodiniai modeliai,
dermeés, tembrai ir artikuliacijos badai, kalbos ir balso svarba,
ypatingas erdvés ir vizualumo aspekty panaudojimas.
MedzZiagos plétoté neretai primena ritualo eiga - ostinatiskai
kartojant melodinius motyvus, charakteringus ritmus,
intensyvinant faktiirg yra pasiekiamos jspadingos kulminacijos
ir atosliigiai. PreciziSkai surestos garsy sistemos, partitirose
daznai uzsifruotos skai¢iy ir formy simboliais, klausant
suvokiamos kaip raiskus redukcijos ir ekspresijos derinys.

Paskutiniyjy mety Broniaus Kutavic¢iaus kompozicijose
pleCiamas praeities Zenkly ir asociacijy laukas, kompozitorius
atsiveria ne vien tautinio tapatumo, bet ir bendrakultirinés
patirties erdvei. I3raiskos priemonés ir komponavimo badai
jgauna visuotinesnes, abstraktesnes, bet ne stereotipines formas.
Kutavicius naudoja jvairesne garso materija, siekia nuolatinio
jos atsinaujinimo. Besikei¢iant $iuolaikinio meno diskursams,
Kutavi€iaus kiirybos vertintojai nuolat pabrézZia jos savituma ir
kartu universaluma - tg ypatinga kokybe, kuri jvardijama kaip
“skambantys kultiry archetipai”.

Ramune Kazlauskaité

The evolution of BRONIUS KUTAVICIUS' (g. 1932) work
began in the 1960s. Having experimented with the techniques
—Tfrom serialism to collage - of the post-war avant-garde, the
composer subsequently more and more often chose methods
for organizing musical material which were closer to those of
minimalism. Certain stylistic changes in his works reflect trends
which were current during the various periods.

The sonorous aspects of music were especially important to
the composer during the first decades of his creativity. Kutavicius
looked for new timbres, tried different ways of producing sound,
and included in his compositions the movement of sound in
space, as well as non-traditional styles of notation. In time,
such 20™ century creative attributes as the continual search for
novelty, an ethnic genesis of creativity, and concepts of a
synthesis of the arts became a mark of Kutavi¢ius’ personal
style.

As in the music of the other Baltic countries (and
determining factor in the dimensional contours of spirituality),
the principal fulcrum in Kutavi¢ius’ compositions during the
1970s and 1980s became the culture of his own nation. A cycle
of oratorios created at that time — Pantheistic oratorio (1970),
Last Pagan Rites (1978), From the Jatvingian Stone (1983), and
The Tree of the World (1986) - became the composer’s calling
card, and an exclusive symbol of modern Lithuanian art.

Specific elements of Kutavi¢ius’ musical language — melodic
patterns, modes, timbres and articulation, significance of speech
and voice, particular usage of aspects of space and visualization
—to a large degree find their origins in ethnic music traditions.
The development of the material is not infrequently reminiscent
of an evolving ritual - with impressive culminations and ebbs
achieved via the ostinato repetition of melodic patterns and
characteristic rhythms, and the intensification of texture.
Precisely constructed systems of sound, often evident in scores
as numerical combinations and geometric shapes, are
understood in the listening as'an expressive combination of
reduction and expression.

Bronius Kutavicius' recent compositions expand the field
of past symbols and associations: the composer opens himself
not only to a national identity, but also to the space of common-
cultural experiences. His techniques of writing and modes of
expression acquire more universal and abstract. — but not
stereotypical - forms. Kutavicius uses a greater diversity of sound
material, and strives to constantly revitalize it. Given the changes
in contemporary art discourse, connoisseurs of Kutavi¢ius’ work
continue to emphasize its uniqueness as well as its universality
- that special quality referred to as “resounding cultural
archetypes”.

Ramuné Kazlauskaité




Ignis et fides (2003) solistams, recituotojams, chorui ir
simfoniniam orkestrui

Visuotinai pripazintas Broniaus Kutavi¢iaus gebéjimas kurti
garsinj istorijos vaizdinj. Todél neatsitiktinai jam teko valstybinis
uzsakymas sukurti kirinj pirmojo ir vienintelio Lietuvos karaliaus
Mindaugo karGnavimo 750 mety jubiliejinéms iskilméms
paminéti. Sceninis diptikas Ignis et fides (,,Ugnis ir tikéjimas")
jungia dvi Lietuvai reik§mingas datas - pirmajj Lietuvos vardo
paminéjima ir karaliaus kardnavima. Kadangi Mindaugo
karanavimas glaudziai susijes su krik§¢ionybés jvedimu
Lietuvoje, kompozitorius Siame kdrinyje susiejo dar vieng —
vyskupo Brunono (j Prisija siysto atversti pagonis) kankinystés
istorija, kuri ir tapo pirmojo Zinomo istorijoje Lietuvos vardo
paminéjimo 1009 m. priezastimi. Pagonybés ir kriki¢ionybés
susidlrimas buvo idéjine Zinomiausios kompozitoriaus
oratorijos "Paskutinés pagoniy apeigos” 3erdis. Tam tikra prasme,
tas pats konfliktas yra ir Sio karinio varomoji jéga.

Visais atzvilgiais tai néra tipiskas opusas: jis turi ir operos, ir
oratorijos, ir baleto bruozy. Baleto galbt daugiausiai, nes
vyrauja instrumentiné muzika. Kutavicius laisvai perima daugelj
tradicijy ir savotitkai jungia tuo metu jam reikalingus dalykus.
Dar nuo ,MaZojo spektaklio” imta kalbéti apie savita, i pacios
muzikos kalbos kylantj kompozitoriaus poetinj teatrg. Tam tikry
rezisdros elementy matyti jo oratorijoje, o jo opera "Strazdas -
Zalias paukstis” (pastatymo rezZisierius Jonas Vaitkus) buvo
etapinis lietuviy muzikos karinys, jkinijes nauja, is gilios etninés
tradicijos isplaukiancig muzikos ir vyksmo vienovés samprata.

LUgnis ir tikéjimas” yra dviejy daliy. Pirmoji turi aStuonis,
antroji — penkiolika numeriy. Pirmosios dalies libreta,
remdamasis trimis istoriniais 3altiniais (Viberto pasakojimu, Petro
Damianio ,5v. Romualdo gyvenimu” ir nezinomo autoriaus
.18 Sv. Brunono gyvenimo ir kanéiy”) paraié pats
kompozitorius, antrosios — Gintaras Beresnevicius.
Kompozitorius meistriskai jtraukia atskiras autentiskas istoriniy
epochy detales: kankliy skambesj, autentiskos sutartinés,
psalmiy, Sanctus, Te Deum tekstus, kelis iSlikusius priasy kalbos
zodzius, i$ kuriy kompozitorius sudeda sakinius, M. Dauk3os
postilés dalj, Hildegardos von Bingen melodijg, fanfaras, Vilniaus
bazny¢iy varpy skambesj bei dvi nedideles atkarpas i$ savo
paties kirinio “Magiskasis sanskrito ratas”, tarsi uztikrinancias
autentiskuma. Tikro griaustinio jrasas karinio pabaigoje yra ne
iliustratyvus efektas, o po kriksto dar beveik 130-¢iai mety
sugrjzusios pagonybés su vyriausiuoju dievu Perkanu simbolis.

Ir Siame karinyje kompozitoriui svarbi pati apeigiskumo
dvasia. Norédamas jtraukti klausytojg, Kutavicius neretai pateikia
nedidelius orientuojancius Zenklelius - savotiskg mini
programiékuma. Cia, kaip ir daugelyje pastarojo laikotarpio
kariniy (kameriniy simfonijy cikle “Jeruzalés vartai”, simfonijoje
- oratorijoje “Epitafija praeinanc¢iam laikui”, operoje “Lokys")
kompozitorius jvairiai sintezuoja daugelj savo ankstesniy

Ignis et fides (2003) for solo voices, reciters, choir and
symphony orchestra

For the time being, Bronius Kutavi¢ius' ability to create an
acoustic image of history is widely acknowledged. It is therefore
no coincidence that he was commissioned by the state to write
a large-scale work commemorating the 750th anniversary of
the coronation of Lithuania‘s first and only king, Mindaugas.
The diptych Ignis et fides ('Fire and Faith’) unites two dates of
importance for Lithuania: the first mention of the name of
Lithuania in historical sources, and the coronation of King
Mindaugas. Because the coronation of Mindaugas is closely
related to the introduction of Christianity into Lithuania, the
composer included one more event in his work —the martyrdom
of Bishop Bruno (sent to convert the pagans of Prussia) - which
in fact became the reason for the first known historical mention
of the name of Lithuania, in 1009. The collision of paganism
and Christianity is the major conflict and driving force in what
is probably the composer’s most popular work, the oratorio
Last Pagan Rites, and it becomes crucial to the new work as
well.

It is an atypical work in all respects. In terms of the genre,
the new work has features of opera, oratorio and ballet—mostly
ballet, for the music is predominantly instrumental, without
text. Kutavicius freely adopts various traditions, and in his own
way connects many of the things that he finds necessary at the
time. In many of his works since The Little Performance, the
composer managed to create a truly unique poetic theatre,
which rose out of the musical language itself. Theatre permeates
his oratorios: his opera-poem Thrush, the Green Bird, staged by
director Jonas Vaitkus, was a landmark work in Lithuanian music,
emerging out of an ethnic tradition, and embodying a new
concept of unity of music and action.

Ignis et fides is written in two movements. The first has
eight, the second - fifteen numbers. The composer himself
wrote the libretto for the first movement, based on three
historical sources (the accounts of Wibert, Pietro Damiani’s ‘Life
of St. Romuald’, and the anonymous ‘Life and Suffering of St.
Bruno’). The text of the second movement was created by
Gintaras Beresnevicius. The composer here skilfully introduces
separate authentic details from various historical epochs: the
sound of kanklés, authentic sutartinés (archaic polyphonic
folksongs), texts from the psalms, Sanctus and Te Deum, the
few surviving words of the Prussian language (with which he
himself composes sentences), part of Mikalojus Dauks3a's Postille,
a hymn by Hildegard von Bingen, fanfares, the ringing of
Vilnius church bells, and two short fragments from his earlier
work called Magic Circle of Sanskrit, as if thus assigning his
authorship to this sonic medley. A recording of real thunder at
the end of the work serves not as an illustrative effect, butas a




karybiniy atradimy. Vyraujantis choraliskumas, reéitavimas,
jkanijancios instrumenty sasaukos, — emociskai labiau artina
karinj prie minimy jvykiy. Beveik néra XX a. radikaliy i$raiskos
priemoniy. Trys kalbos ~ lotyny, prasy ir lietuviy — tarsi
pagrindiniy karinyje bréziamy istoriniy linijy Zenklai atspindi
ir pacios Lietuvos istorinj likima.

Rata Gaidamaviciateé

MARTYNAS STASKUS Lietuvos muzikos akademijoje
studijavo orkestro ir operos dirigavima, 1995 m. pradéjo dirbti
dirigento asistentu Lietuvos nacionaliniame operos ir baleto
teatre, po mety tapo Sio teatro dirigentu. 1997-1998 m. dirbo
LNOBT vyriausiubdju dirigentu.

Martynas Staskus yra daugelio tarptautiniy konkursy
laureatas: Tarptautiniame chory dirigavimo konkurse Vroclave
(Lenkija) laiméta | vieta, Tarptautiniame chory konkurse Arece
(Italija) — Ili vieta, Tarptautiniame chory konkurse Ture
(Pranciizija) - specialus prizas, Tarptautiniame chory konkurse
Miltenberge (Vokietija) - Il vieta, Tarptautiniame J. Naujalio
choro dirigavimo konkurse Vilniuje M. Staskus tapo | vietos
laimétoju.

M. StaSkaus repertuare yra apie 30 operos ir baleto
spektakliy, nacionaliniai veikalai: Kutavi¢iaus opera ,Lokys”
(taip pat ir Sios operos jraas CD, i3leistas 2002 m. firmos Ondine
Suomijoje), Urbaicio baleto ,Acid City” premjera. M. Staskus
dirigavo daugelyje festivaliy: tarptautiniame §iuclaikinés
muzikos festivalyje ,Gaida”, Schuberto - Haydno, Vilniaus,
Traky festivaliuose ir kt. Parengta nemazai koncertiniy
programy su Lietuvos valstybiniu ir nacionaliniu simfoniniais
orkestrais, Lietuvos muzikos akademijos, Siaurés Reino—
Vestfalijos jaunimo simfoniniais orkestrais, Sv. Kristoforo ir
Lietuvos bei Tarptautiniu Siaurés Baltijos 3aliy jaunimo
kameriniais orkestrais, Kremerata Baltica ir kt.

Gastroliavo Olandijoje, Vokietijoje, Italijoje, Estijoje,
Prancizijoje, Danijoje, Taivanyje, Sveicarijoje, Turkijoje ir kt.

symbol of soon-to-return paganism, which was to stay for almost

130 years, and its chief god Perkianas (Thunder).

In this work, too, the composer is interested in the very
spirit of ritual. To draw the audience in as well, Kutavitius often
slips little pointers - a certain kind of programmatic allusions.
Here, like in many Kutavi¢ius’ recent compositions (for instance
in the cycle of chamber symphonies entitled The Gates of
Jerusalem, in the symphony-oratorio Epitaphium temporum
pereunti, and in the opera The Bear), the composerstands out
as a manifold conjugator of his previous creative discoveries.
Predominating in this composition are choral episodes,
recitations, ritual games, ostinatos, instrumental interplay
rhetorically embodying the dispute - in order that the piece
more effectively evoke the actual historical events. There is
very little use of radical 20th-century means and techniques in
this piece where the three languages - Latin, Prussian, and
Lithuanian - both reflect the historical destiny of Lithuania,
and represent the imprint of the major historical lines running
throughout the work.

Rata Gaidamaviciaté

MARTYNAS STASKUS studied orchestra and opera
conducting at the Lithuanian Academy of Music. In 1995 he
was appointed Assistant Conductor of the Lithuanian National
Opera and Ballet Theatre where he subsequently became
conductor in 1996 and chief conductor in 1997-8. Martynas
Staskus is a prizewinner of numerous national and international
choir conducting competitions, including the 1% prize in
Wrozlaw, 3™ prize in Arezzo, special prize in Tour, 2™ prize in
Miltenberg, and 1% prize at the International Juozas Naujalis
Choir Conducting Competition in Vilnius.

His repertoire currently includes 30-odd operas and ballets,
many major large-scale works of symphonic, chamber, choir
music. Both in capacity of opera and orchestra conductor he is
a regular participant of the ‘Gaida’ Contemporary Music Festival,
Franz Schubert - Joseph Haydn Festival, Vilnius festival and
Summer Season at Trakai Castle Festival. His numerous
collaborations include the Lithuanian National Symphony
Orchestra, Lithuanian State Symphony Orchestra, Lithuanian
Academy of Music Symphony Orchestra, St. Christopher
Chamber Orchestra, Lithuanian Chamber Orchestra,
International Nordic-Baltic Youth Chamber Orchestra,
Jugendsimfonieorchester Nordrhein-Westfalen, Kremerata
Baltica, and many others. Extensive tours have brought him to
the Netherlands, Germany, Italy, Estonia, France, Denmark,
Taiwan, Switzerland, Turkey, and elsewhere.




TRUMPAS OPEROS “UGNIS IR
TIKEJIMAS™ TURINYS

I dalis. Vita et passio Sancti Brononis anno 1009
1. Pagoniska gentis. Vyry ir motery ritualiniai 2aidimai.

2. Sv. Brunonas su nemaza palyda, giedodami Dovydo
psalme, atvyksta j pagoniy Zzeme ,atversti pagoniy gentis
jSvencéiausiagja krik$cionybe" .

3. Brunonas atvedamas pas karaliy Netimera.

4. Brunono ir Netimero disputas. Brunonas prisistato
ir neigia atvykes elgetauti. Karalius Netimeras taria: ,Mes

turime dievus, kuriuos gerbiame ir kuriais tikime. O tavo
ZodZiams paklusti nenorime”. Zyniai reikalauja Dievo

SHORT CONTENTS OF THE OPERA ‘IGNIS ET
FIDES'

Part|. Vita et passio Sancti Brononis anno 1009

o

1. Pagan tribe. Ritual games of men and women.

2. St. Bruno, with a considerable escort singing the psalm of
David, arrives in the pagan land to "convert the pagan tribes to the
holy Christian faith”.

3. Bruno is ushered to King Netimer.

4. Dispute between Bruno and Netimer. Bruno introduces himself
and refutes all doubts that he came as a beggar. King Netimer is not
readily convinced: “We have our own Gods, which we worship and
in which we believe. And we are unwilling to submit to your words.”




galybés jrodymo. Brunonas sudegina pagoniy stabus —
Dievo galybés jrodymg. :

5. Pasipiktings karalius jsako sudeginti Brunona. Jei
Brunonas nesudegty, zada krikstytis. ,Jei ugnis sudegins
ir praris, Zinokite, kad jo pamokslas visiskai tuséias;
pagaliau, jei yra kitaip, j ta Dievag nedelsdami jtikésime”.

6. Pasipuoies Brunonas séda ant lauZo. , O vyskupas,
apsirenges vyskupo drabuZiais, savo kréslg liepé jneéti j
ugnj ir ugnyje ant jo taip ilgai sédéjo, kol kapeliony
septynios psalmés buvo sugiedotos”. Brunonas nesudega.
» O karalius, matydamas nepaprastg jvykj, su trim Simtais
vyry nedelsdamas jtikéjo Dievg ir priémé atgailos kriksta”.

7. Kitas Netimero brolis Zebedenas, pykdamas dél
Netimero krik$to, jsako nukirsdinti Brunona. Jo galva
jmeta j Alstros upe ir i§lupa Brunono palydovo Viberto
akis.

8. Brunono palaiky palaidojimas. “O po to Kristaus
valia tenai buvo matoma be skaiéiaus Zenkly ir stebukly,
o dabar vir$ jy kiny yra pastatyti vienuolynai.”

Il dalis. Rex ultimus in gloria
Keliems Simtmeciams praéjus

1. Kg tik pastatyta, dar pastoliuose miriné katedra,
aplink pievos, liepy ziedy kvapas.

2. Katedroje vyksta misios, kuriose dalyvauja pats
Mindaugas ir jo aplinkos Zmonés. Atokiau migias stebi
minia Zmoniy - pagoniy, nedalyvaujanéiy misiose. Tvyro
nepaprasto jvykio laukimo nuotaika.

3. Greta Mindaugo Morta, jsitempusi ir tyli. 1§ dedinés
Andrius Stirlandas, Livonijos ordino magistras. Nuosaliau
maloniai $nekasi kunigal, vyskupai, vienuoliai, popieziaus
pasiuntiniai.

4. Minia nekantriai laukia i§nesant i§ katedros sosta.

5. 15 katedros gelmés isnesamas gzuolinis paauksuotas
sostas, keturi vyrai nesa jj i§ katedros juodumos j saulés
Sviesa. Vyrai prie dury sustoja, aukitai pakelia sosta,
rodydami jj smalsiai miniai. Minia §lovina sosta.

6. Sostas [étai neSamas j karinavimo vieta.

7. Mindaugo ir Mortos dialogas:

The pagan priests resist, requesting the proof of Christian God's
power. As a proof of God's power, Bruno burns down the pagan
idols. :

5.Theking is infuriated; he orders to burn Bruno alive. If Bruno
would stay unburned, he promises to baptize. “If the fire will burn
and swallow, be aware that his sermon was utterly idle. In the end,
if it turns otherwise, we will convert to that God forthwith.”

6. Bruno, in his church robe, seats over the stake. “And the
bishop, dressed in bishop’s garments, bade to carry his throne into
fire, and sat there as long as seven psalms were sung by the
chaplains.” Bruno stays unconsumed by flames. “At seeing the
miraculous event, the king immediately converts to Christian God
and accepts penitential baptism together with his three hundred
men.”

7. Netimer's brother Zebeden is angry with his sibling for him
getting baptised, and commands to behead Bruno, whose severed
head is thrown into the river of Alstra. He also orders to tear out the
eyes of Bruno's attendant, Wibert.

8. Burial of Bruno's remains. “Later on, in the will of Christ, there
occurred incalculable signs and miracles, and now monasteries are
built over their buried bodies.”

Part li: Rex ultimus in gloria
A Few Centuries Later

1. The newly built brick cathedral is still enfolded in scaffolds
and surrounded by meadows; the odour of blossoming limes
permeates the air.

2. The solemn mass in the cathedral is attended by Mindaugas
and his closest supporters. The sacred service is being watched from
afar by a crowd of people ~ pagans, who take no part in the ritual.
An atmosphere of expecting an extraordinary event lingers in the
church.

3. Morta stands at Mindaugas’ left, tense and silent. At
Mindaugas’ right stands the Master of Livonian Order, Andreas
Stirland. The priests, bishops, monks and pope’s deputies are involved
in courteous conversation at some distance from them.

4. The crowd cannot wait to see the throne to be brought out
of the cathedral.

5. The gilded oak throne is carried from the black depths of the
cathedral into the sunlit churchyard by four men. They stop for a
while at the doorstep and raise the throne, exposing it to the eager

view of the crowd. The crowd lauds the throne.




- Tu basi jy karalius, tu tapsi §ios Zzemés valdovu. Jie
tave giria, anksc¢iau keiké, nes bijojo taves ir bijos dar
labiau. Tavo priesai Zuvo, miré, pabégo.

- Tu stipri moteris, karaliene.

- Mes stiprios, karaliau, mes esam pasaulio jéga.

- Man gaila misy dievy. O naujas Dievas, uzmustas
Dievas, man tolimas, man svetimas, negaliu pajusti jam
artumo, bet jis dalina kartnas. O mis dievai man davé 3ig
ragine kartng, kuri jau seniai per anksta.

(Mindaugo rankos tiesiasi link senosios raguotos
kartnos ant jo galvos, taciau jis jg tik giliau uzsimaukslina,
nori pajusti jos artuma)

- 8tai ji, Perkiino kardna, kuri man paguodos teiké.

- Zemeé i& po misy kojy niekada nepasitrauks ir dangus
vir§ galvos nepabégs. Negalvok, kad tavo dievai taves
nesupranta.

- Dievai mane mato, o tas karaliy Dievas kiaurai
permato. Daug duotiau, jei suzinociau, ka jis matydamas
regi. A tuidias, pavarggs, laiméjes priedus kaip draugus.
Atsisakiau praeities, ateities dar neturiu. Sis i$kilmingas
mirksnis toks reikimingas mano gyvenime. Mano sans ir
stiny sdnds laimins mane.

8. Kariuomené rikiuojasi iskilméms. Chorai ir Siaip
gausis dalyviai vienu metu atlieka choralus ir pagoniskas
sutartines.

9. | karGnavimo vieta atneiamos regalijos: kardas,
mantija, valstybés rutulys, ziedas (de3inés rankos
ketvirtam pir§tui) ir du skeptrai — vienas su balandziu -
kairei rankai, kitas su kryzium - dedinei. Po to vyksta
karaliaus patepimas: karaliui patepama galva, kratiné ir
ranka.

10. Regalijy jteikimas. Mindaugas supranta, kad jis
tampa nebe pagoniy valdovu. Uzsidéjes kariing jis taps
vir§esniu uZ visus vyskupus bei Livonijos ir Prasijos
magistrus. PopieZiaus Inocento IV ir viso pasaulio akyse
jis bus Zmogus, uz kurj Lietuvoje ir net ordinuose nebus
svarbesnio.

11. Nuklotu taku eina Andrius Stirlandas, ant
aksominio padéklo nesama Mindaugo kardna, pasiuntinys
i§ Romos neda skirtgjg Mortai. Abi kartinos paSventinamos.
Stirlandas karGnuoja Mindauga, po to skamba Te Deum.
Gaves valdzig, kurios visg gyvenima ir sieké, netgi didesne,
negu galéjo svajoti, Mindaugas supranta, kad nebegali
planuoti ateities, nes visi jos démenys, asmenys, santykiai
uzsidéjus karang pasikeis.

6. The throne is slowly carried to the coronation place.

7. The dialogue between Mindaugas and Morta:

- You will be their king; you will become the ruler of this land.
They praise you now, though they railed againstyou before, because
they were afraid of you. Now they will fear you even more. Your
enemies are killed, dead and gone.

- You are a strong woman, my queen.

-We are all strong, my king, we are the power of the world.

- | regret leaving our Gods. The new God, a killed one, is not
close, rather alien to me. | cannot feel sympathy for him. But he
hands out the crowns, whereas our Gods gave me only this horn
crown, which has long been too tight for me.

(Mindaugas puts his hands on the old horned crown on his
head, but instead of taking it off, he pulls it firmly to feel its closeness.)

- Here is the crown of Perkiinas, which used to give me comfort.

- The ground will never slip under our feet, like heaven will
never run away above our heads. Don't think that your Gods ceased
to understand you.

-The Gods behold me, whereas this God of Kings seems to scan
me through. | would give anything to know what he sees while
watching. | am empty and tired after defeating my enemies as
friends. | relinquished my past, and | still don‘t have the future. This
solemn moment fills my life with significance. My sons and their
sons will bless me for that.

8. The army is lined up for celebration. Choirs and other
numerous participants simultaneously perform plainsongs and
pagan sutartines.

9. The regalia are brought in to the coronation place: the sword,
the royal mantle, the state orb, the regal ring (worn on the fourth
finger of the right hand) and two sceptres— one with the dove atop
to be held in the left hand, and the other with the cross for the right
hand. Then the ceremony proceeds to the anointment of the king:
the oil is first put on king’s head, then on his breast and arm.

10. The bestowment of the regalia. Mindaugas understands
that it is not the ruler of pagan tribes that he going to become.
With the crown atop his head he will become superior to all the
bishops and masters of Livonia and Prussia. In the eyes of the pope
Innocent IV and the whole world there will be no man superior to
him in entire Lithuania and even in the German Orders.

11. Andreas Stirland walks down the carpeted path, holding
the king’s crown on the velvet salver. The Roman deputy carries
another one, designated for Morta. Both crowns are consecrated.

_As Stirland crowns Mindaugas, Te Deum is heard. After achieving




12. PopieZiaus pasiuntinys pranciSkonas vainikuoja
Morta. Po to skamba motery choro atliekamas Te Deum.

13. Minia sveikina karaliy ir karaliene.

~Amziais nupuola didziy karaliy miestai,

Amziais pragaista brangis paminklai kariovedziy,

Didzius suéda ilgi amZiai marmurus,

Amziais ir piramidés, ir auksti gZuolai gridna, -

Bet tavo garbé, gamta, nabaznumas ir viera

neragaus smerties ant amziy.”

(Vaclovo Labunauskio epigrama i§ Mikalojaus Dauk3os
J.Vujeko verstos ,Postilés”)

"Dieve, saugok karaliy,

Dieve, duok jam stiprybés,

Dieve, duok jam galybés amzinai.”

14. Visi scenos dalyviai palieka sceng

15. Epilogas

the power, for which he had sought all his life, and even more than
he could only dream of, Mindaugas realizes that he cannot plan his
future any longer, because all the components, persons and
relationships within his universe will change since he will be crowned.

12. The pope’s deputy, Franciscan monk, crowns Morta. Te Deum
is performed once again, only this time sung by women.

13. The populace congratulates its king and queen.

"Qver the ages fall the cities of great kings,

Over the ages perish the sumptuous monuments of war chiefs,
Great marbles are corroded by long centuries,

Over the ages both pyramids and high oaks fall to the ground,

Yet your honour, nature, godly fear and faith

will not taste death for ages.”

(Vaclovas Labunauskis' epigram from Mikalojus Dauk3a’s
“Postille”)

"God, save the king, God, give him strength, God, give him
power forever.”

14. All the participants leave the stage.

15. Epilogue. The ballad is heard, which, in the manner of folk
lamentations, tersely delineates the regicide and the return of
paganism to Lithuania after Mindaugas’ death, and the subsequent
amalgamation of archaic pagan and more modern Christian images
in Lithuanian mentality.
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ROTA IR ZBIGNEVAS IBELHAUPTAI (fortepijonai)

1989 m. susikdrusio Ratos ir Zbignevo Ibelhaupty fortepijoninio dueto
repertuare — kariniai dviem fortepijonams ir fortepijonui keturioms
rankoms nuo baroko epochos iki musy dieny, jo koncertuose skamba
retai atliekami kariniai. Didelj démesj ansambilis skiria Siuolaikinei lietuviy
muzikai, yra daugelio lietuviy kompozitoriy kariniy iniciatoriai ir pirmieji
atlikéjai.

Pianistai dalyvavo tarptautiniuose festivaliuose Rusijoje, Ukrainoje,
Lenkijoje (,,Varsuvos ruduo” ir ,Silezijos Siuolaikinés muzikos dienos”),
Vokietijoje (Klassik in Griinen), Lietuvoje (Vilniaus, Pazaislio, Thomo Manno
festivaliai, ,Gaida", "I arti”, “Mariy klavyrai”), Liublianos vasaros
festivalyje ir daugelyje kity. RGta ir Zbignevas Ibelhauptai koncertavo su
Lenkijos Radijo nacionaliniu simfoniniu, Lietuvos nacionaliniu simfoniniu,
Lietuvos kameriniu, Lietuvos valstybiniu simfoniniu bei Kauno kameriniu
orkestrais, kuriems dirigavo Saulius Sondeckis, Juozas Domarkas, Robertas
Servenikas, David Geringas, Arturo Tamayo, Pavelas Bermanas ir kt.

Dueto recitaliy buvo surengta Sveicarijoje, Italijoje, Vokietijoje,
Latvijoje, Slovénijoje, padaryta nemazai radijo ir televizijos jrady. Siuo
metu abu pianistai yra Lietuvos muzikos akademijos fortepijono katedros
docentai— désto fortepijono ir fortepijony ansamblio disciplinas.

1997 m. Rita ir Zbignevas buvo apdovanoti Lietuvos nacionaline
kultdros ir meno premija.

Ankstyvieji JURGIO JUOZAPAICIO (g. 1942) kariniai atspindi 8-ojo
deSimtmedio lietuviy muzikos tendencijas. Atvirumas Vakary avangardo
apraiskoms ¢ia retai ortodoksiskas. Dodekafonija, ketvirtatoniai,
aleatorika, serijiskumas ar kolorizmas panaudojami epizodiskai, kaip
papildomos efektingos priemones, jas kombinuojant su praeities muzikos
tradicijomis. :

Tarp lietuviy kompozitoriy Juozapaitis iSsiskiria dideliy Zanry ir
orkestro skambesio pomégiu: simfonijos “Rex”, “Zodiacus”, opera “Mariy
pauksté”. Folklorui artimy muzikos kalbos elementy gausa véliau kei¢ia
asociatyvus lietuviskos pasauléjautos perteikimas. Nacionalinés kulttros
testinumo raiska iSlieka viena Jurgio Juozapaicio karybos konstanty.

Vélesnése kompozicijose pastebima grieztesneé iSraiskos priemoniy
atranka. Sio laikotarpio kiriniai, autoriaus nuomone, atspindi “romantine
tradicijg su pozityvaus harmoningojo prado siekiu”.

" Ramnuné Kazlauskaité

Polychordon (2003) dviem fortepijonams

Vienos dalies karinio muzikos kalbos pagrindg sudaro sonoristika,
garsy bei garsiniy sluoksniy linearinis derinimas, jy polifonija. Karinyje
naudojami jvairas garsy igavimo budai.

"Polychordon” sukurtas ir dedikuotas Ritos ir Zbignevo Ibelhaupty
fortepijoniniam duetui.

Jurgis Juozapaitis

DAVIDAS LANGAS (g. 1957)—produktyvus, entuziastingas ir sudétingas
kompozitorius - tarsi jkanija nerimastingo iSradingumo dvasia. ,, Tokia
muzika dar nejvardyta”, - apie Davidg Langa ralo Markas Swedas. Vieno
i8 legendinio festivalio Niujorke Bang on a Can jkaréjy, Davido Lango,
karyboje klasikiné muzika dera su miesto agresija: melodijas lydi triukémas,
osubtilias harmonijas suardo pulsuojantis ritmas. Puikiai klasikine tradicija
iSmanantis muzikiniy nuotykiy ieskotojas Langas siekia kurti nenusakomy

RUTA AND ZBIGNEVAS IBELHAUPTAS (piancs)

The repertoire of the Rita and Zbignevas Ibelhauptas Piano Duo,
which was formed in 1989, includes works for two pianos and for piano
four hands from Barogue to the present day, as well as compositions
that have rarely been performed. Rita and Zbignevas Ibelhauptas often
collaborate with contemporary Lithuanian composers and have inspired
numerous new works.

A laureate of international competitions, the Rita and Zbignevas
Ibelhauptas Piano Duo has participated regulary in various musical projects
in Lithuania and abroad. They have given many recitals in Switzerland,
ltaly, Germany, Latvia, and Slovenia, and have appeared at many
international festivals in Russia, Ukraine, Poland (Warsaw Autumn,
Silesian Days of Contemporary Music), Germany (Klassik im Grunen),
and Slovenia (Ljubljan Summer Festival). They have also played with the
Polish Radio National Symphony Orchestra, the Lithuanian Chamber,
the Lithuanian National Symphony, and the Lithuanian State Symphony
orchestras conducted by Saulius Sondeckis, Juozas Domarkas, David
Geringas, Arturo Tamayo, Pavel Berman and Robertas Servenikas. Their
concerts have been broadcast by Lithuanian National TV and Lithuanian
and European radio stations.

In addition to giving concerts, they teach piano and piano duet at
the Lithuanian Academy of Music. In 1999, the Academy conferred on
each of them the title of Associate Professor.

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

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 increasingly
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 “Mariy pauk3té” (Sea Bird). Abundant
folk-related elements in his music later gave way to a figurative
representation of Lithuanian emotional sentiment. Continuity of national
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 harmonicorigin”.

Ramuné Kazlauskaité

Polychordon (2003) for two pianos

The idiomn of this one-movement piece consists of sonority, the linear
combination of sounds and sound layers, and their polyphony. Different
ways of sound producing are employed.

Polychordon is written for and dedicated to Rita and Zbignevas
Ibelhauptas Piano Duo.

Jurgis Juozapaitis

DAVID LANG (b. 1957) - the prolific, enthusiastic and complicated
composer - embodies the restless spirit of invention. “There is no name




-

kategorijy muzika. Jis nepaliaujamai ieko naujy muzikiniy formuy.
Daugelis jo kdriniy vienas j kita panaus tik intelektualiomis savo formomis
ir aiSkiomis vizijomis. Lango operos, kameriniai, solo, kiiriniai orkestrui
aprépia placig nuotaiky skale: nuozmas, dangitkai lengvi, skubris,
hipnotizuojantys, nerimastingi... Sirdj gniauzianéius lyrinius momentus
gali uZgoZzti gergZdziantys akordai, intensyvios ritminés figiiros gali suskilti
ar subyréti j Sviesius harmoningo garso Zidinius. Daugelyje Lango kiriniy
méginama praplésti virtuoziskumo muzikoje sampratg - net i§ paZiaros
paprastus kdrinius nejtikétinai sunku atlikti, jie reikalauja nezmoniskos
muzikanto koncentracijos. I5ties kvapa gniauziantis efektas.

Orpheus Over and Under (1989) dviem fortepijonams

1989 m. duetui “Double Edge” paraytas krinys Orpheus Overand
Under ("Orféjas virsuje ir apacioje”) fortepijoniniam duetui — tai dviejy
daliy (arijos ir choralo) meditacija netekties tema. Langas sako, kad §
karinj jkvépé troskimas rasti muzikine pusiausvyra tarp vilties ir netekties,
kurios iSreikstos Orféjo mite, Kirinio anotacijoje autorius ragé: ,,Pirma
kartg Orféjas praranda Euridike dar Zeméje, atgauna jg pozemiuose, ir
tuomet visiems laikams jg praranda kirsdamas horizont, kuriame susitinka
virsus ir apacia”.

Visg kirinj abu fortepijonai nepaliaujamai groja tarsi mirazai
tolimame horizonte virpancius tremollo. Pirmajam fortepijonui i§laikant
auksta registrg, antrasis arijoje pamazu nusileidzia iki boso, o choralo
pabaigoje —dar Zemiavy, j stratosferg. Abi dalys—pirmoji meloding, antra
harmoniné - prasideda siaura garsy gama, kuri létai ir subtiliai intensyvéja
pleciantis registrui, garso auks¢iui ir dinamikai, kol choralo pabaigoje
iSsilieja j kulminacija, kurioje viskas aplinkui subyra j sukes, taciau § kartg
jt atnesa katarsj.

Mark Swed

GINTARAS SODEIKA (g.1961) geriausiai zinomas kaip muzikos teatrui
kiréjas. Jo karybinio kelio pradZig 2ymi jvairaus pobidzio
“nekonvencionali” karyba, tokia kaip hepeningai, garsinés instaliacijos
ar instrumentinio teatro Zanro kariniai. Netgi “konvencionalioje”
kamerinéje, vokalinéje, chorinéje bei simfoninéje Sodeikos muzikoje
taip pat nestinga nei teatraliSkumo, nei karybisky sasajy su moderniaja
popkultOra. Pats kompozitorius savo pastaryjy mety kiryba apibtdina
kaip “akademinj techno” —keistg tradicinés muzikos vertybiy ir naujyjy
technologijy derinj. Antai vienas populiariausiy jo kdriniy - “"Garso
ontologija Nr. 2" dviem fortepijonams - tai intriguojanti techno muzikos
stilizacija tradiciniams instrumentams ir tradicinei koncertinei aplinkai.
Kituose Sodeikos kariniuose taip pat sujungiami minimalizmo ir dziazo
elementai, o humoras ir Zaismingumas juose daznai dera su savotisku
grieztu, atdiauriu skambesiu - tai vienas i§ paradoksy, apskritai badingy
visai io autoriaus muzikai.

10DIO (2002) trims fortepijonams

EUGENIUSZAS KNAPIKAS (g. 1951) 1970-76 m. Katovicy aukstesniojoje
muzikos mokykloje (dabar Karolio Szymanowskio muzikos akademija)
studijavo kompozicijg pas Henrykg Mikotajy Géreckj ir fortepijong pas
Czestawg Stariczyka. Kaip pianistas, Knapikas daugiausia atlieka XX
amZiaus muzika. 9-ajame XX a. deSimtmetyje atlikéjas aktyviai
bendradarbiavo su Silezijos kvartetu, su kuriuo nemazai jraginéjo. Knapiko
atliktas Messiaeno Vingt régards sur 'Enfant Jésus jraytas ir i§leistas CD.

yet for this kind of music”, writes Mark Swed about David Lang. Co-
founder of New York’s legendary new music festival, Bang on a Can,
Lang’s distinct sound fuses the tradition of classical music with urban
aggressivess, where melodies accompanied by noise and subtle
harmonies are pulled apart by pounding rhythms. Musically adventurous,
yet deeply versed in the classical tradition, Lang is determined to make
a music that resists categorization. He is constantly in search of new
musical forms. Many of his pieces resembie each other only in the fierce
intelligence and clarity of vision that inform their structures. Lang's
catalogue is extensive, and his opera, orchestra, chamber and solo works
are by turns ominous, ethereal, urgent, hypnotic, unsettling and funky.
Moments of heart-wrenching lyricism may be pushed up against metal-
crunching chords. Intense rhythmic patterns may fracture or unravel into
luminous pockets of harmonicsound. Much of his work seeks to expand
the definition of virtuosity in music - even the deceptively simple pieces
can be fiendishly difficult to play and require incredible concentration
by the musicians. The effect is spellbinding.

* Orpheus Over and Under (1989) for piano duo

Written in 1989 for the dual piano team, Double Edge, Orpheus
Over and Under is a meditation in two sections, Aria and Chorale, on the
experience of loss. Lang says that his inspiration for the piece came from
a desire to find in music the equilibrium between hope and loss that is
conveyed in the Orpheus myth. ‘Orpheus first loses Eurydice above
ground’, the composer wrote in a program note, ‘regains her below
ground, and loses her finally when crossing the horizon, where over und
under meet'.

Throughout the score, both pianos play in constant tremolos that
shimmer like mirages on the distant horizon, the first piano keeping to
a high soprano range, the second eventually expanding down into the
base during the aria, and into the stratospheres at the end of the
chorale. Each section — the first melodic, the second harmonic — begins
with a narrow restricted range of notes that is slowly and subtlely
intensified in feeling through expansion of register, pitch and dynamic,
welling up at the end of the Chorale into a climax that leaves shards
flying, but is, in this case, cathartic.

Mark Swed

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 instrumental 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
recent 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 atraditional concert setting — enjoys particular popularity. The other
works of Sodeika often combine elements of minimalism and jazz, and
are not void of bizarre humour and self-irony.

10DIO (2002) for three pianos

EUGENIUSZ KNAPIK (b. 1951) studied composition with Henryk
Mikotaj Gérecki and piano with Czestaw Stanczyk at the Katowice State




Pianistas yra koncertaves festivaliuose “VarSuvos ruduo”, Saint Denis
(Paryziuje), Octobre en Normandie (Ruane), Encontros Gulbenkian de
Musica Contemporanea (Lisabonoje) ir Concertgebouw saléje Amsterdame.

Esminé Knapiko ideologijos sgvoka yra meno originalumas, laisve —
antroji svarbi jo ,,muzikos poetikos” idéja. Originaluma kompozitorius
supranta ne kaip poreikj iSsiskirti ar bGti novatoriumi, ta¢iau, sekant
zodzio originalis etimologija, méginti ,,apfiuopti savo ir jvairiy dalyky
Saknis.” Tokj originalumo apibrézima randame Herberto Reado studijoje
The Origins of Form in Art, kuri padaré milZinitka jtaka kompozitoriaus
estetikai, ypac meninés formos suvokimo atzvilgiu—suteikiant pasirinktai
medZziagai galutine meninés idéjos forma. Neretai susidaro jspadis, kad
Siais laikais kova uz meng ir jo pavidalus yra kova uz forma. Forma —didis
europinés tradicijos palikimas, kuris XX a. buvo daznai puolamas ir
kvestionuojamas. Siuo klausimu Knapiko pozidris, atsispindintis visuose
jo kiriniuose, nesikeité nuo pat karybinio kelio pradzios.

Kalbant apie Knapiko karyba, tinkamiausias terminas bty
“neoromantizmas”. Kompozitorius nesidomi moderniomis meno
tendencijomis, teigianciomis elitiskuma, atsiribojima, ironija, abstraktuma
ir redukcija paremta sudétinguma. Savo muzika jis nesiekia sukurti naujo
klausytojo. Priesingai, jis atsigreZia j tokias Zmogaus jausmy erdves, kurias
ji supanti kontrkultdira yra linkusi sunaikinti. Jis kalba atvirai ir ignoruoja
neaiSkias meniniy Zaidimy taisykles. Kompozitorius nenori muzikos
paversti gramatika; jis nori, kad muzika kalbéty apie svarbiausius dalykus:
Zmogiskasias aistras, kovas, pakilimus ir nuosmukius, meilg, mirtj,
draugyste, vienatve, laikinuma ir Amzinybe.

Stanisfaw Kosz

Tha’ Munnot Waste No Time (1998) trims fortepijonams ir klarnetui
Paragytas festivalio “VarSuvos ruduo” uzsakymu.

- AStau pasakysiu kai kg kur kas svarbesnio. A$ Zinau, kur jéjimas j slapta
soda. AS jj radau. Jis buvo pasléptas po vijokliu.

- O, Mary! - [...] - Ar galiu iSvysti tg sodg? Galiu ten jeiti? Ar sulauksiu
dienos, kai galésiu ten patekti?[...]

- Zinoma, kad pamatysi jj! [...] - Ir tu gyvensi! Tu sulauksi!

“Tha' Munnot Waste No Time” (“Negaisk laiko”) yra vieno Frances
Hodgson Burnett knygos The Secret Garden (,,Slaptasis sodas”) skyriaus
pavadinimas. I§ ten ir paimtas pagrindiniy veikéjy — Mary ir Coliono —
dialogas. i knyga, skirta jauniausiems skaitytojams, yra apie amzinajj
Harmonijos, Grozio, Gério ir Draugystés ilgesj. Pagrindiné jos mintis ta,
kad daznai Sios vertybés yra visai $alia masy. Deja, taip jau nutinka, kad
tarp masy ir ,,slaptojo sodo” (o gal mumyse paciuose) iSauga siena,
paslepianti nuo masy troskimo objekta. 5j karinj skyriau Agatai ir Sarai,
tikédamasis, kad jos sutiks paukstelj, padésiantj surasti raktg nuo ,,Slaptojo
sodo”. :

Eugeniusz Knapik

Higher School of Music (now the Karol Szymanowski Academy of Music)
in 1970-76. Knapik performs mainly 20th-century music repertoire as a
pianist. His co-operation with the Silesian Quartet in 1980s resulted in
many recordings. His performance of Vingt régards sur I'Enfant Jésus by
Messiaen was recorded and released on CD. He has given performances
at the Warsaw Autumn, Saint Denis (Paris), Octobre en Normandie
(Rouen) and Encontros Gulbenkian de Musica Contemporanea (Lisbon)
festivals, as well as at the Concertgebouw, Amsterdam.

The first crucial concept in Knapik’s ideology, namely ,originality”
in art (freedom, after originality is the second, very important notion in
Knapik’s ,,poetry of music”). Originality is understood by composer not
as the necessity to be different or innovative but, according to the
etymology of the word , origin” as an attempt ,to seize both our roots
and the roots of things.” Such definition of ,,originality” can be foundin
afundamental study by Herbert Read The Origins of Form in Art which
has significantly influenced the composer’'s aesthetics, especially in terms
of author’s comments on the artistic form — the creation of the final
shape of artistic thought in the chosen material. It seems that nowadays
the fight for art and its shape is the fight for a form; the form- a great
heritage of European tradition that was widely attacked and questioned
in the 20th century. In this sense, Knapik’s thinking has been fundamental
from the very beginning and it is reflected in all his pieces.

The term New Romanticism is true in relation to Knapik’s music.
Knapik is not interested in modern tendencies in art that postulate
elitism, distance, irony, abstraction and complexity based on reductionism.
He is not going to create a new listener through his music; he turns to
such areas of human’s sensitivity that surrounding , counter-culture”
would like to eradicate. He speaks openly and ignores artistic games
whose rules are undlear. He does not want music to be'a mere language,
he wants it to be speech and finally, he tells the listener about the most
important things: human desires, struggles, ups and downs, love, death,
friendship, loneliness, transience and Eternity.

Stanisfaw Kosz

Tha' Munnot Waste No Time (1998) for three pianos and clarinet
Commissioned by Warsaw Autumn.

- I'l tell you something much more important. | know where the entrance
to the secret garden is. I've found it. It was hidden by the ivy.

- Och Mary! -[...]—Can I see this garden? Can go in there? Will I live to
beableto gointhere?[.:]

- Of course you will see it! [...]- And you will live! You will!

Tha’ Munnot Waste No Time —is the subject of one of the chapters
of “The Secret Garden”, a story by Frances Hodgson Burnett: It is from
there that the dialogue above between the two main heroes, Mary and
Colion, is placed in the score. The book, which is addressed to the
youngest readers is about the age-old longings for Harmony, Beauty,
Good and Friendship. its basic premise is that these values are around
us, and that often we are very close to them. Unfortunately, so often
between the “secret garden” and us (or maybe inside us), grows a wall
covering completely the object of our desires. | have dedicated this
composition to Agata and Sara in the hope that they will be able to find

Eugeniusz Knapik

a robin who can help them find the key to the “Secret Garden”.
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ORKEST DE VOLHARDING
(Olandija / The Netherlands)

Dil Engelhard  fleitos / flute, piccolo

Joeri de Vente valtorna / horn

Michiel van Dijk saksofonai / soprano and tenor saxophone

Rutger van Otterloo  saksofonai / alto and baritone soxophone
Bob Driessen saksofonai / soprano, alto, baritone saxophone
Jeroen Jongeling, Louis Lanzing, Gertjan Loot trimitai / trumpets
Koen Kaptijn, Johan de Meij trombonai / frombones

Hans Visser bosinis trombonas / bass trombone

Juap Dercksen fortepijonas / piano

Sieng Schupp  kontrabosas, bosiné gitara / double bass, bass guitar

Jurjen Hempel dirigentas / conductor

ORKEST DE VOLHARDING (Zodis Volharding reiskia
natkakluma"”) susikaré 8-ajame desimtmetyje kaip opozicija
nykiai orkestrinei kulttrai. 1972-yjy pavasarj kompozitorius
Louisas Andriessenas ir saksofonininkas Willemas Breukeris
surinko 13 muzikanty - improvizatoriy ir klasikinés muzikos
atlikéjy — grupe Andriesseno kompozicijai ,,De Volharding”
atlikti. Prie$ tris deSimtmetius Andriessenas kolektyvo grojima
apibldino kaip ,,garsy, nedvariai intonuojantj ir asinchroniska”.
8-ajame deSimtmetyje Volharding buvo ,,revoliucinis” olandy
kolektyvas placiausia to ZodZio prasme, ta¢iau per pastaruosius
dedimt] mety jis iaugo j ansamblj, reprezentuojantj unikalig
Siuolaikinés uzradytos, improvizacinés ir pop muzikos jungtj.
Vieni ir kartu su kitomis meno 3akomis - okiu, teatru ir opera~
jie balansuoja ties visy minéty muzikos krypéiy ribomis. Orkestro
garsg galima apibddinti kaip ,,rupy”, ,,energinga”, ,,dinamiska”.
Volharding groja tik specialiai jiems paradyta arba aranzuota
muzika. Kiekvienais metais jie surengia 30-40 koncerty namuose
ir svetur.

JURJENAS HEMPELIS (g. 1961) studijavo trimita pas Willema
van der Vlietg ir dirigavima pas Davidg Porcelijng bei Kennetha
Montgomery Utrechto konservatorijoje Olandijoje. Jau studijy
metais jis buvo pakviestas asistuoti Edo de Waartui, Hansui
Vonkui ir Davidui Robertsonui. Bidamas Kennetho
Montgomery'o asistentu jis dirbo su Siaurés Airijos operos teatro
trupe Belfaste. 1989 m. jis debiutavo su Olandijos filharmonijos
radijo orkestru, 1990 m. - su Radijo simfoniniu orkestru. 1990
m. jgijgs orkestrinio dirigavimo magistro laipsnj, jis émé déstyti
dirigavima Utrechto konservatorijoje. 1994 m. vasara Seji Ozawos
kvietimu Hempelis studijavo Tanglewoode, kur dirbo su tokiais
dirigentais kaip Bernardas Haitinkas ir Lorinas Maazelis bei
laiméjo Ozawa Fellowship apdovanojima. 1996 m. kova
Hempelis buvo paskirtas Valerijaus Gergijevo asistentu

ORKEST DE VOLHARDING (the word Volharding means
perseverance) came into being in the 1970's, as an apposition
for a barren orchestral culture. In the spring of 1972, composer
Louis Andriessen and saxophonist Willem Breuker brought
together the group of 13 musicians from improvised and classical
backgrounds to perform Andriessen’s composition De
Volharding. "Loud, out of tune and asynchronous” was
Andriessen’s description of the band three decades ago. In the
1970 the Volharding was - in the broadest possible sense - the
Dutch ‘revolutionary’ band. But over the last ten years the
ensemble has built up an unique crossover. Till now Volharding
patrolling the borders between contemporary composed music,
improvised music and popmusic, alone and in alliance with
other disciplines, such as dance, theatre and opera. The orchestra
produce the sound that could be described as 'robust’, 'energetic’
and ‘dynamic’. All the music the Volharding plays is written or
arranged especially for them. Every year they give 30 to 40
concerts on platforms at home and abroad.

JURJEN HEMPEL (b. 1961) studied trumpet with Willem van
der Vliet and conducting with David Porcelijn and Kenneth
Montgomery at the Conservatory of Utrecht, Holland. Already
during these studies he was invited to assist Edo de Waart, Hans
Vonk and David Robertson. As an assistant to Kenneth
Montgomery he worked with the Opera Company Northern
Ireland in Belfast. In 1989 he made his debut with the Netherlands
Radio Philharmonic Orchestra and in 1990 with the Radio
Symphonic Orchestra. Having received his Master Degree in
Orchestral Conducting in 1990, he became professor-in
conducting at the Conservatory of Utrecht. On invitation of
Seji Ozawa, he studied at Tanglewood in the summer of 1994,
were he worked with the conductors Bernard Haitink and Lorin
Maazel and received the Ozawa Fellowship Award. In March




Roterdamo filharmonijos orkestre, ir nuo tada jis nuolat dirba
su Siuo isskirtiniu kolektyvu. Jurjenas Hempelis yra pelnes
puikaus Siuolaikinés muzikos dirigento reputacija - tai leidzia
jam nuolat dirbti su Nederlands Blazers Ensemble, Asko, Nieuw
Ensemble ir Orkest de Volharding. Nuo 1993 m. jis yra pagrindinis
Orkest de Volharding dirigentas.

JULIOS WOLFE (g. 1958) gyvenimga sunku aiskiai
suklasifikuoti. IS pirmo zvilgsnio ji atrodo esanti tipiska desimto
dedimtmecdio kompozitoré — gyvena Niujorke, politiskai
angaZzuota, ir, nepamirskime, yra moteris. Galiausiai, jos karjera,
kaip ir turi biti - ryski ir staigi kaip meteoras. Pastaraisiais metais
sukrusi keletg stulbinamai savity ir neuzmirstamy kariniy
orkestrui, styginiy kvartetui, dideliam variniy puciamuyjy
ansambliui, $esiems fortepijonams ir kameriniam ansambliui ji
iSgarséjo tarp muzikos zinovy ir Siuo metu yra pelnytai laikoma
viena svarbiausiy savo kartos muzikiniy balsy. Turint visa tai
galvoje, i§ jos tikimasi kazkokio isskirtinio tukstantmeciy
sanddros postminimalizmo, kazko kupino fin-de-siecle
hipiskumo, kazko, atitinkancio ,,paskutinj mados Sauksma”.
Wolfe apetitas muzikai platus ir nepasotinamas: jos entuziazmas
vélyvojo Beethoveno atzvilgiu prilygsta tik aistrai Led Zeppelin
arba gal dar meilei tradicinei Amerikos liaudies muzikai. Sios ir
kitos jtakos jos muzikoje pasireiskia subtiliai, bet aiskiai, ta¢iau
tai jokiu biadu néra stiliy pasti$as. Kas tuomet Zymi Julios Wolfe
.stiliy”? Néra jokio ap¢iuopiamo elemento, iSskyrus démesj
garso kidrimo aktui. Garsui ne dél paties garso, bet garsui kaip
Zmogaus pastangy padariniui, kaip graZiai ir paveikiai
abstrakcijai, kurig Zmogus kuria, masto, kurig pripildo ir i$ kurios
semiasi prasmes. Julia Wolfe garsa suvokia kaip Zmogaus veiklos
apskritai metafora ir yra su juo atsargi bei atidi detaléms - tai
parodo jos meistriskuma ir nusipelno ypatingos pagarbos.

Arsenal of Democracy (1993)

Karinys Arsenal of Democracy ("Demokratijos arsenalas”)
buvo uzsakytas kompozitorei studijuojant Olandijoje pas Louisg
Andriesseng. Darbas buvo baigtas 1993-aisiais, 1995 m. Orkest
de Volharding jj atliko Bang on a Can festivalyje Niujorko
Lincolno centre, o véliau jrasé Philipo Glasso studijoje.
Kariniuose Vermeer Room ir Arsenal of Democracy jau¢iama
Stravinskio ir Andriesseno dvasia, taciau jie turi ir isskirtinai
"wolfiska"” tapatybe.

GORDONAS McPHERSONAS (g. 1965) studijavo Jorko
universitete, ten pat apgyné ir daktaro disertacijg. Podaktarines
studijas jis tesé Karaliskajame Siaurés muzikos koledZze.

McPhersono kuriniai daznai atliekami koncertuose,
transliuojami per radijg ir televizijg Jungtinéje Karalystéje bei
uzsienyje. Tarp naujausiy jo darby galima paminéti Skotijos
Karaliskojo nacionalinio orkestro uzsakytg karinj Kamperduin

1996, Jurjen Hempel was appointed the Assistant Conductor to
Valery Gergiev in the Rotterdam Philharmonic Orchestra and
since then he has worked on a regular basis with this outstanding
orchestra. Jurjen Hempel has established a firm reputation as a
conductor of contemporary music. This enables him to work in
front of many ensembles including the Nederlands Blazers
Ensemble, Asko, Nieuw Ensemble and Orkest de Volharding on
a regular basis. Since 1993 he has worked as the principal
Conductor of Orkest de Volharding.

JULIA WOLFE's (b. 1958) life and work defy easy
categorization. On the surface, she seems the quintessential
composer for the 90s - New York-based, politically aware, and,
don’t forget, female - and in fact her career has been
appropriately meteoric. In the last few years she has sprung
into the consciousness of the musical cognoscenti through a
few startlingly individual and unforgettable works for orchestra,
string quartet, large brass ensemble, six pianos, and chamber
ensemble, and she is now rightly regarded as one of the key
musical voices of her generation. Given all this, one would
ordinarily expect something post-minimal or pre-millennial,
something filled with fin-de-siecle hipness, something befitting
the “latest thing.” Wolfe's appetite for music is wide-ranging
and voracious: her enthusiasm for late Beethoven rivaled only
by her passion for Led Zeppelin, or perhaps her love of
traditional American folk music. These influences and many
others can be heard subtly but clearly in her work, yet in no
way is her work a pastiche of styles. What then marks Julia
Wolfe’s musical ‘style’? There is not any single identifiable
element but, rather, a focus on the act of making sound; sound
not for its own sake but as a product of human endeavor, as a
beautiful and powerful abstraction that people create,
contemplate, imbue with and derive meaning from. Sound is
for Julia Wolfe a metaphor for human activity in general, and
she approaches it with care and attention to detail that is both
masterful and highly respectful.

Arsenal of Democracy (1993)

Julia Wolfe was commissioned to write Arsenal of Democracy
during her studies in The Netherlands with Louis Andriessen.
The piece was completed in 1993. It was performed by Orkest
de Volharding on the 1995 Bang on a Can Festival in Lincoln
Centre in New York and recorded afterwards in the Philip Glass
studio. One can sense the spirit of Stravinsky and Andriessen in
The Vermeer Room and Arsenal of Democracy, and yet these
pieces have identities that are distinct and utterly Wolfian.

GORDON McPHERSON (b. 1965) studied at the University
of York returning there for his Doctorate, continuing with post-
doctoral research at the Royal Northern College of Music.




200-sioms Kamperdauno masio metinéms paminéti, kamerine
kompozicijg Friends in Strange Places, jrasyta Dundee
Contemporary Arts centro atidarymo iskilméms, antrajg studija
gitarai Miami, kurios premjera 1998 m. buvo atlikta Wigmore
Hall’e, ir karinj Detours, kurj uzsaké Hebrides Ensemble. Kiti
nauji McPhersono kdriniai yra Macready’s Breath, parasytas
Skotijos Nacionaliniam jaunimo orkestrui, septintoji ciklo
Handguns: A suite for Psappha dalis, tre€iasis styginiy kvartetas
Edinburgo kvartetui ir trecioji studija Tarptautiniam Batho gitary
festivaliui.

Gordonas McPhersonas neseniai buvo paskirtas
Kompozicijos katedros vedéju Skotijos Karalitkojoje muzikos ir
dramos akademijoje. Jis taip pat désto XX amziaus muzikg ir
analize St. Andrews universitete.

Western Darlings (1992)

Visus i§ pradZiy neiSvengiamai “uzkabina” $io $koty
kompozitoriaus kirinio pavadinimo poetika. Po to, aisku, kyla
erzinantis klausimas: “kas tos brangiosios i§ Vakary?” Pats
kompozitorius nenori taip lengvai atskleisti paslapties:
“pavadinime neuZsimenama — kaip kai kurie jtarty - apie
buvusias mano merginas i§ Glazgo, bet nepasakysi, kad tai
visiSkai nesusije dalykai”. Turésime pasitenkinti $iuo komentaru.
Nieko daugiau negalime padaryti, tik klausytis Sio nuostabaus
karinio, svyruojancio nuo svajingai besivejanc¢iy snabzdesiy iki
granito tvirtumo iskalbos.

Kdrinys Western Darlings, tarsi paspaudus mygtuka,
ijungiamas dviem garsiais tutti smagiais, kuriuos McPhersonas
visame kirinyje naudoja frazéms atskirti. Saksofonai tesia
grodami ritmiskai laisva, tarytum improvizuota, melodijg, kurioje
pirmajj saksofong keicia kiti du. Per §ias netoli viena nuo kitos
nutolusias imitacijas nuaidi tesiamy naty elegija, ilgainiui
jgaunanti apibréztesnj pavidala.

Tolesné padala sujungia svarbiausius kompozicinius
elementus. Pirmiausia saksofono “improvizacija” perauga j
hoketa, kuris taps labai svarbia paskutiniosios padalos detale.
Antrg lygmenj sudaro trombonai ir fortepijonas - ilgomis
natomis, tarsi mindami Zemén, jie jréZia ritma ir, atrodo, veda
pabaigos choralg. O aukstutiniame registre pikolo fleita tuo
metu groja nezemiska, iSgalvota 3kotiska liaudies melodija.
McPhersonui pavyko viename kirinyje zaviai sujungti visigkai
skirtingas medziagas. Jis pats jas apibadina kaip “tradicinés skoty
muzikos technikas, sujungtas su ty¢ia nerangiu dzerzgesiu, ir
sujauktus ritmus, taikomus prie iSskirtinio De Volharding
ansamblio skambesio, kuris mane Zavi nuo pat pirmo karto, kai
jiidgirdau”.

Anthony Fiumara

Utrechto universitete baiges muzikologija ir sonologija,
olandy kompozitorius MARTIJNAS PADDINGAS (g. 1956)

His work has been performed and broadcast widely
throughout the UK and abroad. Recent works have included a
second work for the Royal Scottish National Orchestra
Kamperduin, commissioned to commemorate the 200th
anniversary of the Battle of Camperdown; Friends in Strange
Places, a new chamber work recorded for the inauguration of
Dundee Contemporary Arts; a second study for guitar Miami
premiered at the Wigmore Hall in 1998 and Detours,
commissioned by the Hebrides Ensemble. McPherson's other
recent works include Macready’s Breath for the National Youth
Orchestra of Scotland, a seventh movement for his Handguns:
A suite for Psappha, a third string quartet for the Edinburgh
Quartet and a third study for the Bath International Guitar
Festival.

He has been in demand both as a teacher and lecturer and
was recently made head of composition at the Royal Scottish
Academy of Music and Drama. He also lectures on 20th Century
music and analysis at St. Andrews University.

Western Darlings (1992)

itis inescapable that anyone who sees the title of this work
by the Scottish composer Gordon McPherson for the first time,
even before listening, will be hit by the poetry that goes with
these two words. Subsequently, the vexing question will
irrevocably follow: “who are those Western Darlings?”. The
composer himself does not seem to be willing to resolve this
mystery for us: “the title is not a reference to - as some suspect
- ex-girlfriends from Glasgow, but to something not entirely
different”. We will have to do with this comment. There is
nothing else for it but to listen to this sublime work, which
moves between dreamy wispiness and granite statements.

Western Darlings is turned on with a button by two loud
tutti-bangs that McPherson uses throughout the piece as a
breaking point between the passages. The saxophones
continue, playing a rhythmically free, quasi improvised songline,
in which the first saxophone is followed by the other two.
Through these short-distanced imitations a pulseless,
reverberating elegy-is ensuing, developing into a more clear-
cut form along the line.

The next part functions as a junction for the most important
compositorical ingredients. Firstly, the saxophone
‘improvisation’ develops towards the hoket that will play an
important role in a later part of the piece. A second layer is
provided by the trombones and piano; they accentuate the
pulse in ‘long notes’ as in a ground, and seem to point forward
to the choral at the end. On top of this the piccolo plays an
immaterial, non-existent Scottish folk tune. in a fascinating
way McPherson has succeeded in uniting mutually different
materials in one work. Materials he himself describes as “Scottish
folk traditional techniques, aligned with more intentionally
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studijavo fortepijono specialybe Fanios Chapiro klaséje.
Karaliskojoje Hagos konservatorijoje jis mokési kompozicijos
pas Louisg Andriesseng ir instrumentuotés pas Geertg van
Keuleng.

Paddingas, kaip ir jo mokytojas Andriessenas, sekdami
Stravinskiu tiki, kad muzikos esmé yra kity Zmoniy jau sukurta
muzika. Jo manymu, jvairis postserializmo laikotarpio muzikos
tipai sudaré prielaidas rastis ,,epochai be stiliaus”. Paddingo
muzika susijusi su antiromantine ir postminimalistine Hagos
mokyklos estetika, tac¢iau kompozitorius jkvépimo semiasi ir i3
Mahlerio populiariosios bei rimtosios muzikos stiliy gretinimo.
PavyzdZiui, karinyje orkestrui Scharf abreissen (1995), kuris
sudaro trilogijg kartu su Nicht eilen, nicht schleppen (1993) bei
Jesu, erbarme Dich noch einmal (1993), jis gretina dvibalsius
renesansiskus choralus su nereguliariomis, Theoloniouso Monko
jkvéptomis ,,psichopatinémis” ritmisky akordy progresijomis
bei su dar isteriSkesniais pasazais, primenanéiais Mahlerj ir
Brahmsa. Paddingas nuolat siekia nevarzomos komponavimo
manieros, taciau ji visuomet pakldsta harmonijos principams.

Michael H. S. van Eekeren

Remote Places (1988)

Remote Places ("Tolimos vietos") — “gudrus kontrastas tarp
akordy bloky ir ritmiSkai akcentuoty melodiniy motyvy”.
Kompozitoriaus Zodziais tariant, “$is kdrinys yra apie tolimas
zonas, labai viliojandius regionus. Kuo sunkiau juos pasiekti,
tuo patrauklesni jie tampa”. Cia Paddingas svarsto apie
geografines vietoves ir intriguocjancius muzikinius reiskinius.
Remote Places, be abejo, yra gerai suresta partitira. Skambant
dar pirmiesiems taktams klausytojas, pats to nezinodamas, jau
atsiduria pries visg kdrinio medziaga. Tik po to, kai $velniai
pulsuojantys akordai per tremollo virtines ir daugiasiuoksnius
melodijy kompleksus perauga j isradingas tonacines
manipuliacijas, paaiskéja, kad tai buvo aprioriska visos
medziagos ekspozicija. Tonacinio plano manipuliacijos siame
kdrinyje — tai ir muzikinés sgmonés arba muzikinio fenomeno
manipuliacijos, tiek kompozitoriui, tiek ir klausytojui. Tremolio
virtinés néra kokie nors izoliuoti reiskiniai; jos ima alsuoti ir
gyventi savo gyvenima. Apibendrintai bty galima sakyti, kad
jos yra tarsi komentaras Luciano Berio kariniui Points on the
Curve to Find. Dar tiksliau, tremollo peraugimas | muzikine
forma bei jtampos pusiausvyra tarp horizontalés (linijy,
kontary) ir vertikalés (harmonijy) yra tiek Berio, tiek Paddingo
kompozicijy pagrindas. Siuo atzvilgiu Remote Places galima
suvokti kaip akustine Points on the Curve to Find analize.
Atkreipiame démesj j intertekstualuma. Paddingo Remote Places
néra vien proziskas, bet ir tekstualiai kritiskas kGrinys, nors jus
gal ir nelaikote Berio muzikos tokia jau tolima ir keista vietove.

awkward jarring and messy rhythms to a more distinctly De
Volharding sound that had, since my first introduction to it,
always enthused me”.

Anthony Fiumara

Dutch composer MARTIIN PADDING (b. 1956) studied
musicology and sonology at Utrecht University and undertook
piano studies with Fania Chapiro. At The Hague Royal
Conservatory he studied composition with Louis Andriessen and
instrumentation with Geert van Keulen.

Padding, like Stravinsky and his teacher Andriessen, believes
that music is about the music of others; he feels that the many
different types of music in the post-serial years have led to an
‘age of stylelessness’. His music is related to the anti-Romantic
and post-minimalist aesthetics of The Hague school, but also
draws inspiration from Mabhler’s juxtaposition of popular and
art-music styles. In his large orchestral work Scharf abreissen
(1995), part of a trilogy including Nicht eilen, nicht schleppen
(1993) and Jesu, erbarme Dich noch einmal (1993), he juxtaposes
two-part Renaissance-like chorales with sections of irregular,
'psychotic’ rhythmical chord progressions inspired by the music
of Theolonious Monk, and with sections of music of greater
hysteria and bombast recalling Mahler and Brahms. He strives
for an uninhibited manner of composing, which is nevertheless
always dominated and guided by harmonic principles.

‘Michael H. S. van Eekeren

Remote Places (1989)

Remote Places is ‘a clever contrast between chord blocks and
heavy rhythmic melodic motives’. This piece, in the words of its
composer, deals with ‘far off, remote and distant parts. Regions
with great seductiveness. The more difficult they are to reach,
the more attractive they become’. In this work Padding reflects
on geographic locations and musical events, with, in the latter,
an interesting musical phenomenon playing a role. Remote
Places is without doubt a well constructed score. In the opening
measures the listener is confronted with the work’s entire material,
although he is not yet aware of it. It is only after softly pulsating
chords develop in ingenious tonal manipulations, passing
through chains of tremolos and numerous layered melodic
complexes that the introduction takes on the significance of a
provisional exposition. The tonal manipulations in Remote Places
are also manipulations of musical consciousness, of musical
phenomenon, both for the composer and listener. The chains of
tremolos are not merely an isolated event, but begin to breathe
with a life of their own. They could be summed up as commentary
on Luciano Berio’s Points on the Curve to Find. To put it more
strongly, the development of the tremolos to a musical shape
and the balance of tension between linearity (lines, shapes) and
verticality (harmonies) is as much the fundament of Berio's as it




ZITA BRUZAITE (g. 1966) iSskiria dvi savo karybos linijas.
Vienai jy priklauso jvairiomis filosofinémis idéjomis grindZiami
kiriniai, skambantys daugiausia §iuolaikinés muzikos
festivaliuose ("Toeliali”, “Rebus musicis et musicantibus”,
"Versmé”, “Mozaika”, "Bagatelés”); muzikoje jklnytos
specifines koncepcijos sglygoja maziau apibréztus jy Zanrus.
Kitg kariniy grupe sudaro nuosaikiai tradiciné koncertiné karyba
jvairioms atlikéjy sudétims (“Burlegija ir noveleté” klarnetui ir
fortepijonui, “Divertismentas” dviem fortepijonams, “ligés”
birbynei ir kankléms, poema “Kursiai” sopraninéms ir bosinéms
kankléms ir kt.).

Kompozitorés kiryboje girdimi liaudies ir dziazo muzikos
atgarsiai, jpinti j viduramziska asketizma ar moderniy
harmoniniy konistrukcijy, ritmy, tembry procesg (kantata
"Amziy dainos”). Jos muzika niekada neuZplista garsy lavina,
nejsiverzia j klausytojy vidy ekspresyviu protrikiu. Kompozitoré
teigia, kad didziausias jos rupestis - “i3 keliy garsiniy virpesiy
"uzauginti” visg kompozicijg”.

Zitos Bruzaités muzikoje kirinio struktdrinio plano ir
sonoristinio skambesio jungtis yra tokia organiska, jog beveik
nejuntamas grieztos konstrukcijos racionalumas. Daug jtakos
kompozitores kirybai turi teatras - kaip ritualas, kur judesys,
Zodis, muzika ir scenografija suauga j nedaloma visuma.

Fading Dance (2003)
/1111 smagiy gyvos muzikos puc¢iamyjy ansambliui,
fortepijonui ir kontrabosui/

Sokantis,
naivus,
gyvasl
atgailaujantis,
kvailas,
pokstaujantis,
pasenes,

- apmiritantis,

pamirstas.
Zita BruZaité

MICHIELIS VAN DIJKAS (g. 1962) karalitkojoje Hagos
konservatorijoje pas Leo van Oostroma ir John Ruocco studijavo
saksofong, o Siuo metu pats ten désto. Van Dijkas kvie¢iamas
groti daugelyje kity kolektyvy: Asko ir Schoenbergo
ansambliuose, Ebonyband, Metropolio orkestre ir dar daugelyje
kity. 1998 m. Michielis van Dijkas suktré akustine fank grupe
DownBeat Syndrome. Nuo 1996 m. saksofonininkas groja Orkest
de Volharding.

is of Padding’s composition. In that respect one could think of
Remote Places as an aural analysis of Points on the Curve to
Find. We make note of the intertextuality. Padding’s Remote
Places are not merely prosaic, but also text critical, although
you can hesitate to think of Berio’s music as such a far-off,
strange region.

ZITA BRUZAITE (b. 1966) emphasizes two trends in her
creative work. One of them includes works based on certain
philosophical ideas, which are mainly performed in the
contemporary music festivals (Toeliali, Rebus musicis et
musicantibus, Spout, Mosaic, Bagatelles); definition of genre
here is of minor importance. Another group of compositions
includes traditional concert type music for various instruments
(Burlegy and Novelette for clarinet and piano, Divertimento
for two pianos, All Souls’ Day for Lithuanian folk instruments
birbyné and kanklés, poem Curonians for soprano and bass
kanklés, and others).

In BruZaite’s music one can hear influences of jazz and
ethnic music, combined with the medieval asceticism, or modern
harmonies, rhythms, and timbres (i.e. cantata Songs of Ages).
Her music never comes as an avalanche of sounds, it never
interferes listener's perceptions with the expressive outbursts.
According to the composer, her major concern is ‘to crystallize
the whole composition from a few sounds’.

The rationality of construction in BruZaité’s music is
imperceptible due to integral link between the structure of the
piece and its sonarity. Music of Zita Bruzaité is also influenced
by theatre as a ritual, its organic combination of movement,
word, music, and stage design.

Fading Dance (2003)
71111 beats of live music for wind ensemble, piano and
double bass/

dancing,
naive,

live,
repenting,
stupid, -
joking,
old,
numbing,

forgotten
Zita BruZaite
MICHIEL VAN DLK (b. 1962) studied saxophone at the Royal

Conservatory in The Hague with Leo van Oostrom and John
Ruocco. Nowadays he is working as a teacher at the same




SJENGAS SCHUPPAS (g. 1963) Utrechto konservatorijoje
baigé kontraboso ir bosinés gitaros studijas. Nuo 1989 m. jis yra
Orkest de Volharding narys. Kaip laisvai samdomas muzikantas
yra dirbes daugelyje Olandijos kolektyvy: Nederlands Blazers,
Nieuw, Asko ir Schoenbergo ansambliuose. alia muzikanto
karjeros Sjengas Schuppas aktyviai reiskiasi kaip dailininkas-
dizaineris. Jis apipavidalino kompaktines plok3teles Trajekten,
Hex ir Western Darlings.

Loops/Den Pijp/Beat (2002)

Naujoji trijy trumpy daliy kompozicija Loops/Den Pijp/Beat
- puikus jrodymas, kad muzika gali tapti sudétine filmo dalimi,
ir atvirksciai. Akivaizdu, kad vizualusis Louiso Andriesseno
muzikos elementas turéjo didelés jtakos vélesnei olandy
kompozitoriy kartai. Sjengo Schuppo animacijoje ir Michielio
van Dijko ,,pop muzikoje” klausytojas vaiSinamas kvailai
besikartojanciais vaizdais (Loops), egzistencialistiniais diadelés
pamastymais (Den Pijp) ir siurrealistine geidulingy ir seksualiy
veiksmy seka (Beat). Smarkiose ir kandZiose partitlrose gan
stiprus pramoginis aspektas.

Nuo 1974 mety LOUISAS ANDRIESSENAS (g. 1939) derina
déstyma su kompozitoriaus ir pianisto darbu. Siuo metu jis
laikomas zymiausiu Olandijos kompozitoriumi ir yra centriné
figlra tarptautinéje naujosios muzikos arenoje.

Pradéjes nuo dZiazo ir avangardinés muzikos, Andriessenas
suk@ré savajj stiliy, itin savitai instrumentuodamas elementarig
harmonine ir ritmine medziagg. Kompozitoriaus zavéjimasi
Stravinskiu paliudija panasi jo muzikos energija, iSraiskos
aisSkumas ir klausos jautrumas spalvai.

Andriessenas jkvepimo semiasi i§ nepaprastai jvairiy $altiniy
- nuo Charleso Iveso muzikos (Anachronie [), Mondriaano meno
(De Stijl), viduramziy poetiniy vizijy (Hadewijch) iki skaitiniy
apie laivy statybg ar atomine teorijg (De Materie Part I).
Kompozitorius nuolat sprendzia sudétingas kirybos problemas:
karinyje De Staat tyrinéja muzikos ir politikos santykius,
kompozicijose De Tijd ir De Snelheid - laiko ir greiio prigimtj,
trilogijoje Trilogy of the Last Day — moralés klausimus.

Andriesseno kompozicijas renkasi daugelis garsiy
siuolaikinés muzikos atlikéjy — De Volharding, Schoenbergo
ansamblis, Asko ansamblis, Olandijos kamerinis choras,
Schénbergo kvartetas, BBC simfoniniai orkestrai, Kronos
kvartetas, Londono sinfonijeté, Ensemble Modern ir kt.

Kompozitorius yra dalyvaves daugelyje jungtiniy projekty
- tai 3okio projekty ciklas, teatro pjesé De Materie, kurig
Andriessenas kartu su Robertu Wilsonu sukdré Olandijos operos
teatrui, muzika Peterio Greenaway'aus filmui M is for Man, Music,
Mozart bei vesternui Rosa (tekstas ir pastatymas Peterio
Greenaway’aus), kurio premjera jvyko 1994 m. Olandijos operos
teatre. Dar vienas bendras darbas su Greenaway'umi - Writing

institution. Besides working with Orkest de Volharding he is
playing with various groups such as the Asko and Schoenberg
Ensemble, the Ebonyband, the Metropole Orchestra and many
others. In 1998 he and some fellow musicians formed the acoustic
funk formation DownBeat Syndrome. Michiel van Dijk joined
Orkest de Volharding in 1996.

SJENG SCHUPP (b. 1963) studied double bass and electric
bass guitar at the Utrecht Conservatory. He is a member of
Orkest de Volharding since 1989. He has worked with several
Dutch ensembles as a freelance musician, for example the
Nederlands Blazers Ensemble, the Nieuw Ensemble and the Asko
and Schoenberg Ensemble. Besides his musical practice Sjeng
Schupp is also active as illustrator. The cover illustrations on the
Volharding CD’s Trajekten, Hex and Western Darlings are the
result of his creative energy in illustration and design.

1

'Loops/Den Pijp/Beat (2002)

Their new three short movement composition Loops/Den
Pijp/Beat is a very good example how the music can be an
integral part of a painted video film and otherwise. It is evident
in this composition how the visual element in Louis Andriessen’s
music has had influence on a later generation of Dutch
composers. With animation from Sjeng Schupp and 'pop music’
from Michiel van Dijk, the listener is treated to images of inane
repetition (Loops), the existential musings of a pipe (Den Pijp)
and a surreal sequence of sensual and sexual actions (Beat).
Punchy and acerbic scores enhance the entertainment factor.

Since 1974 LOUIS ANDRIESSEN (b. 1939) has combined his
teaching with his work as a composer and pianist. He is now
widely regarded as the leading composer working in the
Netherlands today and is a central figure in the international
new music scene.

From a background of jazz and avant-garde composition,
Andriessen has evolved a style employing elemental harmonic
and rhythmic materials, heard in totally distinctive
instrumentation. His acknowledged admiration for Stravinsky
is illustrated by a parallel vigour, clarity of expression, and acute
ear for colour.

Andriessen’s inspiration is wide, from the music of Charles
lves in Anachronie I, the art of Mondriaan in De Stij/, and
mediaeval poetic visions in Hadewijch, to writings on
shipbuilding and atomic theory in De Materie Part I. He has
tackled complex creative issues, exploring the relation between
music and politics in De Staat, the nature of time and velocity
in De Tijd and De Snelheid, and questions of morality in Trilogy
of the Last Day.

@




to Vermeer — 1999 m. gruodj buvo pirmg kartg parodytas
Olandijos operos teatre, 0 2000 m. - Linkolno centro festivalyje.

On Jimmy Yancey (1972, versija su video 2003)

Andriessenas buvo postmodernistiniy citaty muzikoje
pradininkas. Tai gerai matyti ankstyvajame jo darbe On Jimmy
Yancey (“Apie Jimmy Yancey"), skirtame treciojo dedimtme¢io
pradzios bugivugio pianistui. Cia laisvai naudojamos bugivugio
frazés ir rifai, kurie atliekami tarsi atsiribojant, itin nedziazitka
maniera. 1972-aisiais, kai klestéjo avangardas, tai buvo labai
radikalus Zingsnis. Bugivugj Andriessenas pamilo badamas
paauglys ir panaudojo §j stiliy On Jimmy Yancey, De Stijl bei dar
keliose kompozicijose.

Andriessen’s compositions have attracted many leading
exponents of contemporary music including De Volharding,
Schoenberg Ensemble, the ASKO Ensemble, the Netherlands
Chamber Choir, the Schoenberg Quartet, BBC symphony
orchestras, Kronos Quartet, the London Sinfonietta, Ensemble
Modern, etc.

Collaborative works with other artists include a serjes of
dance projects, the full length theatre piece De Materie created
with Robert Wilson for the Netherlands Opera, the music for
the Peter Greenaway film M is for Man, Music, Mozart and the
'horse opera’ Rosa premiered at the Netherlands Opera in 1994
with text and production by Peter Greenaway. A further
collaboration with Greenaway, Writing to Vermeer, was
premiered at the Netherlands Opera in December 1999 and at
the Lincoln Center Festival 2000.

On Jimmy Yancey (1972, version with video 2003)

Andriessen was a pioneer in postmodern quotation in music,
as demonstrated by his early work On Jimmy Yancey, a
celebration of the early 20’s boogie-woogie pianist. This piece
makes free use of boogie-woogie licks and bass lines, delivered
with a detached, very non-jazz manner. This was a very radical
thing to do in the avant-garde world of 1972. Andriessen came
to love boogie-woogie during his teenage years, and has
incorporated the style into several compositions, including On
Jimmy Yancey and De Stijl.
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KammarensembleN

Peter Fridholm fleitos / flute, piccolo

Ulf Bjurenhed obojus / oboe

Kristian Mller klarnetas / clarinet

Jan-Erik Alm  bosinis klarnetas / bass clarinet
Martin Krafft fagotas / bassoon

Ayman Al-Fokir  valtorna / horn

Tora Thorslund  trimitas / trumpet

Ivo Nilsson  trombonas / trombone

Pontus Langendorf, Johan Westerlund muSamieiji / percussion
Anders Kilstrm  fortepijonas solo / piano solo
Laura Stephenson arfa / harp

Jeffrey Lee, Joakim Wendel smuikai / violins
Janne Kannas altas / viola

Kajsa Williom-Olsson  violonéelé / cello

Mattias Frostenson kontrabosas / double bass -

Franck Ollu dirigentas (Pranciizija) / conductor (France)

KammarensembleN (“Kamerinis ansamblis”) susibré 1984
m. Stokholme. Kolektyvo repertuare - diuolaikinés kamerinés
muzikos kiriniai jvairioms instrumenty sudétims iki sinfonijetés
formato. Ansamblis aktyviai dalyvauja jvairiucse Europos
festivaliuose ir yra surenges keletg koncertiniy cikly Stokholme.
Kolektyvo nariai - virtuozai, sékmingai dirbantys jvairiuose
Svedijos simfoniniuose orkestruose bei ypa¢ besidomintys
Siuolaikine muzika. Jie taip pat daug koncertuoja kaip solistai ir
su jvairiais kameriniais kolektyvais. Ansambliui yra teke dirbti
su keletu garsiy dirigenty, bendradarbiauti su kompozitoriais,
jradyti itin palankiai sutikta kompaktiniy ploksteliy serija.

FRANCKAS OLLU gimé La Ro3elés mieste Prancizijoje.
ParyZiuje pas George’s Barboteu ir André Cazalet studijavo
valtorng, o kompozicija - pas Jeana-Francois Zygelj. 1990 m.
tapes Ensemble Modern nariu jis persikélé gyventi j Frankfurta
- nuo tada studijavo dirigavima Jonathano Notto klaséje. 2000
m. Ollu dviem sezonams tapo dirigento asistentu Ensemble
Intercontemporain ParyZiuje bei Pierre'o Boulezo padéjéju
Ensemble Modern orkestre. Ollu yra dirigaves daugeliui
Siuolaikinés muzikos kolektyvy, tarp jy Ensemble Modern,
Paryziaus konservatorijos orkestrui, KammarensembleN,
ansambliams Recherche, Asko, Intercontemporain, Avanti,
Kvinslendo simfoniniam orkestrui, ansambliui Elision.

Pastaruoju metu jis dirigavo Emmanuelio Nuneso Lichtung
l'und Il su Musikfabrik ir IRCAM Darmétato vasaros kursuose;
Ensemble Modern Lincolno centro festivalyje Niujorke, Rudens
festivalyje Paryziuje, naujosios Heinerio Goebbelso operos
pastatymui Zenevoje bei Berlyne.

KammarensembleN (The Chamber Ensemble) was formed in
Stockholm in 1984 and has a repertoire of contemporary chamber
music works for instrumental combinations up to the sinfonietta
format. The ensemble has performed at numerous European
festivals and given several series of concerts in Stockholm. The
members are virtuoso instrumentalists with a strong interest in
modern music, holding leading positions in different Swedish
symphony orchestras. They also take part in various chamber
ensembles and often appear as soloists. Over the years, the
ensemble has worked with several internationally well-known
conductors, collaborated with many composers, and made a series
of well-received CDs.

FRANCK OLLU was born in La Rochelle, in France. He studied -
music in Paris (French horn with George Barboteu and André
Cazalet, composition with Jean-Frangois Zygel). In 1990 he became
a member of the Ensemble Modern and moved to Frankfurt.
Since then he has studied conducting with Jonathan Nott. In
September 2000 he became the assistant conductor at the Ensemble
Intercontemporain in Paris for two seasons, and also assisted Pierre
Boulez with the Ensemble Modern orchestra.

Ollu has conducted various ensembles for contemporary music,
including the Ensemble Modern, the Orchestre du Conservatoire
de Paris, the KammerensembleN, the Ensemble Recherche the
Asko Ensemble, the Ensemble Intercontemporain, the Ensemble
Avanti, the Queensland Symphony Orchestra, and the Elision
Ensemble.

His most recent appearances were conducting Emmanuel
Nunes' Lichtung I und Il with Musikfabrik and IRCAM during the




Dirigentas yra atlikes daugelio kompozitoriy kdriniy
premjeras, tarp jy - Hanso Zenderio, Yorko Héllerio,
Emmanuelio Nuneso, Heinerio Goebbelso ir Wolfgango Rihmo.

Franckas Ollu nuolat kvie¢iamas diriguoti Ensemble Modern.

KLAS TORSTENSSON (g. 1951)

~Asko smogia galingai”, ,,muzikinis malky skaldymas”,
nuZmudanti muzika”, ,,8iurk3tis garsai jdomesni uz
nugludintus” —Siose zurnaly ir laikrai¢iy straipsniy antraitése
Klaso Torstenssono muzika apibiidinama vieninteliu jo
ankstyvosios muzikos bruozu - fizine jéga. ,,Galiu rasti tokiy
savo muzikos pavyzdziy, kurie, regis, ver¢ia bégti ir sléptis”, -
pripaZjsta kompozitorius. ,,Jei kaZkas yra tikrai sunku, iurkstu,
nenuslifuota, agresyvu, ir tesiasi 20 minuéiy, galima pasijusti
nejaukiai — man tai labai patinka”. Kita vertus, Torstenssonas
visuomet metasi j kradtutinumus. Jo muzika - tai ne tik
griausmingi, triuskinantys smugiai, bet ir visiska tyla. Taip ir
tarp ty reksmmgq antras¢iy staiga pamatal visai kitokj sakinj:
Meilé nejmanoma be tonalumo”. $alia démesio kinigkumui
ir apciuopiamumui, Klaso Torstenssono muzika visuomet turi
dramatinj aspekta. Jis visur pasakoja kokia nors istorija. Ir tuomet
santarus, tafiau tuo pat metu aistringas 3vedas staiga pasirodo
poetidkesnis nej pats jsivaizdavo esas.

Joke Dame, Paul Luttikhuis

Lantern Lectures, Volume Il (Aurora Borealis) (2001)

Brass Link Il trimitui, valtornai ir trombonui ir Aurora
Borealis sinfonijetei sudaro tre¢iajg ciklo Lantern (1999-2003)
dalj. Tai bendras Le Nouvel Ensemble Moderne (Monrealis),
Asko ansamblio (Amsterdamas), KammarensembleN,
Klangforum Wien ir Oslo sinfonijetés uzsakymas.

Pavadinimas Lantern Lectures (“Zibinto paskaitos”) atspindi
kompozitoriaus nuomone, kad muzikos kirinyje batina stengtis
kazka jtikinamai teigti, nors teiginio tema gali bati ir
neapibrézta. Karinyje Aurora Borealis autorius daugiausia
remiasi savo operos The Expedition (1999) medZiaga.

..Kaip mes visi Zinome, Siaurés pasvaisté, nepaisant kuriamy
mity, nekelia jokiy garsy. Prie} keleta mety gavau Siaurés
pasvaistés lskralpytq radijo bangy jrasa. Studijoje dirbau su juo
tol, kol isgavau grazy dauglasluoksnj garsg - Siaurés paivaistés
garsy, jei ji i§ tiesy skambéty! Siuos elektroninius garsus
transkribavau kai kurioms Aurora Borealis dalims ir orkestravau
juos ansambliui”, - pasakoja Klasas Torstenssonas.

Lantern Lectures, Volume lil uzsaké Rikskonserter. Karinys
dedikuotas Géranui Bergendaliui. Premjerg 2002 m. vasario 5
d. Stokhlome atliko KammarensembleN, dirigavo Koenas
Kesselsas. Viso Lantern Lectures ciklo premjera jvyko 2003 m.
vasario 26 d. Amsterdame. Asko ansambliui dirigavo Suzanna
Malkki.

Darmstadter Ferienkurse; the Ensemble Modern at the Lincoln
Center’s Festival in New York; the Festival d’Automne in Paris; and
the new opera of Heiner Goebbels’ in Geneva and Berlin.

He has premiered works from many composers including Hans
Zender, York Holler, Emmanuel Nunes, Heiner Goebbels and
Wolfgang Rihm.

Olluis a regular guest conductor of the Ensemble Modern.

KLAS TORSTENSSON (b. 1951)

"Asko deals heavy blows’, ‘Musical woodchopping’, ‘Shattering
music’, ‘Raw sounds are more interesting than polished ones'.
These headlines and titles from newspaper and magazine articles
describe Klas Torstensson’s music nearly unanimously in terms of a
single aspect of his earlier works: physical force. ‘I can give you
examples of my music where you actually feel like you have to
run for cover’, admits the composer freely. ‘If something is really
hard and raw, unpolished and aggressive, and that lasts some 20
minutes, you might start feeling a bit uneasy — and I really love
that’. But then, Torstensson has always sought out extremes: his
music is not only about thunderous, crashing blows but also about
total silence. And amongst those jolting newspaper headlines,
suddenly you come across one with a totally different angle: ‘Love
is impossible without tonality’. Alongside his attention for the
physical and the tangible, Klas Torstensson’s music always has a
dramatic line; he is there to tell a story. And then the Swede,
controlled and vehement simultaneously, suddenly comes across
more poetic that even he himself had imagined.

Joke Dame and Paul Luttikhuis

Lantern Lectures, Volume Il (Aurora Borealis) (2001)

Brass Link lll for trumpet, horn and trombone, directly followed
by Aurora Borealis for sinfonietta, together constitute the third
part of the cycle Lantern (1999-2003), a joint commission by Le
Nouvel Ensemble Moderne (Montréal), Asko Ensemble
(Amsterdam), KammarensembleN (Stockholm), Klangforum Wien
and Oslo Sinfonietta.

The title Lantern Lectures refers to the composer's opinion
that a piece of music should attempt to make a statement with
certain assertiveness, although the subject of this statement may
notbe definable. In Aurora Borealis (Northern Lights) the composer
focuses on musical material originating from his opera The
Expedition (1999).

Klas Torstensson: ‘As we all know, Northern Lights do not - in
spite of existing mythopoeia (creation of myths) - produce any
sound. Some years ago | received a sound recording of distortions
in radio-waves, caused by Northern Lights. In the studio this
recording was treated electronically until | had achieved a beautiful,
many-layered sound: the sound of Northern Lights if Northern
Lights would have sounded! For some sections of Aurora Borealis
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GERARD GRISEY (1946-1998) buvo spektralistings krypties,
ilgai dominavusios. IRCAM’e (Akustiniy-muzikiniy tyrimy ir
koordinavimo institute ParyZiuje), orientuotos daugiausia |
garso analize ir sinteze, atstovas. ,,Muzika yra tai, kuo tampa
garsai”, - tai vienas Grisey principy. Kompozicija jam - garsy
istorijos iliustracija, rentgenograma, mikroskopiné jy spektrinio
gyvenimo skaidré, kitaip tariant, visi procesai, paver¢iantys garsa
gyva biitybe, tai reiskia — organizmu. Organizmas iéreikiamas
ne grieztomis struktiromis arba parametry lentelémis, o
laipsniskais peréjimais, primenanctiais kvépavima, kaitaliojant
nelygius ritmus, panasius j 3irdies plakima. Tai biomorfiné
estetika, atskleidzianti ypatingg garso kaip gyvos batybés
dinamika.

Talea (1986) fleitai, klarnetui, smuikui, violonéelei ir
fortepijonui

Gérard’o Grisey technika yra tarpiné tarp garso ir triukimo,
harmoniniy ir inharmoniniy spektry, periodiskumo ir
aperioditkumo —kurie sujungiami transformacijos procesais bei
subtiliai kintandiais ciklais. Talea tam tikru mastu yra reakcijaj jo
paties manierizmus, kurie késinosi ilgainiui apriboti jo stiliy.
Kompozitorius yra sakes: ,,Karinyje Talea tyrinéju du muzikos
aspektus, kuriuos ignoravau savo instrumentinés sintezés,
mikrogarsijos ir gretutiniy transformacijy eksperimentuose, —
tai greitumas ir kontrastas”. Siame karinyje Grisey mégina
uzkariauti teritorija, j kurig ankstiau nebuvo jzenges, ir pajungti
ia savo estetikai. Kad ir kaip paradoksaliai atrodyty, ¢ia jis dirba
ne tik su greitumu ir kontrastu, bet -~ kas svarbiau uz visus
eksperimentus - iSnaudoja visas galimybes integruoti $iuos du
aspektus  savaja kontrastingy elementy plétotés bei derinimo
technika. Nors Talea programiskai prasideda dideliu kontrastu
tarp dviejy motyvy - greito aukstyneigio fortissimo ir ramaus
Zemyneigio piano, - pirmojoje karinio padaloje is ryskus
nesuderinamumas iSlyginamas. Kontrastas pamazu ardomas ir
galiausiai iStirpsta grieztai ritmiskomis Sesioliktinémis. Antroje
padaloje, be pertraukos kei¢iantioje pirmaja, 3is procesas
pakartojamas atbuline tvarka, judant nuo stabilumo j kontrasta,
kuris iSkyla fortepijono ritmuose ir vis staigesnéje tempo kaitoje.
Cia jdomu tai, kad ty motyvy kontrastg dar padvigubina
kontrastas tarp fortepijono, kurio tolygioji temperacija kertasi
su spektrine harmonija, ir kity keturiy instrumenty. Antroje
padaloje yra dedimt tokiu kontrastu paremty cikly, kiekvieno
kuriy pradzig skelbia fortepijono tremollo. Reprizose randasi
vis daugiau svetimklniy - pradZioje tai téra ausyse
dzerZgiancios repetityvios mainos smiitelés (arpedzio,
mikrointervalais nuspalvintos besikartojanéios natos), véliau
trumpi ultrachromatiniai instrumenty recitatyvai. Sie ramybés
trikdziai jgauna svarumo vis ilgéjant ciklams. Pirmoje padaloje
vyraujant jcentrinei jégai, klrinio pabaigoje $ie trikdziai késinasi
pratrikti iscentrine jéga. Klrinio paantraitéje Grisey i3 tiesy
kalba apie masing ir piktZoles. Kaip daugumoje jo kariniy, Talea

I have transcribed these electronic sounds and orchestrated them
forensemble’.

Lantern Lectures, Volume Ill was commissioned by the
Rikskonserter Institute, Stockholm, and is dedicated to Géran
Bergendal. The first performance took place on 5 February, 2002
in Stockholm. KammarensembieN was conducted by Koen Kessels.
The premiere of the complete cycle Lantern Lectures took place
on 26 February, 2003, in Paradiso, Amsterdam, by the Asko
Ensemble, conducted by Suzanna Malkki.

GERARD GRISEY (1946-1998) represented the spectralistic
orientation that for a long time prevailed at IRCAM (Institute of
Research and Coordination in Acoustics-Music) in Paris, and which
above all focused on the analysis and synthesis of sound.

“Music is what sounds become” - this is one of Grisey's
principles. He sees composition as an illustration of the history of
sounds, an X-ray photograph and a microscope slide of their
spectral life, in other words the various processes which make
sound a living being, and hence an organism. An organism cannot
be expressed through rigid structures or tables of parameters, but
through gradual transitions following a process like breathing,
and shifting, imprecise pulses, like heartbeats. The aesthetics are
in fact biomorphic, doing justice to the particular dynamics of
sound as a living being.

Talea (1986) for flute, clarinet, violin, cello and piano

Gérard Grisey's technique is one of mediation ~ between sound
and noise, harmonic and inharmonic spectrums, periodicity and
aperiodicity — through processes of transformation and the
formation of subtly varying cycles. In Talea he reacts to a certain
extent against his personal mannerisms which in the long term
were likely to limit his style. He has said: “In Talea | approach two
aspects of music which | had neglected in my experiments with
instrumental synthesis, microphonics and adjacent transformations
—rapidity and contrast”. In this piece, Grisey attempts to conquer
a territory into which'he had not previously ventured, in order to
submit it to his own aesthetics. Paradoxical as it may seem, here he
not only deals with rapidity and contrast but above all experiments
with every possibility of integrating these two aspects into his
technique of developing and combining contrasting elements.
Though Talea opens programmatically with a strong contrast
between two motifs - one rapid, ascending, fortissimo and the
other calm, descending, piano - in the first section of the piece
this apparent incompatibility is gradually overcome. The contrast
becomes eroded and eventually disappears in strictly periodic
semiquavers. In the second section, which follows the first without
a break, this process is reversed, moving from levelling to contrast,
which- appears in the piano rhythms and in more and more
frequent changes of tempo. There are some interesting features—
the contrast between motifs is now doubled by a contrast between




derinami ,,.biomorfiniai” ir ,,technomorfiniai” procesai. Nors
esminiai faktoriai §ioje garsy ekologijoje yra spektriné
harmonija, ciklinés struktiros ir irimo idéja, jtraukiami ir kitokie
procesai — tarsi bty naudojami tokie elektroniniai prietaisai
kaip filtrai ir garso aukscio keitikliai. Pavadinimas —tai nuoroda
j skirtinga, nepriklausoma ritminiy (talea) ir melodiniy (color)
figary struktaravima. Sis itin ,,modernus” ritmo ir garso auki¢io
atsiejimas egzistavo viduramziy Europos muzikoje.
Atgaivindamas uZmirstas Simtmeciy senumo technikas Grisey
vél iskyla kaip novatorius.
Peter Niklas Wilson

SARUNO NAKO (g. 1962) muzikiniam skoniui ir pazitiroms
jtaka padaré rokas, dziazas, modernioji ir avangardiné muzika.
Ankstyvosios kompozicijos pasizyméjo ryskiu jsimenandiu ritmu
- "Merz-machine” virtualiam orkestrui (1985), "Ricerkarai” 7
instrumentams (1985). Tuo metu kompozitoriaus veiklg Nakas
derino su aktyvia atlikéjiska veikia, doméjosi jvairiomis
folklorinémis tradicijomis.

Vélesnéje muzikoje atsirado praeities muzikos atgarsiy —
Motetas 5 balsams (1985). 1987 m. Nakas pradéjo kurti cikla
“Falsifikuotos ir hipotetinés kronikos” jvairiy sudéciy
ansambliams - “Arcanum” altui ir vargonams (1987), "Sarmatia”
vargonams (1990), “Fluctus Semigallorum” 3 balsams ir 2
instrumentams (1991), “Chronon” 6 instrumentams (1992-
1997). Siy kompozicijy formai badingas ilgai trunkan¢iy baseny
eksponavimas. Ciklas “Zenklai” (“Koplytstulpis”, 1994,
“Kenotafas”, 1995, “Kripta”, 1996) yra nekrolatrinio pobtdzio
ir pasizymi itin asketi$ka muzikos kalba.

Po studijy ParyZiaus IRCAM'e 1998 m. daugelyje Nako
kdriniy naudojamas natdralusis garsaeilis - “Zigquratu” 6
instrumentams (1998), “Vilne” tenorui ir 7 instrumentams (1998),
“Véjai, pauksciai, upés” elektronikai (1998), “Zigquratu-Il"
instrumentams ir elektronikai (1999), “Aporija” 3 instrumenty
grupéms (2001), "Gralio tauré” klarnetui ir 2 perkusistams (2001),
"Drang nach West. Naujasis pamokslas barbarams” dideliam
ansambliui (2003). Kariniuose atsiranda daug seniausiyjy
civilizacijy ir postindustrinio pasaulio simboliy.

Nuo 2000 m. Nakas derina kompozitoriaus veiklag su
intensyviu teksty rasymu - straipsniais spaudoje ir knyga
“Siuolaikiné muzika” (2001). Jis vis daZniau atsisako jo paties
sukurtos medziagos panaudojimo kariniuose ir remiasi
abstrakdiais arba tradiciniais jvairiy kultGry modeliais, taip pat
konkreciaisiais garsais. Kartais (“Prie Dangaus varty*”, 2000) tai
primena savotiska garsy fotografijg arba filma, o autorius §j
bada vadina “realiy garsy” muzika. 2003 m. jkurta “Sartno
Nako grupé”, pagrindinj démesj skirianti mobiliems projektams,
skatinantiems kultdrines ir estetines inovacijas, ple¢iantiems
sgsajas tarp socialiniy aktualijy ir akademinio meno.

the piano, the equal temperament of which conflicts with the
spectral harmony, and the other four instruments. This second
section contains ten cycles built on contrast in this way, all
introduced by piano tremolos. Foreign bodies progressively appear
in the recapitulations, first of all mere grains of sand in the ears of
the repetitive machine —arpeggios, repeated notes, coloured with
microintervals, then brief ultrachromatic instrumental recitatives.
These disturbers of the peace gain ground, making the cycles
longer so that towards the end of the work, the first half of which
was controlled by a centripetal force, it threatens to explode with
centrifugal force. Grisey in fact speaks of a machine and weeds in
the subtitle of the piece. Like so much of his music, Talea also
combines "biomorphic” and “technomorphic” processes. While
the essential factors in this ecology of sounds are spectral harmony,
cyclic structures and the concept of erosion, other processes are
involved through the imaginary use of devices such as bandpasss
filters and frequency shifters. The title refers to the separate
structuring of rhythmic patterns (talea) and melodic figures (color).
This very "modern” dissociation of rhythm and pitch structure
existed in mediaeval European music. Here again, Grisey innovates
in reviving apparently obsolete techniques abandoned centuries
ago.
Peter Niklas Wilson

To the large extent musical taste and attitudes of SARUNAS
NAKAS (b. 1962) were formed by a variety of music styles — rock,
jazz, modernism, the avant-garde. 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 performing practice, also pursuing his interests
in different folklore traditions.

Later on Nakas came to write in more moderate key, drawing
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 settings, 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 instruments (1992-7). Most of these compositions
are arranged in several versions. The form of the compositions
unfolds in a continuum of one extended state. The other cycle,
entitled Signs (Pole-chapel, 1994, Cenotaph, 1995, and Crypt, 1996),
is of necrolatric character and therefore is written in the highly
asceticidiom.

Most of the Nakas's works written after his training period at
IRCAM, Paris, in 1998, are constructed around natural harmonic
series: among them there are Zigquratu for 6 instruments (1998),
Vilne for tenor and 7 instruments (1998), Wings, Birds, Rivers for
electronics (1998), Zigquratu-/l for instruments and electronics
(1999), Apariafor 3 groups of instruments (2001), and The Cup of
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Drang nach Westen. Naujasis pamokslas barbarams (2003)
dideliam ansambliui: 4 mediniams, 3 variniams puc¢iamiesiems,
5 styginiams, 2 perkusistams, arfai ir fortepijonui

Svedijos koncerty instituto uzsakymas. Dedikuota
KammarensembleN virtuozams.

Augustinas. A3 juos priimsiu, ir jie priims mane taip, kaip
galésime.

Protas. Vadinasi, tiek jy gyvenimo, tiek buvimo 3alia troksti
ne dél paties gyvenimo ir paties buvimo 3alia, o dél to, kad
galétum atskleisti i§mintj?

Augustinas. Visiskai sutinku.

Aurelijus Augustinas, Soliloquia, Pokalbiai su savimi, Pirma
knyga, Xii, 20

Tyra it nekalta fleitos melodija G. W. Busho kalba... Jankiai
iSlaisvina Iraka... Imperijos maliina barbarus... DZihadas
netikeéliams... Svajonés apie naujajg pasaulio tvarka... Eikiva j
Europg...

Kas tai? Kvodlibetas, himnas, choralas, sutarting, uvertitra,
organumas, choralinis preliudas, gamelanas, fanfaros,
meditacija. Energijos, pompastikos ir kontempliacijos srautas.
Gravitacijos iSkreiptas erdvélaikis, daugybé karitos medziagos
be apibréztos padéties ir grei¢io. Laisvie]i agentai ir virusai.
Chaosas ir tvarka. Naratyvo pergalé pries kompleksuota
abstraktuma. Senamadisko kirpimo postringavimai keturiems-
penkiems mikroansambliams vieno multiansamblio viduje.

Instrumentai suskirstyti tembry grupémis, ir taip jiems
savaime prilimpa savotiski vaidmenys, nulemti jvairiy retorikos
tipy — nuo greitakalbés iki pranadys¢iy patetikos. Forma
generuojama i§ simultaniskai skamban¢iy dideliy laksty,
lankstomy ir tampomy pagal vidines taisykles. Kiekvieno
sluoksnio viduje tvyro skirtinga atmosfera, nuotaika ir jtampa.
Nesiliaujantis sluoksniy miksavimas sukuria intensyvaus
skambesio efektg, kuriame poliritmija, polimodalija ir
politembrija susilydo j naujg akustine kokybe. Ji artima sapno
ir filmo daugiaplanio vaizdo ir garso iliuzijai. Kartu &itaip
méginama perteikti sudétingg skirtingy reikiniy masy tikrovéje
koegzistencijos idéja.

Tikrasis barbaras Sioje misterijoje — fortepijonas. Juo
skambinama vien klasteriais, palengva i¥naudojant visus 88
instrumento klaviius. Tarsi nieko negirdintis autistas atlikéjas
metodiskai délioja matematiskai suprogramuotus garsus nuo
Zemiausiojo iki auksciausiojo. Fortepijono partija valdo visa
likusj aplink jj besisukantj pasaulj — jo procesai vis greitéja ir
tankéja. Pudiamyjy ir styginiy muzika issitenka jvairiose
natdralaus garsaeilio konsteliacijose, originaliais ir inversiniais
pavidalais, nuo pirmojo iki seSiasdeiimtojo harmaniko. Sis

the Grail for darinet and 2 percussionists (2001), Drang nach Westen.
A new Sermon to the Barbarians for large ensemble (2003).

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 avoids using his own material
in new compositions and seems more inclined to draw on the
abstract or traditional models, coming from different cultural
backgrounds. The author describes this way of composing, which
resembles sound photography or a film more than any kind of
musical composition, as the music of ‘real sounds'. Sarinas Nakas
Group, formed in 2003, presents to the public in multiple formats
- concerts, performances, installations, exhibitions, social actions
and published texts — focusing on mobile projects that both
encourage cultural and aesthetic innovation and enhance
exchange between urgent social concerns and academic art.

Drang nach Westen. A New Sermon to the Barbarians (2003)
for large ensemble: 4 woodwind, 3 brass, 5 string instruments, 2
percussionists, harp and piano

Commissioned by the Swedish Concert Institute and dedicated
to the virtuosi of KammarensembleN.

Augustine: Access should be barred me into those things which
I am now eager to explore; although what already possess, |
believe will remain with me.

Reason: Therefore not for the sake of this life in itself, but for
the sake of wisdom thou dost desire the continuance of this
life.

Augustine: Itis the truth.

St. Augustine of Hippo, Soliloquies, BOOK I, 20.

G. W. Bush's speech, pure as an immaculate flute melody...
Yankees liberate Iraq... Empires subdue barbarians... Jihad against
infidels... Dreams of the new order of the world... Let's go to
Europe...

What is this? A quodlibet,.a hymn, a chorale, a sutarting, an
overture, an organum, a chorale prelude, gamelan, fanfares,
meditation... A stream of energy, pompousness and
contemplation. Time-space distorted by gravitation, a plenitude
of molten matter not defined by any location or speed. Free
agents and viruses. Chaos and order. The victory of narrative
against the abstraction suffering from compiexes. An old-
fashioned lecturing for four or five micro-ensembles within one
multi-ensemble.




kvazitonalus aromatas turi ir tam tikros narkotinés
galios, todél keliuose epizoduose siverzia gerai
temperuotos sandaros “pazeidéjai”, kiek
“prablaivantys” apkvai3usia klausa. '

Pamokslo fenomenas talpina savyje daugelj
idomiy, kartais priestaringy ir net pavojingy pusiy,
kaip salsteléjusig demagogija, dangiskuosius pazadus
ir migdancius iskalbos kerus. Geriausi pamokslininkai
daznai buvo ir neprilygstami pranaai: Zaratustra,
Buda, Kristus, Sv. Augustinas, Mahometas, Sv.
Pranciskus Asyzietis, Girolamo Savonarola, Martinas
Liuteris, Friedrichas Nietzsche. XX a. muzikos
vizionieriai taip pat daZnai pranaaudavo
pamokslaudami—Varése'o, Messiaeno ir Scelsi patosas,
Crumbo, Kutaviciaus ir Parto mistika suvokiama ne
tik kaip konkre¢ius kdrinius apibadinantys dalykai,
bet ir kaip nuolatiniai pamokslininky kreipimaisi j
pasaulj.

Saranas Nakas

Kompozitorius ir trombonininkas IVO
NILSSONAS (g. 1966) studijavo Karaliskojoje
Stokholmo muzikos akademijoje ir IRCAM’e
Paryziuje. 1989 m. jis debiutavo kaip solistas su
Svedijos radijo orkestru. Tais paciais metais L ‘/tinéraire
ansambliui Prancizijos Radijuje atlikus jo sukurtg
Oktetg, prasidéjo ir Nilssono kaip kompozitoriaus
karjera. Be to, kad Ivo Nilssonas daug koncertuoja
kaip solistas, jis yra KammarensembleN ir Som
ansambliy bei Axelsson & Nilsson dueto narys.

Pasak Svedy muzikologo Gérano Bergendalio,
kaip kompozitorius Ivo Nilssonas néra prisirides prie
konkretaus stiliaus, technikos ar iiraiskos bado.
Nilssonas domisi redukcijos reidkiniu (suvokimo
redukcijos studijomis neurologijos srityje). Nors
kompozitorius neneigia struktdrinés kompozicijos
galimybiy, jo kdrybai artimesnis intuityvus ir
empiri$kas komponavimas.

Rotorelief (2001)
Siuta kameriniam ansambliui

Rotoreliefyra 12 vizualiy spiraliy, kurias Marcelis

Duchamp’as 1935 m. atspaudé ant 3esiy disky,
pavadinimas. Idéja buvo tokia, kad jos galéty bati
,grojamos” gramofonu, igaunant trimatj judesj.
Turint omenyje abi Zodzio ,,relief” reikSmes (reljefas
ir palengvéjimas, atvanga), §is efektas turéty bati ir
vizualus, ir transcendentinis.

Kai a8 pirma kartg pamaciau besisukandias spirales,
man tuoj kilo mintis: ,,O kaip jos skambéty?” Taigi

Instruments are divided into groups according to timbres that seem to
cling to certain roles determined by different types of rhetoric—from gabble
to lofty prophecy. The form is generated by folding and stretching enormous
laminas of simultaneous sound. Every such layer, developing according to its
immanent rules, contains different atmosphere, mood and tension.
Continuous mixing of the layers creates the intense sound effect, in which
polyrhythmic, polymodal and polytimbre aspects fuse to create new acoustic
quality. It is akin to the illusion of perspectival multiplicity of vision and
sound in dreams and films. At the same time it endeavours to render the idea
of complex relationships between disparate phenomena that coexist in our
reality. k

The piano is the real barbarian in this mystery: the piano player produces
clusters by gradually using all the 88 keys of the instrument. Like a deaf autist,
the performer methodically lines up mathematically programmed sounds
from the lowest o the highest. Gradually thickening and speeding up, the
piano line rules the rest of the world that builds up around it.

The music for wind and string instruments inhabits various constellations
of the natural harmonic series in its original and inverted forms from-the first
to the sixtieth harmonic. its quasi-tonal scent exerts some intoxicating power.
Thus in some episodes the ‘violators’ of the well-tempered order invade to
‘sober up’ slightly intoxicated hearing.

The phenomenon of a sermon has several interesting, sometimes
conflicting and even dangerous aspects, such as sloppy demagogy, celestial
promises and the charms of [ulling eloquence. The best preachers were often
consummate prophets, such as Zarathustra, Bhuda, Jesus Christ, St. Augustine,
Mohammed, St. Francis of Assisi, Girolamo Savonarola, Martin Luther, and
Friedrich Nietzsche. The great 20th-century music visionaries had also often
prophesied by preaching: the pathos of Varése, Messiaen and Scelsi, and the
mysticism of Crumb, Kutavicius and Part may be seen not only as characteristics
defining individual pieces of music, but also as instances of preachers’
appealing to the world.

Sariinas Nakas

Composer and trombonist IVO NILSSON (b. 1966) studied at the Royal
Academy of Music in Stockholm and at IRCAM in Paris. In 1989 he made his
debut as a soloist with the Swedish Radio Orchestra. His career as a composer
started in the same year with performance of his octet by the Ensemble
L'Itinéraire at Radio France. Besides his activities as a soloist, he is a member of
the KammarensembleN and Son Ensemble as well as the Axelsson & Nilsson
duo.

According to the Swedish musicologist Géran Bergeridal, as a composer
Ivo Nilsson does not seem to be bound to a certain style, technique or means
of expression. He has declared that he is interested in reduction phenomena
(studies of perceptual reduction phenomena in neuralgia science). Without
neglecting the possibilities of structural composition he seems closer to intuitive
and empiric composition.

Rotorelief (2001)
Suite for chamber ensemble

Rotoreliefis the title of 12 visual spirals on six discs that Marcel Duchamp
printed in 1935. The idea was that they could be ‘played’ on a gramophone
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pasitelkiau vaizduote ir kiekvienai jy parasiau po karinélj.
Reljefy, o ir mano siuitos daliy, pavadinimai yra:

verre de bohéme

montgolfiére

spirale blanche

lampe

lanterne chinoise

poisson japonaise

cerceaux

cage

oeuf ala coque

eclipse totale

escargot

corollas .,

Rotorelief siuitos pagrindas yra visg vakarg trukes
projektas, kurj uzsaké Rikskonserter. Jo premjera jvyko
2001 m. Kulturhuset Stokholme. ’

Ivo Nilsson
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Islands (1992)
Koncertas fortepijonui ir 12 instrumenty

Kompozicija paremta pasikartojimo idéja. Savaime
besidauginandios ilgos muzikinés bangos kaskart

pateikiamos vis kitaip. Mane jkvépé dublikavimo .

technika, kurig naudojo Debussy (pavyzdziui, Pélléas
preliude) ir Nono — “Prometéjo” dalyje Islands.

Sioje toujours recommencée juroje, visuomet
panasioje, bet kiekviengkart kitokioje, ikyla tikros salos
— unikalas, jsivaizduojami krastovaizdZiai, kuriuose
formos tampa aiSkesnés. Visy pirma tai minéiy, taip pat ir
jausmy teritorijos, kurios vis délto formuojasi tiesiai i§
garsinés medziagos - tuo pat badu kaip ir jaros purslai
téra vien pavirsinis giluminiy procesy rezultatas.

Paskutinéje kompozicijos dalyje viena ant kitos
sukraunamos trys skirtingos “teritorijos” ir dionizitkas i§
to atsirandancio ritmo charakteris gali bati senos
autoriaus meilés dziazui ir afrikietiskajai kulttrai aidas —
net jeigu tai ir nebuvo sagmoninga jo intencija.

Kirinj uzsaké Xenakio ansambilis festivaliui Ars Musica
'92, jis dedikuotas Geoffrey'ui Douglasui Madge'ui.

Luca Francesconi

in order to achieve three-dimensional mobiles. As in the double meaning
of the word ‘relief’, this effect is supposed to be both visual and
transcendental.

When | saw the spirals in action for the first time, my immediate reaction
was: What would they sound like? So | decided to follow my own
imagination in writing a piece for each of them. The titles of the reliefs, as
well as the movements in my suite, are:

verre de bohéme

montgolfiére

spirale blanche

lampe

lanterne chinoise

poisson japonaise

cerceaux

cage

oeufala coque

eclipse totale

escargot

corollas

The Rotorelief suite was extracted from a whole evening project
commissioned by Rikskonserter, which was premiered at Kulturhuset in
Stockholm in 2001.

Ivo Nilsson

LUCA FRANCESCONI - see page 8

Islands (1992)
Concert for piano and 12 instruments

The piece is based on the idea of repetition. There are long waves of
musical material that multiply themselves and are presented each time in
a different way. [ was inspired by the process of duplication that was used
by Debussy (for example in the Prelude from Pélléas), and also in Islands
from Nono's Prometeo.

From this sea of toujotirs recommencée, always similar and every time

‘different, real and true islands emerge: unique, imaginary landscapes in

which forms become clearer. These are, above all, places of mind, and also
of feeling, but their origin comes directly from the material of sound, in
the same way in which the bubbles of the sea are the superficial effect of
a force that is active far below.

inthe final part of the peace, three different ’places’ are placed above
each other, and the Dionysian character of rhythm present here may be an
echo of an old love for jazz and African culture, even if this was not the
composer's conscious intention.

The work was commissioned by the Xenakis Ensemble for the Ars
Musica Festival ‘92 and is dedicated to Geoffrey Douglas Madge.

Luca Francesconi
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GAIDA ENSEMBLE

Mindaugas Juozapavitius fleita / flute

Linas Salna  obojus / oboe

Algirdos Doveika, Antanas Talotka  klarnetai / clarinets
Andrius Puplauskis fagotas / bassoon

Mindaugas Geceviius valtorna / horn

Tomas Gricius trimitas / trumpef

Marius Baltytis trombonas / trombone

Riita ir Zbignevas lhelhauptai  fortepijonai / pianos
Daiva Slyziené arfa / harp

Pavelas Giunteris, Tomas Kulikauskas muSamieji / percussion
Rusné Mataityté, D¥eraldas Bidve  smuikai / violins
Vitalijo Rodkevitidté  altas / viola

Edmundas Kulikauskas  violonéelé / cello

Arnoldas Gurinavitius kontrabosas / double bass

Daniel Gazon dirigentas (Belgij) / conductor (Belgium)

GAIDA ENSEMBLE

2002 m. "Gaidos” festivalio jkurtas kolektyvas—didelés sudéties
(sinfonijetés tipo) Siuolaikinés muzikos ansamblis - jau spéjo jrodyti
gebéjima itin kokybiskai atlikti jvairiy stiliy naujaja muzika. Gaida
Ensemble sekmingai uzpildo ilgg laikg buvusig tuitig nisa (iki tol
panasaus pobidZio kolektyvo Lietuvoje nebuvo) lietuvitkos
muzikos panoramoje, entuziastingai ir precizi$kai
interpretuodamas sudétingiausius lietuviy bei uZsienio
kompozitoriy opusus, inspiruodamas naujas karybines idéjas,
skatindamas vertingy kariniy atsiradima.

| ansamblj suburti geriausi Lietuvos instrumentalistai
(kiekvienas Sio kolektyvo atlikéjas — savo instrumento solistas
virtuozas). Gaida Ensemble programoms parengti kvie¢iami
skirtingi dirigentai, turintys ypatinga patirt] Siuolaikinés muzikos
srityje. Pirmajg Gaida Ensemble programa praéjusiy mety “Gaidos”
festivaliui parengé suomiy dirigentas Jussi Jaatinenas, su kuriuo
2003 m. kova ansamblis sékmingai koncertavo Berlyno MaerzMusik
festivalyje.

Siy mety “Gaidos” festivalyje ansambliui diriguos belgy
dirigentas Danielis Gazonas.

DANIELIS GAZONAS LjeZo konservatorijoje jgijo trimito ir
kontraboso specialybiy Dip/éme Supérieur. Véliau, susidoméjes
dirigavimuy, studijavo pas Igorj Markevi¢iy ir Maxa Deutschg, baigé
Tarptautinj orkestrinio dirigavimo seminarg Veimare bei Zalcburgo
Mozarteun. 1984 m. Seiji Ozawa pakvieté Gazong tobulinti
jgtdziy Berk3yro muzikos centre Tanglevude. Ten jis studijavo pas
Seiji Ozawa, Kurtg Mazura ir Josepha Silversteing, tatiau svarbiausia
patirtimi dirigentas laiko darba su Sergiu Celibidache’u, kurio

GAIDA ENSEMBLE

Established by Gaida Festival in 2002, the Gaida Ensemble is a
large sinfonietta-type contemporary music ensemble that has
already proved its ability to perform different kinds of new music
with exceptional quality. Being the first ensemble of this sort in
Lithuania, the Gaida Ensemble filled a gap in the panorama of
Lithuanian music. The ensemble produces enthusiastic and precise
interpretations of sophisticated opuses by Lithuanian and foreign
composers, inspires new creative ideas, and initiates the creation
of valuable new works.

The best of Lithuania’s instrumentalists were invited to play
for this ensemble - all the musicians are true virtuosos. Different
conductors with outstanding experience in new music have been
asked to design programmes for the Gaida Ensemble. The first
project was offered by the Finnish conductor Jussi Jaatinen and
successfully performed at the Gaida festival last year and the
MaerzMusik in Berlin in March of 2003.

This year the Gaida Ensemble will appear at the Gaida festlval
under the Belgian conductor Daniel Gazon.

Atan early age, DANIEL GAZON studied trumpet and double
bass. He continued in these studies, obtaining the ‘Diplome
Supérieur” in both instruments at the Liége Conservatory.
Afterwards, his interests turned towards conducting and he studied
under lgor Markevitch and Max Deutsch. After graduating from
the International Seminar in orchestral conducting at Weimar as
well as the Mozarteum in Salzburg, he was invited in 1984 by Seiji
Ozawa to polish his skills further at the Berkshire Music Center at




vadovaujamas jis studijavo muzikos fenomenologijg ir dirigavima
Miunchene, Maince bei ParyZiuje.

Nuo 1985 m., kai jj pakvieté Ljezo filharmonija, Danielis
Gazonas pradéjo reikstis tarptautinéje arenoje. Jis parengé didziulj
repertuarg ir aktyviai émési Siuolaikinés muzikos. Gazonas buvo
festivaliy ,,VarSuvos ruduo”, ISCM, ,,Melos-Ethos” ir,,Ars Musica”
kviestinis dirigentas, atliko daugelio W. Lutostawskio, M.
Lindbergo, M. Ohanos, L. de Pablo, K. Tanakos, R. Gerhardo, K.
Goeyvaertso, Cl. Vivier, P. Nergard’o, A. Holsky'o, F. Nuytso, P.
Zagaro, L. Zielinskos, B. Buckinxo ir kity kompozitoriy kiriniy
premjeras. Nuc 1994 m. Danielis Gazonas aktyviai émési operos:
dirigavo ,, Traviatos”, ,,Madam Baterflai”, ,,Karmen”, Ligeti , Le
Grand Macabre” ir Handelio,,Orlando” pastatymams.

Kartu su'Cage’u, Boulezu ir Stockhausenu, LUCIANO BERIO
(1925-2003) galima vadinti vienu jtakingiausiy siuolaikiniy
kompozitoriy. Jis studijavo kompozicijg Milane bei Tanglevude
pas Luigi Dallapiccolg. 1955 m. kartu su dirigentu ir
kompozitoriumi Bruno Maderna Berio jkaré ltalijos radijo
eksperimentine elektroninés muzikos studijg Milane (kurioje véliau
dirbo su Luigi Nono). Naujos jo kiirybos technikos ~ itin platus
iSraidkos priemoniy arsenalas, nuo intensyvaus dramatizmo iki
subtilaus lyrizmo, bei tai, kaip jis j savo kiirinius (pavyzdziui,
Sinfonija) jtrauké anks¢iau sukurtg muzika, — netrukus susilauké
tarptautinio pripazinimo. Su savo Zmona dainininke Cathy
Berberian (1925-1983) kompozitorius plétojo vokalo artikuliacijos
galimybes.

Dar karjeros pradZioje Berio pasiseké iSsiverti i§ uzdaro
europietiSkojo avangardo pasaulio ir pasiekti platesne auditorija.
7-ame dedimtmetyje iiplétotas gyvybingas, raiskiais §trichais
paremtas stilius bei karybiniai impulsai, kuriuos jis gaudavo i kity,
neretai ekstramuzikiniy jj supancios kultdros aspekty, padéjo
kompozitoriui jtvirtinti pasaulinio garso reputacija, kuria jis palaike
toliau tyrinédamas platy muzikiniy resursy universuma, kaskart
iSkeliant] provokuojancius uzdavinius. Luciano Berio, pasizyméjes
stulbinandia kirybine energija, buvo vienas produktyviausiy XX
a. kompozitoriy.

Chemins 1 (1967)

Luciano Berio kirinys Sequenza VI (1967) altui,. kuriuo
paremtas Chemins /I, jau buvo nepaprastos koncentracijos karinys.
Bendrais bruozais jis skyla j dvi padalas, atspindingias du skirtingus
principus. Pirmoje, ilgesnéje padaloje kelets karty varijuojamas
létas aukstyneigis harmoninis judéjimas ~ viriutiné linija kyla
chromatine gama, paskui save vesdama keleta vingresniy vidurinio
registro balsy, kurie sudaro akordus, artikuliuojamus kaip taZmingi
tremollando. Antrojoje padaloje §is nenumaldomas procesas
fiksuojamas tam tikrais atramos tatkais — arba smaigstant
akcentuotus akordus, arba ramiai Zvalgantis po statiskas garso
auksicio zonas.

Tanglewood. There he studied under Seiji Ozawa, Kurt Mazur
and Joseph Silverstein. But his decisive experience was with Sergiu
Celibidache, with whom he studied musical phenomenology and
conducting in Munich, Mainz, and Paris.

Since 1985, when he was invited by the Liége Philharmonic,
Daniel Gazon has been developing his activities internationally. He
has developed a wide repertoire and has been very active on the
contemporary music scene. Guest conductor for such festivals as
‘Warsaw Autumn’, ISCM, ‘Melos-Ethos’ and ‘Ars Musica’, he
premiered many works by W. Lutostawsky, M. Lindberg, M. Ohana,
L. de Pablo, K. Tanaka, R. Gerhard, K. Goeyvaerts, Cl. Vivier, P
Ngrgérd, A. Holsky, F. Nuyts, P. Zagar, L. Zielinska, B. Buckinx and
many others.

Since 19294, Daniel Gazon has been also active in the opera
field with production of Traviata, Madame Butterfly, Carmen,
Ligeti's Le Grand Macabre and Handel's Orlando.

Together with Cage, Boulez and Stockhausen, LUCIANO BERIO
(1925-2003) ranks among the most influential leading present-
day composers. He studied composition in Milan, and also with
Luigi Dallapiccola in Tanglewood. Together with the conductor
and composer Bruno Maderna (and - later on — with Luigi Nono)
he founded the Italian radio’s experimental electronic music studio
in Milan in 1955. Berio was soon acclaimed in international circles
for his new composition techniques, an exceptionally dramatic
and brilliantly lyrical/expressive palette and his way of assimilating
older music in his works (in Sinfonia, for example). Together with
his wife, the singer Cathy Berberian (1925-1983), he developed
the potential of articulation in singing.

At a relatively early stage of his career, Berio succeeded in
transcending the closed world of the European avant-garde to
address a wider public. The vivid, gestural idiom that he developed
in the 1960s, and the creative consequences that he draw from
other, often extra-musical aspects of the culture around him,
established for him a world-wide reputation that has sustained his
subsequent exploration of a wide, and sometimes challenging,
arc of musical resources. Of formidable creative energy, he has
proved one of the most prolific composers of the later 20* century.

Chemins Il (1967) -

Luciano Berio's Sequenza VI (1967) for viola, upon which
Chemins Il is based, was already a work of formidable
concentration. It fell broadly into two parts, each representing a
separate principle. The first, and longest, pursued several
reworkings of a slow harmonic ascent in which the top line climbs
through the chromatic scale, pulling after it a number of more
meandering inner voices: each resultant chord being articulated
as a ferocious tremolando. The second countered this inexorable
process with fixed points of reference: either punctuating chords,
or the quiet exploration of a static repertoire of pitches.

@




Chemins Il-toks prisodrintas any struktary komentaras, kad
kartais jis staciai praryja originaly “tekst3”. Pirmoje padaloje
elektroniniai vargonai ir toniniai musamieji palaiko pagrindinj
harmoninj procesa, kurj sutiritina ansamblio styginiai. Tuo metu
fleita, klarnetas ir trombonas pareiskia savo nepriklausomybe, j
centrine 3erd] prikaiSiodami savyjy kontrapunkty. Tagiau finalinis
alto iskilimas i3sklaido atpaZjstamg harmoninj procesg j melodijg -
nuo to momento ansamblis pradeda eksponuoti fragmentg i$
basimyjy garso auks¢io zony, kurdamas i3 jy mirguliuojantj fona.
Dabar jau ansambilis tik pritaria, o ne goZia originalia Sequenza,
nors skambant meditatyvioms finalinéms linijoms ansamblis du
kartus vél jsiverzia su atkaklia jéga, parodydamas, kad $i ramybé
tik tariama.

David Osmond Smith

MINDAUGAS URBAITIS (g. 1952) priklauso tai XX a. pabaigos
kompozitoriy kartai, kuriai naujoji muzika nebéra avangardo
sinonimas. Stipréjant komunikacijos su klausytoju poreikiui,
Urbaitis, kaip ir dauguma jo amzininky, tam tikra prasme
“remuzikalizuoja” kiryba: grjizta sudainucjama melodika,
konsonansai, tonalumas.

8-ojo desimtmecio Urbaicio partitaros i3siskyré minimalistinés
muzikos bruozais. Kompozitoriaus polinkis riboti i$raikos
priemones ir grieztai konstruoti visumg deréjo su nuosekliu
ankstyvojo amerikieciy minimalizmo principy panaudojimu. Jo
kriniuose dazna diatonika, vienodi ar panaius garso 3altiniai,
repetityvinis procesas be ry3kiy kulminacijy. Tam tikras statikos
Zavesys ¢ia nerei3kia nei monotonijos, nei kartojimo
mechaniskumo.

Nuo 9-ojo dedimtmecio, Urbaitiui pradéjus naudoti “svetima”
muzikos medziagg, jo iSraiskos priemoniy visuma tampa maziau
asketiSka, tatiau kompleksiskesnis muzikos audinys organizuojamas
taip pat minimalistiskai. Komponavimas ¢ia jgauna etimologine
sudéjimo, sukonstravimo reikdme, atsisakant ambicijy atrasti kazka
visai nauja.

Pamégtos, savaja estetika artimos muzikos motyvai - Bacho,
Mozarto, Brucknerio, Wagnerio, Ciurlionio ar Piazzollos - jkvepia
kompozitoriy juos perkurti savaip, vis dazniau suteikiant jiems
neoromantinj atspalvj. Pastaryjy mety Mindaugo Urbaiéio braiza
galima apibadinti kaip tam tikro stiliaus muzikos atranka ir jos
plétojima, dazniausiai pagrista bekontras¢iu varijavimu ir
kartojimu.

Ramuné Kazlauskaité

perkelta/remiksuota (2003) dideliam ansambliui

Dar studijuodamas Kijevo konservatorijoje OSVALDAS
BALAKAUSKAS (g. 1937) pradéjo naudoti nejprasta serijine
technika, kuri labai skyrési nuo Schoenbergo taikyty struktariniy
metody ir paties serijos traktavimo. Balakausko serijos gali biiti
sudarytos ne tik i§ dvylikos tony, bet ir i§ dvylikos (ar maziau)

Chemins Il subjects this structure to a commentary so dense,
that at times the original ‘text’ is swallowed up. In the first part,
electronic organ and pitched percussion sustain the central
harmonic process, which is thickened out by the ensemble’s string
players. Meanwhile, flute, clarinet and trombone declare
independence, pitting their own counterpoints against the central
core. But the solo viola’s final ascent dissolves the familiar harmonic
process into melody, at which the ensemble falls back upon a
fragment from the pitch repertoires to come, and create fromita
irridescent backdrop. Thereafter, the ensemble is content to
complement, rather than to overwhelm the original Sequenza,
though twice during the meditative final lines, the ensemble breaks
through with an assertive violence that makes the tranquillity
seem all too provisional.

David Osmond Smith

MINDAUGAS URBAITIS (b. 1952) belongs to that generation
of composers from the end of the 20th century, for whom new
music is no longer the synonym for the avant-garde. A growing
need for communication with the listener has meant that in a
certain sense, Urbaitis, like the majority of his contemporaries, is
“bringing the music back” in the guise of tuneful melodies,
consonances, and tonality.

Characteristics of minimal music were a distinguishing feature
of the scores which Urbaitis composed in the 1970s. His predilection
to self-limitation and strict construction was in keeping with a
consistent use of the principles of early American minimalism.
Diatonicism, identical or similar sources of sound, and a repetitive
process with no distinctive culmination were important aspects of
his work. A certain fascination with static soundscapes did not,
however, mean that his compositions were monotonous or
mechanically repetitive.

With the introduction of borrowed music into his work in the
1980s, Urbaitis’ idiom becomes less ascetic, but the more complex
musical substance is organized in the same minimalist way. The
compositional process has come to mean constructing, combining,
while rejecting any ambition to invent something entirely new.

Aesthetically close and favoured musical motifs (Bach, Mozart, .
Bruckner, Wagner, Ciurlionis, Piazzolla) inspire the composer to
recreate them in his own way, i.e., by increasingly rendering them
in a neo-romantic mood. Mindaugas Urbaitis’ latest trend can be
described as the selection and development of a certain existing
style of music, most often based on non-contrasting variation and
repetition.

Ramuné Kazlauskaite

transferred/remixed (2003) for large ensemble
Whilst studying at the Kiev Conservatoire OSVALDAS

BALAKAUSKAS (b. 1937) began using an unusual serial technigue,
very different from Schénberg's methods both in structure and




melodiniy arba harmoniniy seky (pavyzdziui, akordy junginiy)
ar netgi faktariskai iSbaigty ir stilistiskai apibréty lgsteliy, kuriomis
manipuliuojama taip pat, kaip serialistai elgtysi su paskirais tonais.
Tokj technikos pasirinkima nulémé tai, jog Balakauskui buvo labai
svarbu paciam reguliuoti harmoning jtampa ir taip i$vengti astriy
disonansy, kurie badingi serialisty rafomai muzikai.

Kitas Balakausko naudojamas metodas, leidZiantis jam
racionaliai tvarkyti garsing medZiagg, yra jo sugalvota diatoniné
sistema, kurig sudaro didesnés uz septyntones dermés. Jos principai
yra i8déstyti Balakausko studijoje "Dodekatonika”, kurig lenky
kalba knygoje "W kregu muzyki litewskiej” iéspausdino Krokuvos
muzikos akademija. Balakausko atliktoje analizéje dvylikagarsis
garsynas yra suvokiamas kaip istoriskai jsigaléjusiy sistemy spektras
(pavyzdZiui, pentatonika arba heptatonika), 3alia kuriy gali
egzistuoti taip pat ir kitos logitkai nuoseklios sistemos: oktatonika
(adtuongarsé dermé), eneatonika (devyngarsé dermé), dekatonika
(deSimtgarsé dermé), hendekatonika (vienuolikagarsé dermé) ir
galiausiai dodekatonika (dvylikagarsé dermé). Kiekvienai i§ jy
badinga savita struktariné logika, harmoninés spalvos ir netgi
tam tikras funkcionalumas.

Balakauskas pripaZjsta, kad jo ritmui didZiausia jtaka padaré
dziazas, kuriuo aistringai doméjosi jaunystéje, ir ritmo progresijy
principas, perimtas i§ vokie¢iy kompozitoriaus Boriso Blacherio.
Apskritai Balakauskui itin badinga derinti istoritkai ir geografiikai
nesusijusius muzikinius elementus: liaudies melodija ir klasterius
("Studio Sonori”), klasikines kadencijas kaip serijos lastele (Antrasis
styginiy kvartetas), i§ viduramziy ir dziazo kilusia medziaga, kuria
valdo serijiné sistema (“Erasmus”), pentatonines struktaras ir
eneatonika ("Devyni 3altiniai”). Viskas, kas atrodo priimtina
Siuolaikinei klausai, Balakausko kiarybinéje laboratorijoje
sumaioma j unikaly stiliy, ripestingai sergstima nuo polistilistikos
zabangy.

Donatas Katkus

Ludus modorum (1972, nauja versija violonéelei ir ansambliui
2002)

Tai vienintelis Osvaldo Balakausko karinys, kurj galima bty
pavadinti polistilistiniu. Kompozitorius ¢ia panaudojo savo
ankstesne fortepijonine pjese, kurig jis perdirbo naudodamas
jvairias harmonijas ir stilius - pradedant pentatonika bei sveiky
tony derme, baigiant kvazidodekafonija bei dziazu. Siaip
perkomponuota pirminé medziaga kontrastingai plétojama trijose
karinio dalyse.

Krzysztof Droba

REMIGIJUS MERKELYS (g. 1964), kaip ir daugelis radikaliems
eksperimentams nusiteikusiy jo kartos kolegy, labiausiai pasitiki
racionaliais komponavimo metodais. Per daugiau nei 15 kiirybos
mety jis “ne karta bandé kazka keisti ar lauzyti”, konstruoti tai
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sudétingas, tai ty¢ia "apnuogintas”, “pirmaprades” struktdras.

treatment. A series as interpreted by Balakauskas may consist not
only of twelve tones but also of twelve (or fewer) melodic or
harmenic sequences (chord progressions, for example) or even
stylistically defined and texturally finished patterns, which are
then manipulated in the same way that serialists might 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 the concept of diatonic system with scales that
are greater than seven tones, explicated in his 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 contiguous
systems: octatonic (eight-tone), enneatonic (nine-tone), decatonic
(ten-tone), hendecatonic (eleven-tone), and, finally, dodecatonic.
Each of these can be characterized by its peculiar structural logic,
specific harmonic colour and even some kind of harmonic
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 German 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 element of a series (Second String Quartet),
medieval and jazz-like material regulated by a series (Erasmus),

pentatonic structures in an enneatonic system (Nine Springs). -

Anything 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

Ludus modorum (1972, new version for cello and ensemble
2002)

Ludus modorum is the only example of Balakauskas’
composition that could be regarded as stylistic interplay. As the
primary material, the composer used a piano piece he had
composed previously, which he subsequently transformed into a
variety of modes and styles, ranging from pentatonic and whole-
tone scales to quasi-dodecaphonic and jazz. These variations were
then cut into smaller sections and combined in a variety of ways
to form three contrasting movements.

Krzysztof Droba
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Nuo pat pradZziy Merkelj intrigavo tam tikry nisy uzpildymas
savo muzika. Viena tokiy neuzpildyty nidy Siuolaikinés lietuviskos
kirybos kontekste buvo, pasak kompozitoriaus, balso kaip
"maziausiai iStobulinto instrumento” artikuliacijos ir iSraitkos
galimybés, kuriy autorius ieSkojo savo ankstyvosiose chorinése
kompozicijose (iter Balticum, 1990, Liber..., 1991, Missa I'homme
armé, 1991).

Kompozitorius neretai manipuliuoja Zodziais ir jy reikmémis
(Axis Tension, TroPia, Politophonia, MiKonst), o taip pat ir savo
kariniy garsynu. Neretai impulsg jam suteikia racionaliai
suformuotos strukttros, daugiau ar maziau i§plétotos garsinés
formulés, kurios komponavimo procese skaldomos, karpomos,
deliojamos, vél ardomos ir konstruojamos i§ naujo tarsi garsinés
anagramos, kol surandamas koks netikétas prasmés posikis ar
originalesnis (negirdétas) garsuy, ritmy derinys.

Remigijaus Merkelio kairyboje jdomiai susipina, regis, nelabai
suderinami dalykai: astrus, jtemptas skambéjimas, disonansiné
aplinka, tamprus ritminis sukibimas ir netikéta visumos ramybé
bei Svara. Instrumentiniams Merkelio kiriniams ypa¢ badingos
“fizinés ir metafizinés erdvés” studijos ir pulsucjanéios, naujos
energetikos raiska (Echosonata, 1988, ImPulse, 1996, Gemma, 1999).
Kdryba Merkeliui vis dar neatsiejama nuo "i$3ukio sau pagiam®,
nuo rizikos ar azarto ieskoti naujy sprendimy, nuolat pakurstomy
noro “atrasti, ‘jjungti’ tam tikrg jtampa ar kazkokj ypatinga nerva
kdrinyje”. Kompozitorius nori iivengti kartojimosi ar savo paties
susikurty komponavimo kliiy. Pastaruoju metu jis vél siekia atrasti
kazka naujo, panaudodamas natiralaus garsaeilio elementus,
raydamas virtuoziskesnes partijas atlikéjams, kurie leisty i¥gauti
jdomesnes judéjimo, skambesio formas ar inspiruoty apskritai
kitokius kariniy sprendimus. Salia tokiy dalyky kaip energija ar
erdviSkumas jj dabar domina ekstremaliai sudétinga ir savaip
efektinga muzikos kalba (MiKonst, 2000, Septintas dangus, 2002).

Compeass (intro) (2003) 16 atlikéjy

Sukurtas Berlyno MaerzMusik festivalio uzsakymu. Tai pirmoji
numatomo ciklo, besiremiancio skirtingy kulttry eksponavimo ir
sintezés idéja, dalis, kurios premjerg Gaida Ensemble, diriguojamas
suomiy dirigento Jussi Jaatineno, atliko Berlyno filharmonijoje .
m. kovo 20 d.

Siame karinyje klausytojas orientuojamas intuityviai suvokty
keturiy pasaulio $aliy at?vilgiu. Cia nesistengiama perteikti $iaurés,
Piety, Ryty ir Vakary autentikos: skirtingos garsinés struktaros,
laiko gradacijos bei charakteringi elementai, padalyti keturioms
instrumenty grupéms, veikiau siejasi su tokiomis kompozitoriui
kilusiomis asociacijomis kaip racionalumas, vitaliskumas,
meditatyvumas ar improvizaciskumas.

REMIGHUS MERKELYS (b. 1964), like many colleagues of his
generation inclined to radical experiments, believes mostly in
rational methods of composing. In over 15 years, he has more
than once tried to change or transgress what had become identified
as unmistakably his style of writing. As a result, he has usually
constructed either complex, or deliberately stripped-down
structures.

From the very beginning, Merkelys was intrigued to fill certain
niches with his own music. One such ill-provided niche in the
context of contemporary Lithuanian music, according to the
composer, was articulatory and expressive possibilities of voice as
“the least developed of instruments” - which he explored in his
early choral compositions (iter Balticum, 1990, Liber..., 1991, Missa
I’'homme armé, 1991).

The composer likes to play with words and their meaning (as
inthe following titles: Axis Tension, TroPia, Politophonia, MiKonst),
as well as with the sound vocabulary of his own compositions. He
finds his initial impulses in rationally formed structures and more
or less developed sound formulas, which in the process of
composing are split, cut and pasted, only to be taken apart and
constructed anew - like sound anagrams - until some unexpected
turn in the meaning, or more unheard combination of sounds
and rhythms, emerges.

The work of Remigijus Merkelys 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. A list of his later
works features a growing number of instrumental pieces - studies
in ‘physical and metaphysical space’ in earlier works, and
manifestations of new pulsating energy in more recent ones
(Echosonata, 1988, IMPulse, 1996, Gemma, 1999). Creativity, for
Merkelys, remains integrally linked to challenging himself, to risk-
taking, and the excitement of seeking new solutions which are
constantly ignited by a desire “to discover and ‘bring into play’ a
certain tension, or some special nerve in a work”. Lately he has
been trying once again to discover new ways, by using elements
of natural harmonic series, and by writing more virtuosic parts for
the performers - ones which permit more interesting forms of
movement and sound, or which inspire other creative solutions
overall. Alongside things like energy and spatiality, the composer
is now interested in both an extremely complex, as well as effective,
language of music (MiKonst,-2000, Seventh Heaven, 2002).

Compass (intro) (2003) for 16 performers

Commissioned by the Berlin MaerzMusik festival, the piece is
the first part of an anticipated cycle based on the idea of exposing
and synthesising different cultures. It was premiered by the Gaida
Ensemble under the Finish conductor Jussi Jaatinen at the Berlin
Philharmonic on March 20 this year.

©




LUCA FRANCESCONI - Zr. psl. 8
Etymo (1994) sopranui, elektronikai ir kameriniam orkestrui

Siame kirinyje tyrinéjama kalba, pradedant Charles’o
Baudelaire’o fraze i§ eilérastio Le Voyage ("Kelioné”) rinkinyje
Les Fleurs du Mal (" Piktybés gélés”).

"Dites, qu'avez-vous vu?" (Sakykite, kg matéte?)

Tikriausiai net pats pavadinimas, 3is klausangios ausies pazadas,
numanomeo horizonto atsivérimas - tai dar ne muzika, bet veikiau
tam tikras susitarimas ar bent jau klausimas: ka reiskia Etymo? Kuo
¢ia détos kilmes paieskos, pirmyksté zodzio reikimé, etimonas?
Kodeél 3i amziy senumo problema ¢ia vél iskyla? Ar kalbos garsai
yra tik konvencija, ar uz jy slypi koks nors motyvas, ar jie susije su
tuo, kg patys nusako?

"Dites, qu’avez-vous vu?” (Sakykite, kg matéte?)

Tai Baudelaire'o fraze, Zyminti eiléraitio Le Voyage i rinkinio
Les Fleurs du Mal cezra. Luca Francesconi papraié soprano Luisos
Castellani jg perskaityti, o tuomet i§analizavo smulkiausias vokalines
tos frazés moduliacijas, balsiy ir priebalsiy struktiras, jy ilgj,
intonacijas, obertonus (Siose balsése yra akordy), pauzes. Tai dviejy
ménesiy darbas. Darbas su balsu: balsas yra etimonas.

"Dites, qu‘avez-vous vu?" (Sakykite, kg matéte?)

Sis klausimas ir yra Etymo kilme, jis valdo ir visg procesa:
klausimas i3tariamas ir i3analizuojamas laiko mikroskopais
kompiuterinés garso analizés badu. Sis klausimas atskleidzia vidines
maksimaliai isdidintos karinio formos proporcijas. Trys dalys su
intermezzo tarp pirmosios ir antrosios (2ymin¢iu Baudelaire'o
kablel)), po jy - koda.

“Dites" (Sakykite). Pirmoji dalis iki kablelio, iki intermezzo
ceziros. Cia privalu kazka pasakyti: nieko ypatinga (nebdtinai
reikdminga sakinj), tiesiog kg nors pasakyti, kad baty i§judintos
fonetinés dalelés. Cia muzika ir balsas yra stochastiniai, apskaiciuoti
tikimybiniu badu (“arch-ajidki”, kaip dar sako Francesconi). Néra
linijy, vien greitai, i§ paZitros netvarkingai pralekiantios,
pasirodancios ir pranykstancios tapatybeés. Besimainantys veidai,
kurie vis délto palieka jspadj, kurie, nepaisant nieko, vis vien
sluoksniuojasi vienas vir§ kito ir pasilieka guléti toje pacioje stirtoje.
Su dziazu flirtuojandios objekty ar kalbos nuotrupos (con swing,
como uno scat). "Dites” (Sakykite) ~ argi tai ne fonema? Iki $ios
virsiinés, ios kulminacijos - “maksimalus tokio tipo struktiros
sudétingumas” — kur objektai poliritmizkai klojami vienas ant kito.

“Virgule" (Kablelis). Po sprogstantio “sakykite” ir keliy
pralekiantiy skiemeny i§ L’Albatros posmo (“Souvent, pour
s'amuser” —daznai save pralinksminti) eina intermezzo. Jj sudaro

In this work, the listener is oriented in the direction of the
intuitively perceived four hemispheres of the world. There is no
attempt made here to render North, South, East or West
authenticity: diverse sound structures, temporal gradations and
characteristic elements, divided between the four groups of
instruments, are more apt to be connected to abstract associations,
such as rationality, vitality, meditativeness, and improvisation.

LUCA FRANCESCONI - see page 8
Etymb (1994) for soprano, electronics and chamber orchestra

The work explores language, starting out from a phrase from
Charles Baudelaire’s Le Voyage in Les Fleurs du Mal.

“Dites, qu'avez-vous vu?" (Say, what did you see?)

Perhaps even the title itself, this promise of a listening ear, this
opening of an expectant horizon: it is not music yet, but a sort of
agreement - or at least a question: Etymo, what does that mean?
What is the search for an origin, an original meaning, an etymon
doing here? Why does this (age)-old problem also crop up again
here, namely; are speech sounds just a convention or is there a
motive behind them, are they linked to what they denote?

“Dites, qu‘avez-vous vu?" (Say, what did you see?)

This is a phrase from Baudelaire - it marks a gesura in Le Voyage
in Les Fleurs du Mal. Luca Francesconi has given it to the soprano
Luisa Castellani to read, and then he has analysed it in its smallest
vocal inflections, vowel and consonant structures, length,
intonation, harmonies (there are chords in these vowels), pauses.
Two months work. On a voice: the voice is etymon.

“Dites, qu’avez-vous vu?" (Say, what did you see?)

This, then, is the origin of Etymo, this is the question that
generates the whole process: uttered and then examined under
time microscopes in the form of the computer’s sound analyses.
This question reveals the inner proportions that scan its form,
developed in full scale. Three parts, with an intermezzo between
the first and the second (representing Baudelaire's comma),
followed by a coda.

“Dites." (Say) The first part, before the comma, before the
intermezzo's gesura. Here something must be said: nothing in
particular (a meaningful sentence), just something, phonetic
particles must be set in motion. Here the music and the voice are
stochastic, probability calculated ("arch-aic”, Francesconi also says).
There are no lines, only fleeting identities that appear and
disappear in seeming disorder. Faces that change but still leave an
impression, that heap up despite everything, leave upon layer in
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tik elektroniniai garsai, jskaitant ir sintetinj/dirbtin; balsa: “Le navire
glissant sur les gouffres amers” (Laivas, dreifuojantis virium aitriy
gelmiy).

—amers - a - am - me - afazijos apimtos raidés ir skiemenys.
Kartojamos M ir E skamba kaip “méme”: “méme dans nos sommeils
/La Curiosité nous tournamente” (Net ir sapnuose / Mus kamuoja
smalsumas).

Sisyk jau semantineé frazé. Kur pamazu iSnyra prasmé, balse ar
anapus jo.

"Dites, qu'avez-vous vu?" (Sakykite, kg matéte?)

Dabar dainininké gali $ig fraze itarti, tiksliau, privalo jg istarti
ilgoje kadencijoje, palydimoje gesty. Taip ji atveria tre¢iuosius —
poetinius — vartus. Pro 3iuos vartus pamazu i$nyra daina, kuri,
slinkdama i3 eilés garsais nuo F iki As, pazadina viena, antrg ir
daugiau balsy orkestre, kol pati sustingsta, kol harmonijos vertikalia
linija susisluoksniuoja j “spektrinj epizodg”. Kelionés motyvas
karinyje Etymo - daznas Baudelaire’c motyvas — taip pat yra
“kelioné po kompozicijos technikas”. Balsiy generuojami
“spektrai” ir akordai miniatidrinéje frazéje “Voyage” mainosi
tikrame elektronikos ir akustiniy instrumenty dialoge, ir &is
Svytuoklinis judéjimas iauga j savotiska atkakly hoketa. Sprogimas,
vargony punktas: "o tada, kas tada?” Eini, pradedi i$ naujo, sustoji.

Koda. Visa tai (Sakykite — kablelis — kg matéte, arba, i
kompozitoriaus pasiskolinta terminologija tariant, “fonetika —
semantika--poetika”), visa tai téra tik sektinas planas, “programa”,
formulé, ne daugiau nei besiskleidZiantis navigacijos Zemélapis.
Nes 3i trijy daliy strukttra yra sudvigubinta gelmése, kiekvienoje
teksto eilutéje. Pasak Francesconi‘o, “fonetinéje dalyje galg biti
fonetitkas, bet galg bati ir semantitkas, ir poetiskas”. Dél to
kiekviena dalis susideda dar i3 trijy (maziausiai) padaly, kurios
toliau dar dalijamos... nes visiskai imatuoti riby nejmanoma.

Sakykite, ka matéte?

IS Peterio Szendy komentaro

a pile. Fragments of objects or language, that flirt with jazz (con
swing, como uno scat). “Say”, isn't that a phoneme? Up to this
peak, this culmination — “maximal complexity with this sort of
organization” - where the objects are superimposed
polyrhythmically.

“Virgule" (Comma) After the explosive “Say”, and after a few
fleeting syllables from a verse in L'Albatros (“Souvent, pour
s'amuser” — Often, to amuse oneself) comes the intermezzo. It
consists entirely of electronic sounds, including a synthetic/artificial
voice: “Le navire glissant sur les gouffres amers” (The ship gliding
over the bitter depths).

—amers—a-am-me—aphasia’s letters and syllables. M and
E repeated, producing “méme”: “méme dans nos sommeils / La
Curiosité nous tournamente” (Even in our sleep / Curiosity
torments us).

A semantic phrase this time. Where the meaning gradually
emerges, in or out of the voice.

"Dites, qu’avez-vous vu?” (Say, what did you see?)

Now the singer can'say it, in fact must say it, in a long cadenza
accompanied by gestures. To open the third gate: the poetic gate.
A gate through which the song gradually emerges, where the
stepwise line (from F till A flat) in its turn generates first one, then
two, then several voices in the orchestra. Until it freezes, till the
harmonies pile up vertically in a 'spectral episode’. In Etymo the
voyage — a common motive in Baudelaire - is also ‘a voyage
between compositional techniques’. The chords, the ‘spectra’
generated by the vowels in the diminutive phrase “Voyage’,
alternate between electronics and instruments, in a true dialogue,
in an oscillating movement that culminates in a sort of obstinate
hoquetus. Explosion, organ point: ‘and then, what happens then?
You go on, you start again, you come to a halt.

‘Coda. All this (say ~ comma — what did you see, or in the
terminology that | have borrowed from the composer: ‘phonetic,
semantic, poetic’), all this is just a plan to follow, a ‘programme’, a
formula: no more than a nautical chart that is beginning to roll
up. For this three-part structure is doubled, in the depths, in every
verse. As Francesconi says, you can be in the phonetic part in
phonetic ways, but you can also be in it in semantic and poetic
ways. Thus each of the three sections has (at least) three parts
each; triple three-part which is divided once again, because the
boundaries are never completely watertight.

Say, what did you see?

From a commentary by Peter Szendy
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Inna Halatenko  sopranas / soprano

Natalka Polovynka mecosopranas / mezzo-soprano
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ALLA ZAGAIKEVIC (g. 1966) — ukrainiec¢iy kompozitore,
sukdrusi daugiau kaip dvi desimtis simfoninés, kamerinés
instrumentinés ir vokalinés muzikos kiriniy, elektroakustiniy
kompozicijy, multimedijiniy instaliacijy, muzikos kino filmams.

Ankstyvojoje kompozitorés kiryboje vyrauja simfoniniai ir
kameriniai kariniai dideléms sudétims, kuriuose Valentino
Silvestrovo "intonacinis serializmas” susipina su prancizy
spektrinés muzikos idéjomis. Po studijy IRCAM'e Alla Zagajkevi¢
pradéjo lygiagreciai dirbti elektroninés ir instrumentinés
muzikos srityse. Jos naujausi kdriniai grindziami
individualizuotos algoritminés kompozicijos koncepcijomis, o
elektroninéje muzikoje svarbiausia sritimi tampa elektroniné
garso sintezé ir instrumentinio garso apdorojimas realiame laike.
Pastaraisiais metais Zagajkevi¢ vis daZniau bendradarbiauja
kuriant multimedijinius projektus su videomenininkais ir
naujosios improvizacinés muzikos atlikéjais.

Skaiciai ir véjas (1999)

Kamerine opera

Allos Zagajkevi¢ libretas Mykolos Vorobjovo poezijos ir
tapybos motyvais

Poetas — pageidautina altas

lis — pageidautina baritonas

Ji- pageidautina sopranas

Poetiniai ir tapybiniai personaZzai - sopranas, altas, baritonas

Skaidiai ir véjas — amzini keliy, kelioniy, ko nors jveikimo
atributai... Simboliai, Zymintys ribas tarp imperatyvinés logikos
ir stichinio srauto, tikslumo ir neapé¢iuopiamumo. Batent
pastarasis derinys — riba tarp tikslumo ir neapéiuopiamumo -
tapo operos koncepcijos pagrindu. Seéis jos paveikslus —
“Doroga” (“Kelias”), “Sad” (“"Sodas”), “Spogady”
(”Pr15|m|n|ma|") “Gra” (“Zaidimas"), “Son" ("Sapnas”),
“Coven” (“Valtis”) - vienija metaforinés "kelionés”, nuo ¢io
pasaulio béganc¢io (i3 jo besiverzian¢io?) keliautojo (poeto”
dailininko?) “klajoniy” tema.

"Permainingume gladi mastymo dvasia” - $ie Mykolos
Vorobjovo zodZiai turbit geriausiai ireitkia abipusj virsma tarp
veiksmo ir refleksijos, tapybos ir poezijos, skai¢iy ir véjo.

MYKOLA VOROBJOVAS (g. 1941) - vienas i§ adtuntojo
delimtmecdio ukrainieciy undergroundo lyderiy, linkusiy j
meditatyvius, vaizdingomis metaforomis bylojan¢ius
pasakojimo bidus, artimus japony haiku mokyklai ir Tan
epochos kiny poezijai. Vorobjovo poetikoje, be kita ko, gausu
spalviniy ekstrapoliacijuy, simboliniy paradoksy.

V. Jeskiliov

OLESIS SANINAS (reZisierius) studijavo Valstybinio Kijevo
Karpenko-Kary teatro meno instituto aktoriniame (baigé 1993

ALLA ZAGAYKEVYCH (g. 1966) is the Ukrainian composer
who has written more than two dozens symphonic,
instrumental and vocal chamber works, electro-acoustic
compositions, multi-media installations, and music for films. In
the early creative period symphonic and chamber music for
extended formations prevailed, where she combined Valentin
Silvestrov's “intonation serialism” and the ideas of French
spectral music. Having completed her studies in IRCAM Alla
Zagaykevych started working both in the fields of electronic
and instrumental music. Her latest works are based on the
concepts of individualised algorithmic composition, whereas
sound synthesis and processing of instrumental sound in real
time are the main features of her electronic music. In recent
years Zagaykevych gets more frequently involved in multi-media
projects and collaborated with video artists and performers of
new improvisational music.

Numbers and Wind (1999)

Chamber opera

Libretto by Alla Zagaykevych after the poetry by Mykola
Vorobyov '

Poet - preferably alto

He ~ preferably baritone

She - preferably soprano

Poetic and pictorial images - sopfano, alto, baritone

Numbers and the wind are eternal attributes of roads,
journeys, and conquering... They are symbols marking the
boundaries between the logics and elemental, precise and
intangible. The latter combination was chosen as a basis for the
conception of the opera. The six acts of the opera = Doroga
(Road), Sad (Garden), Spogady (Recollections), Gra (Game), Sen
(Dream), Choven (Boat) are united by the common theme of a
‘voyage', which is the voyage of a traveller (poet? artist?) trying
to escape (desperately?) from this world.

"The spirit of thinking lies in changeability’ - these Mykola
Vorobyov's words express the mutual process of transformation
that goes on between action and reflection, painting and
poetry, numbers and the wind.

MYKOLA VOROBYOV (b. 1941) is one of the leaders of the
Ukrainian underground in the 70s. He uses meditative ways of
narrative that speak through imaginative metaphors and are
evocative of the Japanese haiku tradition as well as the Chinese
poetry of the Tan epoch. Vorobyov’s poetics is also rich in colour
interpolations and symbolic paradoxes.

V. Yeshkilyov

OLES SANIN (director) graduated from Karpenko-Kary State
Theatrical Art Institute of Kiev, Faculty of Acting (1993), Faculty




m.) bei kino ir televizijos (baigé 1998 m.) fakultetuose. lis yra
kino reZisierius, operatorius, kino katedros vedéjas, Jaunyjy
kinematografininky bei Nacionalinés Ukrainos
kinematografininky asociacijy pirmininkas, nacionalinés
Oleksandro DovZenkos studijos reZisierius. Yra sukires filmus
~Maestro” (1993), ,,Motina viltis” (1994), ,,Audra” (1994), ,,3alta”
(1995), ,,Dykuma” (1996), ,,Akvarelé” (1997). Jo filmai
~Nuodémeé” (2000) ir ,,Rachmano Velykos” (2000) yra pelne
daugelj tarptautiniy filmy festivaliy apdovanojimy.

Sanino filmas “Mamajus” Ukrainos sitilymu bus nominuotas
Amerikos kino akademijos teikiamiems 2003 m. Oskarams kaip
geriausias uzsienio filmas. Olesis Saninas - meninio projekto
“Laiko girnos” (videoinstaliacija) rezisierius ir operatorius
(Venecijos bienalé '2003).

Jau daugiau kaip desimt mety Olesis Saninas tyrinéja Polesés
srities ukrainieciy folklora ir yra puikus liaudies muzikos atlikéjas.
Kaip videomenininkas ir rezisierius Saninas nuolat
bendradarbiauja su Ukrainos muzikais.

ENSEMBLE NEW PERFORMANCE

Mychajlo Vivéaruk fleita
levgen Samusenko  klarnetas
Oleksandr Golyk fagotas
Serhij Du$nivk  valtorna

Igor Danylivk  trombenas
Dmytro Ulianov, Oleg Sokolov  musamieji
Roman Riepka fortepijonas
Hanna Buluj  smuikas

Oksana Lubarska altas
Alina Kun  violontelg

Jurij Zbroiek kontrabosas

Petro Tovstucha dirigentas

Ansamblis New Performance ("Naujasis atlikimas”) susibaré
specialiai vienai i§ tarptautinio muzikos festivalio “Naujasis
atlikimas”, vykusio 2002 m. lapkrit] Rovne (Ukraina), programy.
Ansamblio pavadinimas atspindi eksperimentinj jo credo:
orientacija j tikrai naujos - ne tik chronologiskai, bet svarbiausia,
techniniu ir estetiniu poZidriais — muzikos atlikima.

Ansamblio meno vadovas - kompozitorius, pianistas ir
dirigentas Petro Tovstucha. Kolektyvo {pilna sudétis — 17
instrumentalisty) pagrindu tapo Rovno kamerinis orkestras,
Zinomas kaip originalus barokinés ir avangardinés muzikos
interpretatorius.

Specialiai “Naujojo atlikimo” ansambliui kariniy yra parase
Ukrainos (Aleksandr Grinberg, Alla Zagajkevi¢, Viktoria
Polevaja), Kanados (Serge Provost), Prancizijos (Jean-Yve

of Cinema and Television (1998). Film director, cameraman,
Head of Film Department, Chairman of the Association of Young
Cinema Workers and of the Ukrainian National Association of
Cinema Workers and film director of the National Olexandr
Dovzhenko Studio. Sanin has made the following films: Maestro
(1993), Mother Hope (1994), Storm (1994), Cold (1995), Desert
(1996), Watercolour (1997). His films The Sin (2000) and The
Rakhman Easter (2000) have many awards from International
film festivals.

Following the recommendation of the Ukraine, Sanin’s film
Mamaj will be nominated for the Oscar for the best foreign film
in 2003 awarded by the American Academy of Cinema. Oles
Sanin is the director and cameraman of the video installation
The Grindstones of Time (Venice Biennale 2003).

For more than ten year Oles Sanin has been studying
Ukrainian folklore of the Polessja region and is a brilliant
performer of folk music. As a director and video artist Oles
Sanin collaborates with Ukrainian musicians on a regular basis.

ENSEMBLE NEW PERFORMANCE

Mykhajlo Vivcharuk  flute
Yevgen Samusenko  clarinet
Oleksandr Golyk ~bassoon
Serhiy Dushnyuk horn

lgor Danyljuk  trombane
Dmytro Ulyanov, Oleg Sokolov percussion
Roman Rjepka piano
Hanna Buluy  vielin

Oksana Lubarsika  viola
Alina Kun  cello

Yurij Zbrozhek double bass

Petro Tovstukha conductor

Ensemble New Performance gathered together in order to
perform one programme at the International Festival New
Performance that took place in Rivne (the Ukraine) in November
2002. The title of the ensemble reflects its experimental credo —
their dedication to performing real new music - not merely
chronologically new, but, more importantly, technically and
aesthetically innovative music. Petro Tovstukha — composer,
pianist and conductor is the leader of the ensemble. The
Chamber Orchestra of Rivne, famous for its original
interpretations of baroque and avant-garde music forms the
basis of the ensemble (17 players in total). Numerous composers
- Aleksandr Grinberg, Alla Zagaykevych, and Viktoria Polevaja
from the Ukraine, Serge Provost from Canada, Jean-Yve Bosseur
from France, Dmitrij Kapyrin from Russia, and SarGinas Nakas




Bosseur), Rusijos (Dmitrij Kapyrin), Lietuvos (Saranas Nakas)
kompozitoriai. Kolektyvas aktyviai koncertuoja Ukrainoje ir
uzsienyje.

PETRO TOVSTUCHA (g. 1965) 1990 m. baigé Kijevo
valstybinés konservatorijos kompozicijos, 1998 m. — Ukrainos
nacionalinés muzikos akademijos simfoninio dirigavimo
specialybes. Nuo 1987 m. su folkloriniu ansambliu “Drevo”
tyrinéjo autentiskg ukrainieciy dainavima. Visasajunginio
konkurso “Improvizacija-1987" (Vilnius, | premija) laureatas.

Nuo 1987 iki 1992 m. aktyviai koncertavo kaip pianistas.
Duete su A. Nesterovu naujosios improvizacinés muzikos
programas atliko Rusijoje, Lenkijoje, Cekijoje, Vokietijoje,
Kanadoje, dalyvavo tarptautiniuose $iuolaikinés muzikos
festivaliuose.

1994-97 m. buvo Cernigovo kamerinio orkestro meno
vadovas ir dirigentas, nuo 1998 m. — Rovno filharmonijos
kamerinio orkestro meno vadovas ir dirigentas. 2001-2003 m.
sezonais su Rovno simfoniniu orkestru atliko kelias simfoninés
muzikos programas, tarp jy - ciklus “Fortepijoniniai W. A.
Mozarto koncertai” bei “Visos Beethoveno simfonijos Rovne”.
Tarptautinio muzikos festivalio “Naujasis atlikimas” (Rovnas)
meno direktorius bej to paties pavadinimo $iuolaikinés muzikos
ansamblio dirigentas.

2000-2003 m. kaip pianistas dalyvavo multimedijiniuose
kompozitorés Allos Zagajkevi¢ projektuose. Dirigavo tokiems
kolektyvams kaip Ukrainos nacionalinis akademinis simfoninis
orkestras, The Ensemble Contemporain de Montreal (Kanada),
Kijevo Cameratos solisty ansamblis. Kaip dirigentas, dainininkas
irinstrumentalistas jrasé 9 CD.

INNA HALATENKO (sopranas) 1997 m. baigé Kijevo
nacionaline muzikos akademijg {prof. Galinos Suchorukovos
kl.). 1995 m. pradéjo aktyvig soline koncertine veiklg Ukrainoje
ir uzsienyje. Jos repertuare - pagrindinés Mozarto, Verdi, Puccini,
Rossini opery partijos. Halatenko taip pat daug démesio skiria
Siuolaikinés muzikos atlikimui, ji nuolat dalyvauja atliekant Allos
Zagaijkevi¢ ir Valentino Silvestrovo karinius.

Inna Halatenko - Siuolaikinés muzikos ansamblio Ricochet
(Kijevas) naré. Kartu su 3iuo ansambliu atliko daugybe
Siuolaikinés ukrainieéiy bei uZsienio autoriy muzikos. Yra
dainavusi Schénbergo ,Ménulio Pjero”, jos repertuare yra
didziulis vokalinis Edisono Denisovo ciklas “Ugnyje i§ sniego”.
Dalyvauja daugelyje Siuolaikinés muzikos festivaliy Kijeve,
Rovne, Odesoje, Lvove. Ukrainos jrady studijose jra3é keleta CD
(Schénbergo ,Ménulio Pjero”, klasikiniy opery ir kantaty arijos,
Schuberto ir Schumanno vokaliniai ciklai).

NATALKA POLOVYNKA (mecosopranas) 1989 m. baige
Lvovo M. Lysenkos vardo vaistybine konservatorijg (prof.
Tarnavetskojos kl.). Nuo 1988 m. yra Lesio Kurbaso teatro

from Lithuania have written music for the ensemble. Ensemble
New Performance performs extensively in both the Ukraine
and abroad.

PETRO TOVSTUKHA (b. 1965) studied composition at the
Kiev State Conservatoire, from which he graduated in 1990,
and then conducting at the National Music Academy of the
Ukraine, specialising in symphony orchestras (graduatedin 1998).
Since 1987 he has been investigating authentic Ukrainian
singing with the folk ensemble Drevo. In 1987 he won the First
Prize at the Pan Soviet Union festival Improvizacija-1987 in
Lithuania.

From 1987 to 1992 he was active as a piano player. As a duo
with A. Nesterov, he presented a repertoire featuring new
improvised music in Russia, Poland, the Czech Republic,
Germany, and Canada, participated in international
contemporary music festivals. In 1994-97 Petro Tovstukha
worked as the Artistic Director and conductor of the Chernygov
Chamber Orchestra, since 1998 he has been the Artistic Director
and conductor of the Chamber Orchestra of the Rivne
Philharmonic. In 2001-2003 the Symphony Orchestra of Rivne
under Petro Tovstukha presented several symphonic music
programmes, including the series of W. A. Mozart's Piano
Concertos and Complete L. van Beethoven's Symphonies in
Rivne. He is also the Artistic Director of the international festival
New Performance (Rivne) and the conductor of a contemporary
music ensemble of the same name.

In 2000-2003 he participated in multi-media projects of the
composer Alla Zagaykevych as a piano player. The Ukrainian
National Academic Symphony Orchestra, The Ensemble
Contemporain de Montreal (Canada), and Kiev Camerata Soloist
Ensemble have appeared under his baton. In the capacity of
conductor, singer and instrumentalist, he has recorded 9 CDs.

INNA HALATENKO (soprano) graduated from the National
Music Academy of Kiev in 1997, where she studied with prof.
Galina Sukhorukova. In 1995 she started an active solo career in
the Ukraine and abroad. Her repertoire includes the principal
arias by Mozart, Verdi, Puccini, and Rossini. Halatenko devotes
a lot of attention to contemporary music too. She is very often
involved when works by Alla Zagaykevych and Valentin
Silvestrov are performed. .

Inna Halatenko is a member of contemporary music
ensemble Ricochet (Kiev). In this capacity she has performed a
great number of pieces of contemporary Ukrainian and foreign
composers. She has sung Pierrot lunaire by Schénberg, her
repertoire features a huge cycle by Edison Denisov On the Fire
from Snow. The singer takes part in many festivals of
contemporary music in Kiev, Rivne, Odessa, and Lvov. She has
recorded several CDs - Pierrot lunaire by Schénberg, some arias
from classical operas and cantatas, and the vocal cycles by

Schubert and Schumann. G




(Lvovas) aktoré ir muzikos vadové. Kartu su $iuo teatru dalyvavo
daugelyje tarptautiniy festivaliy Ukrainoje, Lenkijoje, Rusijoje,
Rumunijoje, ltalijoje, D. Britanijoje, JAV. Vedé meistrikumo
kursus JAV ir DidZiojoje Britanijoje. 1990 m. dainininké staZavo
Jerzy Grotowskio centre (Pontedera, ltalija). Nuo 1996 m.
realizuoja savo muzikinius/teatrinius projektus: “Jie eina” (1996),
“Homo Ludens” (1998), “Sulinys” (2000), “Irmoses”(2001). Nuo
1998 m. désto Lvovo universitete.

Natalka Polovynka nuolat dalyvauja multimedjiniuose
projektuose (Allos Zagajkevi¢ “To Escape, To Breathe, To Keep
Silence”,”Motus-Cantos”, Sartino Nako “Krentantys portretai,
sudauzytos 3irdys, amzZinosios aukos”), bendradarbiauja su
naujosios improvizacinés muzikos instrumentalistais.

VIKTOR DAVYDENKO (baritonas) 2000 m. baigé Kijevo
nacionaling muzikos akademijg (muzikos istorijos ir teorijos
specialybe). Siuo metu — ukrainie¢iy muzikos istorijos katedros
aspirantas. Nuo 1996 m. uZsiima atlikéjo veikla — kaip
dainininkas ir koncertmeisteris atlieka ukrainie¢iy kamerine
muzikg. Kaip choro artistas bendradarbiauja su Kijevo chorais
"Chredcatik”, “Lado”, vokaliniu sekstetu “Jazz-expromte”,
nacionaline akademine chorine kapela “Dumka®”.

NATALKA POLOVYNKA (mezzo-soprano) in 1989 graduated
from the State M. Lysenko Conservatoire, where she studied
with prof. Tarnavetskaja and since 1988 has been working as an
actress and music director at the Lesi Kurbas’ Theatre in Lvov. As
amember of the theatre she has appeared at many international
festivals in the Ukraine, Poland, Russia, Romania, Italy, the UK,
and the USA. She has conducted master-classes in the US and
the UK. In 1990 the singer studied at the Jerzy Grotowski Centre
in Pontedera, ltaly. Since 1996 Natalka Polovynka has been
putting on stage her music/theatre projects - They are Walking
(1996), Homo Ludens (1998), The Well (2000), and Irmoses
(2001). Since 1996 she has been teaching at the University of
Lvov. Natalka Polovynka often contributes to multi-media
projects - To Escape, To Breathe, To Keep Silence and Motus-
Cantos by Alla Zagaykevych, Falling Portraits, Broken Hearts,
Eternal Victims by Sarlinas Nakas). The artist collaborates with
the instrumentalists of the new improvisational music.

VIKTOR DAVYDENKO (baritone) graduated from the
National Music Academy of Kiev in 2000, where he studied the
history and theory of music, currently is a PhD student at the
Department of Ukrainian Music History. His stage career was
launched in 1996 - as a singer and concertmaster Viktor
Davydenko performs Ukrainian chamber music. As a choir
singer he collaborates with such choirs from Kiev as Khreshchatik
and Lado, the vocal sextet Jazz-expromte, the National
Academic Choir cappella Dumka.




OPEROS “SKAICIAI IR VEJAS” LIBRETAS NUMBERS AND WIND - libretto

JOPOTA THEWAY

Hopora. 3r0By uucna i Bitep. Ik 6m mBHAme 1i npoMunyTH Ile The way. Again numbers and wind. If pass by it
CTpaxoBuIe SIHCKY IO CITNERICTS 31 MHO0 BIM3LKICTH 2K MOMHpaen! Quickly. This monster of glitter this community with me
Bi/f Hacox0aH rponaganss I noci Gawy sik HBiT BEMHBaE 6pKin I3 cHHEIX Intimacy. Even die from enjoyment of disappearance and now
mickis mpoctopy Bady xpuneus poiums Burpasamma 6imoro i Isee how flowering washes the bee from blue sand of space. I see
nepinomoro Toif XTo moBeH odeil Bias i 6’crhes I 3pHBac yee i3 cefe the swarm of wings. Play of white and unknown. The One who’s
MabyTs mepes moporoso... full of eyes felt down and beats and takes off everything from

himself. May be
before the Way...
CALll
THE GARDEN

I ckasas Bin:

B TOMY POIi BH He §aguian Hiskoro obpasy. - And he said:

I cxazag Bin: Last year you did not see image.

HE CTBopiTe Hora X049 GOH cX0xoro

Ha AKYCh JIIOIHHY. And he said:

I cxazas Bin: Don’t create the God even similar to any man.

KOJIM 3HAH/IETE COHI{E, OCAMIT JIHIIE Cajl.

Paii som0THME THIIAMH ONIEPCS Ha 30110T0 G/#in. Mapmi BerHKkHx And he said:
TITHIE 3HOCHTH Tocpifienuii Bitep. Cnisae xpam y xoxwifi TiHil Ha When you will find sun, just land the garden.
COHSTIHIM cTe6mi.

“T'apHO y IIapcTBi BamIiM, ane JHBIiThCA - Heaven leaned on the Bee’s gold with golden lindens.

BEPHYIJAacs BiKHOM BOJIa, .

BIKHO 3aIlTaKaHe B CyXiM YOBHI... The march of big birds is gone with silvery wind.

TapHO Y NapCTBi BAIIiM,

ajie y IepIi CBATI KBIT comoakmit The Temple sings in each line on the sunny stalk.

TIOPOANTE 3Mif i3 HeKTapy,

i TpHdi mni 06epHETHCA 10 KOy - “It is fine in your kingdom, but look —

Y KOXKEH [JiM cxoBaiiTe coHIe” water came back through the window,

TOAUHANK 0011 Habmmkae 3Mis! crying window in the dry boat...

it is nice in your kingdom,
‘ But in the first holy sweet flowers
CIIOTAIA Will give a birth to the dragon from nectar

And three times fruit will turn around —
BaTy TBO€ mHIIE -0ACBIT OCTAaHHIH, nay3y 6inoi aitcTpw. Cover the sun in each house”
B 3enewniii Mucni 6ine Monoko The watch of faces makes the dragon closer!

CxunaMu 3elIeH0]i JOIHEH 1 0iraB JaBHO.
Hepenamky 6 3HalTH
y Pyl Yepenamky yBedepi...

Trofi Bif 3anopomeHo cBiTIOM. REMEMBERANCES

Ha namansosanux JBepAX HaMalbOBAHO PYIKY o6 BifKpHBATH y
HE 3a3HPaoTH. I see your face —

ITo6arpsnino mHCTA -1 KyKe 3aifHaTHil Tenep... Last shine, a pause

of white aster.

There is white milk in a green dish
I was running through slopes of green valley long ago.




T'PA

Mmu sigmmBaemo 3aetpa! Lle xyske minoma mass!

Tpeba merame Tikaty 3Bigcu. Tak TyT Temno i 3aTHINHO. ..
Brmmiars skopi 1 TAHIIOrH IPAMOTATE.

Mu gyemo!

XKabpa gepBoHi - TPiCKAIOTH IIE9EPH 3 KOPIHHAM.

1ITo 3 Hamu Gyme?

Bitaitre senennx 3Bipis!

Mu ix Be 6admmo!

Po3Gmuiite 3i cpibirom xomopnu!

Po36umu!

Komroxi mynec Ha TeMHIM BO3i...

BumkHiTE cBiTiI0! Hexalf COHSIYHA TONI0Ba y BIKHO AUBHTECA.
3HATHCA KPHUABI i IONETINH. . ’

STk CXOBa€ETBCS COHAYHA TONIOBA, Oina Kauka 3 MicALS IPHIETHTS!
IMlyxaere niepnn, xiba K y IUTHHCTEI BH HE XOIHIIH JAJICKO?
Tenep mo Tax Mmicus me miliTH!

ITo mo x Ba mykaere?

IMo6 mMope cTemaino!

COH

5l mibm mporpas... - BiH mOCMiXHyBCs camomy cobi. I BinTemep
MOXY CHyXaTH xaiBoporka. Sk i Koluch BiH cpibISCTHMH KHTHIIAMH

TOPKAETECA TPABH. A BOHH BHIDANH... i, HalleBHE, 3HOBY IMyKalOTh
MeHe.

If I could find a bowl
In the hand of bowl this evening.

Your eyelashes are powdered with shine.

There is a drawn handle on the drawn door, to
Open not to look.

Leaves became purple — I'm very
Busy now...

PLAY
‘We’ll be floating tomorrow! This is very medicinal grease!

It’s needed to run away from here. So warm and cozy here...
Anchors are shining and chains are rattling.

We hear!
Red gills — caves with roots are cracking.
What will be with us?

Salute the green animals!

‘We can not see them!

Break the pantries with silver!

Done!

Pulse of pool on the dark cart...

Switch off the light! Let sunny head to see into the window.
Wings gone up and flown away

When the sunny head will hide, the white duck from the moon will
arrive!

Are you looking for pearls, did you ever walk away in childhood?
Now you can not reach those places!

So what are you looking for?

That sea will become dark!

DREAM

Ilike a lost.. — he smiled himself. And

From now I can hear the skylark. Like before it
Touches grass with his silvery fringe. .
But they won... and, probably, look for me again.




UOBEH

CXOBHIIIE
4YOBEH
amaMiBKa
MiCTHKA
KITEOY

XpecT
HPOBH/TELb
HeloMiueHHH
obpucu
CMOIIOK
q0BEH

3uMa
BHSBILIE CIIIgH
HIEMIT MaKy
30JI0Ti BOJIOCHHKH
Ha KHIAMI

i3 9apiBHUX 3BYKiB
4OBEH

e KIMHaTa Ie
CHAaTH Ie icTH 1e
KOXA4TH 11€
MEIKaHI] ne
MOBYAHHS €
HEHABHCTE €
KBITH II€ YOBEH

Janedigs
Jopora
XTO
TIKAIOTE
CXOIATHCS
JOBTI TiHL
MOCIaHENb
HOBEH

60 KpHIHTH
6o icrora
60 B ofHii
JIOMOBHHI
60 ceorojui
60 3aBTpa
Bo B3opa
60 goBeH

po3burui
HOBEH
XBopoba
imiTanis
0 KOy
90BEH

S HArIanao
HEBHHME
Mope
6opcanus
CBITAHOK
TIHJKE MiCOK
XOJIO[ KAMEHS
51 B KaMeHi s
iAo
qOBEH
ikebana

3HMA
CXHITHBCS

3 YEPBOHHMH
pyxaMu

gac

90BEH

Tpebdns
3arpoKye
AbmyKo
3arubens
B 30JI0TI
q0BEH

i3meriB

iTino

i
HEeJOCSHKHICTE
icrens

qOBEH

piBHOBara
piBHHHA
GymHOK
TIOCHAHEIb
HE3pHMi TOCTi
cpibio

HOBEH

KiHenmp [IOYATOK Ha
FOPHI TOTIAL 3
TOPHINA YOBEH

TONISIIH 1HITHX
3MIHIOHOTE HLIAX
nIBepi

3aTYIAIOIH

IUIIX. .

MiCIle IpH3HATEHHS
IJBIX

JKEBpie

xax i3 ickporo
JKOJJHOTO 3BYKY iy IO
nepes o0mHTas Matepi
MIXK JOIIKAME YOBEH

obBamm

JIEOMMHEA

I3b00 Ha TPHOX
JHIA

COH

6e3 HasBH
q0BEH

BIIazia 3BipiB
nepectpad
Tpeba

arne

rapaszg

TaM Jie YOBeH

y Mopi

cMaparzmoBi o4i mosa
CYMHIBOM SIKIT[O
He3a9HHEH] [Bepi JOBEH

THEBOAT

Cover
Boat
Adamivka
Mystics
Key

Cross
Clairvoyant
Unnoticeable
Contours

Boat

Winter
Show the traces
‘Whisper of poppy

Golden hairs
On the carpet

- From magic sounds

Boat

This is a room this is
Sleep is eat is

Love is

Inhabitants are
Silence is

Flowers are boat

Distance

Way

Who

Run away
Become closer
Long shadows
Messenger
Boat

Cause cry

Cause creature
Cause in one grave
Cause today

Cause tomorrow
Cause yesterday
Cause boat

broken boat

end

sickness beginning on
imitation look from the roof
around from the roof
boat boat

Views of others
Ispy change the way
invisible sea doors
tremble covering
sunrise is lickingway
Sand cold destination
stone I in way
Stones I
I spy
Boat

decay
Ikebana hedgehog with spark
winter any sound I go
inclined to the face of trees
with red hands mother between planks
time boat
boat

collapses

Man
rowing beak for three
threat luda
apple dream
destruction name off
in gold boat

and flown up
and body

Power of animals
jump

need

but

and unattainable well

and ceiling
boat

balance

plain

house
messenger
invisible guests
Silver

Boat

where the boat is

in sea
malachite eyes
no doubts

if

opened door
boat




> Spalio 17 d., penktadienis, 19:00
Nacionaliné  filharmonija

LIETUVOS NACIONALINIS
SIMFONINIS ORKESTRAS

Solistai /. Soloists:
David Geringas  violongelé / cello
Helén Jahren obojus (Svedija) / oboe (Sweden)

Robertas Se , ' Robertas Servenikas dirigentas / conductor

RYTIS MAZULIS
currentes simfoniniam orkestrui ir fonogramai/
for symphony orchestra and tape

VYTAUTAS LAURUSAS
"Discorso concitato” violoncelei ir simfoniniam orkestrui/
for cello and symphony orchestra

LORETA NARVILAITE
“Pragydo véjas II"” obojui ir simfoniniam orkestrui/
'Here Sings the Wind 1I’ for oboe and symphony orchestra

* LUCA FRANCESCONI
“Cobalt, Scarlet” simfoniniam orkestrui/ for symphony orchestra

LITHUANIAN NATIONAL
SYMPHONY ORCHESTRA

(> October 17, Friday, 7 pm
Naotional Philharmonic Hall

Helén Jahren

RYTIS MAZULIS VYTAUTAS LAURUSAS LORETA NARVILAITE




Dirigentas ROBERTAS SERVENIKAS su Lietuvos nacionaliniu
simfoniniu orkestru pradéjo dirbti 1993 m, dabar jis yra antrasis LNSO
dirigentas. Su 3iuo orkestru jis parengé nemazai lietuviy Siuolaikiniy
kompozitoriy premjery, surengé koncerty su uzsienio solistais. Nuo
1995 m. Servenikas taip pat vadovauja Lietuvos muzikos akademijos
simfoniniam orkestrui, su $iuo kolektyvu rengdamas koncertus
Lietuvoje ir uzsienyje.

Servenikas yra dirigaves Eviano festivalyje Prancizijoje, suLNSO
koncertaves Vokietijoje, Amsterdamo “Concertgebouw” saléje,
Forbacho, Reimso bei Berliozo festivaliuose (Prancizija), Pereladoje
(Ispania). R. Serveniko vadovaujamas Lietuvos muzikos akademijos
simfoninis orkestras 2002 ir 2003 m. sékmingai pasirodé Berlyno
jaunimo orkestry festivalyje “young.euro.classic”.

Nuo 1997 m. Servenikas nuolat dalyvauja “Gaidoje” bei kituose
Siuolaikinés muzikos festivaliuose (“Jauna muzika”, “I§ arti”, “Mariy
klavyrai”). Salia Zymiausiy XX amziaus autoriy opusy, jo repertuare
yra nemazai lietuviy autoriy kariniy. Parengti Juliaus Juzelitino, Felikso
Bajoro, Anatolijaus Senderovo, Viytauto Barkausko, Stasio Vainitino,
Eduardo Balsic autoriniai koncertai, j kompaktines ploksteles jrasyti
Onutés Narbutaités, Broniaus Kutaviciaus, Vidmanto Bartulio, Arvydo
Malcio, JurgloJuozapalao A.Senderovo, Algirdo Martinaiio kiriniai.
Diriguojant Robertui Servenikui, atliktos Narbutaités, Martinai¢io,
Barkausko, Bajoro, Bartulio, Malcio, Juozapaicio Antano Rekasiaus,
Loretos Narvilaités, Gintaro Sodeikos, Ramintos Serkénytés, Mindaugo
Urbaitio, Vlado Svedo kiiriniy premjeros.

DAVID GERINGAS (violoncelé) yra vienas jvairiapusikiausiy misy
laiky muziky. Tarp kity violoncelininky ir dirigenty jis iésiskiria itin
pladiu repertuaru - nuo ankstyvojo baroko iki naujausios muzikos.
Jis pirmasis Vakary Europoje pagriezé daugel] rusy avangardo kdriniy
(Sofijos Gubaidulinos, Alfredo Schnittke’s, Viktoro Suslino, Edisono
Denisova ir kity kompozitoriy opusus). Dauguma jy dedikuoti arba
paradyti specialiai jam. David Geringas nuolat inicijuoja ir daugel;
lietuviy kompozitoriy jam paradyti naujus karinius. Tarp jy - Vytauto
Barkausko, Osvaldo Balakausko, Broniaus Kutavi¢iaus, Mindaugo
Urbaicio, Nomedos Valanitités, Anatolijaus Senderovo kompozicijos.
UZ ypatinga indélj j naujosios muzikos sritj Geringas pelné ,Kultur
Aktuell” premija, skiriama Slézvigo-Holéteino kultros institucijy
asociacijos. Gautas lédas violoncelininkas paskyré penkiems lietuviy
kompozitoriams, uzsakydamas jiems kirinius. 1999 m. birzelj uz
lietuviskos muzikos sklaidg pasaulyje David Geringas buvo
apdovanotas Lietuvos DidZiojo Kunigaikitio Gedimino 4-ojo laipsnio
ordinu, 2002-aisiais — Lietuvos nacionaline kulttros ir meno premija.

Viena iSkiliausiy 3iy dieny obojininkiy HELEN JAHREN kaip solisté
yra grojusi su jvairiais kolektyvais Europoje, Piety Amerikoje,
Jungtinése Amerikos Valstijose ir Tolimuosiuose Rytuose. Ji koncertavo
su tokiais orkestrais kaip Belgijos nacionalinis, Berno simfoninis,
Norvegijos kamerinis orkestrai, Guildhallo styginiy ansambilis, su kuriuo
Jahren vyko j koncertine kelione po Pranciizija, Honkongo
filharmonijos bei visi didieji Skandinavijos orkestrai. Kaip solisté ir

ROBERTAS SERVENIKAS started his collaboration with the
Lithuanian National Symphony Orchestra in 1993. He is currently a
second conductor with the orchestra. Under his baton, the orchestra
has premiéred many works by contemporary Lithuanian composers
and has given concerts with guest performers. in addition, he leads
the Symphony Orchestra of the Lithuanian Academy of Music since
1995, and has given concerts with the orchestra both in Lithuania

" and abroad.

Servenikas has participated in the Evian Festival in France, has
performed with the Lithuanian National Symphony Orchestra in
Germany, at the Concertgebouw in Amsterdam, at Forbach, Reims,
and Berlioz festivals in France, as well as Prelada Festival in Spain. The
Symphony Orchestra of the Lithuanian Music Academy lead by
Servenikas made successful appearances at the Berlin Youth Orchestra
Festival young.euro.classic in 2002 and 2003.

Since 1997, Servenikas has regularly appeared at the Gaida Festival
and many other festivals of modern music, such as Jauna muzika, I§
arti, and Mariy klavyrai. Alongside opuses of the most outstanding
20th-century composers, his repertoire includes works by Lithuanian
composers. He has presented monographic programmes of music by
Julius JuzeliGinas, Feliksas Bajoras, Anatolijus Senderovas, Vytautas
Barkauskas, Stasys Vainitinas, and Eduardas Balsys, and has recorded
works by Onuté Narbutaité, Bronius Kutavicius, Vidmantas Bartulis,
Arvydas Malcys, Jurgis Juozapaitis, Anatolijus Senderovas, and Algirdas
Martinaitis on a number of CDs. Compositions by Narbutaite,
Martinaitis, Barkauskas, Bajoras, Bartulis, Malcys, Juozapaitis, Antanas
Rekasius, Loreta Narvilaité, Gintaras Sodeika, Raminta Serkinyte,
Mindaugas Urbaitis; and Viadas Svedas were premiéred under the
direction of Servenikas.

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 Baroque to contemporary works,
he is distinguished among many noted cellists and conductors. He
has been a pioneer in introducing 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
Kutavicius, Mindaugas Urbaitis, Nomeda Valan¢iaté, Anatolijus
Senderovas among them) to write new compositions 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 latter was allotted to five Lithuanian composers, to
whom the cellist offered commissions. 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 in
1999, and the Lithuanian National Award in 2002.

One of today’s most prominent oboe soloists, HELEN JAHREN
has performed throughout Europe, South America, the United States,
and the Far East appearing as soloist with, among others, Orchestre




e/

kamerines muzikos atlikéja ji koncertavo festivaliuose Printemps des
Arts de Monte-Carlo, Wiblinger Festspiele, Turku muzikos festivalyje,
Crusell Week, Luisvilio garso Sventéje, Karaliaus riimy muzikos
festivalyje Stokholme, o 1993 m. pati jsteigé kamerinés muzikos
festivalj Bostade (Svedija).

Obojininkés repertuarg sudaro ne tik baroko, klasicizmo ar
romantizmo epochy kariniai—ji laikoma ir puikia Siuolaikinés muzikos
specialiste. DesSimtys kompozitoriy (tarp jy Daniel Bértz, Jouni
Kaipanen, Anders Nilsson, Lars Ekstrém), jkvépti jos ekspresyvaus
grojimo, parasé kariniy specialiai Helén Jahren. Puikus naujosios
muzikos atlikimas jai atvéré duris j Schnittke’s vardo festivalj,
Huddersfieldo siuolaikinés muzikos festivalj, Pasaulio muzikos dienas,
Time of Music, Oslo Siuolaikinés muzikos festivalj Ultima, Tarptautine
Gaudeamus muzikos savaite ir j daugelj kity. 1986 m. Svedijos
kompozitoriy sajunga jai skyré Atlikéjo priza.

Jahren diskografija sudaro Schnittke’s, Romano, Larso-Eriko
Larssono ir Anderso Nilssono koncerty, kamerinés Britteno, Dorati,
Kreneko, Haydno ir kt. autoriy muzikos jrasai, kuriuos i$leido firmos
BIS, Caprice, Phono Suecia ir MAP.

RYCIO MAZULIO (g. 1961) garso filosofija, jos inspiruojamos
technologijos, adoracijos bei siekiamybés tarytum ,, fiziskai” pakibe
tarp persikryziuojanciy modernizmo ir postmodernizmo magistraliy.
Jo pozZidriui | kultlros tradicijas nebtdingas modernisto nihilizmas.
Priedingai, jis pastebi nuo laiko dislokacijy nepriklausancius muzikos
objektus, kuriy aktyvios potekstés sklidinos racionalios
savireguliuojancios tvarkos. Sie objektai Mazuliui tarnauja kaip
rezonuocjancios kompozicinés idéjos bei konstruktai, jie vartojami,
tirazuojami, integruojami, prisodrinami laikme¢iui badinga
kompozicine medziaga, jy pagrindu i$bandomos ir tobulinamos
naujos komponavimo technikos. Siuo badu jo muzikoje
dekoduojami Renesanso rezonansai: menzdrinis tempy polilogas,
tobulos mikro- ir makrostruktiiry proporcijos, akimirksnio trukmiy
politempy kaktomusos ir absoliu¢iai simetritkos formos. Tagiau

| selektyvios idéjos reprodukuojamos struktiralisto, kuris garbina stiliaus

grynumag, pasikliauja intelektualaus konstravimo galia ir netiki forma,
kuri néra iki galo determinuota, maniera. Determinacijos, universalios
technikos bei formos prototipo pasirinkimas Ma2ulic muzikoje
jteisino kanono technikos re-evoliucijos galimybe ir kartu pasialé
ideala - plastitka technisky formy ,.grynaja muzika*, kuri laikytina
emblemine MaZulio kiirybos dominante. :
Kuriamy kanony skambesys bei strukttiriniy konstrukcijy grozis
atskleidZia autoriaus uzkodavimus. Juose atsispindi kompozitoriaus
kultriné aplinka bei adoracijos ~ Johannesas Ockeghemas, J. S.
Bachas, Conlonas Nancarrowas, Silvia Fomina, Ri¢ardas Kabelis bei
Gérardas Grisey - ir paradoksaliai darniai sgveikauja menininko ir
tyrinétojo pastebimos europietiskos kulttros tradicijos. Kita vertus, j
MaZulio kompozicijas galétume 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

National de Belgique, Berner Symphonieorchester, the Norwegian
Chamber Orchestra, the Guildhall String Ensemble in a tour
throughout France, the Hong Kong Philharmonic as well as all major
Scandinavian orchestras. As a soloist and as a chamber musician she
has played at many international festivals such as Printemps des Arts
de Monte-Carlo, Wiblinger Festspiele, Turku Music Festival, Crusell
Week, Louisville Sound Celebration, Royal Palace Music Festival in
Stockholm, and in 1993 started her own chamber music festival in
Bastad, Sweden.

The quintessential oboe soloist, Helén Jahren’s repertoire includes
not only the classics of the Baroque, Classical and Romantic eras, but
she is also considered an expert of today’s music. Dozens of composers,
including Daniel Bortz, Jouni Kaipainen, Anders Nilsson, Lars Ekstrém,
- inspired by her expressive command of the instrument - have
composed works for Helén Jahren. Her expertise on the new music
has meant performances at the Schnittke Festival, Huddersfields
Contemporary Music Festival, World Music Days, Time of Music, Ultima
Oslo Contemporary Music Festival, International Gaudeamus Music
Week, among others. In 1986 the Swedish Composers Society awarded
Helén Jahren its Interpretation Prize.

Miss Jahren's discography contains concertos by Schnittke, Roman,
Lars-Erik Larsson and Anders Nilsson as well as solo and chamber
music by Britten, Dorati, Krenek, Haydn and others on the BIS, Caprice,
Phono Suecia and MAP labels.

RYTIS MAZULIS' {b. 1961) sound philosophy and technologies it
implies, adorations and aspirations seem to be suspended somewhere
midway between the intersecting highways of modernism and
postmodernism. Modernist nihilism is not characteristic of his approach
to cultural traditions. Contrariwise, he unearths musical objects
irrespective of their location in time, whose active connotations radiate
the rational self-regulating orderliness. 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 techniques. Mazulis
applies the same procedures to decoding resonances coming from
the Renaissance, which include the mensural polylogue of different
tempos, perfectly matching proportions of micro- and macro-
structures, head-on collisions of infinitesimal durations in polytemporal
settings, and totalising symmetry 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 intellectual
construction, and misgives the form which is not predetermined from
beginning to end. The search for a common denominator, some
universal technique and a formal 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
constructed ‘pure music’, which came to be an emblematic dominant
of his work.




ar uztusuoja Svytuoklés bréziamos melodijy amplitudés. Pastarojo
desimtmecio Rycio Mazulio karyboje stebima laipsnigka proporcinio
menzdrinio principo transformacija, vis labiau krypstant fraktalinio
pobidzio politempy kanony kirime link. Kita vertus, Mazulio mikro-
ir makrodimensijy kanonai rezonuoja aktyvias ir aktualias menines/
mokslines hipotezes — lvano Wyshnegradskio aukddiy ir trukmiy
uttrachromatizmy analogijas, Henry’o Cowello tempy chromatizmy
teorijg, kaip ir jy praktikas Sylvano Bussotti‘o, ar Nancarrowo karyboje.
GraZina Daunoraviciené

currentes (2003) simfoniniam orkestruj ir fonogramai

currentes—tai savotitka muzikiné figiira, naudota dar pries 1200-
uosius metus duplum stiliaus organumuose, kurig sudaro greity,
krintanciy rombo pavidalo naty pasazas. Gal §j lotyniskg Zodj
galétume iversti “bégandios, tekancios arba skubancios natos”?
Zinoma, mano muzikos skambesys mazai kg bendro beturi su
viduramZiais, taciau... kazkodél $is pavadinimas pasirodé tinkamas.
Turbt todeél, kad visa karinio struktira pagrista krintancios krypties
judéjimu - viskas nuolat teka zemyn, ar tai baty smulkios,
mikrotoninés dalelytés kompiuteringje fonogramoje, ar Zemojo
registro link besiple¢iantys klasteriai.

Rytis Mazulis

VYTAUTO LAURUSO (g. 1930) karybos kelyje galima iskirti tris
laikotarpius. Pirmasis — 1956-1969 metai. Tai savarankitkos kdrybos
pradZia, sekant jprastine to meto vélyvojo romantizmo tradicija.
Antrasis laikotarpis prasideda “Nakties balsais” (1969) ir galutinai
jsitvirtina kartu su Sonata smuikui solo (1977). Siam etapui, kuris
tesési keleta deSimtmetiy, badingas naujesniy muzikos techniky -
dodekafonijos, aleatorikos, sonoristikos ~ panaudojimas. Tre¢iasis
laikotarpis pradeda ryskéti paskutiniajame XX a. dedimtmetyje. Tai
tarsi dviejy pirmujy sintezé, nauju aspektu pazvelgus | muzikos
tradicijg. Ta¢iau vienas bruozas sieja visy kirybos periody karinius —
ekspresija, emocionalumas, kontrastai. Ry3kds, kontrastingi
kompozitoriaus kuriami muzikiniai pasauliai neretai tampa gana
teatraliski, atrodo susije su konkretiais vaizdais bei iigyvenimais.

Discorso concitato (2003) violonéelei ir simfoniniam orkestrui

Trijy daliy kdrinio Discorso concitato ("Jausmingas pokalbis*”)
pirmoji dalis persunkta dramatiskomis spalvomis, antroji—lyriné. Be
pertraukos iSnyranti trecioji — gyvo, motorinio ritmo, pabaigoje
sugriztantij antros dalies nuotaika. Stilistiniu at2vilgiu &is mano kdrinys
yra artimas daugelio pastarojo penkmecio kiriniy charakteriui. Mano
tikslas buvo atskleisti violonZelés kaip instrumento, pasizymincio itin
turtingomis spalvomis bei paslankia technika, galimybes, nemazai
partitGros puslapiy skirta ir virtuoziskam simfoninio orkestro
pasirodymui.

Kdrinj skiriu vienam Zymiausiy $iy dieny violondelininky Davidui
Geringui, su kuriuo tariantis ir buvo jgyvendintas &is sumanymas.

Vytautas Laurusas

The sounding of his canons and inherent beauty of their structural
buildup often betrays the coded input of the author, unmistakably
pointing to his cultural milieu and role models—Johannes Ockeghem,
J. 5. Bach, Conlon Nancarrow, Silvia Fomina, Ri¢ardas Kabelis and
Gérard Grisey ~ and representing a paradoxically well-adjusted
combination of most diverse cultural traditions. His compositions, 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 inversions
(e.g., Mensurations, Talita cum/i) or become slurred through the
pendulum movement of melodic progressions (Palindrome). The
recent works of Rytis MaZulis, written in the last decade, witness the
gradual transformation of the proportional-mensural principle and
the increasing tendency towards 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 hypotheses: Ivan
Wyshnegradski’s ultrachromatic analogies between pitch and
duration, Henry Cowell’s theory of chromatic tempos as well as their
practical applications in the music of Sylvano Bussotti and Conlon
Nancarrow.

GraZina Daunoraviciené

currentes (2003) for symphony orchestra and tape

currentesis a special music figure that was used in duplum style
organums as early as before the year 1200. It is a passage of rapid
descending notes in diamond-shaped noteheads. The Latin word
currentes could perhaps be translated as ‘running, flowing or hurrying
notes’. Of course, the sound of my music has little to do with the
medieval one. However... for some reason this title seems suitable,
possibly because the whole structure of the work is based on
descending movement - everything is constantly running down -
be it small, microtonic particles in the computer tape, or the clusters
expanding towards low register.

Rytis MazZulis

The creative career of VYTAUTAS LAURUSAS (b: 1930) ¢ould 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 (1969)
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 techniques - 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
expressiveness, emotional intensity, and contrasts of his music.
Contrasting musical worlds in the works of the composer are marked




Dar studijy metais LORETOS NARVILAITES (g. 1965) kiiryboje
issikristalizavo racionalGs komponavimo principai — polinkis j griezta,
apskaiiuota tvarka, grindZiamag matematinémis skaiciy ar grafiniy
linijy struktGromis (“Praeinanti nata”, 1990; “Con variationi”, 1990;
“Nona”, 1991). Vélesniy mety kompozitorés muzikoje vis ryskiau
jsispaudzia ekspresyvus ar nostalgiskas emocinis pradas, nors
“racionalios muzikos” jvaizdis iSlieka. Sie pokyé¢iai atsispindi ir
poetiskuose klriniy pavadinimuose, kurie kartu tampa kompozicijy
nuotaiky kodais: nostalgitka Sviesa, “nepasiekiamybésilgesys” (“Ryto
rasa krito”, 1996), netikétas amzinybés pojatis, staiga uzdaroje erdvéje
atsivérusi beribiskumo dimensija (“Pragydo véjas 1”, 1998), miesto
leitmotyvas (" Atviras miestas”, 1996) ar ekspresyviy emocijy proverzis,
nustelbiantis net ir racionalios formos diktata (“Sauksmas-$viesa”,
1999). )

Naujausiuose Narvilaités opusuose dominuojandiais kontrastais
iSreiksta ekspresija (*Visby-Bike”, 2003), rafinuotas koncertiskumas
(“Kai liepto nebus, pereisiu upe”, 2003) derinama su neoromantinémis
Sviesiai melancholiskos muzikos tendencijomis (“Tavo blakstienos
paliec¢ia mano prisiminimy lGpas”, 2002).

Pragydo véjas Il (2003) obojui ir simfoniniam orkestrui

pragydo véjas
blokuos

uz langy

vél skauda Sird]
vynas issilaisto

asgreit iSeisiu
Dieve

tuo dangum
kurtavo
sidabrinis
Liftas vaiksto

Kirinj "Pragydo véjas II” lydi epigrafu pasirinktas Sigito Gedos
eilérastis, kuriame netikéty prasmiy perkeitimu "kubistinéje”
daugiabucio erdvéje atsiveria amzinybés dimensija. Sis opusas
pagristas anks¢iau parasyto kirinio “Pragydo véjas” smuikui ir
kameriniam orkestrui tematine medziaga.

Loreta Narvilaité

LUCA FRANCESCONI —zr. psl. 8
Cobalt, Scarlet (1999-2000) simfoniniam orkestrui

Jei karinys Cobalt, Scarlet (“Kobalto ir skaisciai raudona spalva™)
neturéty paantrastés “Dvi saulétekio spalvos”, ja galéty tapti
apibddinimas “Stambios formos studija”. Tuo tarpu jau egzistuojanti
paantrasté atspindi karinio gimimo aplinkybes: nepaprasta, itin léta
spalviné dangaus kaita, atsiverianti kiekvienam, kam teko laimé
stebéti ausra Siauréje. Tai neiédildomas patyrimas, kurj kompozitoriui

with some theatrical gestures, are often closely related to specific
images and experiences.

Discorso concitato (2003) for cello and symphony orchestra

The first movement of the three-movement piece is soaked in
dramatic colours, whereas the second is more lyrical. The third
movement that emerges without a break is fast although by the end
it eventually returns to the mood of the second. From the stylistic
point of view this work is close in character to many of my works from
thelast five years. My aim was to exploit the potential of the cello,
which stands out as a technically flexible instrument rich in sound
colours. Quite a few pages of the score are devoted to a masterful
performance of an orchestra. ‘

The work is dedicated to one of the most famous cello players of
our days, David Geringas, whose advice was widely used in putting
this idea into practice.

Vytautas Laurusas

The rational principles of structuring, propensity to strict,
calculated order based on mathematical structures of numbers or
graphical lines, characteristic of LORETA NARVILAITE's (b. 1965)
musical idiom, came to the fore even during her studies (Passing
Note,1990; Con variationi, 1990; and Nona, 1991). Her later musicis
often marked by either an expressive or a nostalgic touch of emotion,
although the image of “rational music” remains. These changes are
reflected in the poetic titles of her works that are also program the
moods of her compositions: the nostalgic light and a ‘longing for the
unattainable’ (Morning Dew Was Falling, 1996), an unexpected twist
of meaning that opens up timeless dimensions within a closed space
(Here Sings the Wind I, 1998), urban moods (Open City, 1996), or a
breakthrough of expressive emotions overpowering even the
dictatorship of the rational form (Call-Light, 2002).

The latest opuses of Narvilaité reveal contrastive expressiveness
(Visby-Bike, 2003) and refined concerto-type quality (When the Foot-
bridge Is Gone | Will Cross the River, 2003) put in line with neo-
romantic, lightly melancholic type of music (Your Eyelashes Touch
the Lips of my Memories, 2002).

Here Sings the Wind il (2003) for oboe and symphony orchestra

here sings the wind
across the blocks

behind the windows

my heart again is aching
my wine is pouring by

my God

1 soon will follow
your silver Elevator
which does its route
into the sky




i8syk knietejo palyginti su Vidurfemio jiros ausra: du
visiSkai skirtingi dangaus vaizdai, du skirtingi laiko
pojaciai. Viena vertus, tai neapciuopiamos, |étos, beveik
neiSmatuojamos transformacijos pojitis. Kita vertus, tai
tarsi simboliskas laiko regéjimas, patiriamas atsidarus
priesais graiky statula: praéjus vos akimirkai, visa virsta
Sviesa, aiskumu ir plastika. Sie skirtingi laiko ir erdves
pojuciai atspindi du, galima sakyti, “ontologinius”
principus, kuriems pavaldi tiek pirminé karinio idéja, tiek
ja ikanijanti kontrastinga medziaga. Viena vertus, tai
teminis planas, pradzioje girdimas kaip léta valtornos
melodija, véliau iauganti j nesuskai¢iuojama gausybe
iSvestiniy formy. Kita vertus —staigus ir siautulingas ritminis
proverZis, kurj Francesconi apibidina kaip “savo
nekintamume jsitvirtinusj fantoma”.

Kintancioje $iy principy priestaringy santykiy (saveika/
priedinimas/sumavimas/i§sklaidymas) dinamikoje itin
svarbus tampa kompozitoriaus percepcijos pojitis, kurj
plétoja ir nukreipia jvairiausi veiksniai: kruopstios
ipléstiniy formy studijos; skambesiy srauto plukdomy
jvairiy idéjy suvaldymas; aiski kontrolé to, ka jis vadina
“semantiniu slégiu”, - to paslaptingo ir neaprépiamo,
taciau nepaneigiamo prasmés koeficiento, kuris dél
skirtingy istoriniy bei psichologiniy konotacijy gladi
kiekvienoje muzikinéje medzZiagoje. Kitaip tariant —
badai, kuriais daugialypiai skirtingos medziagos santykiai
generuoja iSpléstine forma (pavyzdZiui, tokig kaip Cobalt
and Scarlet), priklauso tiek nuo iSsamios i$ankstinés
analizés, tiek nuo suvokimo patirties steb&jimo. Sitokio
meno ir psichologijos, technikos ir suvokimo analizés
lydinio rezultatas — tai aiskiai “$varesnis” ir skaidresnis
garsas nei karinyje Wanderer. Todél tampa lengviau
gérétis melodiniais kontrais (kas ypa¢ akivaizdu gioje
partitlroje), meistriska instrumentuote, harmoniniy
varianty lobynu ir tuo, kaip idéjos gimsta viena i§ kitos.
Trumpai tariant, kiekvienas atskiras muzikinis parametras
jgauna reljefg, kuris yra nuo tradicijos gniauzty laisvos
formaliosios strategijos prieZastis ir sykiu jos padarinys.
Siame karinyje Francesconi laisvai atsiskleidZia — jis
pagaliau atsikraté “gremézdisko bagaZo”. Rezultatas—
ypadsustipréjes originalumas (kurio kompozitoriui ir taip
niekada netriiko), padedantis kompozitoriui uZsitikrinti
vietg tarp autoritetingiausiy ir svarbiausiy $io amziaus
pradZios [talijos muzikiniy balsy.

Enrico Girardi

The piece Here Sings the Wind Il is accompanied by the poem of the
Lithuanian poet Sigitas Geda, which is chosen as an epigraph. By way of
unexpected twist of meaning, this poem reveals the dimension of eternity in a
‘cubist’ environment of a block of flats. The opus is based on the thematic
material of an earlier piece Here Sings the Wind for violin and chamber orchestra.

Loreta Narvilaité

LUCA FRANCESCONI - see page 8
Cobalt, Scarlet(1999-2000) for symphony orchestra

“Study of large-scale form” could equally act as a subtitle for Cobalt, Scarlet,
were it not for the fact that the work has a genuine subtitle of its own (Two
colours of dawn). It refers to the occasion that marked its origin: the extraordinary,
ultra-slow, chromatic transformation of the sky asit reveals itself to anyone who
chances to witness a northern dawn. It is an experience not easily forgotten. And
for Francesconi it immediately invited a comparison with the Mediterranean
dawn: two very different skies, two different sensations of time. On the one
hand, a sense of imperceptible transformation: slow and almost unmeasurable.
On the other, an iconic vision of time, one that emerges with the presence of a
Greek statue: a moment passes and all is light, clarity and plasticity. These different
perceptions of time and space constitute the two principles — the two
“ontological” principals, we could call them - that generate both the original
idea of the piece and the contrasting materials that constitute it: on the one
hand, a thematic outlirie that is initially heard as a slow horn melody, only to
expand into countless other derivative forms; on the other, a rhythmic outburst,
both sudden and violent, which Francesconi defines as “the idol that stands
forth in its immutability”.

In governing the varying dynamics of the dialectic relationship between
these principles (interactionfopposition/superimposition/dissolvance); a crucial
role is played by the composer’s sense of perception, developed and guided by
diverse factors: by his precise studies of extended form; by his administration of
the various ideas within the flux of sonorous data; and by control of what he
defines as the “semantic pressure”, i.e., that mysterious and unfathomable, yet
undeniable, quotient of meaning that is present in every musical material, thanks
to its distinct historical and physiological connotations. In other words, the ways
the muitiple relationships between the different materials generate an extended
form like that of Cobalt, Scarfet owe as much'to complex preliminary study as to
the observation of perceptual experience. The concrete result of this meeting
between art and psychology, between technique and perceptive analysis, is a
decidedly “cleaner” and more transparent sound than that of Wanderer. It is
easier, therefore, to admire the quality of the melodic outlines (which are indeed
especially notable in this score), the instrumental mastery, the wealth of harmonic
variants, and the way the ideas germinate out of one another, in short, each
individual musical parameter acquires a relief which is both cause and consequence
of aformal strategy free of the constraints of tradition. The Francesconi of this last
piece isa composer laid barer. The “ponderous baggage” has been finally dispensed
with. And the result is that even more prominence is given to that substantial
quota of originality which he has never lacked and which helps to place him
among the more authoritative and significant voices in the Italian musical scene

Enrico Girardi

at the start of this century.
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ARDITTI QUARTET

Irvine Arditti  smuikas / violin
Groeme Jennings  smuikas / violin
Ralf Ehlers altas / viola

Rohan de Saram  violoncelé / cello

ARDITTI KVARTETAS yra pelnes pasauline love uz
jkvepiandias ir meistriskas 3iuolaikinés ir ankstesnés XX a. muzikos
interpretacijas. Nuo to laiko, kai pirmasis smuikas Irvine'as Arditti
1974 m. jkdiré ansamblj, jam paradyta dimtai styginiy kvartety ar
kity kameriniy kariniy. Sie kariniai paliko neiddildoma yme
XX a. repertuare ir uztikrino Arditti kvartetui tvirtg vieta muzikos
istorijoje. Atliktos pasaulinés tokiy kompozitoriy kaip
Birtwistle’as, Cage’as, Carteris, Dillonas, Ferneyhough,
Gubaidulina, Harvey’'us, Hosokawa, Kagelis, Kurtagas,
Lachenmannas, Ligeti, Nancarrow, Reynoldsas, Rihmas, Scelsi,
Stockhausenas ir Xenakis kiriniy premjeros byloja Arditti
kvartetg sukaupus iities platy repertuara. Ansamblio nariai
jsitiking, kad interpretuojant modernig muzikg yra gyvybiskai
svarbu artimai bendradarbiauti su kompozitoriais, todél jie dirba
su kiekvienu autoriumi, kurio muzika groja. Muzikantai taip
pat yra ir pasidvente pedagogai - jie visame pasaulyje rengia
meistriskumo kursus bei seminarus jauniems atlikéjams ir
kompozitoriams. Nuo 1982 iki 1996 m. kvarteto nariai buvo
nuoiatiniai styginiy instrumenty déstytojai Darmitato naujosios
muzikos vasaros kursuose. .

Plati Arditti kvarteto diskografija &iuo metu siekia per 100
kompaktiniy ploksteliy. Jau pasirodé 40 disky i3 serijos, kuria
kvartetas leidzia prancizy firmoje Naive Montaigne. Serijoje
pristatoma daugelis $iuolaikiniy kompozitoriy kariniy, taip pat
ir pirmi skaitmeniniai visy Antrosios Vienos mokyklos
kompozitoriy styginiy kvartety jrasas. Vienoje paskutiniy
kompaktiniy ploksteliy jrasytas skandalingasis Stockhauseno
Sraigtasparniy kvartetas, o paskutinéje — visi Luciano Berio
kvartetai, jradyti, kaip ir daugelis kity kompaktiniy ploksteliy,
dalyvaujant kompozitoriui.

Per pastaruosius 25 metus ansamblio darbas jvertintas
gausiais apdovanojimais. Arditti kvartetas keletg karty laiméjo
Deutche Schallplatten priza bei Gramophone apdovanojima
uz geriausius Siuolaikinés muzikos jrasus — 1999 m. uz Elliotto
Carterio, 2002-aisiais — uz Harrisono Birtwistle’o jragus. 1999 m.
kolektyvas apdovanotas prestiziniu Ernsto von Siemenso
muzikos prizu uz ,,gyvenimo laiméjimus” muzikoje.

VYTAUTAS V. JURGUTIS (9.1976) daugiausia Zinomas kaip
elektroninés muzikos kiréjas. Kirybinio kelio pradzioje
kompozitorius nevengdavo pasitelkti bei karybiskai
perprasminti jvairius Siuolaikinés populiariosios kultaros
elementus. Véliau jis susitelké j garso pradmenis, jo konstravimag

The ARDITTI QUARTET enjoys a world-wide reputation for
their spirited and technicaily refined interpretations of
contemporary and earlier 20" century music. Several hundred
string quartets and other chamber works have been written for
the ensemble since its foundation by first violinist Irvine Arditti
in 1974. These works have left a permanent mark on 20% century
repertoire and have given the Arditti Quartet a firm place in
music history. World premieres of quartets by composers such
as Birtwistle, Cage, Carter, Dillon, Ferneyhough, Gubaidulina,
Harvey, Hosokawa, Kagel, Kurtjg, Lachenmann, Ligeti,
Nancarrow, Reynolds, Rihm, Scelsi, Stockhausen and Xenakis
show the wide range of music in the Arditti Quartet’s repertoire.
The ensemble believes that close collaboration with composers
is vital to the process of interpreting modern music and
therefore attempts to work with every composer it plays. The
players’ commitment to educational work is indicated by their
master classes and workshops for young performers and
composers all over the world. From 1982 to 1996 the quartet’s
members were resident string tutors at the Darmstadt Summer
Courses for New Music.

The Arditti Quartet’s extensive discography now features
well over 100 CDs. 40 discs have so far been released as part of
the ensemble’s continuing series on the French label Najve
Montaigne. The series presents numerous contemporary
composer features as well as the first digital recordings of the
complete Second Viennese School’s string quartet music. One
of the recent discs presents Stockhausen’s infamous Helicopter
Quartet. The latest release is of the complete quartets of Luciano
Berio recorded like most CD’s, in the presence of the composer.

Over the past 25 years, the ensemble has received many
prizes for its work. They have won the Deutche Schallplatten
Prize several times and the Gramophone award for the best
recording of contemporary music in 1999 (Elliott Carter) and
2002 (Harrison Birtwistle). The prestigious Ernst von Siemens
Music Prize was awarded to them in 1999 for ‘lifetime
achievement’ in music.

VYTAUTAS V. JURGUTIS (b. 1976) is best known for his
electronic music. At the beginning of his career, the composer
was inclined to include various elements of contemporary pop
culture in his works, giving new implications to them. Later he
got immersed into research of the origins of sound, its
construction and refinement, by using different advanced




ir isgryninima, naudodamas jvairias matematines, algoritmines
garso programavimo technikas. Savo rafinuotai abstrakiomis
elektroninémis kompozicijomis Jurgutis yra neabejotinas
elektroninés muzikos lyderis Lietuvoje. Siekdamas praplésti
muzikos iSraiskos erdve, sustiprinti jos jtaiga, kompozitorius
pasitelkia ir vaizdg - pats programuoja realaus laiko
kompiuterine grafikg. Kameriniuose ir orkestriniuose Jurgucio
kdriniuose taip pat daZnai pastebimas savitas gyvosios ir
elektroninés muzikos désningumy lydinys.

Elipsés (2003) styginiy kvartetui

Karinio pavadinimas susijes su matematika ir geometrija —
jis nusako tam tikra trajektorija, kuri atsispindi karinio makro-
ir mikrokonstrukcijose bei paveikia datgumg jo muzikiniy
parametry. Svarbi ir kita - lingvistiné ~ $io pavadinimo reitkmé:
lengvai numanomy zodziy praleidimas kalboje.

Kalbant apie formas, pagalvojama ir apie apskritimg —
menininky kiek nuvalkiota, estetiskai apdévéta simbolj,
reiskiantj tobuluma ar idealuma.

Vis délto paskutiniai du sakiniai jau yra ne apie muzika.

Kdrinys sukurtas festivalio "Gaida” uzsakymu ir skirtas
pirmiesiems jo atlikéjams — Arditti kvartetui.

Vytautas V. Jurgutis

TOSHIO HOSOKAWA (g. 1955) - vienas geriausiai Zinomy
viduriniosios kartos japony kompozitoriy, tarsi tiltas tarp
Japonijos ir Vakary. Jo karyboje ryskiai asimiliuotos pokario
Europos avangardo tendencijos, taciau instrumenty traktavimas,
temos, jkvépimo 3altiniai ir bendra kiirybos filosofija — saviti ir
isskirtinai japoniski. Visy pirma Hosokawa yra faktry, tembry
ir tony tapytojas. Melodija kaip savarankiskas elementas retai
kada badinga jo kariniams. Kompozitorius instinktyviai ir
kruopsciai gludina savo skambesj, daznai leidZiasi j nuodugnius
garso esmés tyrinéjimus. Jam patinka iSnaudoti naujas
instrumentines technikas, naujas garso auks¢io galimybes,
jtraukiant mikrointervalus bei audziant ritmiskai laisvas
aleatorines faktaras.

Hosokawos darbai néra vien abstraktis zaidimai garsu —
neretai juos isjudina koks nors literat@rinis, sceninis ar kitoks
ekstramuzikinis impulsas. Tai savo ruoztu dazniausiai atspindi
jvairius filosofinius klausimus ir gilesnius siekius. ,,Muzikiné
iSraiSka man reiskia — garso priemonémis atskleisti mane
transcenduojancig kosmine jéga ir nereiksmingai mano esybei
bendrauti su mano ego peraugusiu pasauliu”, - sako
kompozitorius.

techniques of sound programming. With his refinedly abstract
electronic compositions, Jurgutis is undoubtedly at the forefront
of Lithuanian electronic music. Seeking to expand the scope,
and to strengthen the effect of musical expression, the composer
make use of the visuals as well, programming himself real-time
computer graphics. Also frequently evident in his chamber and
orchestral works, is a distinctive coalescence of structure and
feel of both, instrumental and electronic music.

Ellipses (2003) for string quartet

The title is related to mathematics and geometry: ellipse as
a certain trajectory which is reflected both in macro- and
microstructures, and affects most of the musical parameters of
the work. Another, linguistic meaning of the word is also
important: ellipsis as the omission of some easily predictable
words in the language.

‘When one is talking of forms and shapes, the circle also
comes to mind - the symbol, somewhat outworn by artists,
implying perfection or ideality.

The last two sentences are not about the music, however.

The work is composed on commission from the Gaida
Festival and is dedicated to its first performers, the Arditti
Quartet.

Vytautas V. Jurgutis

TOSHIO HOSOKAWA (b. 1955), one of the most familiar
names in the mid generation of Japanese composers, is a bridge
between Japan and the West. While deeply assimilating the
avant-garde trends of post-WW!II Europe, he has added a
distinctive Japanese element of his own, manifest in his handling
of his instruments, his choice of subjects, his sources of
inspiration and in general in the philosophical issues he
addresses in his works.

Hosokawa is above all a painter of textures, timbres and
tones. Melody, in its independent sense, is by contrast seldom a
feature of his works. He carefully polishes his sound with keen,
instinctive feeling and often engages in the thorough
exploration of the essence of the sound. He enjoys making use
of new instrumental techniques, exploiting the pitch potential
by taking in micro-intervals and weaving free-rhythmic,
aleatoric textures.

The works of Hosokawa are not as a rule a mere abstract
playing with sounds, for they have often been set in motion by
some literary, scenic or other extra-musical impetus. Thisin turn
usually reflects various philosophical issues and strivings at a
deeper level. “For me, musical expression means to expose by
means of sound a cosmic power that has transcended me, and
for insignificant me to communicate with a world that has
transcended my ego,” he says.

@




Silent Flowers (1998)

Uzsaké Donaueschingeno muzikos festivalis, dedikuota
Arditti styginiy kvartetui.

Pavadinimas Silent Flowers ("Tylios gélés”) atklysta i§ dviejy
tradiciniy japonisky meny. Pirmasis — lkebana, tradicinis
japoniskas géliy komponavimo badas, naudojant skintas géles
interjerams puosti. Tos gélés negali ilgai Zydéti, nes jos
nuskintos. Todél savyje jos nedasi mirtj. Gélés mirta kartu su
beganciu laiku.Vakarietiski menai mégina sukurti laiko tékmei
atsparia vidujybe, o lkebanos gélés atskleidZia mir§tancio laiko
groZj, trumpo gyvenimo sielvartg, Zydéjimo subtiluma ir grozj,
kuris ateina i§ nebties ir j ja iSeina. Garsai taip pat ateina i§ tylos
ir grita j ja. Méginau isreiksti kg tik gimusio ir labai trumpai
gyvensiancio garso grozj. Vietoje muzikos, sukurtos pasiprieginti
ar atsispirti laikui, turi bati muzika, iSreiskianti akimirksniu
iSnykstancius garsus.

Antrasis kdrinio jkvépimo 3altinis - Kadensho knyga apie
No teatra, kurig parasé jo pradininkas Zeami. DidzZiausias
komplimentas No aktoriui yra palyginti jo vaidyba su géle. No
aktoriui iSmokus nauja Zingsnj, Zeami suteikdavo jam vis kit
gélés varda. Muzika No vaidinime juda taip, tarsi jkvepiantis ir
energingas jos atlikimas kiekvienu vertikaliu garsu perskrosty
patj laika. Tyla ¢ia labai svarbus faktorius, o garsas skleidziasi
kaip tyloje prazydusi gélé.

Trediasis mano styginiy kvartetas Silent Flowers paremtas
minétais apmastymais apie laikg ir erdve tradiciniuose
japoniskuose menuose. Taip pat didelés jtakos man turéjo
Antono Weberno SeSios bagatelés bei Luigi Nono Fragmente-
Stille, an Diotima. Nenoréjau pabrézti jvairiy mazy dviejuose
skirtinguose meninés kultaros pasauliuose sukurtos muzikos
skirtingumy — veikiau méginau i3ryskinti dviejy skirtingy meno
$aky istakose randamus bendrumus. Weberno ar Nono garsus
girdZiu kaip tylos patale zydin¢ias géles.

Mano muzika - tai kaligrafija i$tapyta tui¢iame laike ir
erdvéje. Kiekvienas garsas —tarsi kaligrafijos potépis ar tadkas.
Sie potépiai tapomi tylos popieriuje. Tusti plotai tokie pat
reikSmingi kaip ir braksniai bei taskai. Kirinio stilius paremtas
Jo-Ha-Kyu - vidinés No teatro dramaturginés kaitos
désningumu.

Toshio Hosokawa

Silent Flowers (1998)

Commissioned by the Donaueschingen Music Festival and
dedicated to the Arditti String Quartet.

The title of the work Silent Flowers was take from two
traditional Japanese arts. The first is Ikebana, traditional
Japanese flower arrangement. For Ikebana, flowers are cut for
indoor floral arrangement. These flowers cannot bloom for a
long time because they have been cut, and so they hold death
in the background. Flowers die with the flowing of time.

While western arts have tried to create an ‘internality’
counteracting the flow of time, flowers in tkebana depict beauty
dying with time, the sorrow of a short life, delicacy and the
beauty of blooming, coming from and returning to nothing.
Sounds also come from and return to silence. | have tried to
express the beauty of a newly born sound with a very short life
span. There should be music to express sounds passing
momentarily, instead of one constructed to endure or counter
time.

The second inspiration for the work comes from Kadensho,
a book on Noh plays, written by Zeami, who created the Noh
play. In Noh, the best compliment for a Noh player is to say that
his performance is “like a flower”. Zeami gave Noh players
different flower names as they mastered each step of Noh. The
music in a Noh play moves as if each vertical sound cuts time
itself by spirited and energetic performance. Here silence is a
very important factor, and sound exists as flowers blooming in
the silence.

Silent Flowers, my third string quartet, was based on the
above-mentioned thoughts on time and space in traditional
Japanese arts. At the same time, | was strongly influenced by
the Six Bagatelles of Anton Webern and Fragmente-Stille, an
Diotima by Luigi Nono. | did not want to give stress to various
small differences of music created in two different worlds of
artistic culture, but was trying to expose common factors that
can be found in the roots of two different art forms. | hear the
sounds of Webern or Nono as flowers that bloom on a bed of
silence.

My music is calligraphy painted on a blank of time and
space. Each sound has the shape of a stroke or dot in caligraphy.
These strokes are painted on the paper of silence. The blank
part of the paper is as important as the strokes and dots. The
style of the work is based on an artistic modulation of the Noh
play, Jo-Ha-Kyu.

Toshio Hosokawa




LUCA FRANCESCONI - Zr. psl. 8
Styginiy kvartetas Nr. 3 “Mirrors” (1993)

Siame kirinyje susitelkiama ties keletu esminiy elementy,
kurie tampa pagrindine mano kirybiniy paziary agimi.
Toldamas nuo senojo avangardo, stengiuosi sumaZinti
muzikiniy elementy, naudojamy kariniuose - ritmy, naty,
intervaly, - skaiciy. MaZziau entropijos, daugiau koncentracijos
ir ekonomiskumo - tai sglygoja daug skaidresnius procesus ir
muzikines idéjas. Galiausiai siekiu idnagrinéti ir rekonstruoti
suvokimo ir informacijos tankio galimybes. Visa tai bitina,
norint paversti sio mirStancio senojo amziaus eksperimentalizmg
raiskiai vaisingu.

Vienas nuostabiausiy masy patyrimy, kurj esame isgyvene,
ir kuris tebesitesia, yra laiko tyrinéjimai. Tai, kas isties leidzia
suvokiamoje visatoje iskelti hipoteze, jog Laikas néra vienalypis
(kaip vakarietiskos tradicijos suvokiama “laiko strélé”). Mane
domina poziiris, kad esama skirtingy galios linijy sambvio -
skirtingi muzikinés energijos srautai juda jvairiomis kryptimis,
daZnai atsiduria vienas pries kitg ar veidrodiskai atsispindi, o
kartais ir visai nejuda.

Pries keletag mety Borgesas rasé: “...augantis ir svaiginantis
idsiskirianéiy ir vél susibéganciy paraleliniy laiky tinklas. Sis
susikertandiy, atdlyjanciy, suartéjanciy ar vienas kitg per amzius
ignoruojanciy laiky mezginys numato visas galimybes.
Daugumoje jy mes neegzistuojame, kai kuriuose tu esi, 0 manes
néra, kituose a$ esu, o taves néra, dar kituose — esame mes abu.
Siuo palankiu atveju tu atéjai manes aplankyti mano namuose;
kitg kartg eidamas pro mano soda, pamatysi mano lavong; dar
kit — matysi mane tariant iuos zodzius, bet a$ basiu tik klaida,
vaiduoklis”.

Luca Francesconi

LUCA FRANCESCONI - see page 8
String Quartet No. 3 ‘Mirrors’ (1993)

This work concentrates its effort on a few basic elements
which are becoming the main core of my compositional
attitude. Moving on from the old avant-garde I'm focusing on
reducing the musical cells used in the compositions: rhythms,
notes, intervals. Less enthropia, more concentration and
economy. Then, consequently, looking for a much higher
degree of transparency of processes and musical ideas. Finally,
investigation and reconstruction of a renewed sense of
perception and density of informations. All this is to make the
experimentalism of this old dying century expressively fruitful.

One of the most fascinating research we have done, and
are doing, it is the one about time. To envisage indeed, in a
perceptible universe, the hypothesis that Time is not only one,
namely the “arrow” of traditional occidental thought. I'm
interested in thinking that there is a coexistence of lines of
force, of energy of the musical matter that walk in different
directions, often opposed or inverted -mirrors- and that
sometimes don’t move at all.

A few years ago Borges wrote: ’ ...a growing and vertiginous
network of diverging, converging, parallel times. This texture
of times that cross, split, approach or ignore themselves for
centuries, includes all the possibilities. In the greatest part of
these we don't exist; in some of them you exist and | don’t; in
others | do and you don’t; in others again we both exist. In this
favourable occasion you have come to visit me, at home; in
another one, crossing my garden, you have found my dead
body; in another again | say these same words, but I'm a mistake,
a ghost.’

Luca Francesconi




Nors kompoziciniy BRIANO FERNEYHOUGH (g. 1943)
techniky Saknys slypi XX amziaus 6-o0 ir 7-o0 deimtmetiy
europietitkajame serializme, jo tikslai ir praktika yra visiskai
kitokie. Pacios sistemos kompozitoriui visai neripi ~ jvairios
algoritminés priemonés, naudojamos jo kiiriniuose kaip
~koordinadiy tinkleliai”, jam yra ne $iaip suvarzymai, o tam
tikri transcendentiniy klia¢iy ruozai, pro kuriuos turi
prasiskverbti muzikiné iSmoné - panasiai kaip vélyvojoje J. S.
Bacho kiryboje. Nejmanomai sudétingi jo kariniy ritmai su
viena j kitg jterptomis iracionaliy ver¢iy grupémis daznai kyla i
sudétingos reguliariy pulsacijy sistemos — pastarosios jvairiai
transformuojamos bei filtruojamos, pavyzdziui, sistemingai
eliminuojant arba sujungiant individualius ritmus.

Garso aukscio struktirose retai kada naudojama dvylikatone
medZiaga, taciau Cia pasitelkiami kvaziserijiniai procesai,
pavyzdzZiui, sukabinant skirtingas struktdras. Vélesniuose
karinjuose jsivyrauja mikrotonai - ir kaip alteracijos, ir kaip
atskiri ketvirtatoniy (ar, kur kas reciau, adtuntatoniy) gamy
laipsniai; pustoniy struktdros arba harmoniniai laukai irgi gali
bati suspaudZiami j mikrotoninius. Sios technikos nesudaro
vientiso metodo - kiekviename karinyje jos yra apmastomos ir
nustatomos ¥ naujo. Pastaraisiais metais Ferneyhough émeé
naudoti kompiutering programa Patchwork joms i§plésti ir
istobulinti.

Dar vienas svarbus jo kirybos bruozas yra ,, faktiros tipai” -
charakteringos $trichy ir tembry kombinacijos, gebané¢ios
transformuotis tiek, kad jos gali atlikti beveik ta pacia funkcija,
kokig atlieka temos ir motyvai artikuliuojant formalias struktiiras.
Dauguma ,,i5pléstiniy techniky”, aptinkamy Ferneyhough
virtuozinéje instrumentinéje karyboje, bna susijusios su tokiais
faktary tipais.

Richard Toop

Though the compositional procedures of BRIAN
FERNEYHOUGH's (b. 1943) work have their origins in European
serialism of the 1950s and early 1960s, his aims and practice
have become very different. He attaches no importance to
systems in themselves, preferring to describe the numerous
algorithmic devices used in his work as ‘grids’ - not just as
constraints, but as a sort of transcendental obstacle course
through which musical invention has to squeeze its way in a
similar manner to the late works of J. S. Bach. The notoriously
complex rhythms of the latter pieces, with their nested layers of
irrational values often arise from a complex system of regular
pulsations which are transformed and filtered, for instance by
systematic removal or tying-over of individual pulses.

The pitch structures rarely use 12-note materials but do
involve quasi-serial procedures such as the interlocking of
different set forms. Microtones become a constant presence in
later works, both as inflections and as discrete steps in quarter-
tone or, much more rarely, eight-tone scales; semitonal sets or
harmonic fields may also be compressed into microtonal ones.
These procedures do not constitute a consistent method; they
are reconsidered and redefined from one work to the next,
and in recent years Ferneyhough has made use of a computer
program (Patchwork) to expand and refine them.

Another important feature is the use of ‘texture types”:
characteristic combinations of gesture and timbre whose
capacity for significant transformation gives them much the
same function as themes and motifs might have in articulating
formal structures. The many ‘extended techniques’ found in
Ferneyhough’s virtuoso instrumental writing are usually allied
with such texture types.

Richard Toop




Styginiy kvartetas Nr. 3 (1987)

Galutiné $io kvarteto forma gerokai skiriasi nuo pradinio
sumanymo. Pradzioje (prie$ keletg mety) as apmeciau penkiy
daliy karinio plang, kuris galiausiai susitraukeé j dvi dalis.
Antrojoje dalyje yra elementy i$ keleto anks¢iau numatyty daliy.
Sie poky¢iai atsirado daugiausia dél muzikinés pusiausvyros.
Kita vertus, perspektyvos pakeitimas leido man traktuoti §j kirinj
kaip dvi reakcijas j sunkig vidine krize. Kadangi abi be galo
skirtingo turinio dalys yra panasios trukmeés, as suvokiau jas
kaip prieSingus polius, nesutaikomais krastutinumais
atspindincius tarp jy plytincias tuscias erdves.

Pirma dalis juda beveik sustingusiame, bezadziame,
autistiniame izoliuoty fragmenty, daliniy, padriky pakartojimy
ir staigiy, nemotyvuoty protrikiy pasaulyje. Daugiau nei
dvidedimt pagrindiniy faktiros elementy nuolat mutuoja,
iSsitrina ir i naujo susijungia taip, kad iSnyksta vientiso testinumo
galimybé. Tuo pat metu visa dalies forma savaja dviguba
veidrodine strategija atspindi jos garsinés medZiagos
automorfine prigimtj: viena vertus, atskiros padalos yra
susiejamos sudétinga gilesniyjy simetrijy struktara, antra vertus,
paskutinysis dalies trec¢dalis atspindi pirmyjy dviejy struktaras
'ir faktiros tipus, pakeisdamas kiekvieng elementa kitoje skalés
puséje esanciu jo atitikmeniu.

Antroji, paskutiné dalis issilieja  mirguliuojantj tGZmingy
vaizdy potvynj — beveik kadenciskg dél nuolat besikeicianciy
instrumenty kombinacijy ir smarkios fakttros bei tempo kaitos.
Sios dalies sudétingumas atsiranda daugiausia i§ to, kad i$ tiesy
tai yra net keletas j vieng supresuoty daliy. Dél to jos visos
daugiau ar maziau ,,paZeistos”. Atidus klausytojas gali atrasti
rondo struktaros pédsaky - nors tai reikéty suprasti ne kaip
samoningai primesta diktata, o kaip simultaninio bent trijy
susluoksniuoty procesy vyksmo atspindj. Taciau j girdimg
lygmenj tai prasimusa tik kai kuriose, is anksto apskaiciuotose
vietose.

Trediasis kvartetas dedikuotas Arditti kvarteto nariams ir
uZsakytas Didziosios Britanijos meny tarybos [éSomis.

Brian Ferneyhough

String Quartet No. 3 (1987)

The final form of this quartet is quite different from that
which | had planned at the outset. Initially (several years ago) |
had sketched out a five movement structure: in the event this
was finally reduced to a two movement layout, in which the
second movement contains superimposed elements of several
other movement types. The change may be attributed, in large
part, to questions of musical balance: at the same time the
altered perspective permitted me to regard the piece very much
as a record of two different reactions to a state of extreme inner

- crisis. Since both movements, very different in content, are

approximately of the same length, | thought of them as polar
opposites, reflecting by their very intransigent extremity, the
empty spaces in between.

The first movement moves almost in a frozen, dazed, autistic
world of isolated fragments, partial, disconnected repetitions
and sudden, unmotivated outbursts. The more than twenty
basic textural elements are constantly being mutated, erased
and recombined in a fashion which practically eliminates the
possibility of establishing a single underlying continuity. At the
same time, the overall form reflects closely the self-preoccupied
nature of its materials in a dual mirroring strategy: on the one
hand, the individual sections are interlocked in a complex
pattern of subsurface symmetries, on the other the final third
of the movement reflects the patterns and texture-types of the
first two thirds by replacing each element from the opposite
end of the spectrum.

The second and final movement explodes into an iridescent
flood of irate images, almost cadenza-like in its constantly
changing instrumental combinations and wildly fluctuating
super-positions of texture and tempo. The compiexity of this
movement resides largely in the fact that a number of
movements have been in affect, compacted together, each of
them having been ‘damaged’ in a greater or lesser degree by
the impact. Whilst the attentive listener may well discover
residual features of a rondo structure, this should be understood
less as a consciously imposed dictate than as a reflection of the
fact that at least three stratified processes are running
concurrently, albeit surfacing into the domain of the audible
only at certain pre-calculated movements.

The Third Quartet is dedicated to the members of the Arditti
Quartet, and was commissioned with funds provided by the
Arts Council of Great Britain.

Brian Ferneyhough




IANNIS XENAKIS (1922-2001) priklauso tai kompozitoriy
novatoriy kartai, kuri po Antrojo pasaulinio karo sukélé
revoliucijg XX amziaus muzikoje. Su akademinés muzikos
autsaiderio uZsidegimu, Xenakis buvo vienas pirmyjy
kompozitoriy, tradicinj muzikinj mastyma pakeitusiy radikaliai
naujomis garsy komponavimo koncepcijomis. Jo muzikos kalba
turéjo didZiule jtakg daugeliui jaunesniyjy kompozitoriy
Europoje bei uz jos riby, ta¢iau dél nekonformistinio $iurk$tumo
ir konceptualaus grieztumo ji taip ir nesulauké tikryjy pasekeéjy.

Nors Xenakio muzika daznai kupina jmantriy detaliy, jos
visuomet tarnauja visumai. Tai ypa¢ akivaizdu specifiskai
kuriamuose kompoziciniuose algoritmuose ST (Laisva
stochastiné muzika) ir GENDYN (Dinaminé stochastiné sinteze).
Jo kiiriniy forma gimsta ne i§ teminiy Iasteliy plétojimo, o i§
tampriais vidiniais rySiais susijusiy segmenty koliaziniy seky arba
sluoksniavimy, nors kartais panaudojama ir heterogeniska
medziaga. Daliy proporcijas bei jtampos potvynius ir atosltgius
Xenakio kariniuose nulemia neklystanti muzikinés
dramaturgijos intuicija.

Peter Hoffmann

Tetras (1983)

Karinys, kurj uzsaké Calouste Gulbenkian fondas, parasytas
specialiai Arditti kvartetui. Tetras reiskia keturiy instrumentalisty
grupe, kas sukelia styginiy kvarteto jvaizdj: garsis $trichai,
glissando pasazai, gergzdziantys triukSmai ir staigios pradzios
jungiami su homofoniniais intarpais arba serijinio kontrapunkto
sekvencijomis. Spalvingas kirinys su tam tikru humoro atspalviu
pasiekia intensyvig tyro asmenisko lyrizmo raiska. Kirinio
premjerg Arditti kvartetas atliko Lisabonoje 1983 m. birzelio 8
d.

lannis Xenakis

IANNIS XENAKIS (1922-2001) belongs to the pioneering
generation of composers who revolutionized 20th—century
music after World War Il. With the ardour of an outsider to
academic musical life, he was one of the first to replace
traditional musical thinking with radical new concepts of sound
composition. His musical language had a strong influence on
many younger composers in and outside of Europe, but it
remained singular for its uncompromising harshness and
conceptual rigour.

Though Xenakis’ music is often extremely elaborate in detail,
that detail is essentially at the service of the whole, this is
particularly evident in the specific manner of the creation of
the compositional algorithms ST (Free Stochastic Music) and
GENDYN (Dynamic Stochastic Synthesis). Form never emerges
from the development of thematic cells but from the collage-
like succession or superimposition of segments that display
strong internal connections, although heterogenous material
is sometimes interpolated as well. The proportions of the parts
and the ebb and flow of tension in a work are determined with
an infallible instinct for musical dramaturgy.

Peter Hoffmann

Tetras (1983)

Commissioned by the Calouste Gulbenkian Foundation,
Tetras was composed specifically with the Arditti Quartet in
mind. Tetras signifies a group of four players of instruments,
evoking the image of a string quartet: loud gestures, glissando
passages, crunching noises, sudden starts, all of which are mixed
with homophonic interruptions or serial counterpoint
sequences. A multicoloured performance, containing a certain
amount of humour, it manages to attain an intense expression
of pure personal lyricism. The premiere, given by Arditi Quartet,
took place in Lisbon on 8 June 1983.

lannis Xenakis
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OSVALDAS BALAKAUSKAS - Zr. psl. 41
DoNata-2 (2003) akordeonui su fonograma

Sis kirinys pratesia 1982 m. sukurtos “DoNatos” altui su
fonograma idéjg panaudoti derme, kuri susideda i§ visy do
garso alteracijy (do dvigubai paZzemintas, do pazemintas, do,
do paaukstintas, do dvigubai paaukstintas). Tiek solo, tiek
elektroniné partijos sukurtos tos pacios dermés pagrindu ir
sgveikauja kaip heterofoninio audinio elementai.

Osvaldas Balakauskas :

ANTANO KUCINSKO (g. 1968) kiiryba néra labai gausi, tatiau
imponuoja stilistine jvairove. Jo muzikoje susipina
instrumentinio teatro ir “naujojo paprastumo” tendencijos.
Kompozitorius operuoja jvairiomis 3iuolaikinés muzikos
technikomis, daZnai naudoja modaling, serijine technikas, jungia
jas su repetityviniu plétojimo bidu. Pastaruoju metu
kompozitorius daugiau démesio skiria perkirimo, perdirbimo
tradicijai, kai istoriskai, stilistitkai atpaZjstama muzikine
medZiaga permontuojama pritaikant “svetimas” jos prigim¢iai
technikas. Antanas Kucinskas taip pat kuria muzika kino filmams
ir teatrui (yra sukires muzika 16-kai dramos spektakiiy).

Lietuvoje (2003) dviem ir daugiau armoniky

Armoniky muzikai visuomet bidinga stipri iSoriné jtaka.
Dauguma jos zanry yra bendraeuropinés kilmés, taé¢iau visiskai
folklorizuoti, tarsi savaime peréme tradicinés liaudies muzikos
ypatumus ir tape savais, lietuvigkais. 3is kdirinys tam tikra prasme
yra aliuzija j garsyjj Terry Riley'o karinj ,In C”, méginant
reflektuoti tautinio tapatumo bei kultiirinés sgveikos problemas,
Siuo visuotinés globalizacijos ir standartizacijos laikotarpiu vél
tapusias itin aktualiomis.

Antanas Kucinskas

SNIEGUOLES DIKCIUTES (g. 1966) kiiryboje konstruktyvusis
pradas (skaiciy simbolika ir pan.) dera su vaizdingy metafory
kalba. Jos kariniams badingos netradicinés instrumenty sudétys,
elektroniniy ir akustiniy instrumenty samplaika bei aktoriy
vaidybos jtraukimas | bendra kirinio visumg. Kompozitoré
nuolat bendradarbiauja su dailininkais, teatraliais,
videomenininkais, dZiazo muzikantais. Pastaruoju metu
Snieguolé Dik¢iaté raSo daug muzikos teatro spektakliams.

Karnavalas (2003) akordeonui, balsui ir mu3amiesiems
Tekstas Alvydo Bausio

Tradiciniam karnavalui badingas ritminis piesinys, derminés
formulés derinami su 3arzuota kontrastingy personazy

OSVALDAS BALAKAUSKAS - see page 41
DoNata-2 (2003) for accordion and tape

This work continues the idea of the DoNata of 1982 for
viola and tape. The idea was to use a scale consisting of all the
alterations of the c (do) tone {(do double flat, do flat, do natural,
do sharp, do double sharp). Both solo and electronic parts of
the score are created on the basis of the same scale.and interact
as elements of a single heterophonic texture.

Osvaldas Balakauskas

The creative output of ANTANAS KUCINSKAS (b. 1968) is
not so much abundant in number as in diversity of style. His
works often display a combination of tendencies related to the
instrumental theatre and those of the new simplicity. To achieve
this, the composer employs various techniques of modern
composition, such as modal and serial, mixing them with the
patterns of repetitive development. Lately, he became interested
in the method of re-composition, reworking of certain
historically and stylistically recognizable musical material by
using techniques ‘alien’ to its nature. Antanas Kucinskas also
writes incidental music for theatre (to date, he wrote music for
16 stage productions) and cinema.

In Lithuania (2003) for two and more concertinas

Concertina music has always been influenced from the
outside more than other types of Lithuanian folk music. Most
of its genres are of a common European origin. However, they
have naturally adopted the particularities of the folk music
tradition and have become ‘ours’, Lithuanian. This work to
some extent is an allusion to the eminent work /n C by Terry
Riley: It is a reflection on the problems of national identity and
cultural interaction that at the time of universal globalisation
and standardisation have become especially topical.

Antanas Kucinskas

In her works, SNIEGUOLE DIKCIUTE (b. 1966) displays an
evocative blend of constructive elements (based on numerical
symbolism and the like) and figurative language. The composer
is keen on writing music for unconventional combinations of
instruments, both electronic and acoustic, and synthesizing of
different art forms such as visual media, acting and theatre. To
achieve this, she often collaborates with jazz musicians, visual
and video artists, actors and theatre directors. Most of her recent
works are incidental music for theatre productions.

Carnival (2003) for accordion, voice and percussion
Text by Alvydas Bausys

©




charakteristika (grieztai fiksuota aktorine sugestija), netikétais
tempo bei ritmo posikiais, originaliu marimbos panaudojimu.
Snieguolé Dik¢iaté

RAMINTOS SERKSNYTES (g. 1975) kiryboje dominuoja
neoromantinés tendencijos, neretai pajvairinamos kai kuriais
minimalizmo, sonorizmo, dZiazo ar folkloro muzikos bruozais.
Kompozitoré daugiausia raso instrumentine muzika - solo
instrumentams, kameriniams ansambliams, orkestrams, daug
démesio skirdama muzikos dramaturgijai, formos dinamikai ir
instrumentuotei. Jos muzikai bidinga didelé ekspresija,
vaizdingumas, spalvingumas, komunikatyvumas. Plati
psichologiniy biseny - savotisky muzikiniy archetipy - skalé:
nuo ramiy, meditaciniy (“Aurei Regina Caeli”), paslaptingy,
mistiniy (“Misterioso”), nostalgisky, melancholisky (* Adieu”)
iki dramatinés ekspresijos (“De profundis”), vitaliskos energijos
proverziy (“Idée fixe"”). Antra vertus, daugelis jos kompozicijy
primena spalvingus muzikinius peizazus, inspiruotus
sudvasintos gamtos refleksijos. Pasak kompozitorés, karinys -
tai pakyléta bUsena, materializuota garsiniu pavidalu, kurios
jtaigg lemia autoriaus kompozicinés technikos meistriskumas.

Ryty elegija (2002, 1l versija 2003) styginiy kvartetui

I - Véjas rike
{1 = Snaresiai
n-"Tyla

IV - Rauda

Karinj inspiravo Aleksandro Sokurovo filmas “Ryty elegija”.
Mane pribloskeé sio filmo neiSsenkanti fantazija, veriantis liddesys
bei giliausias “jsiklausymas” ir “jsiziaréjimas” j gamta. 5 kerintj
nostalgiska gamtos pasaulio groZj siekiau isreiksti garsy kalba,
tad véjo Ozesys, lapy $naréjimas, vandens Ciurlenimas buvo
pirminiai kdrinio garsinés medZiagos impulsai.

Raminta Serksnyté

Stutgarte (Vokietija) gyvenantis kompozitorius RIEARDAS
KABELIS (g. 1957) yra savito kirybinio braizo autorius, pelnes
pripazinima jvairiy krasty naujosios muzikos festivaliuose. Jo
kariniuose garsas "atsiejamas” nuo bet kokiy istoriniy ar stilistiniy
prasmiy ir paver¢iamas autonomisku muzikiniu vyksmu par
excellence. Cia neretai apsiribojama vienu kuriuo nors kiirinio
parametru - ritmu, harmonija, tembru, arba, priesingai - visi jie
“sulydomi” hiperintensyvaus akustinio tankio vertikaléje. Pasak
Heinzo Denningo, “kompozitoriaus meistriskai sutelkta
pirmapradé garso energija atsiveria metafizinéje erdvéje, j jg
nukreipdama ir klausytojo dvasinj patyrimg"”.

Asketiska ir i§ pirmo Zvilgsnio gana aiskig Kabelio kariniy
sgranga nevisuomet atskleidZia jprastos muzikologinés sgvokos.
Kritikai vieningai pripazjsta, jog tarsi ,,i§ nieko” padarytos

Rhythmic patterns characteristic of a traditional carnival
with its harmonies are combined with contrasting grotesque
characters (strictly defined suggestion of dramatic acting),
unexpected twists in rhythm and tempo as well as original use
of a marimba.

Snieguolé Dik¢iaté

RAMINTA SERKSNYTE's (b.1975) oeuvre is dominated by
neo-romanticist idiom, occasionally enriched with some features
of minimalism, sonorism, jazz and folk music. Instrumental music
predominates in her output - works for.solo instruments,
chamber ensembles, orchestra. A great amount of expression,
colourful imagery and strong communicative ability are
characteristic of her music; the composer pays much attention
to the dramatic development, dynamics of form, and the matters
of instrumentation. One can feel a broad spectrum of certain
psychological conditions - kind.of musical archetypes -
emanating in Serk$nyté’s music: from the calm meditation (Aurei
Regina Caeli), sense of mystery (Misterioso) and nostalgic,
melancholic moods (Adieu) to dramatic expression (De
profundis) and outbursts of vital energy (/dée fixe). On the
other hand, many of her compositions tend to colourful
soundscapes seemingly inspired by the exalted reflection of
nature. In her own words, a composition is a certain uplifted
state of mind, materialized by means of sounds, and its
impressiveness depends on the composer’s technical mastery.

The Oriental Elegy (2002, 2™ version 2003) for string quartet

| = Wind in the Mist
Il - Rustle

Il -Silence

IV —Lament

The film of the same name by the director Alexander
Sokurov directly inspired this piece. | was shocked and stunned
by its subtlety, ingenious fantasy and the deepest reflection of
the mysterious world of nature. Also | tried to embody the
poetry of the alluring nature sounds - as the ripple of water,
the murmur of wind, the rustle of leaves — which actually were
the primary sound impulses to the sound material of this piece.

Raminta Serksnyté ‘

The composer RICARDAS KABELIS (b. 1957) currently
residing in Stuttgart (Germany) is a very individual artist who
has gained recognition in festivals of new music all over the
world. Sound in his works is “dissociated” from all the historic
and stylistic meanings and turned into an autonomous musical
process par excellence. He either limits himself with a single
parameter of music, e.g. rhythm, harmony, timbre, or “blends”
them all into a hyper-intensive axis of acoustic density. As Heinz




“alcheminés koncentracijos” yra patrauklios, o garsy piétojimo
logika - pagrjsta. Sios muzikos vientisuma daznai lemia integrali
aukscio ir trukmés struktira, “i3skleidziama” kompiuteriu pagal
tam tikra matematinj ar geometrinj principa. Nors iis
instrumentas naudojamas beveik visuose komponavimo
lygmenyse, techniniai sprendimai nenustelbia $ios muzikos
autoriaus meninés iSmonés.
Isabel Jansen

Veidrodis (2003) trims trombonams ir styginiy kvartetui

Kdrinio garsiné “geometrija” kildinama i§ Pitagoro trikampio
(trombonai) ir jame besisukancio kvadrato (styginiy kvartetas):

Skaidant ir vél sluoksniuojant vos juntama faktdros kontira
(kuomet Zzemesnis rangas tampa aukitesnio atspindziu)
susidaro rezonuojancios mikrosferos, muzikinis laikas iésisakoja,
jo tékmé jgauna spiralés pavidalg. Kadangi spiralé visuomet
veda uz geometrijos {muzikos?) riby, karinio laikas
“susaikuojamas” stabilia metriniy ver¢iy augmentacija:

------- 1#1+1+1+1+1+1+1, pridedama viena
------ T+1# 1+1+1+1+14+1+1, dar viena

----- 1+1+1 # 1+1+14+1+1+1+1, dar viena
141+ 1+ T 2 141+ 1+14+14 141, dar viena

s 1T+ 4141 2 14141414+ 141+ 1, dar viena
1+ 1+ 1+1+1+T 2 1+141+1+1+1+1, dar viena
T+H1+14+1+14+1+1 = 1+141+141+1+1, STOP.

Pasaulis yra Zaidimo veidrodis... (pranciizy leksikografas
Charle du Cange, 1610-1688).
Ric¢ardas Kabelis

8 de3. pabaigoje - 9 des. pradzioje tapes vienu lietuviskojo
neoromantizmo lyderiy, 3iandien ALGIRDAS MARTINAITIS (g.
1950) yra pripaZintas profesionalas, meistrikai jvaldes jvairiy
Zanry subtilybes ~ nuo dainos, muzikos teatrui ir kinui iki
vaikisky opery ir simfoninés muzikos. Savo naujausiuose
kiiriniuose kompozitorius nuolatos provokuoja apmastymus
apie autorystés ribas, individualumo ir originalumo savokoms

Denning puts it, “skilfully accumulated primordial energy of
sound opens up in a metaphysical space whereto the spiritual
experience of the listener is directed.”

Conventional concepts of musicology do not always reveal
the ascetic, seemingly simple structure of Kabelis’ works. Critics
almost unanimously agree that “the alchemic patterns” as if
produced from “nowhere” are attractive, and the logic of
sound developing is justified. The integrity of this music rests
on the integral pitch and time structure, “dispersed” with the
help of computer according to a special mathematical and
geometric principle. Despite the fact that this “instrument” is
used on almost all the stages of composition, technical solutions
do not overshadow the artistic ingenuity of the composer.

Isabel Jansen

Mirror (2003) for three trombones and string quartet
The sonic “geometry” of the work derives from Pythagorus

equilateral triangle (trombones) and a quadrangle rotating in
it (string quartet):

Dividing and stratifying hardly traceable texture contour
(when a lower strata becomes a reflection of the upper one)
generates resonating microspheres, the time of the music
branches out, its current turns into a spiral. Because a spiral
always exceeds the limits of geometry (music?), the time of the
work is “measured” by a stable augmentation of metric values:

------- 1#1+1414+1+7+1+1, plusone
------ 1+1 2 1+1+1+14+1+1+1, another one
----- T+14+1 # 1+1+1+1+1+1+1, another one

o 111+ 2 14141+ 14141+ 1, another one

2 141+ T+ 1+1 2 1414141414+ 14 1, another one
141414+ 1+14+1 2 1+1+1+1+1+1+1, another one
T+ 1+14+T+14+1+7T = 144141+ 1414141, STOP.

The world is a mirror of a game ... (French lexicographer
Charle du Cange, 1610-1688).
Ri¢ardas Kabelis




prieSindamas banalybe, mégdziojima ir jau atrasty, i¥méginty
dalyky kartojima. | jo kdriniy partittras vis dazniau atklysta jam
mentaliai giminingy kompozitoriy muzika, aliuzijos ar tiesiog
persismelkia jy kdirybos apmastymas. Ir inspiracijy lygmenyje, ir
konkretia medziaga Martinaic¢io muzika maitina jvairios Vakary
muzikos epochos - barokas, klasicizmas, romantizmas,
avangardas, taip pat lietuviy liaudies, Ryty muzika ir rokas.
Nestokojantis autoironijos kompozitorius pats tai linkes vadinti
"muzika i§ antry ranky"” arba “postsistemine muzika” - tokia,
kurios formali sgranga nesiremia jokia susikurta ar perimta sistema,
technika ar juo labiau teorija.
Veronika Janatjeva

Bic¢iy Zmogus (2002) styginiy kvartetui, sutartiniy
dainininkéms ir fonogramai '

Karinys rasytas “blogai temperuota kalba”, demonstruojant
kultarinj atsilikima, lengva trenktuma, kriminalg (kas natiralu
menininkui, pasiekusiam karybine brandg). Tarp trijy
nepriklausomy objekty — sutartinininkiy, styginiy kvarteto ir
bitininko - vyksta akivaizdi confusio linguarum - t.y. kalby
sumaistis, kertanti nusistovéjusius mitinius jvaizdZius, menininko
demiurgo prestizg kultlros ir natdros paribiuose.

“Bienenmensch” priklauso ciklui, kurj dar sudaro "Hetaera
Esmeralda”, “Madame Butterfly, Madame Bovary..." ir “Capriccio
sanui palaidanui sugrjzus”.

Algirdas Martinaitis

ANATOLIJAUS SENDEROVO (g. 1945) muzika patraukia
ekspresyvia garso, spalvy bei faktiry jvairove, staigiais tembriniais
ir dinaminiais kontrastais. Jo muzikinés dramos auginamos nuolat
tembriskai, artikuliaciSkai bei ritmiskai varijuojant karinio temas,
motyvus, kontrastingai gretinant registrus, dinaminius sluoksnius,
meistridkai panaudojant instrumentuotés galimybes. Lyriniai
dramatiniai soliniy instrumenty monologai kiriniuose neretai
prapliGpsta jaudrintomis kadencijomis. Senderovo kariniuose
stipri linijiné dramaturginé tékmé, ekspansyvus laiko pojitis.
Kompozitorius néra prisiriSes prie kokios nors konkrecios
muzikinés iskalbos: didZiajai jo kdirybos daliai badinga nuosaikiai
moderni muzikiné kalba, panaudojant serijinés technikos,
aleatorikos, sonoristikos, polistilistikos elementus.

Idilija (2003) violoncelei ir fortepijonui

Idilija (gr. idile) — 1) epinis veikalas, kur vaizduojamas
paprastas, ramus, savotiskai laimingas Zmoniy gyvenimas,
arti gamtos, toli nuo bet kokio vie$o gyvenimo;

2) ramus, taikus, paprastas gyvenimas; tokie pat santykiai.
Tarptautiniy ZodZiy Zodynas, Kaunas, 1935.

In the late seventies and early eighties ALGIRDAS
MARTINAITIS (b. 1950) became one of the leading neo-romantic
composers in Lithuania. Today he is a recognised professional,
who has skilfully mastered the subtleties of different music
genres from songs and incidental music to operas for children
and symphonic music. In his recent works, the composer
consistently provokes reflection on the boundaries of
authorship, opposing categories of individuality and originality
with allusions to banality, mimicry, and repetition. Into his scores
he integrates music by composers mentally close to him, either
by directly alluding to other people’s work, or by saturating his
pieces with reflections on them. Both from the point of view of
inspiration and the actual material, Martinaitis’ music draws on
different epoques of Western music — Baroque, Classicism,
Romanticism, Avant-garde - as well as Lithuanian folk, oriental,
rock and pop music. The composer, who does not lack self-
directed irony, calls it 'second-hand’ or ‘post-system’ music, i.e.
the type of music that is not based on any self-made or adopted
system, nor on technique, nor, by any means, on theory.

Veronika Janatjeva

Bienenmensch (2002) for string quartet, sutartinés singers
and tape

The work is written in “ill-tempered language”, manifesting
cultural regress, slightly wacky state of mind, and crime (you
cannot blame the artist for it in his mature creative period).
There is obvious confusio linguarum occuring between three
independent objects — the group of sutartinés singers, the string
quartet, and the beekeeper, - a lingual confusion, shaking the
established mythical images and the status of an artist as
demiurge on the border of culture and nature.

Bienenmensch is part of a cycle, along with other three
compositions: Hataera Esmeralda; Madame Butterfly, Madame
Bovary...; and Capriccio on the Return of a Prodigal Son.

Algirdas Martinaitis

ANATOLIJUS SENDEROVAS' (b. 1945) music is catchy with
expressive soundscapes, variety of colours and textures, abrupt
timbral and dynamic contrasts. He develops musical dramas
varying themes and motifs of a composition in timbre,
articulation and rhythm, confronting registers and dynamic
layers, and masterly using possibilities 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
fixed idiom: reasonably modern musical language using serial
techniques and elements of aleatory, sonoristics and
polystylistics mark most of his works.




Kompozitorius ir violoncelininkas ARVYDAS MALCYS (g.
1957) priklauso pasaulyje gan skaitlingai, o Lietuvoje itin
negausiai atlikéjy-kompozitoriy kategorijai. | kompozicijg atéjes
per atlikejiskg veikla, Malcys visuomet buvo labiau linkes j
ekspresyvios dvasios neoklasicistiniy formy kiarybg. Jo muzikoje
vyrauja ,dygios” nuotaikos, neretai rodoma kone groteskiskai
uzastrinta ,iSvirkscioji” gyvenimo pusé. Cia apstu kampuoty
linijy, ekspresyviy $trichy, badinga netolygi muzikiné naracija.
Antra vertus, kompozitorius mégsta kontrastus, todél jo
muzikoje kaip i3svajotos vidinés harmonijos salelés nuskamba
ir tiesiog jaudinancio grozio epizodai.

9-ame dedimtmetyje susiformaves Malcio kompozicinis
braizas buvo artimesnis ne tuo metu aktyviai muzikos scenoje
besireiskusioms lietuviy neoromantiky ar ,masinisty” kartoms,
bet vyresniems kolegoms — Vytautui Barkauskui ir Antanui
Rekasiui. Pagarba tiek klasikinéms, tiek XX a. jsitvirtinusioms
tradicijoms, zaidybinio ir atlikéjisko prado svarba,
improvizaciskumas, pomégis radyti instrumentine muzika - tai
tie bruozai, kurie suartina kompozitoriy su minétais karéjais.
Margoje nhdienos muzikos meno panoramoje nuosaikiai
moderni Arvydo Malcio kiryba tesia praéjusio amziaus
pradZioje gimusig ir vis dar itin gaja neoklasicistine tradicija.

Seséliai (2002) trombonui, violoncelei ir paruoitam
fortepijonui

Trio “Seséliai” —vienas savi€iausiy ir paslaptingiausiy Arvydo
Malcio opusy. Kokius 3e3élius atspindi i instrumentiniy
»5nabZdesiy”, netikétai papildomy neartikuliuotais siiksniais,
ir retkarciais prasiverzianéy forte akcenty muzika, neigeinanti
uz bosinio diapazono riby?

Muzikinés plétotés pagrinda sudaro keturiy garsy (es, ¢, b,
as) motyvas, pradZioje pateikiamas kiek mechanitkai - tarsi
muzikiné Svytuoklé, svyruojanti tarp skirtingose Zemojo registro
oktavose isdéstyty trombono, fortepijono ir violonéelés garsy.
Palaipsniui $i dvytuoklé iSsimu3a i3 ritmo: judéjimas pagyvéja,
tampa netolygus, o neZymiai ple¢iantis intervaliniam
diapazonui, ,5e3éliai” pradeda rodyti savo charakterj, isdykauti,
netgi prabyla Zmogaus balsu.

Melodiniu ir harmoniniu pozidriu, tai itin asketi$kas karinys.
Cia akcentuojamas tembrinis instrumenty panasumas, skatinama
isiklausyti | daugybe subtiliy skambesio atspalviy, susidarantiy
naudojant netradicinius garso isgavimo badus. Jy tiek daug,
kad “Se$élius” baty galima pavadinti netradiciniy garso
isgavimo bady katalogu. Beje, i3 trombonininko kirinys
reikalauja ir didelés fizinés istvermes.

"Seiéliai” ,kabina” ir emocigkai, nors ¢ia, regis, norima
atsiriboti nuo tiesioginio poveikio idéjos. Klausytojams tarsi
siloma pasiziaréti Seséliy teatro spektaklj, kuriame bylojama
kazkas esminga apie misy gyvenima, ta¢iau to nejmanoma
tiksliai jvardyti, kaip kad nejmanoma pagauti sesélio.

Beata Lescinska

Idyll (2003) for cello and piano

Idyll (Gr. idile) - 1) a short description in verse or prose of a
picturesque scene or incident, especially in rustic life;

2) an episode suitable for such treatment; a picturesque,
blissful, or romantic event or period.

The Oxford English Reference Dictionary, Oxford, 1996.

Composer and cellist ARVYDAS MALCYS (b. 1957) belongs
to a category of musicians, active both as performers and
composers, which is rather widespread globally yet somewhat
scarcely represented in Lithuania. Becoming engaged in
composition though his work as a performer, Malcys has always
demonstrated his penchant for emphatic spirit of neoclassical
forms. Prevailing in his music are ‘thorny’ moods and well-nigh
grotesquely edged depictions of life's ‘"downside’, conveyed in
abundance of angular lines, expressive strokes and intermittent
musical narration. On the other hand, the composer takes
delight in contrasts: hauntingly beautiful episodes here sound
like oases of long-striven inner harmony.

Developed in the 1980s, when the Lithuanian music scene
was actively dominated by generations of neo-romantics and
‘machinists’, Malcys’ musical idiom was much more closer to his
senior colleagues, Vytautas Barkauskas and Antanas Rekagius.
Reverence for the traditions of both classical and 20th-century
music, importance of ludic and performative aspects, a penchant
for writing instrumental music - all these features relate him to
the aforementioned composers. The reserved modernism of
Arvydas Malcys, within the varicoloured panorama of the
present-day music, seems to continue a century-old but still
enduring neoclassical tradition.

Shadows (2002) for trombone, cello and prepared piano

Trio Shadows is one of the most original and enigmatic
pieces in Arvydas Malcys' oeuvre. What shadows does this music
of instrumental “whispers’, interrupted by unarticulated cries,
and occasional forte outbursts confined within the limits of the
bass range reflect? *

The basis for further development is enclosed in a four-
note motif (e flat, ¢, b flat, a flat), which is first displayed
somewhat mechanically, like some musical pendulum, oscillating
between the sounds of trombone, piano and cello in different
octaves of low register. This pendulum, however, gradually goes
out of rhythm: the motion accelerates and becomes uneven.
Within the slightly expanding intervalic range the ‘shadows’
start showing off their true character, playing pranks and even
speaking in human voice.

From the standpoint of melodic and harmonic structure,
this is a highly ascetic piece. It focuses more on timbral affinity
of different instruments and draws our attention to a diversity




Karybine veikla pradéjes aktyvaus lietuviskos muzikos
modernéjimo terpéje, siekdamas bati “lietuviskas ir kartu
individualus”, FELIKSAS BAJORAS (g. 1934) struktaralisto
zvilgsniu idzvalgé lietuviy liaudies dainas. Metonimiskai
asocijuotos jy gelminés struktiros pasklido po muzikos garsyna,
tapo jo baties jstatymu, jprasminanciu kompozitoriaus
kalbésenos blda. IS teatro garsiniy erdviy j Bajoro muzikg atéjo
monologai. Natlraliy kirciy iSraizyti jy muzikiniai kGinai tapo
stebétinai talpis sodrioms tikrovés pagavoms. PasiSiaususi, rupi
kompozicijy medzZiaga pratriksta ¢ia liaudisko pimityvumo
gaida, akmirksniu sugeria nusivylimo neviltj, staiga uzsiplieskia
ironijos jZalumu ar persiima katastrofy nuojauta. Muzikos frazés
improvizuoja sakytinio mintijimo forma, kur nemuzikiniai
dalykai bando pateisinti muzikos formos keistenybes. Ir jokio
romantizmo, “nieko sentimentalioms ausims”, nes, Bajoro
tikéjimu, sentimentalumas nutrina originalumo Zenklus.

GraZina Daunoraviéiené

A3 buvau tarsi migla (2002) sopranui, violoncelei ir
fortepijonui

Libano poeto, mastytojo Kahlilio Gibrano “Pranasas” ~ tai
dvasiskai pakyléty gyvenimisky patarimy lobynas. Ten kalbama
apie meile, dziaugsma, liGidesj, protg ir aistra, gérj ir blogj.
Karinyje panaudotos Gibrano knygos mintys apie mirtj kaip
neatsiejamg Zmogaus blties dalj, visiems nei§vengiamg (bet
viltinga!) zemiskojo gyvenimo tesinj.

Feliksas Bajoras

of subtle shades of sound obtained by using unconventional
sound production techniques. In fact, there are so many of
them that Shadows can be regarded as a catalogue of
unconventional articulatory means. From a trombonist,
incidentally, it also requires great physical endurance.

Shadows ‘hook’ emotionally, too, though it seems to eschew
the idea of direct impact. Listeners are as if invited here to
watch the shadow puppet theatre perform something
important about our life, which is impossible to grasp in words,
as it is impossible to catch a shadow.

Beata LesCinska

The outset of FELIKSAS BAJORAS' (b. 1934) creative career
coincided with the period of rapid modernization of Lithuanian
music. Striving to remain “Lithuanian and at the same time
individual”, Bajoras then set to explore Lithuanian folk songs
with a thoroughness of a structuralist. The metonymically
associated underlying structures of folk songs later diffused in
his own sound material and became its law of being whereby
the composer’s idiom was endowed with meaning. Another
element of Bajoras’ music — monologue - came from the
theatrical soundscape. Engraved with natural accents of speech,
this form was embodied in music and became remarkably
susceptible to profound apprehension of reality. Sometimes
bristling, coarse material of his compositions seems to burst
with the crudeness of the folk music; sometimes it immediately
absorbs the despair of disillusionment. It can abruptly get
inflamed with the impudence of irony or become imbued with
the foreboding of a catastrophic century. Musical phrases imitate
the form of oral narration by adding certain extra-musical
elements that help to adjust the oddities of musical form. And
there is no room for romanticism, in Bajoras’ words "nothing
for sentimental ears”, as long as he believes that sentimentality
effaces signs of originality.

GraZina Daunoraviciené

Like the Miét Have | Been (2002) for soprano, cello and
piano

The Prophet by the Lebanese poet and philosopher Kahlil
Gibran is a treasure of the earthy, yet spiritually elevated words
of advice. Love, joy, sorrow, reason and passion, the good and
the evil, all are covered here. In this composition, | used the
passages from this book about death as the integral part of
human existence, the inevitable (yet hopeful!) continuation of
mundane life.

Feliksas Bajoras
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1968 metais GAVINAS BRYARSAS (g. 1943) jsitrauké j
nepaprastai greitai kintantj Londono eksperimentinés muzikos
pasaulj. Geriausiai Zinomuose 3io laikotarpio jo kiriniuose —
The Sinking of the Titanic (1969-) ir Jesus’ Blood Never Failed
me Yet (1971) - puikiai atsispindi ankstyvoji jo kirybos estetika.
Nors svarbiausia ¢ia — konceptualie]i akcentai, jie isryskinami
per nenumaldomai grieztg aplinkui randamy artefakty
ekstrapoliacija. Pirmajame Bryarso kirybos etape matome
isskirtinai angliska poziarj j eksperimentine tradicija, ispleciant
Satie, Cage'o ir kity kompozitoriy nubrézta teritorijg atvirai
sentimentalia medZiaga ir jos suponuojamomis asociacijomis.

Stipri Marcelio Duchamp’o jtaka, jau¢iama jau
ankstyvuosiuose Bryarso kiriniuose, dar labiau sustipréjo per
dvejus, kirybiskai neproduktyvius intensyviy studijy metus
(1973-1974), kai Bryarsas jau buvo uzmezges ilgalaikius rysius
su Leicesterio politechnikos institutu. Nusiteikimas kiekvieng
kompozicinj sprendima pagrjsti tam tikromis, neretai
uzmaskuotomis ar mjslingomis literatGrinémis arba meninémis
asociacijomis (kurj i$ dalies lemia kompozitoriaus priklausymas
“Patafiziky judéjimui”) io laikotarpio kompozicijose
pajungiamas muzikiniams procesams, i§ dalies kildinamiems i¢
amerikietikojo minimalizmo. Tokiuose kiiriniuose kaip Out of
Zaleski’s Gazebo (1977) ir My First Hommage (1978) atpazjstama
medziaga, pasiskolinta i3 kity kariniy ~ daznai i§ jo anuomet
mégstamy kompozitoriy Lordo Bernerso, Graingerio, Billo
Evanso ir Karg-Elerto ~ pajungiama repetityvinéms formoms,
kurias nulemia tiek 3iy kariniy muzikiniuose bei
ekstramuzikiniuose atramos taskuose (taip pat ir ironijos
Zaisméje) gladinti logika, tiek grynai vidiniai muzikos procesai.
Toks principas ypac badingas antrajam Bryarso kiirybos etapui,
kuris tesiasi iki operos Medea (1982, ver. 1984). Lankstumo, netgi
kompromisiskumo reikalaujantis darbas teatre pakeité
kompozitoriaus nuostatas ir darbo metodus. Duchamp’o
inspiruotus sprendimy pagrindimo badus pakeité laisvesnis
pozilris j struktlrg. Po "Medéjos” parasyti kuriniai dazniausiai
uzsakyti garsiy kitose srityse Zinomy atlikéjy (pavyzdZiui,
Hilliardo ansamblio) ir skirti jprastesnéms sudétims, pavyzdziui,
orkestrams ir styginiy kvartetams. Nors tonali, ta¢iau daznai
chromatiskai nepastovi melancholija idlieka svarbus jo muzikos
kalbos komponentas, vis délto galimybés rasyti kur kas
didesnéms sudétims praturtino Bryarso melodinj ir harmoninj
stiliy, suteiké jam energijos, kartu praplété ir tembry palete.

Keith Potter

In 1968 GAVIN BRYARS (b. 1943) became part of London’s
fast-developing experimental music scene. His best known works
of this period - The Sinking of the Titanic (1969-) and Jesus’
Blood Never Failed me Yet (1971) — are good examples of his
early aesthetic. While conceptual concerns are central, these
are explored via a rigorous, not to say relentless, extrapolation
of found objects. The first period of Bryars' work offers a very
English perspective on the experimental tradition, augmenting
territory already defined by Satie, Cage and others with an
openness towards, for instance, frankiy sentimental materials
and their associations.

The influence of Marcel Duchamp, already detectable in
earlier works, was enhanced by intensive study during two
fallow compositional years (1973-4), by which time Bryars had
established what was to become a longstanding relationship
with Leicester Polytechnic. A determination — inspired in part
by the composer’s affiliation to the ‘Pataphysics movement’ -
to justify every compositional decision via specific, though often
hidden or arcane, associations with its literary or artistic
inspiration is here harnessed to musical processes derived in
part from American minimalism. Pieces such as Out of Zaleski’s
Gazebo (1977) and My First Hommage (1978) submit familiar-
sounding borrowed materials — many taken from his then
favourite composers: Lord Berners, Grainger, Bill Evans, Karg-
Elert —to repetitive forms governed as much by the logic implied
by these pieces’ musical and extra-musical reference points (and
by the significant play of irony) as by purely internal musical
processes. This approach governs Bryars’s second period which
lasted until the opera Medea (1982, rev. 1984). The flexibility, if
not compromise, demanded of a composer in the theatre led
to changes in Bryars’s attitude and working methods; the
Duchamp-inspired principle of justification was then
abandoned in favour of a more free-wheeling approach to
structure. Since Medea his output has often been for more
conventional forces, such as orchestras and string quartets, and
commissioned by musicians of repute in other fields; there has
been a number of works, for instance, for the Hilliard Ensemble.
While a modal but often chromatically restléss melancholy
remains an important'‘component of his idiom, the opportunities
to write for much larger forces later enriched and sometimes
energized Bryars's melodic and harmonic style while offering
him a broader timbral palette.

Keith Potter




GAVIN BRYARS ENSEMBLE

Anna Maria Friman  sopranas / soprano

Nick Barr, Morgan Goff altai / viclas

Nick Cooper violontelé / cello

Gavin Bryars  kontrabosas, fortepijonas / double bass, piano

Jomes Woodrow elektring ir akustiné gitaros / electric and acoustic guitars

Roger Heaton klarnetas, bosinis klornetas / darinet, bass clarinet

Dave Smith fortepijonas, klavisiniai, dirigentas / piano, keyboard, conductor

Chris Ekers garso reisierivs / sound

Gavino Bryarso ansamblj, priklausomai nuo atliekamo
repertuaro, sudaro nuo 3ediy iki dvylikos nariy. Visi jie yra
universalds muzikai: puikiis kamerinés muzikos atlikéjai, ir kartu
itin saviti solistai. Bégant metams ansamblio sudétis kito,
daugybé puikiy muzikanty yra arba buve $io ansamblio nariais,
arba tam tikromis progomis kartu koncertave. Mano artimiausias
kolega Dave’as Smithas kartu buvo ilgiausiai: pradéjome su juo
dirbti, dar prie$ man suburiant $j ansamblj.

Klarnetininkas Rogeris Heatonas atéjo j ansamblj 1986 m.,
kai grojome Flamandijos festivalyje Gento mieste. Alexandras
Balanescu tuo metu taip pat buvo ansamblio narys, kaip ir du
mano buve studentai Andy Bilhamas (musamieji) bei Jamie
McCarthy's (iSilginé fieita). Kai 1987 m. dalyvavau Almeida
festivalyje Londone, pasikvietiau ir perkusininkg Marting Alleng
bei Leslie Howard — vieng geriausiy iy dieny pianis¢iy virtuoziy.

Vykstant | 1988 m. Meny tarybos Siuolaikinés muzikos tinklo
koncertine kelione (Arts Council Contemporary Music Network
Tour), pakvietiau prisijungti dar vieng puiky pianistg — Marting
Jonesa. Norédami atlikti karinius keletui klavidiniy bei Styginiy
kvartetg Nr. 1, pakvietéme ir visg Balanescu styginiy kvarteta.
Programos a$imi tapo kiirinio Doctor Ox’s Experiment
(Epilogue) premjera — pirmasis vokalinis to paties pavadinimo
operos eskizas, kurj atliko Sarah Leonard. Tai buvo ir pirmasis
Chriso Ekerso, mano garso reZisieriaus, darbas su ansambliu.

Kitas kolektyvo raidos etapas prasidéjo tuomet, kai tapo
aitku, jog dél sudétingo koncerty tvarkaraicio Alexas Balanescu
ne visuomet galés prie masy prisijungti. Po ilgy gero
smuikininko paiesky supratau, kad Alexo nejmanoma pakeisti
kitu smuikininku — veréiau jau puikiu muzikantu, grojanciu
kokiu nors kitu instrumentu. Altininkas Billas Hawkesas tuo metu
grojo Alexo kvartete, ir as specialiai jam perradiau kai kurias
partitiras. Jo atéjimas ir tai, jog netrukus prie ansamblio

_prisijungé violon¢elininké Sophie Harris bei gitaristas Jamesas
Woodrow (su abiem muzikantais jau buvo teke dirbti kituose
kolektyvuose — The Smith Quartet, Icebreaker), labai greitai
nulémé nauja ansamblio skambesj: dominuojantj Zemy styginiy
tembra. Mano mégstama ansamblio sudétis — du altai,

GAVIN BRYARS ENSEMBLE

The Gavin Bryars Ensemble is between 6 and. 12 people
according to repertoire, but all are versatile musicians being
essentially chamber music players who are also exceptional
individual soloists. The ensemble has changed over the years,
and many fine players have either been members of the
ensemble or have performed with it on specific occasions. My
closest musical colleague Dave Smith has been with me longest,
and we worked together even before my ensemble came into
being.

Clarinettist Roger Heaton joined in 1986 when we performed
at the Flanders Festival in Ghent. Alexander Balanescu was also
a member then, along with two of my ex-students Jamie
McCarthy, who did the recorder solo in Sub Rosa, and
percussionist Andy Bilham. When | gave a series of concerts at
the 1987 Almeida Festival in London | added percussionist
Martin Allen, as well as Leslie Howard, one Sfthe great virtuoso
pianists of our day.

For the 1988 Arts Council Contemporary Music Network
Tour | added another great pianist Martin Jones to the group,
and we used the Balanescu String Quartet in its entirety so that
we could perform multi-keyboard works as well as the First
String Quartet.-The programme’s chief feature was the first
performance of Doctor Ox’s Experiment (Epilogue) which was
sung by Sarah Leonard, the earliest vocal draft for my
subsequent opera. This was also the first time that Chris Ekers,
my sound engineer, worked with the ensemble.

The next stage in the ensemble’s evolution came when it
became clear that Alex Balanescu's complex performing
schedule meant that he could not always join the ensemble. At
this point, having considered a number of fine solo violinists, |
decided that Alex was not replaceable by another violinist but
rather by a superb player on another instrument. Viola player
Bill Hawkes was then a member of Alex’s quartet and | re-wrote
some of the music for him. His presence, and in rapid succession
the arrival of cellist Sophie Harris and guitarist James Woodrow
- each following periods of work with them with other groups
(The Smith Quartet, icebreaker) - defined very quickly a new




violonéelé, elektriné ir akustiné gitaros, klarnetas bei bosinis
klarnetas, klavisiniai, musamieji ir, kartais, vokalas ~ iZsilaiké jau
septynerius metus.

Po koncerty 2000-aisiais ansamblis dvejus metus visiskai
nekoncertavo, nors jo nariai su manimi dalyvaudavo atskiruose
projektuose. 2002 m. kolektyva $iek tiek pertvarkiau: pakvieciau
sopranga Anna Maria Friman ir pakeiiau kelis styginiais
instrumentais griezian¢ius muzikantus.

The Old Tower of Lébenicht (1986, ver. 1994)

Originali The Old Tower of Lébenicht ("Senojo Lébenichto
bok3to”) versija ansambliui, pirma kartg 1986 m. atlikta
Almeidos festivalyje, buvo sumanyta kaip instrumentinio
interliudo eskizas operai pagal Thomo de Quincey’c poema
“Paskutinés Immanuelio Kanto dienos”. Siame operos epizode
Kantg erzina uZaugusios tuopos, uzstojanéios tolima boksto
vaizda, “kurio jis nebegaléjo aiskiai matyti... taciau kuris stovéjo
akyse tarytum ausyse skambanti tolima muzika - neaiski ar tik
pusiau suvokiama®”. MedzZiy savininkas, suZinojes apie Kanto
nepasitenkinima, juos patrumpina. Sis simetriskas interliudas
atitinka dvi skirtingas Kanto senojo boksto vizijas.

Véliau a3 perdirbau 3j karinj dviem aspektais. Pirmiausia
perradiau solo partijg violoncelininkei Sophie Harris. Tada

~ pridéjau nedidelj preliuda, paremtg Johno Coltrane’'o tema After

the Rain. Koncerta, kurj turéjome groti nuostabiame kieme po
atviru dangumi Feraroje, teko atidéti, nes priet pradedant groti
uzklupo didziulé audra. 5] preliuda (Doppo la Pioggia) parasiau
kita ryta, juo ir pradéjome atidétg pasirodyma.

Book of Laude (Laudy knyga)

2002 m. kovg Carolyn Carlson choreografinés kompozicijos
Writings on Water, atliekamos Malibrano teatre Venecijoje,
jzangai parasiau Lauda. Sios formos balsui solo $aknys — senosios
muzikos pasaulyje, dvasia ir skambesiu ji siejasi su XIV a.
laudomis be akompanimento. Zmonés, kurie i$ pradziy giedojo
laudas, buvo susibire | brolijas (visai kaip pranci$konai), ta¢iau
nebuvo susije su jokia baZny¢ia. Po tokiy vokaliniy Zirdies
atverimy, ko gero, sekdavo tylas apmastymai. Originalds pirmy
trijy Laudy prototipai i$ XIV a. jtraukti  ECM kompanijos i§leista
pirmajj Trio Mediaeval jra3g. Véliau CBS radijas man uzsaké
karinj rugséjo 11-osios minéjimo laidai, tad siai progai sukriau
Lauda Oi me lasso, kurioje prie soprano prisideda dar vienas
balsas - tenoras, pradZioje kaip burdonas, véliau jsitraukiantis j
dueta.

Visos solinés Laudos parasytos dainininkei Annai Mariai
Friman, o duetas - Annai ir Johnui Potteriui, kaip ir visos kitos
duetinés Laudos. Jie man davé XIV a. Cortonos laudy rinkinj ir
a$ pradéjau jas perdirbinéti — taip atsirado daugiau nei 40
vokaliniy kariniy. Dauguma jy paradyti sopranui solo, nemazai

sonority in the group: that of low strings. The formation that |
now favour (2 violas, cello, bass, electric/acoustic guitar, bass
clarinet/clarinet, keyboard, percussion and, periodically human
voice, has been in place for the last 7 years.

After the concerts in 2000 there was a break of two years in
which the ensemble did not perform at all, although members
of the ensemble took part in other projects with me. In 2002 |
reformed the ensemble adding the soprano Anna Maria Friman
and changing some of the string players.

The Old Tower of Lébenicht (1986, rev. 1994)

The original ensemble version of this piece was first
performed at the Almeida Festival in 1986 and is a sketch for an
instrumental interfude in a projected opera based on Thomas
De Quincey's The Last Days of Immanuel Kant. It occurs at a
point in the opera where Kant is disturbed at the way in which
growing poplar trees have obscured the view of a distant tower
which “he could not be said properly to see... but (which)
rested upon his eye as distant music on the ear - obscurely, or
but half revealed to the consciousness”. The owner of the trees,
learning of Kant's distress, has them cropped. This interlude,
which is broadly symmetrical, represents in effect the two
different states of Kant's response to his perceptions of the old
tower.

Since making this first version | have revised the piece in
two ways. Firstly | have re-written the solo part for my cellist,
Sophie Harris. Secondly | have added a short prelude, based on
John Coltrane's After the Rain. The concert we were to have
given in a beautiful outdoor courtyard in Ferrara was cancelled
when a violent storm broke out just as we were about to play.
This prelude (Doppo la Pioggia) was written the next morning
to open the postponed performance.

Book of Laude

In March 2002 | wrote a Lauda to be used for the opening
of the dance piece by Carolyn Carlson Writings on Waterto be
given at the Teatro Malibran, Venezia. This solo voice form has
its origins in the world of early music, being based in spirit and
feeling on the unaccompanied “laude” of the 14th century.
The people who originally sang such things - the ‘laudesi’ -
banded together in confraternities (not unlike the Franciscans)
but were not usually associated with any particular church.
These vocal outpourings were presumably followed by periods
of quiet reflection. The original 14th century version of the first
three Laude appears on the Trio Mediaeval’s first recording for
ECM. Later | was commissioned by CBC Radio to write a piece
for their September 11th anniversary broadcast and for this |
wrote a Lauda Oi me /asso in which the solo soprano voice is
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~ dviem balsams (sopranui ir tenorui), kiti - trims sopranams
unisonu, trims sopranams divisi ir keletas — solo balsui arba
dviem balsams su instrumentais.

| 3ig programa jtraukta Laude novella (Lauda Nr. 2) sopranui
solo ir Stomme allegro (Lauda Nr. 13), i§ pradziy sukurta dviem
balsams ir dviem instrumentams, taciau specialiai Siam koncertui
perrasyta solo sopranui, altui, violoncelei ir kontrabosui. Lauda
Nr. 13, naudota Carolyn Carlson 3okiui, buvo sukurta Laudy
koncertui, kurj atliko Anna Friman ir Johnas Potteris kartu su
Billu Hawkesu (altas) ir Gavinu Bryarsu (kontrabosas) Convent
del Carmen saléje. Tai buvo Gavino Bryarso instaliacijos, sukurtos
architekto Willo Alsopo projektui Valensijos architektiiros
bienaléje 2003 m. liepos ménesj, dalis. Karinys gerokai nutoles
nuo savo pradinés formos, taciau islaiko pradinés medziagos
muzikine atmosfera. ’

The Sinking of the Titanic (1969-)

The Sinking of the Titanic ("Titaniko skendimas”) gimé kaip
eskizas 1969 m. parodai, skirtai persekiojamiems dailés
studentams Portsmute paremti. Kadangi dirbau meno koledze,
man buvo jdomu paziaréti, kaip galéty atrodyti
konceptualiosios dailés atitikmuo muzikoje. Koncertinj 3io
kirinio variantg parasiau tik 1972 m. savo karybos vakarui
Queen Elizabeth Hall Londone ir per kitus trejus metus jj atlikau
keletg karty. 1975 m. parengiau versija, skirtg jradui — pirmajam
i$ dedimties mano jrasy, isleisty Briano Eno firmos Obscure. 1990-
aisiais padariau dar vieng, koncertinj Sio karinio jraia i3
Printemps de Bourges festivalio, nes ypatinga festivalio erdvé -
nebenaudojamas Napoleono laiky miesto vandens bok3tas —
bei dr. Ballard’o atrastos “Titaniko” nuolauzos paskatino mane
vél permastyti §ig muzika. Siaip ar taip, 3is karinys visuomet
buvo atviras — nors paremtas “Titaniko” nelaime, taciau
jtraukiantis bet kurig naujg informacija, atklydusia jau po
pirminés jo versijos sukarimo.

Visa kiirinyje naudojama medZziaga paimta i§ tyrimy ir
spélioniy apie prabangaus “neskestancio” lainerio skendima.
1912 m. balandzio 14 d. 23 val. 40 min. Siaurés Atlante
“Titanikas” susiddré su ledkalniu ir balandzio 15 d. 2 val. 20
min. nuskendo. 13 2201 jame buvusiy Zmoniy tik 711 buvo lemta
pasiekti Niujorka. Pradinis karinio impulsas buvo paskelbtas
faktas, kad iki paskutinés akimirkos orkestras laive griezé himna.
Korinyje panaudota ir daugelis kity nelaimés detaliy, kurios
generuoja muziking ar garsine medzZiaga arba "nukelia ] kitas
erdves”. Himnas, grotas per tas penkias paskutines laivo
gyvavimo minutes, buvo identifikuotas remiantis jaunesniosios
radijo operatorés Harold Bride 1912 m. balandzio 19 d. interviu
laikrastyje New York Times:

“...laivagalyje girdéjosi orkestro grieziamos melodijos...
Laivas pamazu sviro j priekj, tarsi galva j vandenj nardinanti
antis... Orkestras nesiliové grojes. Man regis, visi orkestrantai

joined by a second voice, a tenor, initially as a drone, but
eventually forming a duet.

The solo Laude are all for Anna Maria Friman, and the duo
was for Anna and John Potter, as are all the duo Laude. They
then gave me a collection of Laude from 14th century Cortona
and | have now embarked on setting all of these to give a total
of over 40 vocal pieces. The majority are for solo soprano, many
are for two voices - soprano and tenor, others are for three
sopranos in unison, three sopranos divisi, and some for solo
voice or two voices plus instruments.

The two Lauda in the programme here are Laude novella
(Lauda 2) for solo soprano, and Stomme allegro (Lauda 13)
originally for two voices and 2 instruments but here specially
arranged for solo soprano, viola, cello and bass. The solo
soprano - the one used in the Carolyn Carlson dance piece -
Lauda 13 was written for a concert of Laude given by Anna
Friman and John Potter, with Bill Hawkes (viola) and Gavin
Bryars (bass) in the Convent del Carmen as part of an installation
provided by Gavin Bryars for the architect Will Alsop’s project
in the Valencia Architecture Biennale in June 2003. It represents
a substantial departure from the original form yet still stays
faithful to the musical climate of the source material.

The Sinking of the Titanic (1969-)

-This piece originated in a sketch written for an exhibition in
support of beleaguered art students at Portsmouth in 1969.
Working as | was in an art college environment | was interested
to see what might be the musical equivalent of a work of
conceptual art. It was not until 1972 that | made a performing
version of the piece for part of an evening of my work at the
Queen Elizabeth Hall, London and during the next three years
| performed the piece several times. In 1975 | made a recorded
version for the first of the ten records produced for Brian Eno’s
Obscure label. In 1990 | re-recorded the piece 'live’ at the
Printemps de Bourges festival when the availability of an
extraordinary space - the town’s disused water tower dating
from the Napoleonic period - and the rediscovery of the wreck
by Dr. Ballard made me think again about the music. In any
case the piece has always been an open one, being based on
data about the disaster but taking account of any new
information that came to hand after the initial writing.

All the materials used in the piece are derived from research
and speculations about the sinking of the “unsinkable” fuxury
liner. On April 14th 1912 the Titanic struck an iceberg at 11.40
PM in the North Atlantic and sank at 2.20 AM on April 15th. Of
the 2201 people on board only 711 were to reach New York.
The initial starting point for the piece was the reported fact of
the band having played a hymn tune in the final moments of
the ship’s sinking. A number of other features of the disaster
which generate musical or sounding performance material, or
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nuskendo. Tuo metu jie grojo “Rudenj”. Plaukiau kiek
jkabindama. Ko gero, buvau uZ kokiy 150 pédy, kai ant nosies
pasvirgs Titanikas su ore styran¢iu laivagaliu pradéjo létai
grimzti... Tai, kaip orkestras tebegrojo, buvo be galo kilnu...
Paskutinj kartg juos maciau pladuriuodama, jau uZsijuosusi
gelbéjimo dira, o jie vis grojo “Rudenj”. Nejsivaizduoju, kaip
jie tai daré”.

Taigi 3is anglikony himnas tampa pagrindiniu, jvairiausiai
naudojamu muzikos elementu, ant kurio sluoksniuocjama visa
kita medziaga. Nors §j kiirinj sumaniau pries daugelj mety, man
patinka vis naujai pazvelgti j jo medziagg ir girdéti gaivias jo
interpretacijas.

The North Shore (1993)

Karinys The North Shore ("Siauriné pakranté”) pirmiausia
buvo paradytas altui ir fortepijonui ir skirtas Jameso Hugonino
parodos Edinburge atidarymui, kur jj pirma karta atliko Billas
Hawkesas ir Nicas Hodgesas. Véliau buvo pailginta kompozicijos
trukmé, o instrumentuoté praplésta iki solo alto, styginiy ir
arfos (arba fortepijono).

Dirbdamas su Billu Hawkesu, o anks¢iau - su Alexandru
Balanescu, susidoméjau altu kaip ansambliniu ir solo
instrumentu. 13 tiesy tos parodos atidarymui noréjau sukurti
kairinj balsui ir altui, tatiau neturédamas dainininko parasiau
instrumenting pjese, vis délto islaikydamas pradinj sumanyma
susieti kdrinj su konkredia geografine vieta. Man ypa¢ patinka
rysys tarp Hugonino paveiksly abstrakcijos ir vietos, kurioje jie
nutapyti, t.y. Siaurés Ryty Anglijos.

Kadangi jau buvau sukares vokaliniy kiriniy, kuriuose
naudojau Nortumberlendo dialektu paradytus tekstus
(Caedmono poezija), nutariau pasistaméti dar zemiau, j Vitbj,
kuriame vaikystéje leidau vasaras, ypa¢ prie Sv. Hildos
vienuolyno uoly. Karinio The North Shore jkvépimo Zaltiniu
tapo i atSiauri vieta, kuri, beje, jkvépé ir netrukus parasyto
vokalinio kirinio pagal Bramo Stokerio “Drakula” siuzeta. Tai
tarsi savotidkas atsakas “Siaurés idéjai”, aptinkamai Glenno
Gouldo radiniuose ir radijo laidose, taip pat—apmastymai apie
Jules’o Verne'o personaZo kapitono Hatero pamiima, kurio
apséstas 3is éjo vis tolyn j Siaure.

Karinys dedikuotas Debbie Mason.

Adnan Songbook (1996)

Kirinj Adnan Songbook (”Adnan dainy knyga”) sudaro
astuoni i3 Libano raytojos Etelés Adnan “Meilés eiléras¢iy”.

Etelé seniai paliko Beiruta, §iuo metu gyvena ir dirba
Kalifornijoje bei ParyZiuje. 1984 m. mes su ja dirbome Roberto
Wilsono operiniame projekte CIVIL WarS - viena tos operos
arija pagal Etelés zodZius La Reine de la Mer yra jtraukta |
mano kantatg Effarene. Saltg ziema kartu su kitais atlikéjais bei

which “take the mind to other regions’, are also included. The
final hymn played during those last 5 minutes of the ship’s life
was identified in an account by Harold Bride, the junior wireless
operator, in an interview for the New York Times of April 19th
1912:

“...from aft came the tunes of the band.....The ship was
gradually turning on her nose - just like a duck that goes down
for a dive... The band was still playing. | guess all of the band
went down. They were playing “Autumn” then. | swam with
all my might. | suppose | was 150 feet away when the Titanic,
on her nose, with her afterquarter sticking straight up in the
air, began to settle slowly.... The way the band kept playing was
a noble thing... the last | saw of the band, when | was floating
out in the sea with my lifebelt on, it was still on deck playing
“Autumn”. How they ever did it | cannot imagine.”

This Episcopal hymn, then, becomes the principle element
of the music and is subject to a variety of treatments and it
forms a base over which other material is superimposed.
Although I conceived the piece many years ago | continue to
enjoy finding new ways of looking at the material in it and
welcome opportunities to look at it afresh.

The North Shore (1993)

This piece, originally for viola and piano, was written for
Bill Hawkes and Nic Hodges to play at the opening of an
exhibition of the work of James Hugonin in Edinburgh. It has
been subsequently expanded both in duration and
instrumentation to give the present work for solo viola, strings
and harp (or piano).

Through working with Bill Hawkes, and earlier with
Alexander Balanescu, | have become more and more interested
in the viola both in ensemble and as a solo instrument. Indeed
I' was originally to write a work for voice and viola for the
exhibition but due to the unavailability of the singer | wrote
this instrumental piece instead, retaining nevertheless the
original intention of connecting the piece with a specific
geographical region. | particularly like the relationship between
the abstraction of Hugonin’s paintings and the location where
they are painted - the North East of England.

Having already written a number of vocal pieces that use
Northumbrian texts (by Caedmon) | decided however to move
a little further down the coast, to Whitby where | had spent
summers as a child and particularly to the cliffs by St Hilda's
Abbey. The North Shore, therefore, takes this austere location
as its inspiration - the same as the descriptive narrative used for
the vocal piece | subsequently wrote based on Bram Stoker’s
Dracula. It represents a kind of response to the Idea of North
found in the work of Glenn Gould, as well as areflection onthe
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scenografais mes dirbome nuo3aliame La Sainte Baume
vienuolyne, esanc¢iame kalnuose virs Marselio.

Pirmasis i$ ty eilérasciy, kurj panaudojau, buvo penktas i$
minétojo rinkinio - §ig daing 1992 m. parasiau Mary Wiegold ir
Composers Ensemble. Dainas pagal pirma ir antrg eilérascius,
kurias dainavo Sarah Leonard, BBC uzsakymu sukiriau 1995
m. “Dainy knygu” ciklui, jtrauktam j jy rengiama Fairest Isle
sezono programa. Likusias dainas uzsaké Almeidos festivalis,
jas 1996 m. parasiau Valdinés Anderson ir mano ansamblio
pasirodymui. Pirma karta visa cikla Valdine atliko 1996-yjy liepa.

Dainy instrumentuoté ribota: pasitelkiami tik 6
instrumentalistai, prisilaikant mano ansambliui badingo
skambesio, t.y. 2 altai, violonéelé, kontrabosas, elektriné gitara
(kei¢iama j akustine) ir bosinis klarnetas (kei¢iamas j klarneta).
Vokalo partija, skirta auk$tam lyriniam sopranui, buvo paradyta
specialiai Valdinei, ir visais atzvilgiais muzika buvo raSoma turint
omeny manuosius atlikéjus. Bosinis klarnetas seniai buvo vienas
mégstamiausiy mano instrumenty, ir man patinka iSnaudoti
krastutiniy jo registry galimybes. Taip pat mégstu, kai elektrine
gitara grojama be atakos, leidziant tesiamiems akordams arba
melodinéms linijoms papildyti tesiamas styginiy partijas. 5j
gruoblétg elektrinés gitaros ir Zemy styginiy derinj pirmakart
panaudojau kartu su Billu Frisellu karinyje After the Requiem
(1990). Styginiy sudétis ¢ia - tarsi gerokai Zemyn transponuotas
styginiy kvartetas. Paskutinése trijose dainose bosinj klarneta
kei¢ia klarnetas in B, o elektrine gitarg — klasikinis akustinis
instrumentas.

Tarp atskiry dainy, kaip ir tarp eilérasc¢iy, galima pastebéti
daug sasauky. Trys i§ jy yra prapléstos instrumentiniais epilogais,
kuriuose skamba altas (2 ir 8 dainoje) bei klarnetas (6 dainoje).
Pirmosios dvi dainos atliekamos be pertraukos.

Adnan Songbook skyriau savo draugams Janei Quinn ir
Martinui Duignanui.

Gavin Bryars

obsession of Jules Verne's Captain Hatteras who, in his final
madness, would walk only towards the north.
The piece is dedicated to Debbie Mason.

Adnan Songbook (1996)

The songs in the Adnan Songbook set a group of eight
Love Poems by the Lebanese writer Etel Adnan.

Etel left Beirut many years ago and now lives and works in
California and Paris.

| collaborated with her on Robert Wilson's large scale
operatic project, the CIVIL WarS in 1984, and one aria from that
opera to words by Etel, La Reine de la Mer, forms part of my
cantata Effarene. We worked together, with a number of other
performers and designers, in the isolated setting of the
Monastery of La Sainte Baume in the mountains above
Marseilles in a bitterly cold winter. i}

The first of the poems to be set was the fifth one which was
written for Mary Wiegold and the Composers Ensemble in 1992.
The first and second, sung by Sarah Leonard, were written in
1995, commissioned by the BBC for the ‘Songbook’ series as
part of their ‘Fairest Isle’ season. The remainder were
commissioned by the Almeida and written in 1996 for
performance by Valdine Anderson with my ensemble and she
gave the first complete performance in July 1996.

The instrumentation is a restrained one using only 6 players
but with a combination of instrumental sonorities that
characterise my ensemble: 2 violas, cello, double bass, electric
guitar (doubling acoustic guitar) and bass clarinet (doubling
clarinet). The vocal part, being for a high lyric soprano, was
written for Valdine and in all cases the music is written with my
own performers in mind. The bass-clarinet, for example, has
long been one of my favourite instruments and | enjoy the
possibility of its extreme ranges. With the electric guitar |
generally prefer it to be played without attack, allowing
sustained chords or melodic lines to complement those of the
strings, and this grainy combination of electric guitar and low
strings was one which | first used with Bill Frisell in After the
Requiem (1990). The formation of the strings here provides in
effect a kind of string quartet, transposed substantially
downwards. For the last three songs the bass-clarinet moves to
B flat clarinet, and the electric guitar changes to the classical
acoustic instrument.

There are many cross-references between the songs, as there
are between the poems, and three of them are extended by
instrumental epilogues - viola for numbers 2 and 8, clarinet for
number 6. The first two songs are played together without a
break.

The Adnan Songbook is dedicated to my friends Jane Quinn
and Martin Duignan.

Gavin Bryars




ADNAN SONGBOOK
!

t had a gypsy
with Indian Silver
all over her body

She had a

navel like the morning star
and eyes

like the meadows

of the sierras

She was a deer
and a trail
leading to an archetypal lake

One day the sun shone on her hair
and the forest caught fire

only the car broke down

by the curve of the road

And we slept on a hospital bed
torise again
like the Indian Rainbow

The sun came in
The pain went out
a window on the lone mountain

]

became

a tree decrucified
rendered

to

its roots.

2000 years of suffering redeemed
in a woman'’s two-days’

flight

from paradise to paradise

we went with no mule

nor train

but with our hands and our eyes.

| went to the drugstore

to sell my pain

I got a penny and bought an Indian rug
on the grey wool

I read the footstep of

a sheep

on the black line

| followed a trail

and we arrived at a meadow

there, only water talked

to us

we spoke of rain and fire

and the three of us

slept together

because we became the morning dew.

v

No one asked you to be an angel of
fear
or even death

We only wanted your skin to be
as smooth

as the sea

an October afternoon

in Beirut, Lebanon

between two civil wars.

You came

with a handful of pain

and a smile

which broke the ground under my feet
as the earthquake does

when two people

meet.

\Y

You are a white cloud
coming down my spine
fire moves its fingers along
my pain

but two black eyes remain
resolved in tears

and

the cloud becomes a song
| heard in the fog

and over the city

while you were counting
the money




for yesterday’s hospital
bed.

We are not playing a game
of sorrow

we are trying to grow
wings

and

fly.

Vi

You are under my hands

a piece of fire

which doesn’t burn itself out,
ever

You cry with the rain
and laugh every morning
at the advent of the sun

| see you

with your cousins the deer
chase shadows

under the oak trees of the ranch

You refused a
voyage to the moon
in order to

stay

a moment more

in bed.

\i

White as the unfolded tree
of awinterin

advance

on the sun’s decisions

you draw my naked body

on the city’s

invisible walls

and a million tiny roads

go to a single point.

White as Ophelia’s pallor

you make haggard statements
so that

madness and reason be reconciled
for ever

and the warmth of your

passion

takes on

the color of frost
white as a permanent spring.

Vil

My hand on your hand
both

in‘the hollow of

atree

one sky chasing another
sky

both

deviouring atoms

and

.- going to the moon.

Green is the colour of
space.

Two lips tasting mushrooms

and the Colorado River

haunting

thevillage...

from the persistent Mediterranean

' to the persistent

Pacific

We cut the roads with our feet
share baggage and

food

running always one second
ahead of the running of

Time

we are travelling at some
infinite speed

we are not scared.
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