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Jau $esiolikti metai festivalio ,Gaida” déka Vilniaus ruduo skamba
kitaip. Drasios muzikinés idéjos, netikéti instrumenty deriniai
ir atvirumas naujovéms | masy miestg atvilioja geriausius
muzikantus, pasaulyje Zinomus muzikos autorius, o susitikimo su
jais laukia vilnieciai.

Kaip miesto vadovas, dziaugiuosi ir didziuojuosi, kad Vilnius
tampa atviros kdrybos vieta, ir festivalis ,Gaida” yra ryskus to
patvirtinimas.

Linkiu jsimintiny abipusiy atradimy ,Gaidoje” - ir karéjams, ir
klausytojams.

Artaras Zuokas
Vilniaus miesto meras

For sixteen years now the festival Gaida makes the autumn
in Vilnius sound different. Brave musical ideas, unexpected
instrument combinations and openness to innovation attract the
best musicians and internationally renowned composers, while
the inhabitants of Vilnius are always looking forward to seeing
them.

As the head of the city, | am pleased and proud that Vilnius is fast
becoming a locus of open creativity. The festival Gaida is the best
proof of that.

| hope Gaida will bring impressive discoveries to both the artists
and the audience.

The Mayor of Vilnius City
Artirras Zuokas
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16-asis aktualios muzikos festivalis

GAIDA

PROGRAMA

Spalio 20, penktadienis, 19 val.,

LITEXPO naujoji salé

Lietuvos valstybinis simfoninis orkestras
Inesa Linaburgyté (mecosopranas)

Kamerinis choras ,Jauna muzika”

Dirigentas Gintaras Rinkevicius

Marius Baranauskas Islydyta mintis *
Vytautas Laurusas Symphonia Latina *
Steve Reich The Desert Music

Spalio 21, Sestadienis, 19 val.,

Siuolaikinio meno centras

Jean-Francois Laporte & Productions
Totem Contemporain (Kanada)

Muzika specialiai sukonstruotiems unikaliems
instrumentams

Khéra sound installation

The FlyingCan Duo

Vortex for 8 FlyingCan players

~

Spalio 22, sekmadienis, 19 val.,
Nacionaliné filharmonija
Gidon Kremer & Kremerata Baltica

David Geringas (violoncelé),

Fridrich Lips (bajanas),

Ula Ulijona (altas), Marta Sudraba (violoncelé)
Sofia Gubaidulina Styginiy trio

Sofia Gubaidulina Septyni Zodziai

Algirdas Martinaitis La Verna *

Giya Kancheli Sutemos

Spalio 23, pirmadienis, 19 val.,

Sv. Kotrynos baznycia

Ensemble Eclat Seoul (Piety Koréja)
Dirigentas Jin Soo Kim

Vlytautas Germanavicius Be Melting Snow *
Seung Jae Chung Well-tempered Quartet
Isang Yun Trio

Seung Hyun Yun Echoes

Viytautas Barkauskas Contactus Nr. 1, Op. 128 *

Spalio 23, pirmadienis, 21 val.,
Siuolaikinio meno centras
Jean-Francois Laporte &
Productions Totem Contemporain
(Kanada)

Waves

Choreografija ir Sokis Loretos
Juodkaités

Muzika specialiai sukonstruotiems
unikaliems instrumentams ir
Siuolaikinio $okio bei kiino plastikos
kompozicijos

Spalio 24, antradienis, 19 val.,
Nacionaliné filharmonija

Gaida Ensemble: Acoustica
Dirigentas Daniel Gazon

Jean-Luc Fafchamps Lettres Soufies: Gh
Yan Maresz Entrelacs

Raminta Serkinyté Migdoly Zydéjimas
Bronius Kutavicius Vasaros darbai *

Spalio 25, treciadienis, 19 val.,
Nacionalinio dramos teatro maZoji salé
Vytautas V. Jurgutis

Time Line *

Multimedijinis Sokio projektas

Kdrinio idéja, koncepcijos, muzika,
video, scenografija Vytauto V. Jurgucio,
choreografija Kauno Sokio teatro ,Aura”
Mantas Stabacinskas, Paulius Tamolé,
Lina Puodziukaité, Asta Brilingiené,
Audra Liskeviciate (Sokéjai)

Spalio 25, treciadienis, 21 val.,
Siuolaikinio meno centras

Pan Sonic (Suomija) ir Alter Ego
(Italija)

Microwaves

Atli Ingdlfsson Snap

Yan Maresz Link

GiovanniVerrando Harmonic Domains #2
Riccardo Nova Thirteen — 13x8@terror
generating deity

Spalio 26, ketvirtadienis, 19 val.,
Nacionaliné filharmonija
Mauricio Kagel: Stiicke der
windrose

musikFabrik (Vokietija)
Dirigentas Mauricio Kagel
Osten

Siidwesten

Norden

Siiden

Siidosten

Westen

Spalio 27, penktadienis, 19 val.,
Siuolaikinio meno centras

Yan Maresz

Paris qui dort

Court-Circuit (Prancazija) ir IRCAM
Dirigentas Pierre-André Valade
Muzika begarsiam reZisieriaus René
Clair filmui
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Spalio 27, penktadienis, 21 val.,

Siuolaikinio meno centras

Gaida ensemble: Cinemusica
(Ne)bylusis lietuviskas kinas

Dirigentas Robertas Servenikas

Nomeda Valanciaté Mars, mars, tra-ta-ta! *
Sariinas Nakas Evangelija pagal kalvj Ignotq *
Gintaras Sodeika Calculus *

Ramunas Motiekaitis Mano iliuzijos garsas *

Spalio 28, Sestadienis, 19 val.,

Nacionaliné filharmonija

Lietuvos nacionalinis simfoninis
orkestras

Rata ir Zbignevas Ibelhauptai (fortepijonai)
Dirigentas Robertas Servenikas

Antanas Jasenka 0/7 *

Osvaldas Balakauskas Movimenti Il *
Edgard Varése Déserts (video - Bill Viola)
Helmut Lachenmann Schreiben

Lapkricio 20, pirmadienis, 19 val.,
Kongresy rumai

Gaida Post Scriptum:

Steve Reich and Musicians (JAV)
Synergy Vocals

Steve Reich Drumming (Part )

Steve Reich Music for Mallet Instruments,
Voices and Organ

Steve Reich Music for 18 Musicians

~

Susitikimai, konferencijos ir kiti
renginiai

Spalio 26, ketvirtadienis, 16 val.,

Lietuvos kompozitoriy sajunga

Apskritas stalas “Naujosios muzikos
festivaliai ir 21 a. iSSukiai”

Dalyvauja:

Christine Fischer, Musik der Jahrhunderte,
ISCM Pasaulio muzikos dienos 2006
Stutgarte, vykdancioji direktore (Vokietija)
Matthias Osterwold, MaerzMusik festivalis,
meno vadovas (Vokietija)

Tino Haenen, Ars musica festivalis, meno
vadovas (Belgija)

Geir Johnson, Ultima festivalis, meno
vadovas (Norvegija)

Daiva Parulskiené, Gaidos festivalio atstové
Rata Gostautiené, muzikologé

Moderatorius: Rainer Péllmann, radijo
prodiuseris Deutschlandradio Kultur,
Ultraschall festivalis, mano vadovas
(Vokietija)

Spalio 26, ketvirtadienis, 12 val.,
Lietuvos kompozitoriy sajunga
Susitikimas su kompozitoriumi
Mauricio Kageliu

16th Contemporary Music Festival

GAIDA

PROGRAMME

20 October, Friday, 7 p.m.,

LITEXPO New Hall

Lithuanian State Symphony Orchestra
Inesa Linaburgyté (mezzo-soprano)
Chamber Choir“Jauna muzika”

Conductor Gintaras Rinkevicius

Marius Baranauskas The Molten Thought *
Vlytautas Laurusas Symphonia Latina *

Steve Reich The Desert Music

21 October, Saturday, 7 p.m.,
Contemporary Art Centre
Jean-Francois Laporte & Productions
Totem Contemporain (Canada)

Music for specially designed unique
instruments

Khéra sound installation

The FlyingCan Duo

Vortex for 8 FlyingCan players

22 October, Sunday, 7 p.m.,

National Philharmonic Hall

Gidon Kremer & Kremerata Baltica
David Geringas (cello), Fridrich Lips (bajan),
Ula Ulijona (viola), Marta Sudraba (cello)
Sofia Gubaidulina String trio

Sofia Gubaidulina Seven Words

Algirdas Martinaitis La Verna *

Giya Kancheli Twilight

23 October, Monday, 7 p.m.,

St. Catherine’s Church

Ensemble Eclat Seoul (South Korea)
Conductor Jin Soo Kim

Vytautas Germanavicius Be Melting Snow *
Seung Jae Chung Well-tempered Quartet
Isang Yun Trio

Seung Hyun Yun Echoes

Vytautas Barkauskas Contactus No. 1, Op. 128 *

p
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23 October, Monday, 9 p.m.,
Contemporary Art Centre

Jean-Francois Laporte & Productions

Totem Contemporain (Canada)
Waves

Choreography and dance by Loreta
Juodkaité

Music for specially designed unique
instruments and modern dance
compositions

24 October, Tuesday, 7 p.m.,

National Philharmonic Hall

Gaida Ensemble: Acoustica
Conductor Daniel Gazon

Jean-Luc Fafchamps Lettres Soufies: Gh
Yan Maresz Entrelacs

Raminta Serkényté Almond Blossom
Bronius Kutavicius Summer Toils *

25 October, Wednesday, 7 p.m.,

Small Hall of the National Drama Theatre
Vytautas V. Jurgutis

Time Line *

Multimedia dance performance

Idea, conceptions, music, video,
scenography by Vytautas V. Jurgutis,
choreography by Kaunas dance theatre
“Aura”

Mantas Stabacinskas, Paulius Tamolé,
Lina PuodZiukaité, Asta Brilingiené, Audra
Liskeviciate (dancers)

~

25 October, Wednesday, 9 p.m.,
Contemporary Art Centre

Pan Sonic (Finland) & Alter Ego
(Italy)

Microwaves

Atli Ingdlfsson Snap

Yan Maresz Link

Giovanni Verrando Harmonic Domains #2
Riccardo Nova Thirteen - 13x8@terror
generating deity

26 October, Thursday, 7 p.m.,
National Philharmonic Hall
Mauricio Kagel: Stiicke der
windrose

musikFabrik (Germany)
Conductor Mauricio Kagel
Osten

Sitidwesten

Norden

Siiden

Siidosten

Westen

27 October, Friday, 7 p.m.,
Contemporary Art Centre

Yan Maresz

Paris qui dort

Court-Circuit (France) & IRCAM
Conductor Pierre-André Valade

Music for the silent film by the director
René Clair

27 October, Friday, 9 p.m.,

Contemporary Art Centre

Gaida ensemble: Cinemusica

(Un)silent Lithuanian Cinema

Conductor Robertas Servenikas

Nomeda Valanciaté March, March, Tra-ta-ta! *
Sariinas Nakas The Gospel According to
Blacksmith Ignotas *

Gintaras Sodeika Calculus *

Ramanas Motiekaitis The Sound of My Illusion *

28 October, Saturday, 7 p.m.,

National Philharmonic Hall

Lithuanian National Symphony
Orchestra

Rata and Zbignevas Ibelhauptai (pianos)
Conductor Robertas Servenikas

Antanas Jasenka 0/7 *

Osvaldas Balakauskas Movimenti Il *
Edgard Varése Déserts (video - Bill Viola)
Helmut Lachenmann Schreiben

20 November, Monday, 7 p.m.,

Congress Concert Hall

Gaida Post Scriptum:

Steve Reich and Musicians (JAV)

Synergy Vocals

Steve Reich Drumming (Part I)

Steve Reich Music for Mallet Instruments, Voices
and Organ

Steve Reich Music for 18 Musicians

Meetings, conferences and other
events

26 October, Thursday, 4 p.m.,

Lithuanian Composers’ Union

Round table “Contemporary Music
Festivals and Challenges of the 21st
Century”

Participants:

Christine Fischer, Musik der Jahrhunderte,
ISCM World Music Days 2006

in Stuttgart, managing director (Germany)
Matthias Osterwold, MaerzMusik Festival,
artistic director (Germany)

Tino Haenen, Ars musica Festival, artistic
director (Belgium)

Geir Johnson, Ultima Festival, artistic
director (Norway)

Daiva Parulskiené, Gaida Festival, deputy
director (Lithuania)

Rita Gostautiené, musicologist
(Lithuania)

Moderator: Rainer Péllmann, editor

and executive producer with
Deutschlandradio Kultur,

Ultraschall Festival, artistic director
(Germany)

26 October, Thursday, 12 noon,
Lithuanian Composers’ Union, 12.00
Meet the composer Mauricio Kagel

p



Steve Reich (g. 1936) neseniai buvo pavadintas ,geriau-
siu gyvu Amerikos kompozitoriumi” (,The Village Voice”),
soriginaliausiu Siy laiky muzikos mastytoju” (The New
Yorker”) ir ,vienu didZiausiy pastarojo amziaus kompo-
zitoriy” (,The New York Times”). Reichas yra pirmosios
kompozitoriy minimalisty kartos atstovas, kuriai taip pat
priklauso Phillipas Glassas, Terry'is Riley'is ir La Monte
Youngas. Reicho muzika issiskiria stipriu nuolatiniu rit-
miniu pulsu bei grieZtai diatoninémis ir tonaliomis har-
monijomis. Jo karybos Saknys giliai jsiSaknijusios ,ame-
rikietisSkos” muzikos dirvoje; nesilpnéjantis ritminis pul-
savimas ir trumpos pasikartojancios melodinés figaros
daznai lyginamos su rock’n’roll ir be-bop stilistika. Taciau
nuo pat ankstyvujy kariniy magnetofono juostai Reicho
muzikos plotuose atsidaré ir akademinés Vakary muzi-
os reiskiniai, kaip ir nevakarietiskos muzikos struktaros,
rmonijos bei ritmai.

Steve Reich (b. 1936) was recently called “America’s
greatest living composer” (The Village Voice), “the
most original musical thinker of our time” (The New
Yorker) and “one of the great composers of the cen-
tury” (The New York Times). Reich is typically grouped
together with other first generation minimalist com-
posers such as Phillip Glass, Terry Riley and La Monte
Young. His music is characterized by a strong, steady
pulse and strictly diatonic and tonal harmonies. The
music is deeply “American” in its roots, with an un-
relenting pulse and short, repeating melodic figures
often compared to rock'n'roll and be-bop. However,
from his early taped pieces, Reich’s path has embraced
also aspects of Western Classical music, as well as the
structures, harmonies, and rhythms of non-Western
music.

Born in New York and and spent much of his early
childhood travelling from New York to California. Re-
ich graduated with honors in philosophy from Cornell
University in 1957. After these studies he turned to
composition, first with Persichetti at Julliard (1958-
61), then with Luciano Berio and Darius Milhaud at
Mills College (1962-63).

His first major works were created in the early 1960s
at the San Francisco Tape Music Center. These tape
pieces, such as “It's Gonna Rain” (1965) and “Come
Out” (1966), are the earliest examples of “phasing,’
one of Reich’s most used and most well known tech-
niques. In this process, two tape loops are set into mo-
tion at two slightly different speeds, so that the tapes
begin in unison and slowly shift “out of phase”, creat-
ing a new set of harmonies and rhythms. This process
was later incorporated into several pieces of 1967 for
traditional acoustic instruments (or instruments and
tape), such as “Piano Phase” and “Violin Phase".

p
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Reichas gimé Niujorke ir didziaja vaikystés dalj praleido nuolat keliaudamas i$ Niujorko j Ka-
lifornija. 1957 m. su pagyrimu baiges filosofijos studijas Kornelio universitete, galiausiai pa-
sinéré j kompozicijos mokslus, pirmiausia studijuodamas pas Vincentg Persichettj Dzuljardo
muzikos mokykloje (1958-61), véliau — pas Luciano Berio ir Dariusa Milhaud Millso koledze
(1962-63).

Pirmieji svarbis kompozitoriaus kariniai buvo sukurti 7-ojo des. viduryje, San Francisko ,Tape
Music” centre. Tai kompozicijos magnetofono juostai (kurioje jrasyta tik zmogaus kalba) ,It's
Gonna Rain” (1965) ir,,Come Out” (1966), kuriose pirma karta pritaikyta dazniausiai naudota
ir puikiai Zinoma Reicho ,pasislinkusios fazés” technika. Si technika realizuojama vienu metu
pradedant sukti dvi magnetinés juostos ,kilpas” Siek tiek skirtingais greiciais, palaipsniui ,fa-
zés" visidkai i$siskiria, sukurdamos naujas harmonijas ir ritmus. Si technika buvo pritaikyta ir
kituose 1967 m. Reicho kuriniuose tradiciniams instrumentams (ar instrumentams ir magne-
tofono juostai) ,Piano Phase” ir,Violin Phase”.

1966 m. Reichas nusprendé tapti savo muzikos atlikéju ir subaré muzikanty grupe (ta pacia
praktika plétojo ir Philipas Glassas, Terry'is Riley'is, La Monte Youngas). Pradinis trijy nariy an-
samblis 1971 m. iSsiplété iki 12 muzikanty bei dainininky ir tapo Zinomas kaip ,Steve Reich
and Musicians’, kiek véliau ansamblis padidéjo iki 18 nariy.

1970-yjy kompozitoriaus kelioné j Gang ir Afrikos bagny technikos studijavimas jkvépé su-
kurti ,Drumming”. Reichas nuolat pabrézia, kad ,Drumming” sukdrimo tikslas nebuvo Afrikos
blgny muzikos kopijavimas, bet veikiau patvirtinimas, kad akustiniai muzikos instrumentai
gali bati daug turtingesni ir sudétingesni nei elektroniniai ir, kad musamieji gali tapti domi-
nuojaniais jvairiuose komplikuotuose muzikos kariniuose. Sis karinys yra didziulés apimties,
tai valandg trunkantis vienos ritminés lastelés plétojimas, detalizavimas ir daugkartinis or-
kestravimas. Viename svarbiausiy XX a. kariniy,Drumming” Reichas paskutinj karta naudojo
Jpasislinkusios fazés” technika.

Nuo 1973 m. Reichas susikoncentruoja ties muzikos karimu didesniems ansambliams. Sio
laikotarpio Reicho muzikai budingos daug greitesnés harmoninés ir melodinés kaitos bei
jvairesnés (nors vis dar grieztai diatoninés) harmoninés kalbos. Tai puikiai atsispindi kompozi-
cijoje,Music for 18 Musicians” (1976), kuri tapo pirmuoju kariniu Zenklinanciu kompozitoriaus
stiliaus 10zj, o taip pat kariniuose ,Music for a Large Ensemble” (1978) ir,Octet” (1979).

8-0jo des. pabaigoje ir 9-ojo des. pradzioje Reichas ir toliau tolsta nuo muzikiniy struktdry
repeticijy ir Iétos harmonijy kaitos, vis intensyviau naudodamas energingesnes ir jmantres-
nes melodijas tokiuose kariniuose kaip ,Tehillim”ir ,The Desert Music’, kuriame tekstas tam-
pa neatsiejama dalimi. 1988 m. karinys ,Different Trains” styginiy kvartetui ir kalbos jraSams
tapo dar vienu lazio kdriniy, nes jame, kaip ir ankstyvojoje karyboje, jrasyta Zmogaus kalba

~

In 1966 Reich decided he would be a performer of his own music and set about forming a
group of musicians to realize this (the same practice developed Philip Glass, Terry Riley and
La Monte Young). At first there were three members, later in 1971 the ensemble expanded to
12 musicians and singers and became known as Steve Reich and Musicians, more later they
grew up to 18.

In 1970 Reich journey to Ghana to study African drumming inspired his “Drumming”. Reich is
keen to point out that the purpose writing of “Drumming” was not to replicate African drum-
ming but that it confirmed to him that acoustic instruments can be richer and more complex
than electronic instruments and percussion can be the dominant voice in complex classical
music. This piece is an enormous, hour-long elaboration of a single rhythmic cell, developed
and re-orchestrated. “Drumming”is not only a key work in 20th century music, but in Reich’s
output as this was to be the last work to use the phase shifting technique.

From 1973, Reich concentrated on writing for larger ensembles. Reich’s music of this period is
characterized by a considerably faster harmonic and melodic rate of change, and by a more
diverse (though still strictly diatonic) harmonic language. It is very clear seen in “Music for 18
Musicians” (1976), which was a major turning point in Reich'’s style, and also in “Music for a
Large Ensemble” (1978) and “Octet” (1979).

The late 70s and early 80s saw an even greater pull away from the repeated patterns and
slowly changing harmonies to more energetic and elaborate melodic writing in pieces like
“Tehillim”and “The Desert Music” where text now plays an integral role. “Different Trains” writ-
ten in 1988 for string quartet and speech recordings is another key work as it looks backwards
by using speech to generate musical material as well as looking forward by using digital
technologies.

1994-95 saw Reich again looking back in two different ways. In “Proverb” he looks right back
to Mediaeval music (Perotin etc) where canonic melodies augment in constantly changing
meters and “Nagoya Marimbas” looks back to his own music of the 60s and 70s with the two
marimbas playing one or two beats out of phase, creating a series of two part unison canons.
In “City Life” (1995) Reich uses samplers live on stage as an instrument to produce real street
sounds of New York. In 2002 Steve Reich and Beryl Karot finished video-opera “Three Tales”
which deals with three key subjects which have had or could have extreme consequences on
life in the 20th and 21st centuries: Hindenberg zeppelin crash in 1937 as well as the German
hero of WW1 and last president of the Weimar Republic who was ill advised to make Hitler
chancellor in 1933; atomic test sight Bikini atoll in 1946 and the H-bomb test in the Solomon
Islands; Dolly - creature of biotechnology and genetic engineering.

Aaron M. Cassidy & Malcolm Ball

p
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Serija ‘Siuolaikinis kompozitorius’

naudojama kaip medziaga muzikos kdrybai, ta¢iau 3j kartg pasinaudojant skaitmeninémis M UZi kOS informaCijOS ir ‘Contemporary Composer’ Series
technologijomis. R
1994-95 m. Reichas vél grjzta prie ankstesniy savo karybiniy tendencijy ir sukuria du skir- Ie|dybos Centras

tingus karinius. Karinyje ,Proverb” jis atsigrezia j Viduramziy muzika (Perotina ir kt.), kuriame
nuolat kintan¢iu metru augmentuojamos kanony melodijos, o karinyje ,Nagoya Marimbas”
zvalgomasi j savo paties 7-ojo ir 8-ojo de$. muzika. Cia vienas ar du marimby daziai groja- .. g —
mi ,pasislinkusia faze’, taip kuriant dviejy daliy kanono unisono intervalu serijas. Vienas sék- Informac!Ja. a‘pl.e Lle_tt'uvos kor‘ppo‘zr‘corlus
mingiausiy pastaryjy mety Reicho kariniy -,City Life” (1995), kuriame Reichas naudoja paties Kompaktiniai diskai ir naty leidiniai

Niujorko gatvese jradytus triuk$mus. 2002 m. Reichas ir Berylé Karot baigé videooperg ,Three Repertuaro paieska / Katalogai

Tales” apie tris didZiule jtaka pastarajame amZiuje turéjusius jvykius: 1937 m. Hindenbergo Informacinis leidinys ‘Lietuvos muzikos link’
dirizablio avarijg bei | Pasaulinio karo Vokietijos herojy ir paskutinjjj Veimaro Respublikos
prezidenta, kuriam buvo patarta skirti Hitlerj kancleriu 1933 m.; atominius bandymus Bikini
saloje 1946 m. ir vandenilinés bombos bandymus Saliamono salyne; bei avyte Dolly — geny
inzinerijos bei biotechnologijos karinj.

Rankrasc¢iy ir jrasy biblioteka

LithuanianMusicnformation
and Publishing Centre

Aaron M. Cassidy & Malcolm Ball
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I
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Spalio 20, penktadienis, 19:00 LITEXPO naujoji salé
October 20, Friday, 7 pm LITEXPO New Hall

LIETUVOS VALSTYBINIS SIMFONINIS ORKESTRAS /
LITHUANIAN STATE SYMPHONY ORCHESTRA

Inesa Linaburgyté — mecosopranas / mezzo-soprano
Kamerinis choras ,Jauna muzika” / Chamber choir “Jauna muzika”

Gintaras Rinkevicius - dirigentas / conductor

MARIUS BARANAUSKAS
ISlydyta mintis / The Molten Thought

VYTAUTAS LAURUSAS
Symphonia Latina

STEVE REICH
The Desert Music
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Pirmajj koncertg Lietuvos valstybinis simfoninis orkestras (jo meno vadovas bei jkaréjas ir vy-
riausiasis dirigentas Gintaras Rinkevicius) surengé 1989 m. sausio 30 diena. Minédamas desimt-
metj, orkestras grojo pirmajj koncertg naujoje, 1000 viety Vilniaus kongresy rimy koncerty saléje.
Gyvuodamas jau Sesiolika mety orkestras sugrojo per 900 koncerty Lietuvoje ir uzsienyje: Vakary,
Piety bei Vidurio Europoje ir Taivane. Kiekvieng savo sezong orkestras papildo vis naujais kariniais
ir projektais, parengiama daug sudétingy uzsienio ir lietuviy autoriy kompozicijy. I3skirtiniu LVSO
veiklos jvykiu tapo tai, kad atliktos visos Gustavo Mahler ir Ludwigo van Beethoveno simfonijos.
Pirma kartg Lietuvos simfoniniy orkestry istorijoje Valstybinis orkestras atliko 9 operas: Richardo
Wagnerio operas ,Skrajojantis olandas” (1995) ir,Parsifalis” (2004, premjera Lietuvoje, koncertiné
versija), Richardo Strausso ,Salome” (1997), Giacomo Puccinio ,Toska" (1996), ,Turandot” (1999),
Giuseppés Verdi,Otelg" ir,Simonas Bokanegrg” (2001), Piotro Caikovskio,Piky dama” (2005). 2003
m. pirma karta Vilniaus kongresy rimuose orkestras pastaté ir atliko Ruggero Leoncavallo operg
+Pajacai”. Kartu su LVSO nuolat koncertuoja pasaulio muzikos zvaigzdés: Violeta Urmanaviciaté-
Urmana, Sergejus Larinas, Davidas Geringas, Maksimas Sostakovi¢ius, Badri Maisuradze, Aleksan-
dras Paleyus, Ralfas Gothoni, Rogeras Muraro ir kt.

Mecosopranas Inesa Linaburgyté viena labiausiai Zinomy Lietuvos ope-
ros solis¢iy. 1992 m. su pagyrimu baigusi Lietuvos Muzikos akademija, tais
paciais metais ji tapo Lietuvos nacionalinio operos ir baleto teatro soliste.
Inesa Linaburgyté dalyvavo keliuose tarptautiniuose vokalisty konkursuo-
se. Voci Verdiane Busseto konkurse Italijoje ji laiméjo specialyjj priza ir kon-
certinj turne po Japonija.

Kaip sopranas LNOBT dinininké su pasisekimu debiutavo Turandot vaid-
meniu Giacomo Puccinio operoje ,Turandot” Inesa Linaburgyté LNOBT
jau sudainavo apie trisdesimt vaidmeny. Vieni naujausiy jos darby teat-
re - Amneris Giuseppés Verdi,Aidoje” ir Fenena,Nabuke’, Erodiada Richar-
do Strausso,Saloméje’, Karmen ir Mersedes Georges Bizet,Karmen” ir kt.
Inesa Linaburgyté koncertavo Europoje, Japonijoje, Turkijoje, Taivane ir JAV.
Dainininké daznai pasirodo ir koncerty scenose; ji nuolat bendradarbiauja su Lietuvos valstybiniu
simfoniniu orkestru. Greta kameriniy kompozicijy jos repertuare yra ir stambios koncertinés for-
mos kariniy.

Penkiolikos tarptautiniy chory konkursy laureatas, 1993 m. Grand Prix Europeo laimétojas, kame-

rinis choras, Jauna muzika”, yra vienas ryskiausiy 3io Zanro kolektyvy Lietuvoje. Sis profesionalus
muziky kolektyvas atlieka be galo turtinga ir vertingg choro muzikos a cappella lobyna. 1989 m.

~
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The first concert by Lithuanian State Symphony Orchestra (the art director, founder and leader
is Gintaras Rinkevicius) was arranged January 30, 1989. Celebrating its 10th anniversary the orches-
tra played the first concert in a new modern hall of Vilnius Congress Palace. Playing for 16 years
now, the orchestra has played more than 900 concerts in Lithuania and abroad: in West, South and
Middle Europe, in Taiwan. Each season the orchestra plays new compositions and projects; com-
plex compositions by foreign and Lithuanian composers are prepared. Exclusive event in the work
of LSSO became playing all symphonies by Gustav Mahler and Ludwig van Beethoven.

The State Orchestra has performed 9 operas for the first time in the history of symphonic orches-
tras: Richard Wagner's operas “Der fliegende Holldnder” (1995) and “Parsifal” (2004 first perform-
ance in Lithuania, concert version), Richard Strauss's “Salome” (1997), Giacomo Puccini’s “Tosca”
(1996), “Turandot” (1999), Giuseppe Verdi's “Otello” and “Simon Boccanegra” (2001), Piotr Tchaiko-
vsky’s “The Queen of Spades” (2005). The first time at the Vilnius Congress Concert Hall in 2003 the
orchestra has produced and performed Ruggero Leoncavallo’s opera “Pajacai”. LSSO frequently
plays with world known performers: Violeta Urmana, Sergey Larin, David Geringas, Maksim Shos-
takovich, Badri Maisuradze, Aleksandr Paley, Ralf Gothdni, Roger Muraro, etc.

Mezzo-soprano Inesa Linaburgyté is one of the famous Lithuanian opera soloists. She gradu-
ated from Lithuanian Music Academy in 1992 and became the soloist of the Lithuanian National
Opera and Ballet theater. She has taken part in various international competitions. In competition
Voci Verdiane Busseto (Italy) she had been awarded with the special prize and concert tour around
Japan.

As a soprano, vocalist has made her debut with the role of Turandot in the opera by Giacomo Puc-
cini“Turandot” Inesa Linaburgyté in LNOBT has performed more than 30 roles. Among her recent
works in the theatre there are the following - Amneris in Giuseppe Verdi's “Aida” and Fenena in
“Nabucco’, Herodias in Richard Strauss'’s “Salome’, Carmen and Mercedes Georges Bizet “Carmen”
and others.

Inesa Linaburgyté has performed in Europe, Japan, Turkey, Taiwan and USA. Vocalist often might
be seen in concert halls; she contributes with the Lithuanian State Symphonic Orhestra. Next to
her chamber compositions, there are large concert pieces as well.

The Jauna Muzika is one of the most outstanding chamber choirs in Lithuania. It has won 15 in-
ternational choir competitions, and in 1993 was awarded the Grand Prix Europeo. This professional
group of artists performs a very rich and precious a cappella choir music repertoire. In 1989 this
chamber choir was founded by Remigijus Merkelys and Algimantas Gurevicius. Since 1992, the
choir is led by a conductor and composer Vaclovas Augustinas.

-
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kamerinj chora jkaré Remigijus Merkelys ir Algimantas Gurevicius. Nuo 1992 m.
chorui vadovauja dirigentas ir kompozitorius Vaclovas Augustinas.

,Jauna muzika” - aktyvus muzikinis kolektyvas, kasmet surengiantis daugiau nei
60 koncerty savo $alyje ir uzsienyje: Europoje, Kinijoje, Japonijoje, Izraelyje. Sis
choras yra reikSmingy projekty iniciatorius: tai kasmetiniai tarptautiniai choro
muzikos interpretavimo kursai (rengiami nuo 1995), tarptautinis muzikos festiva-
lis ,Amzinoji Jeruzalé” (1998), koncerty ciklas ,Angly ir pranctzy baroko muzika”
(2000), Vokieciy ir lenky baroko muzikos dienos” (2001), nuo 2002 m. rengiamas
koncerty ciklas, skirtas Evangeliky liuterony baznycios vargonams atstatyti.
Ypatingg démesj choras skiria Siuolaikiniai muzikai. Jo repertuare — Arnoldo
Schonbergo, Olivier Messiaeno, Gyorgy Ligeti, lannio Xenakio, Alfredo Schnitkes,
Krzysztofo Pendereckio ir kity kariniai, o taip pat lietuviy autoriy kompozicijos:
Osvaldo Balakausko, Mindaugo Urbaicio, Algirdo Martinaicio, Felikso Bajoro, Bro-
niaus Kutaviciaus, Vidmanto Bartulio, Onutés Narbutaités, Vaclovo Augustino.

Gintaras Rinkevicius (g. 1960) — Sankt Peterburgo ir Maskvos konservatorijy absolventas, Lie-
tuvos Nacionalinés premijos laureatas (1994), Lietuvos valstybinio simfoninio orkestro jkaréjas,
meno vadovas ir vyriausiasis dirigentas, su garsiausiais orkestrais ir atlikéjais koncertaves visoje
Europoje. 1999 m. isrinktas Latvijos mety dirigentu, o 1997 ir 2000 m. uz nuopelnus Latvijos mu-
zikinei kultdrai dirigentui jteiktas Latvijos Didysis muzikos prizas. Siandien jis kvieciamas diriguoti
Maskvos didziajame teatre, Latvijos nacionalinéje operoje, kur 1996-2003 m. dirbo meno vadovu ir
vyriausiuoju dirigentu, 2002-2005 m. dirbo Malmés operos teatro vyriausiuoju dirigentu (Svedija).
Tarptautinio Herberto von Karajano fondo dirigenty konkurso Vakary Berlyne (1985) nugaléto-
jas Gintaras Rinkevicius dirigavo Zymiems pasaulio
orkestrams. Pasirodymy geografija aprépia visa Eu-
ropg, su Latvijos nacionaline opera surengtos gas-
trolés Honkonge, su Lietuvos valstybiniu simfoniniu
orkestru Rinkevicius koncertavo Taivane, o taip pat
dalyvavo jvairiuose tarptautiniuose festivaliuose:
Nyone (Sveicarija), Costa do Estoril (Portugalijoje),
Santes Creus (Ispanija), Cicesteryje (DidZioji Britani-
ja), festivaliuose ,VarSuvos ruduo’, ,Europamusicale”
(Vokietija).

Siandien dirigento repertuare - visos Ludwigo van
Beethoveno, Johanneso Brahmso, Gustavo Mahlerio,

~

Jauna muzika is an active music group which performs
more than 60 concerts in Lithuania and abroad: in Eu-
rope, China, Japan, Israel. This choir is the initiator of
the most important projects: the annual international
courses of choir music interpretation (run since 1995),
international music festival Eternal Jerusalem (1998),
concert series English and French Baroque Music
(2000), The Days of German and Polish Baroque Music
(2001), and concert series arranged for organ renova-
tion of Evangelical Lutheran Church.

Exclusive attention of the choir is paid at the contem-
porary music. Its repertoire covers the pieces by Ar-
nold Schénberg, Olivier Messiaen, Gyorgy Ligeti, lannis
Xenakis, Alfred Schnitke, Krzysztof Penderecki, as well as the compositions of Lithuanian com-
posers: Osvaldas Balakauskas, Mindaugas Urbaitis, Algirdas Martinaitis, Feliksas Bajoras, Bronius
Kutavicius, Vidmantas Bartulis, Onuté Narbutaité, Vaclovas Augustinas etc.

Gintaras Rinkevicius (b. 1960) — graduated from St. Petersburg and Moscow Conservatorys — is
the founder, leader and conductor of the Lithuania State Symphonic Orchestra. In 1994 conductor
was awarded with the Lithuania National Prize. In 1999, he was elected the Conductor of the Year
in Latvia, and in 1997 and 2000 he has been awarded with Latvian Music Grand Prix. Currently
Gintaras Rinkevicius is invited to conduct in the Grand Theater of Moscow, Latvia Natioal Opera,
where he worked in 1996-2003 as the Conductor-in-Chief and the Artistic Director. In 2002-2005
he was the Conductor-in-Chief of Malme Opera Theater (Sweden).

Having won the International Herbert von Karajan Competition in West Berlin (1985), Gintaras
Rinkevicius has conducted the most famous orchestra of the world all over Europe. With Latvia
National Opera he was on tour in Hong Kong, with Lithuania State Symphonic Orchestra he per-
formed in Taiwan as well as took part in various internationall festivals: Nyon (Switzerland), Costa
do Estoril (Portugal), Santes Creus (Spain), Chi Chester (Great Britain), Warsaw Autumn, Europamu-
sicale (Germany).

The repertoire of Gintaras Rinkevicius covers all symphonies by Ludwig van Beethoven, Johannes
Brahms, Gustav Mahler, Dmitri Shostakovich, more than 20 operas and ballets. Rinkevicius has led
most of the primes by Lithuanian and foreign artists, for example: Cesar Franck oratorio “The Be-
atitudes’, Philip Glass “Itaipu’, Bronius Kutavicius Symphony, Algirdas Martinaitis oratorio “A Letter
to all the Congregation’, Feliksas Bajoras “Agnus Dei” and others.
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Dmitrijaus Sostakoviciaus simfonijos, daugiau né dvidesimt opery ir balety. Rinkevicius vadovavo
daugeliui uzsienio ir lietuviy autoriy premjeriniy kariniy pastatymuy, kaip antai Césaro Francko ora-
torijai ,Palaiminimai’; Philipo Glasso ,Itaipu’, Broniaus Kutaviciaus Simfonijai, Algirdo Martinaicio
oratorijai,LaiSkas visiems tikintiems’, Felikso Bajoro kariniui,Dievo avinélis".

Mariui Baranauskui (g. 1978) muzika nebuvo pirmoji jo kiairybos sritis. Pradéjes nuo literatiros,
dabar Marius Baranauskas mégina sieti abi sferas, versdamas Zodzius j muzikinius garsus ir tem-
brus. Pastaruoju metu jis ypa¢ domisi tembru, siekdamas $j muzikinés kalbos parametra savo k-
riniuose iskelti j pirma plana.

Savo sugalvotg komponavimo buda, kiekvienam kalbos garsui subjektyviai pritaikant kokj nors
akustinj atitikmenj, kompozitorius pirmakart panaudojo simfoninéje kompozicijoje ,Kalbé&jimas”
(uz §j karinj 2004 m. kompozitorius laiméjo 3 premija Toru Takemitsu kompozicijos konkurse Ja-
ponijoje, kai ,Kalbéjima” is 129 konkursui anonimiskai atsiysty partitary  finalg atrinko Zzymus
suomiy kompozitorius Magnusas Lindbergas). Savotiska sios ,vertimo” technikos sistema (balsiai
verciami tesiamais garsais, priebalsiai - tesiamais toniniais, netoniniais garsais arba akcentuotais
Strichais) néra stabili ir teikia daug varijavimo galimybiy, priklausanciy nuo jvairios prigimties kin-
tamy dydziy - tembro, ritmo, aukscio, dinamikos, instrumentuotés, prasminio rysio su ,ver¢iamu”
tekstu ir pan. Visa tai leidzia tikétis vis kitokio garsinio rezultato.

Individualia muzikine kalbg dar tik pradedancio formuoti kompozitoriaus kariniai pasizymi uz-
baigta forma, tiksliu muzikinio laiko tékmés pojuciu, turtinga koloristika, muzikiniy procesy tik-
slingumu bei subtiliomis nuorodomis j anapus muzikos atsiveriancias transcendentines prasmes.

»ISlydyta mintis” (2006) simfoniniam orkestrui

Nesuvokiau tos akimirkos, kada pirmakart perzengiau $io gyvenimo slenkstj.
Kas ta galia, kuri toje beribéje paslaptyje isskleidé mane kaip pumpurg vidurnaktj miske?
Kai rytg pazvelgiau j Sviesa, tuojau pat pajutau, kad nesu svetimas Siame pasaulyje,
kad nejzvelgiamybé, neturinti nei vardo, nei formos, mano motinos pavidalu paémeé
mane j glébj.
Taip ir mirties valandg ta pati nezinomybé pasirodys man kaip seniai pazjstama. Ir ka-
dangi a$ myliu §j gyvenima, Zinau, kad mylésiu ir mirtj.
Vaikas pravirksta, kai motina jj atitraukia nuo desinés kraties, o po akimirkos jis randa
paguoda prie kairiosios.

Rabindranath Tagore ,,Aukojimo giesmeés”

Music was not initially Marius Baranauskas’ (b. 1978)
field of creativity. In his childhood and teen years, he
used to express his ideas by the means of literature
and photography. In music he is preoccupied with the
new ways to extend the limits of imagination by ‘trans-
lating’ words into musical sounds and timbres. At the
present time he is particularly concerned with timbre
as one of the primary elements of his musical language.
It was in “Talking” (for this piece composer won 3rd prize
in Toru Takemitsu Composition Competition 2004, when piece was chosen by the judge, Magnus
Lindberg, from among 129 eligibly accepted entries) that Baranauskas first applied the method
of his own invention whereby he subjectively attributes acoustic and timbral equivalents to every
sound of the spoken language. According to this technique of ‘rendition; vowels are being trans-
lated into continuous, sustained sounds, and consonants into continuous intoned and unintoned
sounds, or accented strokes. At the same time, it provides a host of variables, such as timbre,
rhythm, pitch, volume, articulation, semantic linkage with the chosen text, combinations of the
acoustically ‘rendered’ sounds and sung texts, etc, thus enabling the composer to come up with
each time different solution to a given phonic material.

While Marius Baranauskas is still shaping his musical idiom, his works already stand out for refined
formal solutions, perfect musical timing and resourceful use of orchestral colours, a strong sense
of purportin development of musical processes and subtle references to the experiential universe
lying beyond the music itself.

“The Molten Thought” (2006) for symphony orchestra

| was not aware of the moment when | first crossed the threshold of this life.

What was the power that made me open out into this vast mystery like a bud in the
forest at midnight!

When in the morning I looked upon the light I felt in a moment that | was no stranger
in this world, that the inscrutable without name and form had taken me in its arms in
the form of my mother.

Even so, in death the same unknown will appear as ever known to me. And because
Ilove this life, | know | shall love death as well.

The child cries out when from the right breast the mother takes it away, in the very
next moment to find in the left one its consolation.

g

Rabindranath Tagore “Song offerings” /
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Vytautas Laurusas (g. 1930) kdrybinés ener-
gijos nestokojo net ir tuomet, kai karybai skirtg
laika daznai ,trumpindavo” jvairGs organizaciniai
rapesciai. Daugelj mety jis dirbo Lietuvos nacio-
nalinio operos ir baleto teatro direktoriumi, Lie-
tuvos kompozitoriy sajungos pirmininku, Lietu-
vos muzikos akademijos rektoriumi, o nuo 1996
m. vadovauja Lietuvos kompozitoriy sajungos
muzikos fondui. 6-ojo des. viduryje debiutaves
tuomet privalomos ,sovietinio romantizmo” sti-
listikos kariniais, pavyzdziui, Dmitrijaus Sosta-
koviciaus itin palankiai vertintu romansy ciklu
tenorui ,Bangos’, véliau jis buvo vienas pirmujy
lietuviy kompozitoriy, bandziusiy taikyti j koja
su XX a. muzikos tendencijomis - dodekafonija,
aleatorika ir lenky muzikoje susiformavusia so-
noristika. Tarp ryskiausiai to meto Lauruso stiliy
reprezentuojanciy kariniy galima iSskirti poema
vyry chorui,Nakties balsai” (1969), Sonatg smui-
kui solo (1977).

Nuo pat pirmujy kiriniy Laurusas apsibrézé save visy pirma kaip vokalinis kompozitorius. Zmo-
gaus balsas ir vokaliné raiska vaidina svarby vaidmenj ir Siandieninéje jo kiryboje. Du pagrindiniai
vélyvojo Lauruso stiliaus aspektai: viena vertus, tam tikras iSraiskos konkretumas, savitas ,teatris-
kumas’, programiskai susijes su poetiniais teksto jvaizdziais, o antra vertus, laisvas, spalvinis garsy
traktavimas, dazniausiai aleatoriniu ir/arba serijiniu pagrindu organizuojamose formose.,,Drama-
turgijos sandaroje turi bati charakteriy, minciy, spalvy priespriesy. Aisku, as kalbu apie muzika,
kuri néra vien konstruktyvi. Grynas konstruktyvizmas - ne mano sritis... Kiriniuose turi kirbéti kaz-
kas, kas gali mus nustebinti’, - tvirtina kompozitorius.

Veronika Janatjeva

»Symphonia Latina” (2006) mecosopranui ir simfoniniam orkestrui

Siame keturiy daliy kdrinyje panaudotos Zymiausiy antikos poety kirybos i$traukos. Pirmoje sim-
fonijos dalyje girdima eiluté i$ Ovidijaus karybos: ,En mea femineus pectora torret amor” (,Stai
man $irdj kaitina moteriska meilé”). Adagio daliai pasirinkau fragmenta i$ Katulo poezijos:,Dulcis
amor dispexit lumina mundi” (,Svajinga meilé apzvelgé dangaus Zvaigzdes”). Treciojoje dalyje,

3

Vytautas Laurusas (b. 1930) has not lacked creative energy even when various organizational con-
cerns frequently ‘restricted’ the time set aside for composing. For many years he has been director
of the Lithuanian National Opera and Ballet Theatre, chairman of the Lithuanian Composers' Union,
rector of the Lithuanian Academy of Music, and the present Chair of the Music Foundation. Making
his debut in the mid-sixties with the works written in the then obligatory style of “soviet romanticism”
(such as the vocal cycle for tenor, Waves, which was much admired by Shostakovich at the time), he
developed to become one of the first Lithuanian composers who tried keeping pace with the current
music tendencies — dodecaphony, aleatory and sonorism. Among the most indicative pieces of Lau-
rusas’early work are the poem for male choir “Voices of the Night” (1969), Sonata for Violin (1977).
With his very first pieces Laurusas defined himself as a composer of vocal music. Human voice and
vocal expression has retained its pivotal role in his work until this day. There is two principal aspects of
the late Laurusas' style. On the one hand, it is a certain precision of expression, particular ‘histrionics’
that is related to the poetic images of the text in a programmatic way. On the other hand, it is an ut-
terly free, colour-based treatment of sound material within musical forms based on aleatory and/or
serialism. “Confrontation of characters, thoughts, and colours has to be present in a dramatic struc-
ture. Of course, | am talking about music that is not strictly constructive. Pure constructivism is not my
speciality... There has to be a bit of surprise sparking in a piece of music’, admits the composer.

Veronika Janatjeva

“Symphonia Latina” (2006) for mezzo-soprano and symphonic orchestra

In this four parts piece | used the excerpts from the most famous ancient poets’texts. In the first
part a line from Ovidio is heard: “En mea femineus pectora torret amor“(“Behold, my heart is
burning from a woman’s love”). For the Adagio part | have chosen a fragment from the poetry of
Catulus: “Dulcis amor dispexit lumina mundi“(“The eyes of the moony love have run through the
stars of the sky”). The third part reflects the lines of Vergilio: “Jam mihi per rupes videor lucosque
sonantes ire”(“It seems to me that | am walking on the rocks and singing forests”). Finally, the ex-
cerpt of Horatio poetry is used: “Cor mi bos etenim péde perambulat”(“But really my heart is being
treaded by a bull”).

This symphony is dedicated for prof. Gintaras Rinkevicius. | would like also to give my greatest
thanks for prof. Henrikas Zabulis for his help while choosing the lines for the symphony. According
to his suggestion, | called the symphony in the name of “Symphonia Latina"

Vytautas Laurusas
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savotiskame scercando, skamba Vergilijaus eilés: ,Jam mihi per rupes videor lucosque sonantes
ire” (,Man regis as$ einu per uolas ir aidin¢ius miskus”). Galiausiai simfonijos finale panaudota is-
trauka i$ Horacijaus poezijos: ,Cor mi bos etenim péde perambulat” (,Man i$ tiesy jautis kojom
trypia Sirdj").

Atsidékodamas uz puiky mano karybos pateikima visuomenei, simfonijg paskyriau prof. Gintarui
Rinkeviciui. O taip pat dékoju prof. Henrikui Zabuliui uz pagalba renkantis poety eiles simfonijai,
kurig, jam pasidlius, pavadinau,Symphonia Latina”.

Vytautas Laurusas
Steve Reich - Zr. psl. 8

»The Desert Music” (1984) chorui ir simfoniniam orkestrui

Naujajame Testamente Jézus eina j dykumag tam, kad nugaléty savo vizijas, savo pagundas, kad
susikauty su nelabuoju, savo beprotybe — bitent tokias idéjas savo istorijose misy laikais issako
Paulas Bowlesas. Dykuma siejama su haliucinacijomis ir beprotybe; ji kiekvieng gasdina. Galiausiai
egzistuoja dar viena dykuma, kuri ir yra pati svarbiausiai Siame karinyje: tai rakety poligonas,White
Sands” ir Alamogordo miestas Naujajame Meksike, kur nuolat gaminami ir bandomi patys galin-
giausi ir sudétingiausi ginklai. Pasléptos nuo likusio pasaulio akiy Sios pragaro masinos gali sukelti
visiska destrukcija planetoje - bitent Sig galimybe atliepia Williamo Carloso Williamso zodziai, ku-
riuos naudoju trecioje dalyje (,Zmogus tai istvéré iki 3iol, nes jis buvo pernelyg mazai i$pruses, kad
suprasty savo norus. Kai pagaliau juos gali suprasti, jis privalo zlugti arba pasikeisti”). Taigi, batent
Sie vaizdai mane ir jkvépé, nors atrodo, kad jie jsiSaknije kiekvieno Zzmogaus mastyme ir iSnyra kai
tik susimastoma apie dykumos idéja.

Visi kdiriniai turintys teksta — operos, kantatos, bet kas — visy pirma yra muzikos kariniai, kuriy klau-
somasi uzsimerkus, nebandant suprasti zodziy. Jeigu jvyksta priesingai — muzikiné kurinio pusé
visiskai nepavykus; tai tik mirusi muzika zodziams.

Kurdamas,The Desert Music” noréjau, kad visi orkestro instrumentai groty pasikartojancias ir per-
sipinancias melodines struktaras, kurias jmanoma atrasti ankstesnéje mano karyboje. Pati sgvoka
dykuma sukelia kontrasta - belaikés erdveés ir ekstremalios salygos, senovinés kultaros ir atomi-
niai bandymai. Dél Sios priezasties garsinés karinio medziagos neskamba taip, lyg baty organis-
kai susietos, o jy sugretinimas ir tarpusavio sgveika egzistuoja labiau dél poreikio. Kompozicijoje
skrupulingai laikomasi ABCDCBA formos, kaip bet kuriame kitame ankstesniame mano karinyje,
taciau cia dalys grieztai atskirtos ir kirinys panaséja veikiau j siuita, nei j viena idéja tesiancia kom-
pozicija.

~

Steve Reich

Steve Reich - see page 9

“The Desert Music” (1984) for chorus and symphony orchestra
In the New Testament, Jesus goes to the desert to confront his visions, to overcome his temptations,
to struggle with the devil, to fight madness - and you find this idea in the stories of Paul Bowles in
our time. The desert is associated with hallucinations and insanity. It threatens one’s normal think-
ing. Finally, there is another desert that is central to this piece: White Sands and Alamagordo in New
Mexico, where weapons of the most intense and sophisticated sort are constantly being developed
and tested. Hidden away from the eyes of the rest of the world are these infernal machines that could
lead to the destruction of the planet - and it is to this possibility that the words of William Carlos Wil-
liams, which | set in the third movement, refer (“Man has survived hitherto because he was too igno-
rant to know how to realize his wishes. Now that he can realize them, he must either change them
or perish”). So it was these images that particularly struck me, though they seem to be ingrained in
peoplée’s thinking generally when the idea of the desert comes to mind.
All pieces with texts - operas, cantatas, whatever - have, in my opinion, to work first simply as pieces
of music that one listens to with eyes closed, without understanding a word. Otherwise, they are not
musically successful; they are dead settings.
In the scoring of “The Desert Music” | wanted to use all the orchestral instruments to play the repeat-
ing interlocking melodic patterns found in much of my earlier music. The very notion of the desert
invokes contrast - timeless expanses and extreme conditions, ancient peoples and atomic testing.
Consequently, the materials here don't sound as if they are quite as organically related, and their
juxtaposition and interaction are more demanding. The ABCDCBA form is as meticulous as in any
previous work, but the sections are now strongly differentiated, seeming more like a suite than
the unfolding of a single idea.

Steve Reich
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JEAN-FRANCOIS LAPORTE &
PRODUCTIONS TOTEM CONTEMPORAIN (Kanada / Canada)

Atlikéjai / Performers:
Jean-Francois Laporte
Martin Ouellet

Muzika specialiai sukonstruotiems unikaliems instrumentams /
Music for specially designed unique instruments

JEAN-FRANCOIS LAPORTE
Khora sound installation

The FlyingCan Duo

Vortex for 8 FlyingCan players
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Jean-Francois Laporte (g. 1968)
muzika kuria intuityviai, nuolat eks-
perimentuodamas su garsais. Baiges
studijas Monrealio universitete ir IR-
CAM’e, Laporte émé siekti aktyvaus
kiekvieno garso klausymosi. Jis iki Siol
bando perprasti kiekvieno garso rea-
lybe bei jame gladincia struktara. Jo
muzika yra kruopstaus ir nuolatinio
darbo, su neapdorotomis garsinémis
medziagomis, rezultatas. Nepaisant
jokiy hierarchijy Laporte dirba tiek su
kasdieniskos aplinkos garsynu, tiek
su tradiciniy ar israsty instrumenty
garsais. Naudodamasis Siy garsiniy
saltiniy skirtingumais, Laporte varto-
ja daugialypes muzikines kalbas - nuo
instrumentinés iki elektroakustinés
- kartais surizikuodamas pasinerti |
atsitiktiniy bei improvizuoty garsy
platybes.

Nuo 1993 m. Laporte sukareé apie 50 kariniy, kurie buvo atlikti daugelyje Kanados ir Europos
miesty, taip pat Japonijoje ir JAV. Daugelis jo kdriniy buvo uzsakyti Monrealio ir kity tarptauti-
niy ansambliy bei organizacijy, o keli darbai jam pelné apdovanojimus ir subsidijas, suteiktas
tokiy institucijy kaip Kanados meny taryba. 2002 m. Laporte tapo itin sékmingi, jam suteikti
net keli titulai:,Mety kompozitorius*, ,Mety karinys” ir ,Mety atradimas®, 0 2003 m. jo karinys
+Prana” sulauké pirmosios premijos 23-jame Tarptautiniame Luigi Russolo elektroakustinés
muzikos konkurse Italijoje.

Pastaruosius SeSerius metus Jean-Francois Laporte darbavosi ne tik kompozicijos srityje, bet ir
naujy muzikos instrumenty plétojimo bei gamybos sferoje (sukurti instrumentai Tu-Yo, Bowl,
Flying Can, Sax-trunk ir Siren Organ). Kompozitorius nuolat kuria muzika Siems instrumen-
tams, o nuo 2002 m. integruoja juos j garsines instaliacijas, naudodamas kompiuterizuotus
ir automatizuotus valdymus. Sie isradimai vis labiau domina teatro ir vaizduojamyjy meny
menininkus. Pagrindiniu renginio akcentu jie tapo ne tik gausiy koncertiniy kelioniy metu
(antai Khora buvo demonstruojama daugybe karty keliolikoje 3aliy, tokiy kaip Kanada, JAV,

~

Jean-Francois Laporte (b. 1968) takes an intuitive approach
to creating music, learning through concrete experimenta-
tion with sounds. Trained first at University of Montreal then
at IRCAM, Laporte has built his approach of actively listening
to each sound. He strives to understand its reality and its un-
derlying structure. His music is the result of working closely
with the raw materials of sounds, sounds that come from the
everyday environment or from both traditional and invented
instruments, regardless of hierarchy. Drawing on this diversity
of sonic sources, Laporte works in multiple musical languages
- from instrumental to electroacoustic — and also ventures at
times into the realm of random and improvised sounds.

From 1993, Laporte has written some 50 works that have been
performed across Canada and Europe, also in Japan and the
USA. A number of his pieces have been commissioned by
Montreal-based and international ensembles and organiza-
tions, and he has won several awards and grants from such
institutions as the Canada Council for the Arts. The composer
has also won several awards including, in 2002, “Composer Of
The Year”, “Creation Of The Year," and “Discovery Of The Year”,
in 2003, his work “Prana” received first prize in the 23rd Inter-
national Luigi Russolo electroacoustic music competition (Italy).

For the past six years, along with his activities as a composer, Jean-Francois Laporte has been
developing and making new musical instruments (Tu-Yo, Bowl, Flying Can, Sax-trunk and Siren
Organ has been created) which he integrates in his works and, since 2002, to sound installa-
tions using computerized and robotized controls. Increasingly, these inventions are drawing
attention in the theatrical and visual arts circles. Not only have they been the centerpieces of
numerous tours (Khéra was presented a dozen times in several countries including Canada,
USA, France and Italy,) they have opened up new opportunities in the areas of contemporary
music and dance. In 2002, choreographer Susan Buirge, commissioned a 40-minute electroa-
coustic work and the Japanese choreographer Heidi S. Durning has called upon him to com-
pose the music of several of her projects, including “Sound Dance”, “Spiral Wind", “Kimono
Series”. Moreover, a great number of composers have taken to integrate his inventions to
their works.

-
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Prancizija ir Italija); Sie iSradimai atvéré naujas galimybes muzikos
ir Sokio srityse. Pavyzdziui 2002 m. choreografé Susan Buirge uz-
saké 40 min. trukmés elektroakustinj karinj, o japony choreografé
Heidi S. Durning papra$é sukurti muzika keliems jos projektams,
tokiems kaip ,Sound Dance”, ,Spiral Wind", ,Kimono Series”. Be to,
ne vienas kompozitorius savo darbuose naudoja jo kdrinius.

Nuo pat mazy dieny pakerétas garso, o véliau panires j individua-
lias jo studijas, Martinas Ouelletas jgijo bosinés elektrinés gitaros
specialybe. llgas bendradarbiavimas su Jean-Francois Laporte jam
nuolat padeda atrasti daugybe akustiniy fenomeny bei priartéti
prie juose natdraliai gladingios muzikos. Sis komandinis darbas
jam suteikia galimybe pristatyti jy bendro darbo rezultatus - ne-
apdoroto garso jrasus, koncertus, kuriuose naudojami jy sukurti
instrumentai, garso instaliacijas — Europoje, JAV ir Japonijoje. Jis
taip pat jrasinéja dziazo muzika - ,Vic Vogel” bei ,No Name Jazz"
- bei groja Monrealio pogrindzio grupése ,The Affected” ir,Core-
Damage”. Siuo metu jis akompanuoja (solo fortepijonu) paskuti-
nei choreografés Daniéle Desnoyer kompozicijai,Play It Again®.

»Khora” (2002) garsiné instaliacija

~Aglomeracijg supa erdvé. Neapibrézta zmogaus sukurtos erdvés
priesSingybé”.

Dvidesimt ar daugiau naujai sukurty instrumenty, iSmétyty visoje
erdvéje paskandina klausytojus savo judesio jaroje. I$ paprasciau-
siy medziagy sukurti Tu-Yo, Bol ir Pavillion Frottant sugrazina garso
mena j pacia jo pradzig, laisva nuo tradiciniy instrumenty svorio
bei su jais susijusios muzikos. Tai neapdoroti ir stebinandiai gilas
garsai be jokiy stiprintuvy ar kitokio apdirbimo, nepaprastai tik-
roviski, bet tuo pat metu balansuojantys ant nerealumo ribos. Uz
vibruojanciy instrumenty membrany nesislepia né vienas garsia-
kalbis ar mikrofonas.

Garsiné instaliacija ,Khora“, kuri skirta neapibréztai erdvés-laiko

~

Fascinated by sound since his earliest days, Mar-
tin Ouellet obtains his college degree in music
on electric bass before and then pursues his
studies in a more personal manner. A long col-
laboration with Jean-Francois Laporte first helps
him to deepen his relation with many acous-
tic phenomena and the music inherently con-
tained in them.This teamwork also allows him
to present the resulting fruits of their work — raw
sound-recordings, concerts featuring their in-
vented instruments, performances with sound-
installations - in Europe, USA and Japan. He also
makes recordings of jazz artists such as the Vic
Vogel Nonet and the No Name Jazz Sextet, plays
in Montreal-based underground bands The Af-
fected and CoreDamage, and accompanies (solo
piano) choreographer’s Daniéle Desnoyer’s latest
piece “Play It Again”.

“Khora” (2002) sound installation

+Area surrounding an agglomeration. Indeter-
minate space by opposition of man-organized
space”.

Scattered across the site, the vibrations of twenty
or so invented instruments bathe the audience
in their movements. Tu-Yo, Bol and Pavillion Frot-
tant, all born of an extremely simple collection of
basic materials, bring the art of sounds back to its
genesis, freed of the weight of traditional instru-
ments and of the music associated with them.
They are unaltered sounds of surprising depth
without amplification or processing, of a “hyper-
real” character that borders on the unreal. Nei-

p
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dimensijai, — tikras beritmio garso iSsiskleidimas, netrukdomas jo tekéjimas ir sastingis, o po
to nepastebimas nykimas. Tokia judanciy masiy muzika evoliucionuoja kintant panasiems
tembrams, kurie pasiskirsto pagal sankaupas ir paplitima. Si evoliucija kuria ypatingai orga-
nisko garso visata. Polifonija virsta viena harmonija, visaapimanciu tembru, po kurio tariamai
statisku baviu slepiasi itin gyvybiski segmentai.

Akustiskai muzikos karime dalyvaujanti vieta taip pat tampa neatsiejamu karinio parametru.
Tai esminis, taciau nevarzantis parametras. Klausytojas gali laisvai judéti tarp daugybés mu-
zikos garso karimo 3altiniy, kur tinkamas pabati ilgéliau bei kurti savo percepcijos pasaulj i$
to kas jam sitloma.

Jean-Francois Laporte

»#Vortex” (2003) astuoniems Skrajojanciy skardiniy instrumentams
Daugybeé garso stkuriy ima suktis virs galvy ,Sully” viesbucio Paryziuje sode, erdvéje iSsidés-
Ciusiems muzikantams jsukus astuonias Skraidancias skardines. Klausytojai, kurie gali laisvai
judéti Sioje gyvoje erdvéje, atsiduria garsinio verpeto viduryje — instrumenty Svilpimas bei
skambesys jiems besisukant virs klausytojy galvy susilieja su natdraliais aplinkos triukSmais,
sudarydami garso visuma. Ypatinga unikalaus erdvinio kdrinio instrumentuoté, nejtikétinas
skambesys bei glaudus rysys su atlikimo vieta, klausytojus kviecia | kelione po garso ir véjo
esme.

Jean-Francois Laporte

ther speaker nor microphone is hidden behind the vibrating membrane of the instruments.
True unfurling of a sheet of sound from which all rhythm is suppressed, in the form of a flow,
a stasis, then an imperceptible vanishing, this sound installation is a tribute to the space-time
dimension in all its fluidity. Music of mass and of movements, it has for motif the fluctuat-
ing evolution of similar timbres organizing themselves by accumulation and proliferation,
fostering the birth of an extremely organic sound universe. Polyphony becomes one global
harmony, a total timbre, and behind its quasi-static globality hide extremely lively units.

By its acoustical contribution, the location becomes a parameter in itself that can’t be dissoci-
ated from the musical manifestation. A parameter that is essential but not constraining: the
listener is free to move, free to trace his own path among the multitude of sound generators,
lingering at chosen places, creating his own perceptual universe from what is proposed to
him.

Jean-Francois Laporte

“Vortex" (2003) for 8 Flying Can players

A multitude of whirlwinds of sound spin overhead in the garden of the Hétel de Sully (Paris) as
eight FlyingCans are brought to life by the circular movements of the musicians, each playing
atop its stand and placed throughout the space. The audience, free to move in this animated
space, is brought to the heart of this vast and organized vortex of sound: the instruments
whirl above their heads, naturally producing whistling and singing sounds, and blend with
the ambient sounds of the location to form a whole. “Vortex’, with its peculiar instrumenta-
tion, amazing sonorities and tight relation to the specific location where it is performed, pro-
poses to the audience a voyage to the heart of sound, to the heart of wind, through a unique
ceuvre-espace.

Jean-Francois Laporte
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Spalio 22, sekmadienis, 19:00 Nacionaliné filharmonija
October 22, Sunday, 7 pm National Philharmonic Hall

GIDON KREMER & KREMERATA BALTICA

Solistai / Soloists:

David Geringas - violoncelé / cello
Fridrich Lips — bajanas / bajan

Ula Ulijona - altas / viola

Marta Sudraba - violoncelé / cello

SOFIA GUBAIDULINA
Styginiy trio / String trio
Septyni zodziai / Seven words

ALGIRDAS MARTINAITIS
La Verna

GIYA KANCHELI
Sutemos / Twilight




Per trisdeSimt savo isskirtinés karjeros mety smui-
kininkas Gidonas Kremeris (g. 1947 m. Rygoje)
iSgarséjo pasaulyje kaip vienas originaliausiy ir
jtaigiausiy savo kartos menininky, vertinamy uz ne-
paprastg individualuma ir naujy galimybiy paieska.
Budamas 3esiolikos jis laiméjo Latvijos Respublikos
Pirmaja premija, o po dvejy mety pradéjo studijas
Maskvos konservatorijoje Davido Oistracho klaséje.
Smuikininkas pelné ir daugiau prestiziniy apdova-
nojimy, tarp jy — pirmosios premijos Paganinio bei
Caikovskio tarptautiniuose konkursuose bei Kara-
lienés Elzbietos konkurse 1976 m.

Gidonas Kremeris yra koncertaves beveik visose di-
dziosiose koncerty salése su zymiausiais Europos ir
Amerikos orkestrais. Jis bendradarbiavo su garsiau-
siais dirigentais: Leonardu Bernsteinu, Herbertu von
Karajanu, Christophu Eschenbachu, Nikolausu Har-
noncourtu, Lorinu Maazeliu, Riccardo Muti, Valeriju-
mi Gergijevu Claudio Abbado ir daugeliy kity. Kre-
merio repertuaras yra nepaprastai platus, apimantis
jprastus klasikinius ir romantinius karinius smuikui,
taip pat — XX a. meistry Henzes, Bergo ir Stockhau-
seno karyba. Jis bendradarbiauja su skirtingiausiais kompozitoriais — Alfredu Schnittke, Arvo
Partu, Gija Kanceli, Sofija Gubaidulina, Luigi Nono, Peteriu Vasku, Johnu Adamsu ir Astoru
Piazzolla - perteikdamas jy muzika Siuolaikiskai, bet kartu paisydamas tradicijy.

Kamerinis orkestras Kremerata Baltica - Grammy apdovanojimo laimétojas - laikomas vienu
ryskiausiy tarptautiniy ansambliy Europoje ir uz jos riby. Nors i$ pradziy orkestro jkarimas
1997 m. tapo penkiasdeSimtmecio Gidono Kremerio ,gimtadienio dovana paciam sau’, taciau
netrukus buvo pastebétas 27 jauny muzikanty, surinkty i$ Baltijos valstybiy — Estijos, Latvijos
ir Lietuvos, ansamblio potencialas. Smuikininkui tai tapo galimybe pasidalinti savo turtinga
menine patirtimi su naujaja karta ir tuo pat metu skatinti bei stimuliuoti muzikinj ir kultarinj
gyvenima Baltijos salyse.

Kremerata Baltica kasmet surengia apie 60 koncerty jvairiuose pasaulio Zemynuose: Europoje,
Azijoje ir Amerikoje. Reguliarius koncertus didziausiose Vienos, Berlyno, Paryziaus, Londono,

~

In the thirty year course of his distinguished career violinist Gidon Kremer (b. 1947 in Riga)
has established a worldwide reputation as one of the most original and compelling artists of
his generation, praised for his high degree of individualism and his search for new possibili-
ties. At sixteen he was awarded the First Prize of the Latvian Republic and two years later he
began his studies with David Oistrakh at the Moscow Conservatory. He went on to win pres-
tigious awards including the First Prize in both the Paganini and Tchaikovsky International
Competitions and the 1976 Queen Elizabeth Competition.

Gidon Kremer has appeared on virtually every major concert stage with the most celebrated
orchestras of Europe and America. He has collaborated with the foremost conductors, includ-
ing Leonard Bernstein, Herbert von Karajan, Christoph Eschenbach, Nikolaus Harnoncourt,
Lorin Maazel, Riccardo Muti, Valery Gergiev, Claudio Abbado and many others. Kremer’s rep-
ertoire is unusually extensive, encompassing all of the standard classical and romantic violin
works, as well as music by 20th century masters such as Henze, Berg and Stockhausen. He has
become associated with such diverse composers as Alfred Schnittke, Arvo Part, Giya Kancheli,
Sofia Gubaidulina, Luigi Nono, Peteris Vasks, John Adams and Astor Piazzolla, bringing their
music to audiences in a way that respects tradition yet remains contemporary.

The Grammy-award winning chamber orchestra Kremerata Baltica is considered one of the
most prominent international ensembles in Europe and beyond. Although it originally began
as a“birthday present to myself” to celebrate his 50 years of life in 1997, Gidon Kremer imme-
diately envisaged the potential behind the 27-member ensemble of young musicians drawn
from the Baltic States of Estonia, Latvia and Lithuania as a medium to share his rich artistic
experience with the new generation and, at the same time, to promote and inspire the musi-
cal and cultural life of the Baltics.

Kremerata Baltica annually performs about 60 concerts in various continents of the world:
Europe, Asia, and America. Regular performances in Vienna, Berlin, Paris, London, Moscow,
and New York in the greatest halls are followed by appearances at renowned music festivals
in Salzburg, Dresden, Prague, London, Schleswig-Holstein. Orchestra collaborate with famous
musicians, such as Oleg Maisenberg, David Geringas, Tatiana Grindenko, Sir Simon Rattle,
Christoph Eschenbach Esa-Pekka Salonen and others. Programming and performing an unu-
sually extensive and versatile repertoire, orchestra give much importance to contemporary
music. Kremerata Baltica regularly performs music of living Eastern European composers and
has inspired new works by Arvo Part, Giya Kancheli, Peter Vasks, Leonid Desyatnikov and Al-
exander Raskatov.
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Maskvos ir Niujorko salése keicia koncertai Zymiuose muzikos festivaliuose Zalcburge, Drez-
dene, Prahoje, Londone, Slezvige-Holsteine. Orkestras bendradarbiauja su tokiais garsiais
muzikais kaip Olegas Maisenbergas, Davidas Geringas, Tatjana Grindenko, seras Simonas
Rattle‘as, Christophas Eschenbachas, Esa-Pekka Salonenas ir kt. Rengdamas ir atlikdamas ne-
jprastai platy bei jvairiapusiska repertuarg orkestras daug démesio skiria Siuolaikinei muzikai.
Kremerata Baltica nuolat atlieka gyvyjy Ryty Europos kompozitoriy muzikg ir inspiruoja naujy
Arvo Parto, Gijos Kanceli, Peterio Vasko, Leonido Desiatnikovo, Aleksandro Raskatovo kompo-
zicijy radimasi.

David Geringas (g. 1946 m. Lietuvoje) yra vienas universaliausiy masy laiky muzikanty. Vio-
loncelininko repertuaras nejprastai platus — nuo ankstyvojo baroko iki Siuolaikinés muzikos.
Davidas Geringas tapo vienas pirmuyjy atlikéjy, supazindinusiy Vakary visuomene su avan-
gardiniais rusy kompozitoriais — Sofija Gubaidulina, Edisonu Denisovu, Alfredu Schnittke ir
Viktoru Suslinu, kuriy daugelis jam dedikavo savo karinius. Uz ypatingus nuopelnus siuolaiki-
nei muzikai 1992 m. Geringas apdovanotas Slezvigo-Holsteino kultirinés asociacijos ,Kultur
aktuell” premija. 2002 m. jis pagerbtas Lietuvos nacionaline kultdros ir meno premija uz nuo-
pelnus Lietuvos muzikai.

1963 m. violoncelininkas jstojo j Maskvos muzikos konservatorija, Mstislavo Rostropoviciaus
klase. 1970 m. tarptautiniame Caikovskio konkurse jis laiméjo aukso medalj, o po penkeriy
mety persikélé j Vokietija, kur pradéjo tarp-
tautine karjera, gaves Herberto von Karajano
fondo parama. Dabar jis koncertuoja visame
pasaulyje: Europoje, JAV, Izraelyje, Japonijoje
ir Koréjoje. Kaip solistas Geringas koncertavo
su tokiais dirigentais kaip Mstislavas Rostro-
povicius, Vladimiras Ashkenazy, Myung-Whun
Chung, Charles‘as Dutoit, Ferdinandas Leitne-
ris, seras Simonas Rattle‘as ir kt. Su pasiméga-
vimu Geringas atlieka ir kamerine muzika.

Bajanistas Fridrichas Lipsas yra vienas gar-
siausiy ir autoritetingiausiy Rusijos muzikan-
ty, sulaukes tarptautinio pripazinimo ir pa-
garbos. Badamas Rusijos Gnesiny muzikos
akademijos profesoriumi jis nuolatos skatina

~

David Geringas (b. 1946 in Lithuania) is one of
the most versatile musicians of our time. The cel-
list has an unusually broad repertoire from the
earliest baroque up to contemporary music. David
Geringas has been a pioneer in introducing avant-
garde 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. For his special commit-
ment to contemporary music, Geringas received
the Kultur aktuell Prize in 1992 from the Cultural
Association of Schleswig-Holstein. In 2002 Gerin-
gas was honoured with the Lithuanian National
Prize for Art and Culture for his commitment espe-
cially to Lithuanian music.

In 1963 cellist entered the Moscow Conservatory
of Music where he studied with Mstislav Rostro-
povich. He won the Gold Medal in the 1970 Inter-
national Tchaikovsky Competition, and five years
later moved to Germany to begin his international
career under the sponsorship of the Herbert von
Karajan Foundation. Now he performs music all over the world: Europe, USA, Israel, Japan, Ko-
rea. Geringas has performed as a soloist with conductors such as Vladimir Ashkenazy, Mstislav
Rostropovich, Myung-Whun Chung, Charles Dutoit, Ferdinand Leitner, Sir Simon Rattle and oth-
ers. In addition to his solo career, Geringas enjoys a career in chamber music.

Bayanist Fridrich Lips is one of the most renowned and influential musicians in Russia who
has earned wide international acclaim and respect. As a professor at the Russian Gnesin Acad-
emy of Music he encourages and forms, among his students, colleagues and the audience, the
understanding of the bayan not as a folk instrument, but as a serious academic contemporary
instrument. Lips is a wonderful teacher; more than 30 of his students have been among prize-
winners of international and national competitions. He is also the winner of two competitions.
In 1967 he won the first prize at a competition in Russia, and in 1969 he won the Accordionists
Competition in Klingental (Germany).

Lips has appeared on the most famous international stages in Europe, USA, Canada and Rus-
sia. He has performed together with such musicians as Vladimir Spivakov, Gidon Kremer, Yuri
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ir formuoja mokiniy, kolegy ir publikos poziarj j ba-
jang ne kaip j liaudies instrumenta, bet kaip j solidy
akademinj, Siuolaikinj instrumentg. Lipsas puikus
pedagogas, daugiau nei 30 jo mokiniy tapo tarptau-
tiniy ir nacionaliniy konkursy laureatai. Jis pats dviejy
konkursy nugalétojas, 1967 m. pirmos vietos laurea-
tas Rusijos konkurse, 1969 m. jis laiméjo akordeonisty
konkursa Klingentalyje (Vokietija).

Lipsas koncertavo garsiausiose pasaulio salése Euro-
poje, JAV, Kanadoje, ir Rusijoje. Jis grojo su tokiais at-
likéjais kaip Vladimiras Spivakovas, Gidonas Kremeris,
Jurijus Basmetas, Valerijus Gergijevas, Yo-Yo Ma ir kt. |
Lipsas atliko daugiau nei 50 jvairiy Siuolaikiniy Ryty
Europos kompozitoriy premjeriniy kariniy, tarp kuriy g
garsiausi Sofijos Gubaidulinos ir Edisono Denisovo. &

Ula Ulijona (g. 1974 m.) yra kamerinio orkestro Kre-
merata Baltica smuikininké-solisté. Ji studijavo Lietu-
vos muzikos akademijoje, o véliau - Bazelio Muzikos
akademijoje bei Hannso Eislerio muzikos mokykloje
Berlyne. Be to, smuikininké dalyvavo Gidono Kreme-
rio, Mstislavo Rostropoviciaus ir Jurijaus BaSmeto meistriskumo kursuose Kartu su Kremera-
ta Baltica orkestru ir kameriniu ansambliu Kremerata Musica ji koncertavo pasaulio muzikos
centruose, tokiuose kaip ,Carnegie Hall” arba Karaliskojoje Alberto saléje, Vienos koncerty
ramuose, Maskvos Caikovskio konservatorijoje, o taip pat Lokenhauzo, Zalcburgo ir Gitado
festivaliuose. Kaip solisté Ula Ulijona grojo su Londono filharmonijos, Bostono simfoniniu ir
Amsterdamo ,Concertgebouw” orkestrais. Jos muzikos partneriai, atliekant kamerine muzika,
buvo Jurijus BaSmetas, Davidas Geringas, Isabelle van Keulen, Olegas Maisenbergas, Sharon
Kam ir, zinoma, Gidonas Kremeris. 2001 m. ji tapo Tarptautinio Williamo Primrose‘o konkurso
Cikagoje laureate.

Rygoje gimusi violoncelininké Marta Sudraba studijavo Latvijos muzikos akademijoje, véliau
Bazelio (Sveicarija) ir Vienos (Austrija) muzikos akademijose. Nuo 1997 m. ji tapo Kremetara
baltica orkestro nare su kuriuo koncertavo Europoje, Japonijoje ir JAV atlikdama tiek pagrindi-
nes, tiek solines violoncelés partijas. Nepaisant veiklos Siame orkestre Marta Sudraba aktyviai

~

Bashmet, Valery Gergiyev, Yo-Yo Ma, etc. Lips has performed more than 50 premieres of works
by various contemporary Eastern European composers, including the most celebrated compo-
sitions by Sofia Gubaidulina and Edison Denisov.

Ula Ulijona (b. 1974) is solo violist of Kremerata Baltica. She studied at the Lithuanian Music
Academy and later at the Music Academy in Basel and at the Hanns Eisler Music School in Berlin.
In addition, she has participated in master classes of Gidon Kremer, Mstislav Rostropovich, and
Yuri Bashmet. Appearances with Kremerata Baltica and the chamber ensemble Kremerata Mu-
sica have brought her to the music centers of the world, among them the Carnegie and Royal
Albert Hall, the Vienna Konzerthaus, the Tchaikovsky Conservatory in Moscow, and the Festivals
of Lockenhaus, Salzburg and Gstaad, to name a few. As a soloist, Ula Ulijona has appeared with
the London Philharmonic, the Boston Symphony and the Amsterdam Concertgebouw orches-
tras. Her chamber music partners include Yuri Bashmet, David Geringas, Isabelle van Keulen,
Oleg Maisenberg, Sharon Kam, and of course Gidon Kremer. In 2001 she was among the prize-
winners at the International William Primrose Competition in Chicago.

Ryga born cellist Marta Sudraba started her studies at
the Latvian Academy of Music and went on to study at
the Music Academies of Basel (Switzerland) and Vienna
(Austria). She joined the orchestra Kremerata Baltica in
1997 and has toured with it in Europe, Japan, and the USA
playing both main and solo cello parts. Next to her work
with Kremerata Baltica she actively performs chamber
music with the artists such as Gidon Kremer, Joshua Bell,
Nikolai Znaider, Julian Rachlin, Oleg Maisenberg, and Tho-
mas Quasthoff among others. Marta Sudraba has played
different cello concertos with La Scala orchestra of Milan,
Kanazawa Orchestra Ensemble, Norddeutscher Rundfunk
orchestra of Hamburg, the Symphony Orchestras of Aster-
dam and Berlin. She has appeared at many of the worlds
finest venues — New York's Carnegie Hall, Salzburg’s Mo-
zarteum, Teatro Colon in Buenos Aires, Suntory Hall in To-
kyo, Chicago’s Orchestra Hall, the Philharmonic of Tel Aviv,
Moscow Conservatoire and others.
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atlieka kamerine muzika su tokiais atlikéjais kaip Gidonas Kremeris, Joshua Bellas, Nikolajus
Znaideris, Julianas Rachlinas, Olegas Maisenbergas, Thomas Quasthoffas ir kt. Marta Sudraba
griezé jvairius violoncelés koncertus kartu su Milano,La Scalos” orkestru, Kanazawos orkestro
ansambliu, Hamburgo ,Norddeutscher Rundfunk” orkestru, Amsterdamo, Berlyno simfoni-
niais orkestrais. Ji koncertavo jvairiausiose pasaulio koncerty salése: Niujorko ,Carnegie Hall",
Zalcburgo ,Mozarteum®, Buenos Airiy ,Teatro colon’, Tokijo ,Suntory Hall* Cikagos ,Orchestra
Hall, Tel Avivo filharmonijoje, Maskvos konservatorijoje ir kitur.

Sofija Gubaidulina (g. 1931 Christopolyje, Totorijos Respublikoje), paveldéjusi totoriskus ir
slaviskus genus, nuolat teigdavo, kad ,AS esu vieta kur susitinka Rytai ir Vakarai”. Ji, kartu su
Alfredu Snitke ir Edisonu Denisovu, tapo reik$mingiausia ir novatorikiausia Rusijos kompo-
zitore po Sostakovi¢iaus. 1963 m. baigusi Maskvos konservatorija Gubaidulina émé drumsti
ramius sovietinés muzikos vandenis savo originalia menine vizija, radikaliomis kompoziciné-
mis technikomis ir ypac stipriu krikscionisku tikéjimu. Sukélusi erzelj sovietiniy autoritety ap-
linkoje, ji vis délto nenustojo bati savimi ir nepraleido nei vieno $anso patyrinéti Siuolaikines
europietiskas, véliau amerikietiskas avangardo technikas.

Akustiné kompozitorés vaizduoté susiformavo atliekant jvairius garsinius eksperimentus dar-
buojantis animaciniy filmy, kino ir teatro muzikos plotmése. Originalias tembrines kombi-
nacijas ir ekstremalias improvizaciskumo apraiskas kdryboje inspiravo kompozitorés veikla
JAstreya” ansamblyje, kurj Gubaidulina kartu su draugais jkaré 8-jame de3. Si improvizatoriy
grupé nejprastai atlikdavo liaudies muzika ir grodavo netradiciniais instrumentais. Neretai
Gubaidulina komponuoja konstruktyvig, detaliai organizuotg muzika, pagrjsta mistiniais an-
tikiniais ir viduramziy principais, kaip antai Fibonaccio seka, aukso pjavis ar tam tikri skaiciy
santykiai. Jos karyboje svarbi ne tik Ryty filosofijos jtaka, bet ir vakary kriksc¢ionybés simbo-
lizmas. Gubaidulina yra viena pirmuyjy XX a. Rusijos kompozitoriy, skyrusiy itin didelj démesj
religinéms temoms ir dvasingumo ekspresijai. Kompozitoré teigia esanti religinga Rusijos or-
todoksé, o religija suprantanti kaip re-ligio - rysiy, bendravimo, sasajy restauravima. Anot jos,
joks sunkesnis uzdavinys nei $i rekonstrukcija muzikoje neegzistuoja.

Styginiy trio (1988) smuikui, altui ir violoncelei

Radikaliai modernus sio karinio skambesys regis atkeliavo i$ vaiduokliskos dvasiy terpés. Sty-
giniy trio nidrus ir kupinas jtampos karinys, perteikiantis beviltiskumo jausma be jokios tiki-
mybés ivysti viesa tunelio gale. Si kruops¢iai struktiruota ekspresija formuoja nejveikiama
XX a. nerimo jausma.

~

Sofia Gubaidulina (b. 1931 in Christopolis, the Tatar Republic) has
inherited both Tatar and Slavonic genes and she likes to say: “l am
the place where the East and the West meet”. Along with Alfred
Schnittke and Edison Denisov she has become the most significant
and innovative Russian composer after Shostakovich. In 1963, after
having graduated from the Moscow Conservatoire, Gubaidulina
started disturbing the quiet waters of Soviet music with her own
original artistic vision, radical composition techniques and particu-
larly strong Christian faith. After having instigated confusion in the
environment of Soviet authorities, she still did not stop being her-
self and did not miss even a single chance to explore contemporary
European and, later, American avant-garde techniques.

The composer’s acoustic imagination formed as she was conduct-
ing various sound experiments while working with animation as
well as with film and theatre music. Original combinations of timbre
and extreme manifestations of improvisation were inspired by the
composer’s activities in the “Astreya” ensemble, which Gubaidulina
established together with her friends in the 1970s. This improvisa-
tion group used to perform folk music in unusual ways and play non-traditional instruments.
Gubaidulina often composes constructive, organised up to the tiniest detail, music based on
mystical Classical and Medieval ideas, for instance, Fibonacci numbers, the golden section or
certain number combinations. Not only is the influence of Oriental philosophy important in
her work, but also western Christian Symbolism. Gubaidulina is among the first 20th-century
Russian composers who have dedicated a huge amount of attention to religious themes and
the expression of spirituality. The composer claims being a religious Russian Orthodox and she
understands religion as re-ligio: the restoration of links, communication and connections. Ac-
cording to her, a task more difficult than this reconstruction does not exist in music.

String Trio (1988) for violin, viola and cello

The radically modern sound of this opus, it seems, has come from the ghostly world of spirits.
The gloomy and tense String Trio conveys a feeling of despair without any hope to see the light
at the end of the tunnel. This meticulously structured expression forms an overpowering anxi-
ety of the 20th-century.

The ultimate individualisation of instruments in this String Trio often turns into an unbearable
fragmentation. Thus, according to the composer, three personalities reveal their individual wills.

-
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Maksimali instrumenty individualizacija Styginiy trio neretai pavirsta nepakeliama frag-
mentacija. Taip, anot kompozitorés, trys asmenybés atskleidzia individualias savo valias.
Susitelkimas ties pavieniy garsy auksciy tembry tyrinéjimais pirmoje dalyje sufleruoja apie
serializacijos jtakas. Tokiu badu nulemiama ne tik garsy dinamika, bet ir garso vieta tarp ins-
trumenty. Palaipsniui Siuos smarkiai issklaidytus garsus keicia pilnavidurés, prabangios har-
monijos. Antroje dalyje pasigirsta nepastovus sunkiasvoriai pizzicato ir glissando bei eterinés
ju harmonikos. Sioje dalyje smuiko ir violonéelés partijose naudojama heterofonijos technika.
Instrumentai lanksciai supina paprastg melodine Iastele kol galiausiai jg pavercia nesimulta-
niska kankinancios repeticijos ekspresija. Tuo tarpu viola sukuria nepaliaujamai dzerzgiancia
harmonija, tarsi neoniniy lempy zvimbima. Karinys baigiasi smurtiniu smuikininko gestu, jis
skaudZiai grybzteli Zzemiausig smuiko styga. Ar styga nutraks?

Liane Curtis

»Septyni zodziai” (1982) violoncelei, bajanui ir styginiams

Sis karinys yra gili ir kryptinga kompozitorés kontempliacija septyniy paskutiniy Kristaus
Zodziy ant kryziaus tema. Egzistuoja ilga Sios temos interpretacijy tradicija, tac¢iau geriausiai
Zzinomos Haydno ir Schitzo. Kaip tik pastarojo kompozitoriaus kelis muzikos fragmentus ir
cituoja Gubaidulina, o Haydno pavyzdys ja skatina komentuoti ir bandyti uzfiksuoti agonijg
bei mistikg vien muzikos garsu. Kompozitorés karinyje violoncelés solo reprezentuoja Kristy,
bajanas - Dievo balsg, o styginiai perteikia Sventaja dvasia.

Muzikiné Gubaidulinos rasysena Siame kdrinyje neretai primena esty kompozitoriaus Arvo
Parto braiza. Abu naudoja nejprasta, Siek tiek deformuotg ir dviprasmiska tonalumo forma,
kuri iSreiskia egzotiska, mistiska idioma. Taciau skirtingai nuo Parto Gubaidulinai Sis paratona-
lumas yra tik vienas i$ kontrasto elementy disonansinio garsyno erdvéje.

»Septyniy zodziy” partitiroje gausu kryziaus simbolikos, taciau visai nebatina apie tai numa-
nyti, kad patirtum emocinj karinio poveikj arba pajustum meistriskuma, kurio déka sukurta
$i muzika. Gubaidulinos meditacija Sia tema yra tarsi asmeninio ekspresionizmo ir religinio ti-
kéjimo sagveikos apoteozé, kuri isreiksta chromatizmy ir baltyjy klavisy naty harmonijos opo-
zicija. Gergzdziantis bajanas ir tarsi Silkiniai styginiai kuria minétaja ,baltyjy naty” harmonijos
terpe, kurioje savo kosmines keliones planuoja solo violoncelé.

,Septyni zodziai” reikalauja kantrybés ir susikaupimo, ypac¢ karinio pradzioje kai violoncelé ir
bajanas kuria statiska ir monotoniska gaudesj. Vis délto toliau klausantis karinio ryskéja pu-
siausvyra ir balansas. Galiausiai karinys susiformuoja j didingg muzikine freska.

~

Andrew McGregor

The focus on the exploration of timbres and pitches of separate sounds in the first part suggests
the influence of serialisation. Thus, not only the dynamics of sounds is determined, but also
the place of the sound among the instruments. Gradually, these greatly scattered sounds are
replaced by full-bodied, luxurious harmonies. Unstable heavy-weight pizzicatos and glissandos
as well their ethereal harmonics can be heard in the second part. The heterophonic technique is
used in the violin and cello scores in this part. The instruments weave a simple melodic cell flex-
ibly until they finally turn it into a non-simultaneous expression of torturing repetition. Mean-
while, viola creates an incessantly grating harmony, like the hum of neon lamps. The opus ends
in a violent gesture of the violinist: he snaps painfully at the lowest string of violin. Will the string
break?

Liane Curtis

“Seven Words" (1982) for violin, the bayan and strings

This opus is a deep and directed contemplation on the last seven words of Christ on the cross. A
long tradition of interpretations on this subject exists, but those by Haydn and Schiitz are among
the best known. Gubaidulina quotes several musical fragments by the latter composer, and Hay-
dn’s example encourages her to comment on and try to record agony and mystery solely by the
sound of music. In the composer’s opus, cello’s solo represents Christ, the bayan - the voice of God,
and the strings convey the Holy Ghost.

The musical style of Gubaidulina in this opus often has the Estonian composer Arvo Part’s touch.
They both use an unusual, slightly deformed and ambiguous, form of tonality, which expresses an
exotic, mystical idiom. However, differently from Part, this paratonality is only one of contrasting
elements in the space of dissonant sounds for Gubaidulina.

The score of “Seven Words”is full of symbols of the cross, but it is not necessary to know everything
about this in order to experience the emotional impact of the opus or to perceive the mastery
that has resulted in this music. Gubaidulina’s meditation on this subject is like an apotheosis of
the interplay between personal expressionism and religious faith, which is expressed through the
opposition of chromatisms and harmony of white-key notes. The grating bayan and ‘silky’ strings
create the aforementioned space of the ‘white-key’ harmony where the solo cello is planning its
CosSMic journeys.

“Seven Words"” require patience and concentration, especially at the beginning of the opus when
the cello and the bayan create a static and monotonous hum. Yet while listening to the opus fur-
ther, the balance is revealed. Finally, the opus shapes itself into a magnificent musical fresco.

Andrew McGregor
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Algirdas Martinaitis (g. 1950) pradéjo karybinj kelig
jvairiais kameriniais opusais ir netrukus issiskyré kaip
ypac introspektyvus, impulsyvios poetiskos nataros
kompozitorius. Jo ankstyvieji opusai ,Paskutiniy sody
muzika’, ,Rojaus pauksciai’, ,Cantus ad futurum” kupini
spontanisko intuityvaus pazinimo, subtiliy uzuominy
paslapties bei sugestyvios minimalistinio skambesio
jtaigos. Martinaitis kalba meditacine garsy kalba, kurio-
je daug ekspresijos ir ramybés, kur plastiska, semantis-
kai talpi intonacija suderina aktyvy ritma ir asimetriska
skambesio struktira. Tarsi norédamas paliudyti savo
nepriklausomuma, véliau Martinaitis pasuka ,naujojo
gyvulizmo” link, sukurdamas jspidinga ,Pradzios ir pa-
baigos knyga”“ Antai kompozicijoje ,Arma Christi*, pa-
sak kompozitoriaus, ,ketvirc¢iuojami harmonijos deri-
niai, niekinamas melodizmas, kankinama pati muzika”.
Kiek ironizuodamas techninio meistriskumo pastan-
gas, o dar daugiau - kompozicinio amato absoliutizma,
niekada neafiSuojama savajj kirybos metoda Martinaitis kartkartém apibtdina kaip ,raSyma
i$ rankos” Siai jo technikai paklista labai skirtingi, isties jstabiai sintezuojami kirybos impul-
sai: lietuviskojo folkloro garsiné samoné, orientalistiniy kultGry pajauta, teatraliski spéjiniai,
konkreciosios muzikos realijos ir kt. Pastarajj deSimtmetj j Martinaicio partittras daznai ateina
jam mentaliai giminingy kompozitoriy muzika, aliuzijos ar tiesiog prasismelkia jy karybos ap-
mastymas.

La Verna” (2006) styginiy orkestrui

Juristinis” kalny grozis, $v. Pranciskaus neturtystés maldy vieta ir apreiskimai, pauksciai, vis
dar nepamirstantys Olivier Messiaeno... Arvo Pérto, Vladimiro Martynovo, Johno Tavenero, Mi-
kofajaus Géreckio, Péterio Vasko, Jano Sandstromo ir kity ekumeniskoji jungtis per kriks¢io-
nybe, pravoslavizma, protestantizma, pasisvieciant Senojo Testamento Zibintais. Ir taip tolyn,
tolyn j unemuniskaja migla ir vél atgal. Neilgai. Apie astuonias minutes.

Karinys dedikuotas Kremerata Baltica kameriniam orkestrui.

Algirdas Martinaitis

~

Algirdas Martinaitis (b. 1950) started his career as a
composer from various chamber opuses. Soon he be-
came distinct as a particularly introspective composer
of impulsive and poetic nature. His early opuses, “Mu-
sic of the Last Gardens’,“Birds of Eden’, “Cantus ad futu-
rum’, are full of spontaneous intuitive knowledge, the
mystery of subtle hints and suggestions of minimalist
sound. Martinaitis speaks in meditative undertones,
charged with expression and tranquility, with subtle
and pithy intonations combining active rhythms and
asymmetric sound structures. Later in his career, Mar-
tinaitis in an attempt to testify to his independence,
turned towards “new animality” and created the im-
pressive “Book of the Beginning and the End". For in-
stance, in his composition “Arma Christi’, according to
the composer, music “is being tortured”.

Martinaitis often speaks with irony of the strive for
technical mastery and absolutism of the composer’s
craft, and calls his creative method “writing by hand”. His “technique” enables him to synthe-
size extremely diversified material: sound world inherent in the Lithuanian folk music, per-
sonal impressions of the oriental cultures, theatrical gestures, and “documentary” fragments
of musique concrete. In the pieces of the past decade, Martinaitis has followed a new path
by inviting the music from the past with which he feels spiritual affinity, rethinking and com-
menting on the works of his favourite composers.

“La Verna” (2006) for string orchestra

“Touring” mountain beauty, praying place and revelations of St. Francis, birds who still remem-
ber Olivier Messiaen... The ecumenical link through Christianity, Russian Orthodox Church and
Protestantism in Arvo Pért’s, Vladimir Martynov’s, John Tavener’s, Mikotajus Gdreckij's, Péter
Vask’s, Jan Sandstrom’s and others works with the light of Old Testament. And so further and
further, to the fog around the river and back. In short. Up to eight minutes.

The composition is dedicated for Kremerata Baltica chamber orchestra

Algirdas Martinaitis
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Gija Kanceli (g. 1935 Thilisyje, Gruzijoje) yra ryskiausias Gruzi-
jos kompozitorius Zinomas visame pasaulyje. 1963 m. baiges
Thilisio konservatorijg kompozitorius émé atkyviai veikti teatro
ir kino muzikos plotméje (jis sukaré muzika kultiniam Georgi-
jaus Danelijos filmui,Kin-dza-dza"). Kompozitoriaus muzika itin
komunikabili ir betarpiska, daznai kupina dvasinés, religinés
raiskos, o tai paskatina jj palyginti su tokiais kompozitoriais kaip
Sofija Gubaidulina, Arvo Pértas ar Johnas Taveneras. Kompo-
zitoriaus muzika tarpsta tonalumo marginalijose, ji pripildyta
jstringanciy ir persekiojanciy akustiniy vaizdy, jvairiy spalvy bei
faktary, astriy kontrasty ir sukrecianciy kulminacijy. Kancelj ne
itin domina eksperimentai su formomis ir garsais, beveik visg
démesj jis skiria Zzmogaus emocijy gelmiy tyrimams.
Kompozitorius Zinomiausias kaip simfonijy ir dideliy orkestriniy
kariniy karéjas. Sios srities jo muzikos kalba tipiskai formuoja-
ma i$ labai léty bei atmintin jstringanciy minoriniy melodijy
skiauteliy, kurios yra opozicija ilgiems, kupiniems kancios styginiy disonansams. Tik retkardiais,
tarsi skyrybos zenklai, prasiverzia,batalinés scenos’, jtraukiancios karingg varj ir perkusija. Po 1990
m. Kanceli muzika tapo labiau rafinuota, susvelninta ir ypac nostalgiska. Jis pradéjo mastyti, kad
»muzika kaip ir pats gyvenimas, yra nejsivaizduojama be romantikos”.

»Sutemos” (2005) 2 smuikams, styginiy orkestrui ir sintezatoriui

Kai tik pakeliu akis nuo savo stalo ir pazvelgiu pro langa Antverpene, kuriame as$ gyvenu ir dirbu
jau desimt mety, as pastebiu keletg nepaprastai graziy tuopy, tokiy auksty kaip bokstai. Jy is-
vaizda kinta priklausomai nuo sezono. Jpuséjus vasarai jos pasipuosia stora, zalia ir nepermatoma
danga. Pirmosios Sviesos angos sioje dangoje pasirodo rudens pabaigoje, taciau tuopos vis dar
islieka didingos. Artéjant Ziemai Sviesos kiaurymés pleciasi, atskleisdamos plikas sakas, o pro jas
pasimato vis didesni plotai nematyto vaizdo perspektyvy. Man ka tik atsigavus po rimtos ligos
tokie gamtos stebuklai mintyse sukélé paraleles su zmogaus gyvenimu. Dazniausiai mes beveik
nekreipiame démesio j savo sveikatos problemas kol galiausiai mus aplanko rimtas pavojus. Lite-
ratdriskai madsy gyvenimas kabo ant sitlo, o besitesiantis islikimas galimas tik tada, kai susijungia
skirtingos aplinkybés - net jeigu tai tik laikina, lyginant su mano tuopomis. Tokios mintys sukosi
mano galvoje kai kariau §j karinj, kurj galiausiai, ne be priezasties, pavadinau,Sutemos”.

Gija Kanceli

~
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Giya Kancheli (b. 1935 Tbilisi, Georgia) is the most remarkable Georgian composer well
known all over the world. After having graduated from the Tbilisi Conservatoire in 1963, the
composer started his activities in theatre and film music (he created music for the cult film
by Georgy Danelia, Kin-dza-dza). The composer’s music is especially communicative and im-
mediate, often filled with spiritual and religious expression, and this suggests a comparison
to such composers as Sofia Gubaidulina, Arvo Part or John Tavener. The composer’s music
thrives in the margins of tonality; it is filled with capturing and persecuting acoustic images,
various colours and textures, sharp contrasts and shocking culminations. Kancheli is not very
much interested in experiments with forms and sounds; he dedicates his almost entire atten-
tion to the exploration of the depths of human emotions.

The composer is best known as the creator of symphonies and large opuses for orchestra.
The language of his music in this area is typically formed from very slow and capturing scraps
of tunes in minor, which oppose long dissonances of strings filled with suffering. Only rarely
“battle-scenes” emerge like punctuation, involving the military brass and percussion. After
1990, Kancheli's music has become more sophisticated, softened and particularly nostalgic.
He has started to think that “music, like life, is unimaginable without romanticism”.

“Twilight” (2005) for 2 violins, string orchestra and synthesizer

Whenever | look out from my desk in Antwerp, where | have now been living and working
for the past ten years, | see several unusually beautiful poplars, as high as towers. Their ap-
pearance changes according to the season. Towards the end of summer they are covered
with a thick, green “carpet.” The first openings of light appear towards the end of autumn,
their sudden colourful magnificence notwithstanding. These gaps become broader with the
approaching winter; viewed through the bare braches, a perspective begins to reveal itself,
losing itself in infinity. Since | have just survived a serious illness, such wonders of nature bring
to mind comparisons with human life. We normally pay little or no attention to our health
problems. But then, one day, we are visited by a serious danger. Our life literally hangs by a
thread and our continued survival is made possible only when different circumstances come
together - even though this is only temporary, compared to my poplars. These thoughts were
in my mind whilst composing this work, which | then, not without reason, entitled “Twilight.”

Giya Kancheli
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Spalio 23, pirmadienis, 19:00 Sv. Kotrynos baznycia
October 23, Monday, 7 pm St Catherine’s Church

ECLAT SEOUL (Piety Koreja / South Korea)

Juyeon Shin - fleita / flute

Hae Yeon Cho - obojus / oboe

Ho Sub Song - klarnetas / clarinet
Sung Won Yun - smuikas / violin
Ena Kim - smuikas / violin

Jin won Yun - altas / viola

In Hee Na - violoncelé / cello

Kyung Sik Min - fortepijonas / piano

Jin Soo Kim - dirigentas / conductor
VYTAUTAS GERMANAVICIUS
Be Melting Snow

SEUNG JAE CHUNG
Well-tempered Quartet

ISANG YUN
Trio

SEUNG HYUN YUN
Echoes

VYTAUTAS BARKAUSKAS
Contactus No. 1, Op. 128
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Siuolaikinis ansamblis Eclat Seoul - vienas geriausiai zZinomy naujosios muzikos kolektyvy. 2003
m. Eclat Seoul jkaré privataus Konkuko universiteto Seule profesorius, $io ansamblio vadovas ir
kompozitorius Jin Soo Kim bei smuikininkas Sung Won Yun.

Itin svarbus ansamblio indélis plétojant Siuolaiking kamerine: soline ir ansambline muzika. Eclat
Seoul nuolat tobulina savitas virtuozines ypatybes uz kurias ansamblis pelné aukstus jvertinimus
tarptautinéje muzikos scenoje. Be koncertinés veiklos ansamblis Eclat Seoul taip pat dalyvauja
Svietimo projektuose, rengia kursus instrumentalistams ir kompozitoriams bei suteikia galimybe
jauniems talentams stebéti savo repeticijas. Ansamblis dalyvavo tokiuose festivaliuose kaip Azi-
jos Kompozitoriy Lyga ir PAN Muzikos festivaliy atidarymo koncertuose 2004 m. ir 2005 m.

Vytautas Germanavicius (g. 1969) baigé Lietuvos muzikos akademijos ' -
muzikos magistro studijas prof. Juliaus Juzeliino kompozicijos klaséje /R S
(1996) bei elektroninés muzikos magistratiirg Millso koledze (JAV, 2005); =%
taip pat studijavo kompozicijg pas Jonathang Harvey, Alving Currana.
Vytauto Germanaviciaus kiiryba apima kamerine, chorine ir orkestrine '
bei elektroakustine muzika. Skaidri struktdra, laisva stilistika, eleganci- ;
ja bei balansas tarp intuicijos ir naujyjy kompoziciniy techniky badingi
daugeliui kompozitoriaus kariniy. Ypatingas démesys skiriamas garso
spalvai bei naujy atlikimo galimybiy paieskoms. Vytautas Germanavi-
Cius sako, kad savo muzika formuoja kaip mazus esé arba trumpus nara-
tyvus, kurie susidaro i3 Siek tiek susijusiy struktary. Kiekvieng tokia struk-
tara reprezentuoja nedidelé instrumenty grupé saveikaujanti su dideliu
ar mazu ansambliu arba orkestru. Tai lyg atskiri, taciau susije vieno na-
ratyvo vaizdiniai arba atskiros. Tokig struktlrg kompozitorius pavadinty
stekstualinémis miniatidromis”.

»Be Melting Snow” (2006) fleitai ir klarnetui

Karinj inspiravo garsaus sufi literattros poeto Jalal al-Din Rumi eilés. Rumi reiskia,,i$ romény Ana-
tolijos” Jis gimé Afganistano mieste Balche, kuris tuo metu priklausé Persijos imperijai.

Dvi nepriklausomos instrumenty linijos issiskiria, plaukia, vél susijungia, taip sukurdamos mistis-
ka ziemos nakties atmosfera. Zodziai verciami garsais tam kad idreikity tyla, tustuma, zaisminga
energijq ir aistra...

,Balta gélé skleidziasi tyloje. Leiskite kalbai tapti ta géle”.

~

Vytautas Germanavicius

The contemporary ensemble Eclat Seoul is one of the most distinguished ensembles
for new music. It was founded by a director, professor of private Konkuk University in
Seoul Jin Soo Kim (who is a composer of the ensemble) and Sung Won Yun (violinist)
in 2003 in Seoul, Korea. The ensemble has made a substantial contribution to the de-
velopment of contemporary solo, chamber and ensemble music. The ensemble has its
very own virtuosic profile and for this it ranks highly on the international music scene.
Apart from its many concert activities, the ensemble Eclat Seoul also takes part in lecture
projects, gives courses for instrumentalists and composers and creates oportunities for
young talents to watch its rehearsals. Ensemble has performed in festivals such as Asian
Composers League and in the PAN Music festivals’ opening concerts in 2004 and 2005.

Vytautas Germanavicius (b. 1969) graduated from the Lithuanian Academy of Music with
a BA and MA in composition under Prof. Julius Juzelianas (1996). In 2005 he received an
MFA in electronic music from Mills College, USA. He also studied composition with Prof.
Jonathan Harvey, Alvin Curran.

Vytautas Germanavicius' oeuvre includes music for solo instruments, chamber ensembles,
choir, orchestra, electro-acoustic compositions. Transparent structure, unrestricted stylis-
tic range, elegance and balance between intuition and new technology characterize many
of his works. According to Vytautas Germanavicius, he structures music like little essays or
short narratives, which consist of textures that are slightly connected with each other. A
small instrumental group interacting within a big or small ensemble or orchestra repre-
sents every texture. It is like separate but related pictures of one story, or many separate
stories appearing in one picture. Such structure he would call “textual miniatures”.

“Be Melting Snow” (2006) for flute and clarinet

Piece was inspired while reading poems of the famous poet of Sufi literature, Jalal al-Din
Rumi. The name Rumi means ,from Roman Anatolia” He was born in Balkh, Afghanistan,
which was then part of the Persian Empire.

Two independent lines of two instruments disperse, flow and merge with each other creat-
ing an atmosphere of mystical winter night. Converting words into sounds is an attempt in
order to express silence, emptiness, playful energy and passion...

A white flower grows in the quietness. Let your tongue become that flower”.

Vytautas Germanavicius
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Koréjoje gimes Seung Jae Chung (g. 1970) Seulo nacionaliniame universitete gavo bakalauro
diplomga, o magistratura ir doktorantiirg baigé Manheteno muzikos mokykloje. Dirigavima jis stu-
dijavo pas Davida Gebertg; elektronine muzika — pas Pierrg Charvetg; o kompozicijg - pas Chung
Gil Kim, Giampaolo Bracali, Nilsg Vegelanda.

Jo kariniai skambéjo 1996 m. Amsterdamo,Gaudeamus” muzikos savaitéje, 2004 m.,Asahi” meno
festivalyje Tokijuje, 2004 m. Azijos kompozitoriy sajungos muzikos festivalyje Izraelyje ir 2005 m.
ISCM Pasaulio muzikos dienose Zagrebe, Kroatijoje. Seung Jae Chung gauna karybinius uzsaky-
mus i$ tarptautinio muzikos festivalio ,TJongyeong’, TIMF ansamblio, VECM (Vokalinio Siuolaikinés
muzikos ansamblio), Koréjos fortepijono duety asociacijos, Tokijo Koseiwind orkestro ir kity.

Nuo 1998 iki 2000 m. kompozitorius dirbo Manheteno muzikos mokyklos elektroninés muzikos
studijos direktoriumi. Siuo metu jis vadovauja kompozicijos katedrai Sangmyung universitete
Seule.

»+Well-tempered Quartet” (2005) styginiams

Pries kelerius metus analizuojant Bacho Preliuda Nr. 1 i$ | tomo Gerai temperuoto klavyro, man ne-
tikétai gimé keletas idéjy. Nors ta karinj girdéjau ir grojau ne vieng kartg, taciau svarbiausig karinio
aspekta — nuosekly struktdrinj progresa suvokiau tik takart. Jauciausi lyg klausydamasis minima-
listinés Steve'o Reicho muzikos, kada minimaliomis priemonémis pasiekiamas maksimalus rezul-
tatas. Tai vercia galvoti, kad Bachas - kares tokig fantastiska muzika i$ paprasty struktdry ir akordy
seky - tikrasis Baroko eros minimalistas.

Kadangi domiuosi $iy dieny minimalizmu, tokios mintys praskatino Bacho Preliuda pritaikyti mu-
zikinei savo kalbai, tokiu badu sukuriant muzika i$ minimalios muzikinés medziagos. Tam tikroje
laiko sistemoje iSskleidziau harmonines Preliudo progresijas, o minimalig ir nekintancig medziaga
lanksciai transformavau modaliniy bei tonaciniy elementy pagalba ir registro pokyc¢iy déka.

Seung Jae Chung

Isang Yun (1917 - 1995) muzikinj iSsilavinima (violoncelés ir kompozicijos srityse) jgijo gim-
tojoje Koréjoje ir Japonijoje. Dél aktyvaus pasipriesinimo prie$ Japonijos okupacija jis buvo
kalinamas iki pat Antrojo pasaulinio karo pabaigos. Atgaves laisve, jis déstytojavo Koréjos
aukstosiose mokyklose ir universitetuose. 1956 m. jis atvyko j Europa ir tesé studijas Paryziuje,
Berlyne bei lanké tarptautinius kursus Darmstadte. Nuo 1964 m. kompozitorius gyveno Vaka-
ry Berlyne, 0 1971 m. gavo Vakary Vokietijos pilietybe. Taciau Koréjos rezimo agentai prievarta
atgabeno Isang Yun, kuris nuo 1967 iki 1969 m. vél buvo jkalintas. IS karto po paleidimo jis
émeé aktyviai kovoti uz demokratijos atkiirima jo gimtojoje Salyje.

~

A native of Korea Seung Jae Chung (b. 1970)
received bachelor’s degree at Seoul National
University, and master’s and doctoral degree
at Manhattan School of Music. He studied
conducting with David Gebert; electronic mu-
sic with Pierre Charvet; and composition with
Chung-Gil Kim, Giampaolo Bracali and Nils
Vegeland.

His works were selected for 1996 Gaudeamus
Music Week in Amsterdam, the Netherlands;
Asahi Art Festival 2004 in Tokyo; 2004 Asian
Composers League Music Festival in Israel; and
2005 ISCM World Music Days in Zagreb, Croatia.
He has been commissioned by Tongyeong
International Music Festival, TIMF Ensemble,
VECM(Vocal Ensemble for Contemporary Mu-
sic), Korean Piano Duo Association, Tokyo Ko-
seiwind Orchestra, and so on.

Composer served as a director of electronic
music studio at Manhattan School of Music from 1998 to 2000. Currently he is a chairperson
of composition department at Sangmyung University in Seoul.

“Well-tempered Quartet” (2005) for strings

Few years ago, | encountered several ideas when | was analyzing Bach’s Well-tempered Kla-
vier, Prelude No. 1 in Book I. Although | have listened and have played the music many times,
the consistent textural progress which is a prominent aspect throughout the piece came to
my mind refreshingly. | felt like | was listening to Steve Reich’s minimal music, maximum ef-
fects with minimum materials. It makes me to believe that Bach who made excellent music
only with simple texture and chord progressions is the true minimalist in Baroque era.

For | am interested in minimalism these days, those thoughts initiate me to apply Bach’s Prel-
ude to my musical languages and to compose music with limited musical materials. | extend
the harmonic progressions of the Prelude in the particular time frame and at the same time
apply the limited and fixed materials to the flexible transformation through the modal chang-
es of tonal material and the change of register.

Seung Jae Chung
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1969 m. Isang Yun grjzo j Vokietijq ir désté
Valstybiniame Hanoverio muzikos koledze,
o Valstybiniame meny koledze Berlyne,
kur jis dirbo 1970-1985 m., jam suteiktas
kompozicijos profesoriaus vardas. Kompo-
zitorius tapo Hamburgo ir Berlyno Meny
akademijy nariu, Tibingeno universiteto
garbés daktaru ir ISCM garbés nariu, o taip
pat Zalcburgo Academia Scientiarum et Ar-
tium Europaea nariu.

Trio (1972- 1973) fleitai, obojui ir smuikui
Trio iStakos kitame kompozitoriaus kari-
nyje ,Concertante figures” nedideliam or-
kestrui. Nuo pat nerimastingos orkestrinio
karinio pradzios Isang Yun eksponuoja gan
statiskus, susilie¢iancius garsy sluoksnius,
kurie prasideda létu tempu, o véliau palaipsniui spartinami ir kei¢iami tembriskai. Jvairas gar-
sy sluoksniai panaudojami visose orkestro grupése ir nuolat iSplétojami muzikinéje erdvéje.
Dramatiska procesa kompozitorius organizuoja variniais puciamaisiais instrumentais. Siy ap-
linkybiy kontekste girdimas ir fleitos, obojaus bei smuiko Trio, kuris orkestriniame karinyje
atlieka harmonijg jnesancio elemento funkcija: Trio simbolizuoja santarveés aspektg pries ka-
tastrofiskg pabaigos issiverzima.

Seung Hyun Yun (g. 1966) bakalauro diploma jgijo Valstybiniame Seulo universitete, o kom-
pozicijos ir kompiuterinés muzikos magistro laipsnj — Peabody konservatorijoje Johno Hop-
kinso universitete. Kompozicijos doktorantara jis baigé Merilendo universitete.
Kompozitorius kuria jvairiausiy stiliy ir Zanry muzika: solines kompozicijas, kamerine, orkes-
trine muzika, taip pat elektroninius, kompiuterinis bei multimedijinius karinius. Jo karinys
Ya-Wun" (,Nakties debesys”) apdovanotas Naujosios Koréjos muzikos visuomenés prizu ir
net keletg karty atliktas tiek Seule, tiek JAV. Kompiuterinés muzikos kompozicija ,The Halo”
(gitarai, kompiuteriui ir gyvajai elektronikai), iskovojo pirmajj priza Prix d‘Ete konkurse. Siuo
metu kompozitorius dirba ISCM Pasaulio naujosios muzikos draugijos, Koréjos padalinio
generaliniu sekretoriumi bei désto Ewha Womann universitete.

~

Isang Yun (1917 - 1995) received his first musical training (cello and composition) in his native Korea
and later in Japan. Active opposition to the Japanese occupation resulted in his being imprisoned until
the end of World War Il. After gaining his freedom, he spent a period teaching music at Korean high
schools und universities.

In 1956 Yun travelled to Europe to continue his studies in Paris and Berlin, also attending the Interna-
tional Courses at Darmstadt. Yun became a West German citizen in 1971, and was a resident of West
Berlin from 1964. Yun was abducted from Germany by the Korean regime agents, who imprisoned
him from 1967 to 1969, and his release was followed by a period of political activity on behalf of the
restitution of democracy in the country of his birth.

Since his return to Germany, he taught (1969) at the Hannover State College of Music, becoming pro-
fessor of composition at the State College of Arts (Hochschule der Kiinste) Berlin (1970-1985). He was a
member of the Hamburg and Berlin Academies of Arts, and a honorary doctor at Tiibingen University
and honorary member of the ISCM, also member of the Academia Scientiarum et Artium Europaea,
Salzburg.

Trio (1972- 1973) for flute, oboe and violin

Trio has its origin in the Concertante Figures for small orchestra. Following a restless beginning, Yun
exposes in the orchestral work rather static, overlapping sheets of sound, which begin in a slow
tempo and are then accelerated by degrees and brightened in colour. The various sheets of sound
are established in all orchestral sections and are gradually extended and expanded in musical space.
By means of a massive brass entry, Yun then organises a process of dramatisation. At the peripeteia
of this process a trio comprised of alto flute, oboe and violin is heard. In the orchestral piece the trio
has a harmonizing function: it develops the aspect of unity preceding a catastrophic tutti eruption.

Seung Hyun Yun (b. 1966) received bachelor’s degree at Seoul
National University;

Composition and Computer Music master degree at Peabody
Conservatory of the Johns

Hopkins University; and Doctor of Musical Arts degree in Compo-
sition at University of Maryland.

Composers work has included a variety of styles and genres
including solo, chamber, orchestral, multimedia, and electronic
and computer music works. His work, ,Ya-Wun" (The Night
Clouds), won a prize in the New Music Society in Korea and was
also performed several times in Seoul and USA. His computer
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»Echoes” fleitai, klarnetui, smuikui ir violoncelei

Angly kalbos Zzodynas,Aidg"” apibtdina kaip garsy pasikartojima, garso bangoms atsispindint
nuo tam tikro pavirSiaus arba kaip garso liekang ar pédsaka. Karinys dviejy daliy: pirmoji - De-
besys po atbrailomis, antroji — Debesys po veidrodziais. Dalys atspindétos pagrindiniais viena
kitos tony elementais. Padidinta kvarta, mazoji ir didZioji sekundos yra trys svarbus Sio karinio
motyvai. Kompozitoriaus ketinimas — pavaizduoti mentaline transformacijg ir aidy ekspresijas
debesyse bei veidrodziuose, panaudojant kontrastingy temy ir harmonijy, gamuy ir ritminiy
figary transformacijas.

Vytautas Barkauskas (g. 1931) - vienas produktyviausiy siuolaikiniy lietuviy kompozitoriy.
1953 m. jis baigé matematikos, 1959 - kompozicijos studijas. 7-ame des. Vytautas Barkauskas
buvo vienas aktyviausiy avangardistinés muzikos tendencijy bei naujujy kompoziciniy tech-
niky propaguotojy Lietuvoje. To meto kariniai bylojo struktarizuoty formy leksika, kompozi-
torius kaupé pazinimo ir meistriskumo patirtj. DidZiausig jtaka, kompozitoriaus teigimu, jam
padaré Krzysztofas Pendereckis, Witoldas Lutostawskis ir Gyorgy Ligetis.

Vienas pirmuyjy Lietuvoje iSbandes serializmo, aleatorikos, polistilistikos galimybes, netrukus
Vytautas Barkauskas pasuko intuityviau komponuojamo garsy meno link. Technologizmas
jam tapo nejdomus, vietoj to jis sieké natdralaus skambesio grozio, kurdamas kameriskes-
nes, intymesnes, neretai tyliy kulminacijy kompozicijas. Jvaldes jvairias XX a. kompozicines
technikas, kompozitorius nuosekliai evoliucionuoja, tobulindamas muzikinés kalbos israiska.
Kompozitoriaus muzikinio mastymo pagrindas — binarinés opozicijos, kontrasto principas
pasireiskia visuose muzikos karinio lygmenyse (formoje, instrumentuotéje, ritme, tempe, di-
namikoje). Kompozitorius teigia nesilaikantis vienos apibréztos kompozicinés sistemos, bet
nuolat ieskantis nataralios stilistinés sintezés. Jis siekia, kad muzika baty iSraiskinga, emo-
cionali ir koncertiska.

music piece, ,The Halo’, for Guitar, Computer, and Live Electronics, won the first prize in Prix d'Ete
Competition. He is currently a secretary general in ISCM Korea section and is teaching at Ewha
Womann University.

“Echoes” for flute, clarinet, violin, and cello

According to Dictionary of English Language, the Echo is repetition of a sound by reflection of
sound waves from a surface or aremnant or vestige. The two movements, Clouds under the Eaves
and Mirrors: in the Hall are reflected by each other with the basic tone materials. The three in-
tervals included augmented 4th and miner and major 2nd are important motives for this piece.
The composer’s intention is to portray the mental transform and the expressions of the echoes in
the clouds and mirrors through the use of transformations of contrasting themes and harmonies,
scales and rhythmic figures.

Vytautas Barkauskas (b. 1931) is one of the most prolific
Lithuanian contemporary composers. He is a graduate in
mathematics (1953) and music composition (1959). In the
1960s Vytautas Barkauskas was one of the most active ad-
| herents of avant-garde music and new compositional tech-
niques in Lithuania. The works of this period manifested
the lexis of structuralized forms. The greatest influences
upon him at that time, as the composer himself stated,
were Krzysztof Penderecki, Witold Lutoslawski and Gyorgy
Ligeti.
Barkauskas was one of the first in Lithuania to experiment
with serial and aleatoric composition, collage and other in-
novations. Soon, the composer moved towards more intui-
tively arranged sounds, striving to create naturally beauti-
ful music. He started to write more chamber and intimate
compositions, sometimes those with “silent culminations”
Having mastered various compositional techniques of 20th
century, the composer consistently develops and perfects
his musical idiom. Composer says that he does not restrict
to any single, defined compositional system, but constantly
searching for a natural stylistic synthesis. He strives to make
music expressive, emotional and of a concerto type.
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»Contactus” Nr.1, op. 128 (2006) klarnetui, fortepijonui, dviem smuikams, altui, violoncelei

I$ pirmo laisko koréjieciams:

. .dZiaugiuosi galédamas su jumis kontaktuoti ne tik per muzikg, bet ir e-mail‘u.

Karinio pavadinime atsispindi ir mano muzikiné idéja — pastangos ieskoti kontakto, t.y. susi-
lietimo, supratimo, prasvitimo.

Pagrindiniai intonaciniai intervalai - tritonis (fis-c) ir maza sekunda. Interpretuojant labai svar-
bi akustiné, dinaminé ir plati registriné karinio erdvé. Tempas kai kur gali bati rubato, o fer-
matos labai ilgos.

Turiu vilties, kad jas pajusit ir Siek tiek rytietisko kolorito (mano supratimu...). Su nekantrumu
laukiu Jisy nuomonés, pastaby ir tikrai gero bei malonaus kontakto”.

2006 09 08 Sirdingai jasy Vytautas Barkauskas

p.s. Kodél,,Contactus Nr. 1” laiske nerasiau tikiuosi supras...

“Contactus” No. 1, Op. 128 (2006) for clarinet, piano and string orchestra

From the first letter to Koreans:

» .. am happy to make contacts with you not only through music, but also by email.

The title of the work reflects the musical idea of mine - the struggle towards the contact,
understanding, shining.

Basic intonation intervals are augmented 4th (f-sharp - ¢) and minor 2nd. Acoustic, dynamic
and wide space of piece registers is important in interpreting this work. The tempo might be
rubato, with long holds.

I hope you feel the oriental colors (as | find it...). Waiting forward for your opinion, remarks
and nice, welcome contact”.

2006 09 08 Sincerely, Viytautas Barkauskas

.
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WAVES

JEAN-FRANCOIS LAPORTE - muzika / music
LORETA JUODKAITE - choreografija ir $okis / choreography and dance

Atlikéjai / Performers:
Jean-Francois Laporte
Martin Ouellet
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Jean-Francois Laporte - Zr. psl. 28

Loreta Juodkaité 3okio mokosi nuo 3eseriy mety. Siuolaikinio $okio pagrindus gavo Vy¢io
Jankausko vadovaujamoje modernaus Sokio studijoje, tai pat dalyvaudama jvairiuose Siuo-
laikinio Sokio projektuose bei rengiamuose seminaruose. Buvo Andriaus Pulkauninko vado-
vaujamos Siuolaikinio Sokio trupés sokéja, dalyvavo jo sukurtuose spektakliuose,Oranzinis” ir
,Baltas”. 2002 m. dalyvavo choreografo Vyc¢io Jankausko projekte ,Uzkasti vaivorykste”, rody-
tame,Naujojo Baltijos Sokio” festivalyje.

2001 m. baigusi Vilniaus dailés akademija, scenografijos specialybe, jstojo j Zalcburgo (Aus-
trija) eksperimentine sSokio akademijg, kurig baigé 2005 m. Studijuodama dalyvavo kasmet
rengiamame Salzburgo 3okiy festivalyje ,Sommer Szene 2005“ su Slovénijos choreografe bei
Sokéja Vita Osojnik. Juodkaité yra dalyvavusi ir kituose tarptautiniuose sokio festivaliuose bei
eksperimentiniuose projektuose, tarp jy Anos Netrebko projekte ,The Women*, ,The Voice”,
Vladimiro Cekasino ir Sergejaus Tyriskino performanse. Siuo metu ji désto Vilniaus dailés aka-
demijoje Sokio technika, taip pat yra Sios akademijos Sokio teatro vadové.

+Waves” (2006) muzika sukonstruotiems unikaliems Tu-Yo instrumentams ir Siuolaikinio So-
kio bei kiino kano plastikos kompozicijai

+Waves” yra garso karinys, pagrjstas dviejy Tu-Yo instrumenty rezonansu ir $iy instrumen-
ty generuojamy dazniy interakcija. IS pirmo zvilgsnio si idéja atrodo labai paprasta, bet jg
jgyendinus paaiskeéja, kad nuolatinis pagrindiniy garsy dalyvavimas ir visi skambesiy judesiai
sukuria nuostabig muzika, kuri susiformuoja susidirus nepaprastai sodriems instrumenty re-
zonansy tembrams.
Galutiné $iy dazniy sasaja generuoja bangy misos, unisony, dainavimo, spiegimo ar triuks-
mo skambesius, kuriy dinaminis raiskos diapazonas yra stebétinai platus. Pagrindiné garsinés
Waves" patirties idéja — jtraukti klausytoja | patj garso centra ir atskleisti subtiliausias garso
variacijy bei mutacijy patirtis. Be to, muzikos viduje atsiddres klausytojas iSgyvena ir fizinius
patyrimus.
Muzikos ir Sokio jungtis Siame karinyje perteikia ne tik fizinés garso prigimties aspektus, bet
ir fizines kGino reakcijas j garsa.

Jean-Francois Laporte

Pati Sokio specifika skiriasi nuo jprastinio Sokio, nes Sokis ir trijy Sokéjy kiny plastika erdvéje
privalo virsti regima tuo metu skambanéios muzikos forma. Sokis - vizualus, Muzika - girdi-

~

Jean-Francois Laporte - see page 29

Loreta Juodkaité has been learning dance since she was six. She acquired basics at Vytis
Jankauskas'modern dance studio, later took part in various projects and seminars of contem-
porary dance. She was a dancer of Andrius Pulkauninkas’ modern dance troup, took part in
his plays “Orange” and “White”. In 2002 she took part in a project by her former teacher Vytis
Jankauskas - “To bury the rainwon” which was performed in New Baltic Dance Festival.
Having graduated from Vilnius Art Academy in 2001, she entered Experiment Dance Acade-
my in Salcburg (Austria), from which she graduated in 2005. During her studies, she took part
in an annual Salzburg dance festival Sommer Szene 2005 with Slavenian choreographer and
dancer Vita Osojnik. Juodkaité has also took part in other international dance festivals and
experimental projects, among which there was “The Women*, “The Voice" by Ana Netrebko, a
performance by Vladimir Chekasin and Sergey Tyrishkin. At the moment she is giving danc-
ing technique lectures at Vilnius Art Academy. Also she is the leader of the Art academy Dance
Theater.

“Waves” (2006) music for designed unique Tu-Yo instruments and modern dance composi-
tions

“Waves” is a sound work based on the resonance of two Tu-Yo and the interaction of the
frequencies generated by these two instruments. Starting from this really simple idea, an
amazing music can be made with the deep presence of the base notes and all the movements
occuring from the encounter of the surprisingly rich timbre of their resonances.

The resulting connection between these frequencies can thus generate beating waves,
unisons, singing, screaming, noises, etc, all in a surprisingly wide dynamic range. The main
idea of “Waves” sound experience is to bring the audience inside the very sound and from
there give them the possibility to follow all the subtle variations and mutations; they can then
be inside the music and experience it also in a physical way.

The collaboration with the dance thus presents aspects of both this physical nature of the
sound but also of the resulting physical response of the body in connection with the sound.

Jean-Francois Laporte

The dance particularity is different from a usual dance as the dance and plastics of three danc-
er's bodies must become visual form of music. Dance is visual, Music is heard - what we see

-
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ma, tai kg matome turés istirpti garse, kad garsas tapty dar pilnesnis.

Tai bus dviejy galingy meno $aky, vieny seniausiy: Sokio ir Muzikos sintezé, istirpimas vieno
kitame, papildymas, susiliejimas, galiausiai Treciojo elemento karimasis, kuris néra nei forma

nei garsas. Regis batent tai ir turi omenyje kompozitorius bei atlikéjas.

Stebint muzika ir girdint Sokj reikia issilaisvinti is visy masy susikurty trafarety apie $okj ir apie

muzika bei apie Jy rysj, reikia tiesiog nurimti ir jsisukti j visg esama procesa.

Loreta Juodkaité

must melt in sound in order for the sound to be loaded.

This will be the synthesis of two oldest art forms, Dance and Music, melting in each other,
refill, merger, appearance of the Third Element which is not neither form nor sound. It seems
to be the idea of the composer and the artist.

While watching the music and hearing the dance one must work free from what he knows
about music and dance. One must calm down and turn into the existing process.

Loreta Juodkaité
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2002 m. ,Gaidos” festivalio jkurtas kolektyvas - didelés sudéties (sinfonijetés tipo) Siuolaiki-
nés muzikos ansamblis - jau spéjo jrodyti gebéjimga itin kokybiskai atlikti jvairiy stiliy naujaja
muziky. Gaida Ensemble sékmingai uzpildo ilgg laika buvusig tuscig nisa (iki tol panasaus
pobudzio kolektyvo Lietuvoje nebuvo) lietuviskos muzikos panoramoje, entuziastingai ir pre-
ciziskai interpretuodamas sudétingiausius lietuviy bei uzZsienio kompozitoriy opusus, inspi-
ruodamas naujas karybines idéjas, skatindamas vertingy kariniy atsiradima.

] ansamblj suburti geriausi Lietuvos instrumentalistai-solistai, kolektyvo programoms pareng-
ti kvieciami skirtingi dirigentai, turintys ypatinga patirtj Siuolaikinés muzikos srityje. Pirmajg
Gaida Ensemble programg 2002 m. ,Gaidos” festivaliui parengé suomiy dirigentas Jussi Jaa-
tinenas, su kuriuo 2003 m. ansamblis sékmingai koncertavo Berlyno MaerzMusik festivalyje.
2003-yjy ,Gaidos” festivalyje ansambliui dirigavo belgy dirigentas Danielis Gazonas, kuris
Gaida Ensemble diriguos ir Siemet.

Ansamblio repertuariniuose planuose - ryskiausiy lietuviy autoriy bei tokiy pripazinty kom-
pozitoriy kaip Gyorgy Ligeti, Luca Francesconi, Gérard Grisey, John Adams, Kaija Saariaho ir
kity autoriy kariniai. 2004 m. rugséjj Gaida Ensemble sékmingai pasirodé Klangspuren festiva-
lyje Austrijoje kartu su Zymiu brity smuikininku Irvine'u Arditti. 2004 m. ansamblis dalyvavo
garsiojoje Venecijos bienaléje, kurioje su Toskanos simfoniniu orkestru atliko Vykinto Baltako
karinj,Poussla“ 2005 m. ansamblis, kartu su dirigentu Robertu Serveniku, dalyvavo Slovakijos
Siuolaikinés muzikos festivalyje ,Melos-Ethos".

2005 m.,Gaidos" festivaliui Gaida Ensemble paruosé dvi skirtingas — kamerinés muzikos ir mu-
zikos kino filmams - programas.

Danielis Gazonas (g. 1955) Ljezo konserva-
torijoje jsigijo trimito ir kontraboso specia-
lybiy Dipléme Supérieur. Véliau, susidoméjes
dirigavimu, studijavo pas Igorj Markeviciy ir
Maxa Deutschg, baigé Tarptautinj orkestrinio
dirigavimo seminara Veimare bei Zalcburgo
Mozarteume. 1984 m. Seiji Ozawa pakvieté
Gazong tobulinti jgadziy BerkSyro muzikos
centre Tanglevude. Svarbiausia to laikotarpio
patirtis yra darbas su Sergiu Celibidache'u, ku-
rio vadovaujamas jis studijavo muzikos feno-
melologija ir dirigavima Miunchene, Maince ir
Paryziuje.

~

Established by the Gaida festival in 2002, the Gaida Ensemble is a large sinfonietta-type con-
temporary 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 Ga-
ida Ensemble filled a gap in the panorama of Lithuanian modern music. The ensemble gives
enthusiastic and foreign composers, inspires new creative ideas, and initiates the creation of
valuable new works.

The best Lithuania’s instrumentalist were invited to play for this collective, thus all the musi-
cians of the ensemble are true virtuosos of their instruments. Different conductors with out-
standing experience in new music have been asked to prepare programmes for the Gaida
Ensemble. The first project was made together with young Finnish conductor Jussi Jaatinen
and successfully performed at the Gaida festival (2002) and the MaerzMusic (2003). In Gaida
Festival 2003 the Gaida Ensemble has appeared under the Belgian conductor Daniel Gazon,
who will lead the Gaida Ensemble this year too.

The recent and up-coming repertoire of the ensemble includes works by leading Lithua-
nian composers and internationally known authors, such as Gyorgy Ligeti, Luca Francesconi,
Gérard Grisey, John Adams, Kaija Saariaho and others. In September 2004 Gaida Ensemble
made successful appearance at the Klangspuren Festival in Austria with famous British violin-
ist Irvine Arditti. The ensemble was invited to take part in the Venetian Bienale (2004), where
together with Orchestra della Toscana performed “Poussla” by Vykintas Baltakas. In 2005 en-
semble took a part in contemporary music festival ,Melos-Ethos” in Slovakia with conductor
Robertas Servenikas.

At the Festival 2005 Gaida Ensemble presents two new programmes featuring chamber mu-
sic and film music.

Danielis Gazonas (g. 1955) acquired Dipléme Supérieur of trumpet and double-bass at the
Liege Conservatory. Later interested in conducting, he studied with Igor Markevich and Max
Deutsch, graduated from International Seminar on orchestral conducting and in Veimar and
Salcburg Mozarteum. In 1984, Seiji Ozawa invited Gazon for improving his skills at Berkshire
Music Centre in Tanglewood. The most important work of the time was contribution with
Sergio Celibidache who taught musical phenomenology in Munich, Mainz, and Paris.

Since 1985, when he was invited be the Liege Philharmonic, Gazon started his career at the
international stage. He has been regularly working with all main orchestras in Belgium and
Polland. Despite of rich conventional symphonic and operatic his repertoire, the conductor
went into contemporary music. Now the conductor is distinguished as one of the best spe-
cialists of 20th-century music. He conducted works by Magnus Lindberg, Claude Vivier, Luca

-
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Nuo 1985 m., kai jj pakvieté Ljezo filharmonija, Gazonas pradéjo reikstis tarptautinéje are-
noje. Per du pastaruosius desimtmecius jis reguliariai dirbo su visais pagrindiniais Belgijos
orkestrais ir daugeliu Lenkijos orkestry. Nepaisant itin gausaus tradicinio simfoninio ir ope-
rinio repertuaro parengimo dirigentas aktyviai émési siuolaikinés muzikos. Dabar dirigentas
daugelio pripazjstamas kaip puikus XX a. muzikos specialistas dirigaves Magnuso Lindbergo,
Claude’o Viviero, Luco Francesconio, Jukkos Tiensuu, Roberto Gerhardo ir kt. kariniy prem-
jeroms. Gazonas buvo festivaliy ,VarSuvos ruduo’, ISCM, ,Melos-Ethos”, ,Ars Musica“, ,World
Music Days" ir,Gaida" kviestinis dirigentas.

Jean-Lucas Fafchamps’as (g. 1960 Briuselyje) yra aktyvus pianistas ir taip pat kompozitorius.
Monso akademijoje jis studijavo solo fortepijong, improvizacijg, dziaza ir roka, o Leuveno uni-
versitete, kaip laisvas klausytojas, Fafchamps’as studijavo makroekonomika. Baiges studijas,
didelj démesj jis émeé skirti Siuolaikinés muzikos interpretacijai ir kompozicijai.

Kaip pianistas jis koncertuoja ne tik su keliy fortepijony ansambliu Bureau des Pianistes, for-
tepijoninio dueto kolega Jean-Lucu Plouvieru, bet ir su kvartetu bei ansambliu Ictus. Faf-
champs’as yra jrases Mortono Feldmano, Luciano Berio, Franso Liszto, Paulo Bowleso Giacinto
Scelsio and Luigio Dallapicolla’os kirinius. Koncertuose jis taip pat skambina Steve‘o Reicho,
Olivier Messiaeno and Béla Bartoko muzika.

Komponavimo meno Jean-Lucas Fafchamps'as mokési savarankiskai. Jis intensyviai kuria
muzika daugeliui teatry ir jvairioms choreografijos kompozicijoms. Akademinés muzikos
karinius Fafchamps'as komponuoja kameriniams orkestrams, pagrindinj démesj skirdamas
fortepijono partijoms. Susidoméjimas netemperuotais derinimais paskatino kurti muzikg ir
puciamiesiems bei styginiams instrumentams. Tarptautiné Unesco kompozitoriy tribtna ap-
dovanojo Fafchamps’a uz jo okteta ,Attrition”.

»Lettres Soufies: Gh” (2004) fleitai, obojui, klarnetui, saksofonui, valtornai, trombonui, per-
kusijai ir styginiy kvintetui

Savo cikla,Lettres Soufies” Jean-Lucas Fafchamps'as grindzia da‘wah — musulmony uzkalbéji-
my ir meditacijos metodu, kuriame simboliné ir teologiné verté priskiriama kiekvienai raidei.
Kiekvienas ciklo karinys apytiksliai grjstas Siomis sufi alfabeto raidémis. Ciklo idéja — pasirinkti
tam tikra kiekj raidziy (kariniy) jj atliekant koncerte.

Siame karinyje labai svarby vaidmenj atlieka musamieji instrumentai, kurie idryskina laisva
ir energijos kuping muzikos aspekta. Atskiruose ansambliuose jmanoma isgirsti tam tikry
kompozitoriy karybos reminiscencijy, kaip antai marimbos partijose girdimi Steve’a Reichg
primenantys skambesiai, styginiai suzadina Claude’o Debussy muzikos prisiminimus, o obo-

~
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Francesconi, Jukka Tiensu, Robert Gerhard and others. Gazon was the visiting conductor of
the festivals, such as Warsaw Autumn, ISCM, Melos-Ethos, Ars Musica, World Music Days and
Gaida.

Jean-Luc Fafchamps (b. 1960 in Brussels) is
very active pianist and also a composer. Dur-
ing his years at the Academy of Mons, Jean-
Luc Fafchamps studied solo piano, improvisa-
tion, jazz and rock. As a free student he stud-
ied macroeconomics at the Leuvain University.
After his studies Fafchamps concentrated on
interpretation and composition of contempo-
rary music.

As a piano player he performed not only with
the Bureau des Pianistes, in duo with Jean-Luc
Plouvier and with the quartette and ensemble
Ictus but also as a soloist, recording pieces of
Morton Feldman, Luciano Berio, Frans Liszt,
Paul Bowles, Giacinto Scelsi and Luigi Dallapi-
colla. In the concerts he also plays composi-
tions of Steve Reich, Olivier Messiaen and Béla
Bartok.

Jean-Luc Fafchamps is well self-taught com-
poser, and with his octet “Attrition” he won
the price at the Unesco International Rostrum
of Composers. He composed music for numerous theatres and for dance performances. In his
“pure” music, he writes scores for chamber ensembles in which the main role is dedicated to
piano. After his interest in not tempered harmonies he started to write music also for wind
and string instruments.

“Lettres Soufies: Gh” (2004) for flute, oboe, clarinet, saxophone, horn, trombone, percus-

sions and string quintet

In the cycle “Lettres Soufies” Jean-Luc Fafchamps invokes Da’'wah - Muslims'method of incan-

tation and meditation whereby symbolic and theological value is attributed to each letter. /
73
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jaus solo primena free-jazz energija... Kompozicija plétojama kaip ekstremaliai létas judesys;
dominuoja lentissime tempas, taciau jis ne statiskas. Struktara tobulai cikliné, identiskg struk-
tarine schema atkurianti dukart, taciau skirtingais budais. Metaforiskai Sis karinys apie penkiy
stadijy kvépavima visais plauciais.

Yan Maresz - zr. psl. 108

»Entrelacs” (1998) fleitai, (bosiniam) klarnetui, fortepijonui, vibrafonui, violon¢elei ir kontra-
bosui

Ornamentuoti taisyklingy geometriniy figliry motyvai daznai iSnyra senoviniuose menuose.
Siy dieny ornamentika gerokai supaprastinty formuy, linijy, sasajy ir reikdmiy. Komplikuotos
ornamentikos koreliacijos ir sasajos su realybe nesuprantamos siuolaikiniams masy jutimams.
Ornamentika tai harmoningai egzistuojanti savarankisky elementy sajunga. Sio simbolinio
atkarimo potencialas, kaip ir schematinés prezentacijos galimybé, suteikia siam kariniui dar
ir kitg aspekta. Zenkly unifikacija ir homogeniskumas sustiprina linearyjj karinio aspekta. Li-
nija ¢ia suvokiama kaip vektorius, kuris dinamiskas, elastingai vientisas, vingiuoty simetriniy
plétojimy. Linija taip pat turi realy arba jsivaizduojama bruoza atskirti objektus ar subjektus,
tuomet ji tampa riba, kurios pusése formuojasi kontrastai ir skirtumai.

Yan Maresz

Raminta Serksnyté (g. 1975) - viena produktyviausiy ir
aktyviausiy jaunosios kartos lietuviy kompozitoriy. 2000
m. baigusi Lietuvos muzikos akademija, prof. Osvaldo Ba-
lakausko klase, ji nuolat tobulinasi jvairiuose kompozitoriy
meistriskumo kursuose Vokietijoje, Olandijoje, Svedijoje,
Latvijoje, Norvegijoje ir Prancuzijoje.

Serk3nytés karyboje savitai susipina neoromantinés mu-
zikos kalba su minimalizmo, sonorizmo, dziazo ar folkloro
muzikos bruozais, vakarietiskas konstruktyvumas dera su
rytietiSku kontempliatyvumu ir subtilumu. Kompozitoré
daugiausia raso muzikg kameriniams ansambliams, or-
kestrams, daug démesio skirdama muzikos dramaturgijai,
formos dinamikai ir instrumentuotei. Jos muzikai badinga
didelé ekspresija, vaizdingumas, spalvingumas, komuni-

~

Each piece is loosely based on these letters from the Sufi alphabet. The idea is, for each per-
formance, to choose a certain number of letters (pieces).

In this piece percussion play a very important part in underlying the sometimes free and
energy-filled aspect of the music. In the smaller ensembles one could hear reminescences of
Steve Reich in the marimba parts, the energy of free-jazz in the solos of the oboe, the sound
of Debussy in the strings... Technically, composition develops as a movement of an extreme
slowness; lentissime but not static. Structure is perfectly cyclical, reproducing an identical
structural schema twice, in a different way process. Metaphorically this piece is about a big
breathing in five stages.

Yan Maresz - see page 109

“Entrelacs” (1998) for flute, bass clarinet, piano, vibraphone, cello and base
Motifs of ornamented regular geometrical forms are numerous in ancient arts. Contemporary
ornamentations consist of largely simplified forms, lines, links and meanings. Complicated
ornament correlations and links with reality are incomprehensible to our contemporary per-
ceptions. Ornamentation is the harmonious unity of independent elements. The potential of
this symbolic recreation, like a possibility of schematic presentation, endows this piece with
an additional aspect. The unification and homogeneity of signs strengthens the linear aspect
of the piece. Line is seen here as a vector, which is dynamic, elastically uniform and made of
winding symmetrical developments. The line also has a real orimaginary feature, which is, its
ability to separate objects from subjects. This way it becomes a boundary on both sides of
which contrasts and differences are formed.

Yan Maresz

Raminta Serksnyté (g. 1975) is one of the most productive and active Lithuanian compos-
ers of youngest generation. In 1994-2000 she studied composition at the Lithuanian Acad-
emy of Music under Prof. Osvaldas Balakauskas. Ever eager to advance her professional skills,
Raminta Serksnyte is taking part in various workshops in the Netherlands, Germany, Sweden,
Latvia, Norway and France.

Raminta Serksnyte’s oeuvre is dominated by neo-romantic idiom, enriched with some fea-
tures of minimalism, sonorism, jazz and folk music; in her compositions the constructive prin-
ciples of Western music are pervaded with Eastern contemplativeness and subtlety. 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

-
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katyvumas. Plati psichologiniy baseny - savotisky muzikiniy archetipy - skalé: nuo ramiy,
meditaciniy, paslaptingy, mistiniy, nostalgisky, melancholisky iki dramatinés ekspresijos,
vitaliskos energijos proverziy. Antra vertus, daugelis jos kompozicijy primena spalvingus mu-
zikinius peizazus, inspiruotus sudvasintos gamtos refleksijos. Pasak kompozitorés, karinys - tai
pakyléta blsena, materializuota garsiniu pavidalu, kurios jtaigg lemia autoriaus kompozicinés
technikos meistriskumas.

»Migdoly zydéjimas” (2006) kameriniam ansambliui
1. Pirmieji saulés spinduliai ankstyva pavasarj

2. Paskutinio pavasario nuojauta

3. Migdoly zydéjimas

»Migdoly Zydéjimas” - vienas paskutiniyjy Van Gogho paveiksly — buvo tiesioginé Sio karinio
inspiracija. Nors daugumoje dailininko darby vyrauja tamsi, dramatiska nuotaika, ,Migdoly
Zydéjimas” issiskiria itin Sviesiomis impresionistiskomis spalvomis, subtiliu rytietisku koloritu.
Mano karinys irgi pagristas ,spalviniu” muzikos girdéjimu (stengiantis iSgauti ,Sviesius-tam-
sius”, ,Siltus-3altus” sgskambius) ir balansuoja tarp Ryty muzikos paprastumo, skaidrumo ir
Vakary koncertinés muzikos tradicijos.

Karinys buvo sukurtas organizacijos,,New Music Concerts” (Kanada) uzsakymu.

Raminta Serksnyté

Bronius Kutavicius (g. 1932) pavardé siejama su di-
deliu, kone sukrecianciu poveikiu, kurj Lietuvos kulta-
rinei visuomenei kadaise daré jo ,Panteistiné oratorija”
(1970), ,Paskutinés pagoniy apeigos” (1978) ar ,I$ jot-
vingiy akmens” (1983). Sie stambios formos oratoriniai
opusai ryskiausiai reprezentuoja kompozitoriaus kary-
bos idéjines nuostatas bei stiliaus bruozus: itin savitg
laiko ir erdvés traktavima; muzikos vizualuma, teatris-
kuma bei ritualiskuma, apgaubiantj klausytojus, jtrau-
kiantj juos j muzikinj vyksma; pastovig ,magisko” ritmo
pulsacija; isSsilaisvinima nuo bet kokio akademiskumo
(neretai naudojant Siurkscias arba tycia ,apnuogintas”
faktaras); minties koncentracija, pasitelkiant nedaug is-

~

form, and the matters of instrumentation. One can feel a broad spectrum of certain psycho-
logical conditions - kind of musical archetypes - emanating in Serksnyte’s music: from the
calm meditation, sense of mystery and nostalgic, melancholic moods to dramatic expression
and outbursts of vital energy. On the other hand, many of her compositions tend to colour-
ful 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.

“Almond Blossom” (2006) for chamber ensemble
1. Firstraysin the early morning

2. Thefeeling of the last spring to come

3. Almond blossom

One of the last paintings of Van Gogh - “Almond Blossom” — was the direct inspiration of
this piece. Though most of his paintings have dark, gloomy mood, “Almond Blossom”is dis-
tinguished by its incredibly light impressionist colours and subtle oriental flavour. My piece
is also based on hearing music in “colours’, trying to achieve the consonances of “light” and
“dark”, “warm” and “cold”.

The piece was commisioned by ,New Music Concerts” organization (Canada).

Raminta Serksnyté

The name of the composer Bronius Kutavicius (b. 1932) is
first of all associated with the revealing impact on the local
intellectual society by his works such as “Pantheistic Oratorio”
(1970), “The Last Pagan Rites” (1978) and “From the Jatvingian
Stone” (1983). These monumental opuses best represent the
concept and style of the author: unique temporal-spatial rela-
tionships and characterised by a prominent visual aspect; the
theatrical effect of his work and resemblance to a ritual; the
constantly pulsating rhythm magnetises the audience who
soon find themselves involved in the musical action; his music
is stripped of any academic restrictions (quite often rough or
intentionally “pure” and “bare” textures are utilized); his insight
into the core of Lithuanian folk music, lying much deeper than

p
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raiskos priemoniy; gily liaudies muzikos esmiy, gladinciy giliau bet kuriy apciuopiamy garsi-
niy struktary, pajutima.

Kutaviciaus karyba iseina toli i$ grynosios muzikos riby, apima labai platy kultarinj konteksta,
atidengdama amziy gladumoj skendincius tauty istorijos ir priesistorés klodus, materializuo-
dama grynuosius mitinés ir religinés sgmonés archetipus. Kartu $i kiryba yra ir labai nadienis-
ka, prabylanti j dabarties Zzmogy gaivia, nenudévéta kalba. Kompozitorius laisvai disponuoja
tokiomis Siuolaikinés karybos priemonémis kaip serializmas, sonorizmas, aleatorika, koliazas,
repetityvinio minimalizmo technika. Archajinémis, pirmapradémis pajautomis grindziama,
Jkultarinés archeologijos” misijg vykdanti Kutaviciaus muzika sykiu yra ir labai racionali, ma-
tematiskai tiksli; darnios, kartais net komplikuotai surestos jo garsy sistemos visuomet alsuoja
gyvybe, jausmo jéga.

»Vasaros darbai” (2006) kameriniam ansambliui

Vasaros darbai” - tai antra dalis mano sumanyto keturiy daliy ciklo, pagal Kristijono Done-
lai¢cio poema ,Metai” (pirmoji ciklo dalis ,Pavasario linksmybés” simfoniniam orkestrui buvo
atlikta 2005 m. festivalyje ,Gaida"). Kaip raso poemos leidinio pratarméje Agné lemantaité
-.Metuose” neatsiejamai darniai susipina ir epika, ir lyrika, ir didaktika.

Donelai¢io poemoje ,Metai” labai daug jvairiy situacijy, nuotaiky ir emocijy. Uztat kiekvienoje
dalyje naudoju vis kitokius, mano manymu, adekvacius muzikinius kolektyvus, galin¢ius mak-
simaliai atliepti apraSsomus jvykius. ,Vasaros darbuose” panaudojau instrumentinj ansamblj
- 15 atlikéjy ir 10 aktoriy (dainininky), kurie papildo muzikinj skambéjima jvairiais Stksniais,
ritminémis frazémis, nejprastais garsais.

Bronius Kutavicius

any tangible sound structures.

The work by Kutavic¢ius transcends the sphere of pure music to enter much wider cultural
domains. It uncovers centuries-old layers of history and reaches back to prehistoric times to
speakin archetypes of mythical and religious consciousness. At the same time, Kutavicius’ mu-
sicis contemporary enough; it speaks to the modern audience in a novel language. Kutavicius
is fluent in modern techniques such as serialism, sonorism, aleatoric, collage, and repetitive
minimalism. The archaic and primeval in character music by Kutavicius, a composer on a mis-
sion of “cultural archaeology*, is also no less rationalistic and mathematically exact. His precise
and sometimes sophisticated sound systems are always full of life and strong emotions.

»Summer Toils” (2006) for chamber ensemble

L~Summer Toils” - is the second part of my 4-part cycle according to the poem by Kristijonas
Donelaitis ,Metai” (The Seasons) (the first part of the cycle “Joys of Spring” was performed in
the former festival “Gaida”). According to preface words to the“Metai” by Agné leSmaité, “ep-
ics, lyrics and didactics interwine especially harmoniously in this poem”.

There are plenty situations, moods and emotions in the “Metai” poem by Donelaitis. For this
is the reason | use different musical groups for each part who could reflect the event best. In
“Summer Toils” | have used instrumental ensemble - 15 artists and 10 actors (singers), who
add musical sounds with different cries, rhytmic phrases, and unusual sounds.

Bronius Kutavicius

)
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TIME LINE

VYTAUTAS V. JURGUTIS - karinio idéja, koncepcijos,
muzika, video, scenografija / idea of the work,
conceptions, music, video, scenography

Choreografija / choreography:
KAUNO SOKIO TEATRAS ,AURA"
Biruté Letukaité

Oded Graf

Yossi Berg

Sokéjai / Dancers:

Mantas Stabacinskas

Paulius Tamolé

Lina Puodziukaité

Asta Brilingiené \
Audra Liskeviciate

Dovilé Gudaciauskaité - kostiumai / costume design

Lazerinés projekcijos / Lazer projections:
Regimantas Januskevicius
-y v e o
i . Asta Januskeviciené
Zigmas Balevicius
(UAB,Lazerinés idéjos”)
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Vytautas V. Jurgutis (g. 1976) priklauso naujam
jvairiapusiy menininky tipui: muzikantas, daug
ka linkes iSméginti savo jégomis, nardantis po pir-
maprades garso gelmes savo mazytéje asmeninéje
studijoje; matematikas, mastantis sudétingomis
programavimo kalby funkcijomis; jspladingy reginiy
karéjas, savo darbus pateikiantis multimedijinémis
formomis, pats kuriantis keliamates realaus laiko
projekcijas, mégstantis pazaisti su Siuolaikiniais
breakbeatais ir panasiais tarp jo bendraamziy ma-
dingais dalykéliais; ir pagaliau solidy akademinj is-
silavinima jgijes kompozitorius.

Savo ankstyvuose kariniuose Jurgutis sieké savo-
tiskos skirtingy stiliy bei skambesiy sintezés - nuo
archajiniy muzikos tradicijy atgarsiy iki paciy nau-
jausiy hibridiniy dariniy su patrauklia popkultaros
elementy priemaisa. Nuo 1997 m. kompozitorius
pasinéré j garso prigimties studijas, jo konstravima ir
iSgryninima, pasinaudojant jvairiais matematiniais,
algoritminiais garso programavimo budais. Per gan
trumpa laika Jurgutis jsitvirtino priesakinése lietuviy
elektroninés muzikos pozicijose, nors Sioje srityje buvo ir tebéra pats sau mokytojas.
Pastaryjy mety Jurgucio kompozicijos rafinuotai abstrakcios, kartais net asketiskos, taciau
gana skirtingos, siekiancios atskleisti vis kitus elektroninio garso aspektus ir galimybes. Kiek-
viena is jy grindzia aiski struktariné ir tembriné idéja - tam tikra asis, aplink kurig organizuoja-
mi daugialypiai garsiniai objektai bei procesai. Vengdamas kai kuriy eksperimentinés elektro-
ninés muzikos stereotipy, Jurgutis stengiasi suteikti savo muzikai tam tikro,harmoningumo,
patraukti ir islaikyti klausytojo démesj dramaturgiskai kryptingu garsinés medziagos plétoji-
mu, jvairiy niuansuoty atspalviy kaita.

Linas Paulauskis
»Time Line” (2006) tarpdisciplininis projektas

Naujg kompozitoriaus Vytauto V. Jurgucio projekta ,Time Line’, galima bty vadinti XXI a. ba-
letu arba modernaus Sokio spektakliu. Taciau toks apibadinimas nepakankamai atskleidzia

~

Vytautas V. Jurgutis (b. 1976) is truly an exponent of a new type of multi-faceted artists. A
do-it-yourself musician, delving into the depths of sound in his tiny bedroom studio, a math-
ematician, thinking in sophisticated routines of programming languages. A showman, pre-
senting his works in multimedia settings, doing himself multiple real-time video projections,
occasionally playing with modern breakbeats and similar candies for the audience of his con-
temporaries. A composer of solid academic background, employing vast modernist heritage
of advanced instrumental writing.

At the beginning of his creative career, Jurgutis was concerned in achieving a certain amal-
gamation of different, old and new, styles and sensitivities - from echoes of archaic music
traditions to the captivating crossover play with pop culture elements in his chamber, elec-
tro-acoustic and mixed media works. Starting from 1997, the composer got immersed into
research of the origins of sound, its construction and refinement, by using advanced sound
programming techniques. Although his sophisticated works are now at the forefront of
Lithuanian electronic music, Jurgutis is his own teacher in this area.

Jurgutis’ composition of recent years are refinedly abstract, sometimes even ascetic, though
all fairly diverse: each of them strives to reveal new aspects and possibilities of electronic
sound, each has a clear idea in terms of structure and timbre, a certain axis around which
complex, manifold sound objects and processes are organized. Avoiding certain stereotypes
of experimental electronic music Jurgutis tries to give his music a certain consistency, and
to seize and hold the listener’s attention through dramatically directed expansion of sound
material and interchange of various nuances.

Linas Paulauskis

“Time Line” (2006) interdisciplinary project

Vytautas V. Jurgutis’ new project “Time Line” can be seen as a 21st-century ballet or a con-
temporary dance performance. However, such categorisation is insufficient as it does not
fully account for the interdisciplinary nature of the work. It refers only to some of its central
elements, namely dance and music, thus dissociating them from traditionally background
elements, that is — stage design, light effects, and image projections. Jurgutis’' work, which he
tends to classify as interdisciplinary dance performance with elements of installation, favours
the integrity of all types of expression: sound, movements of the body, kinetic stage design,
transparent costumes, ultra-precise laser projections, and digital image. All the elements are
synchronically related and their interaction generates a new artistic language. Jurgutis hopes
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sio karinio tarpdiscipliniSkuma, nes visgi nurodo j tam tikrus centrinius elementus (Sokj ir
muzikg), atskirdamas juos nuo tradiciskai labiau foniniy elementy (dekoracijy, Sviesos efekty,
vaizdo projekcijy). Tuo tarpu Jurgucio karinyje, kurj pats kompozitorius yra linkes vadinti tarp-
disciplininiu Sokio performansu su instaliacijos elementais, svarbi yra batent integrali nau-
dojamy israiskos priemoniy - garso, plastiniy kino judesiy, kinetinés scenografijos, sokéjy
Sviesolaidiniy kostiumuy, ultra-precizisky lazeriniy projekcijy ir skaitmeninio vaizdo - visuma.
Visi elementai yra sinchroniskai susije tarpusavyje, jy saveika gimdo nauja daugialype menine
kalba. Kompozitorius tiki, kad ateityje atsiras jrenginys, leisiantis laisvai integruoti visas raiskos
formas ir galutinai panaikinsiantis disciplinines ribas — savotiskas meta-instrumentas, su kurio
pagalba bus kuriamas j Zanrus nebei$skaidomas meta-menas. ,Time Line” neabejotinai yra
uztikrintas zingsnis tokio meta-meno link.

Vytauto V. Jurgucio karyboje galima pastebéti nuoseklig trajektorija tarpdisciplininio meno
link. Nors jo,profesiné” sritis yra muzika, akivaizdu, kad kompozitoriaus idéjos nebetelpa vien
garso formate. Jis kryptingai pereina nuo akustiniy ir elektroniniy muzikiniy kompozicijy prie
multimedijinio performatyvaus veiksmo projekty. Tuo pat metu meno/mokslo santykio leit-
motyvas, jau ir anksc¢iau buves svarbus kompozitoriaus muzikoje (uztenka prisiminti tokius
kariniy pavadinimus, kaip ,Telomeros” ar ,Lambdezonai“), palaipsniui iSsivysto j sudétingy
fizikiniy ir energetiniy reiskiniy menine interpretacija. Pasitelkdamas elektroninj garsa, skait-
meninj vaizda, lazerio spinduliy metamorfozes ir preciziskg Sokéjy judesiy plastika, tarpdis-
ciplininis performansas ,Time Line” sieks atskleisti Zmogaus akims nepastebima santykj tarp
energijos, erdvés, materijos ir laiko, kurie ir yra Sio karinio teminis pagrindas.

,Siuolaikinis menas neidvengiamai vis labiau atsiremia j moksla ir pazangiausias technologijas,
nes didélé dalis menininky troksta perzengti fiziniy galimybiy ribas ir atsisakyti iSraiskos ste-
reotipy, kuriy daug susiformavo jau ir paciame Siuolaikiniame mene. Asmeniskai man ,discip-
lininis” stereotipas yra net ir pats girdimas fizinis garsas, jei tik galéciau, savo muzikines idéjas
noréciau perteikti klausytojui tiesiogiai, be skambancio garso kaip neisvengiamo laidininko.
Tikiu, kad yra jmanomos kitokios muzikos formos, nei fiziSkai girdima muzika, prie kurios jau
labai pripratome. Toks discipliny suartéjimas yra neiSvengiamas,’ - teigia kompozitorius.
Muzikiné projekto dalis pratesia kompozitoriaus gilinimasi jo paties iSrasto “neogardo” stiliaus
teritorijoje. Anot jo, ,neogardas” apjungia daugelj dalyky, atsiradusiy po modernistinio avan-
gardo ir postavangardo. ,Time Line” garsas balansuoja ant plonos ribos tarp eksperimentinés
elektronikos ir ritmingos elektroninés Sokiy muzikos, kurios sulydomos j dinamiska originaly
skambesj.

Jurijus Dobriakovas

~

that eventually a new gadget allowing to integrate all the means of expression will be de-
vised. It will be a kind of a meta-instrument with the help of which meta-art, that is to say art
impossible to divide into genres, will be created. “Time Line” is certainly a convincing step in
this direction.

A steady trend can be seen in Jurgutis’ work as it grows more and more interdisciplinary.
Although strictly speaking his “field” is music, it is clear that his ideas do not fit into the sound
format any more. He has purposefully moved from acoustic and electronic compositions to
performative multimedia projects. At the same time, the art/science influence remains the
most important in his music (one only has to think of such titles as Telomeros, Lambdezons).
His music gradually develops into a complex artistic interpretation of physical and energetic
phenomena. Through the use of electronic sound, digital image, metamorphoses of laser
rays, and the precision of the dancers’ movements the interdisciplinary performance “Time
Line”will aim at revealing the relation of energy, space, substance and time - the fundamental
themes of this work — unattainable to the human eye.

Jurgutis himself says: “Inevitably contemporary art more and more depends on science and
advanced technologies as many artists desire to overcome physical limits and to forget stere-
otypes of expression that have mushroomed in the field of contemporary art itself. To me
personally the audible sound itself is a stereotype of the “discipline”. If | could, | would like to
communicate my musical ideas directly to the audience without having to use the sound as
mediator. | believe that other forms of music than physically audible music, that we are so
used to now, are possible. Such rapprochement of disciplines is inevitable.”

This musical part of the project continues his research in the field of “neo-garde’, which
Jurgutis invented himself. According to him “neo-garde” stands for many things that have
cropped up after the modernist avant-garde and post-avant-garde. The sound in “Time Line”
balances on the fine line between experimental electronics and rhythmical electronic dance
music that are brought together in a dynamic and original sonority.

Jurijus Dobriakovas
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Kauno Sokio teatras ,Aura” - seniausias ir vienintelis mu-
nicipalinis profesionalus modernaus 3okio teatras Lietu-
voje. 1995 m. Kauno sokio teatras ,Aura” buvo jregistruo-
tas miesto teatru ir iki Siol didZiuojasi, garsindamas ne tik
Lietuvos, bet ir Kauno varda, savo intensyviy gastroliy
uzsienyje bei pasirodymy tarptautiniuose festivaliuose
metu.,,Auros” direktoré, meno vadové ir choreografé - Bi-
ruté Letukaité.

Kauno $okio teatras,Aura” savo studijoje iSaugino geriau-
sius respublikoje Siuolaikinio Sokio atlikéjus, kuriy techni-
nis ir meninis lygis jvertintas Lietuvos bei uzsienio $okio
kritiky, pedagogy. ,Auros” spektakliai buvo rodyti ir ap-
dovanoti daugelyje tarptautiniy festivaliy uzsienyje. Nuo
1988 iki 2004 mety ,Aura” dalyvavo 112-oje tarptautiniy
festivaliy. ,Auros” pasirodymas prestiziskiausioje Siaurés
saliy Sokio scenoje — ,Dansens Hus” Stokholme 2001m. -
vienas didZiausiy veiklos kokybés jvertinimy.,Aura” turéjo
garbe atstovauti Kauno miesta Lietuvos modernaus Sokio
pristatyme Prancuizijos festivalyje ,Les Boreales” 2003 m.,
Leipcige vykusiame festivalyje ,Euro-Scene” 2004 m., II-
jame Europos kultaros forume Liuksemburge 2005 m.
Kauno 3okio teatras ,Aura” ne tik aktyviai atstovauja Lie-
tuvos Siuolaikinj Sokj uzsienyje, bet taip pat nuolat mo-
bilizuoja karybines idéjas bei atnaujina savo repertuarg
naujais karybiniais projektais bei spektakliais Lietuvoje,
o taip pat sékmingai jsijungia | socialine bei edukacine
veikla, apjungiancia Kauno miesto bendruomene. Viena
svariausiy Kauno $okio teatro,Aura” veiklos gairiy - reng-
ti Tarptautinj modernaus Sokio festivalj Kaune.

Kaunas dance theatre Aura is the oldest and the only pro-
fessional municipal contemporary dance theatre in Lithua-
nia. In 1995 the dance theatre Aura was made the city the-
atre and is proud to represent not only Lithuania, but also
the city of Kaunas on its intense foreign concert tours and
numerous festivals. Biruté Letukaité is the manager, the ar-
tistic director and the choreographer of Aura.

The country’s best contemporary dance performers,
whose technical and artistic ability have been locally and
internationally acclaimed, have come through the dance
theatre Aura studio. Aura’s performances have been per-
formed and awarded at numerous international compe-
titions. From 1988 to 2004 Aura have participated at 112
international competitions. Its performance at the most
prestigious Nordic dance stages, Stockholm’s Dansens
Hus, in 2001 is one of the best evaluations of the quality of
the company’s work. Aura represented Kaunas at the pres-
entation of Lithuania’s contemporary dance at the festival
Les Boreales in France, in 2003; in the festival Euro-Scene
2004 in Leipzig and the Second European Forum in Lux-
embourg in 2005.

Despite a very busy international tour schedule, the dace
theatre Aura keeps renewing its repertoire with new artis-
tic projects and performances in Lithuania. They actively
participate in social and educational activities within the
Kaunas community. One of the main aspects of the Kaunas
dance theatre Aura is to organise a contemporary dance
festival in Kaunas.
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Spalio 25, treciadienis, 21:00 Siuolaikinio meno centras
October 25, Wednesday, 9 pm Contemporary Art Centre

MICROWAVES
ALTER EGO (ltalija / Italy)

Manuel Zurria - fleita / flute

Paolo Ravaglia — klarnetas / clarinet

Aldo Campagnari - smuikas / violin

Francesco Dillon - violoncelé / cello

Oscar Pizzo - fortepijonas / keyboard

Eugenio Vatta - garso rezisavimas / sound engineering

PAN SONIC (Suomija / Finland)

Mika Vainio - elektroakustika / electroacoustics
llpo Vdisanen - elektroakustika / electroacoustics

Works by PAN SONIC

ATLI INGOLFSSON
Snap

YAN MARESZ
Link

GIOVANNIVERRANDO
Harmonic Domains #2

RICCARDO NOVA
Thirteen - 13x8@terror generating deity

B - RESEAU
Culture 2000 VARESE
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Koncertas dedikuotas Fausto Romitelli atminimui /
Concert is dedicated to the memory of Fausto Romitelli
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Po penkiolikos mety gyvavimo, Alter Ego sékmingai tapo vienu geriausiy Europos kameriniy
kolektyvy, grojanciy rafinuotg XX a. muzikg ir siekianciy plétoti Siuolaikinio meno karybin-
guma. Ansamblis neapsiriboja vien muzikos atlikimu tradicine Sio Zzodzio prasme ir tai jiems
leidzia naujai ir visuomet pagaviai bendradarbiauti su jvairiausio issilavinimo muzikais.

Alter Ego yra surenge daugiau nei 200 koncerty didziausiose Italijos bei Europos scenose,
taciau svarbiausias kolektyvo bruozas yra tas, kad jie bendradarbiauja su reikSmingiausiais
Siuolaikiniais kompozitoriais. Kompozitorius ansamblio nariai renkasi skrupulingai ir tik tuos,
kuriy projektai - tarpdisciplininiai. Jei jmanoma, siekiama perzengti tradicinio koncerto ribas.
Suvokdami, kad didzioji publika sunkiai priima Siuolaikine muzika, Alter Ego stengiasi taip su-
daryti programas, kad avangardinés muzikos koncertai tapty ne tik jos atlikimu, bet ir atskira
kultarine patirtimi. Taip gimé koncerty ciklas ,Portraits” - monografiniai koncertai, kuriuose
dalyvauja kompozitorius, bei ,Contaminazione” koncertai, kuriuose dalyvauja kity sriciy me-
nininkai.

Alter Ego bendradarbiauja su itin skirtingais menininkais: populiarios muzikos dainininku Joh-
nu De Leo; reperiu Frankie HI-NRG; elektroninés muzikos karéjais ir
atlikéjais Pan Sonic, Matmos, Robinu Rimbaudu (Scanner), Marcu
Passarani, Philipu Jecku; vaizduojamojo meno kiréjais Michelange-
lu Pistoleto, D-Fuse; aktoriumi Vladimiru Luxuria; ir atlikéjais Irvine
Arditti, Accroche Note, Davidu Mossu. Dar vienas unikalus Alter Ego
aspektas yra tamprus jy rysys su tokiais kompozitoriais kaip Phili-
pas Glassas, Gavinas Bryarsas, Kaija Saariaho, Louisas Andriessenas,
Giya Kancheli, Davidas Langas, Joji Yuasa ir kitais.

Pan sonic (iki teisinés problemos neatémé raidés A, jie vadinosi Pa-
nasonic) yra suomiy eksperimentinés elektroninés muzikos duetas,
susikdres 1993 metais. Duetg sudaro Mika Vainio - dizéjus vetera-
nas, padares jrasy Corporate 09 vardu ir llpo Vdisdnen - reivo fes-
tivaliy organizatorius. Ankstyvuosiuose jy darbuose girdima Pierre
Henry musique concréte, Mortono Subotnicko dadaistinés elektro-
nikos, Suicide, Kraftwerk ir Einsturzende Neubauten jtakos, perdirb-
tos ir metamorfizuotos techno Sokiy muzikos kontekste.

Minimalistiné Pan Sonic muzika kuriama i$, grésmingos virtinés gry-
ny tony, sinusiniy bangy, pulsacijy, elektroniniy sliurkséjimy, ultra-
garso bangy” Pavyzdziui, neturéty stebinti jy kdariniai ,Kurnutus”
ar ,Rutina”, kurie susideda i$ aplinkos gaudesiy, traskesiy ir Gzimo.

~

In 15 years of activity, Alter Ego have succeeded in reaching a leading position among Eu-
ropean chamber music groups specialised in performing refined 20th-century music, with
the aim of developing creativity in contemporary art. The ensemble does not cling solely to
musical performance, in the traditional meaning of the word, and that allows the group to
collaborate with musicians of diverse education in new and always stimulating ways.

Alter Ego have performed over 200 concerts in major Italian and European venues, but its
main characteristics is its continuous collaboration with leading contemporary composers.
The choice of composers is made carefully and reserved mainly for projects that favour the
interdisciplinary character - when possible - of a concert that exceeds the classical form. Con-
scious that contemporary music is received with difficulty by mainstream audiences, Alter
Ego is particularly careful when selecting concert programs so that avant-garde music may
be appreciated both as a performance and a cultural experience. The result is Portraits, i.e.
monographic concerts with the participation of the composer, and the concerts of Contami-
nazione with artists coming from other artistic disciplines. Alter Ego collaborates with very
different artists: pop singer John De Leo; the rapper Frankie HI-NRG;
electronics Pan Sonic, Matmos, Robin Rimbaud (Scanner), Marco
Passarani, Philip Jeck; visual artists Michelangelo Pistoletto, D-Fuse;
the actor Vladimir Luxuria; and performers Irvine Arditti, Accroche
Note, David Moss. Another unique aspect of Alter Ego is its close ties
with composers such as Philip Glass, Gavin Bryars, Kaija Saariaho,
Louis Andriessen, Giya Kancheli, David Lang, Joji Yuasa etc.

Pan sonic (they were also called Panasonic before legal issues
took away letter A), is a Finnish experimental electronic music duo
formed in 1993 and consisting of Mika Vainio (veteran disc jockey
who had already recorded as Corporate 09) and llpo Vaisdnen (or-
ganizer of rave festivals). Their early records display the influence
of Pierre Henry’s “musique concrete’, Morton Subotnick’s dadaistic
electronica, Suicide, Kraftwerk, Einsturzende Neubauten, all recy-
cled and metamorphed in the context of techno dance music.

The minimalistic music of Pan Sonic is composed “from a forbidding
array of pure tones, sinewaves, pulses, electronic squelches and ul-
trasonic waveforms”. For example, songs entitled “Kurnutus” or “Ru-
tina” consisting of the environmental buzz, crackles and hums ema-
nating from the speakers are hardly a surprise. Despite suggesting
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Nepaisant to, kad Pan Sonic kuria nataraliy, nekenksmingy dazniy muzikos jspadij, jie taip pat
garséja pomégiu smagintis bauginanciai garsiais ir atonaliais skambesiais. Likusi Pan Sonic
muzika gali bati apibudinta kaip avangardinis triukSmas (pulsavimas tustumoje nezymiai kei-
¢iant tembra) bei migruojantys radijo dazniai. Kartais grupés karyba itin priartéja prie Cage’o
tylos. Niekas taip nebando savo klausytojy kantrybés kaip Pan Sonic, taciau, kaip ir haiku ar
epigramy atveju, jy meno grozis glidi monotoniskame minimalizme. Kita vertus, kartais Pan
Sonic sukuria nepaprastai poetiniy kadriniy, jliejanciy jausmo j industrine, futuristing, gotiska
jy muzikos dykviete, kurioje jie mety metais klajoja.

»Microwaves” (2005) - Alter Ego ir Pan Sonic projektas

Jau daugelj mety Alter Ego ypatinga démes;j skiria projektams, kuriuose dalyvauja skirtingy
muzikiniy patir¢iy muzikai. Santykis su jvairiais menininkais — visaapimantis — tai ne tik mig-
ravimas nuo vieno muzikos zanro prie kito, kas pastaraisiais metais tapo neiSvengiama, bet ir
didéjantis poreikis bei gebéjimas bendrauti su vis reiklesne ir atidesne publika.
~Microwaves” idéja - invertuoti muzikiniy savokuy: ,elitinis” Zanras ir ,pogrindiné” elektroniné
karyba santykj, visiskai suliejant jvairius jy meninius elementus. Tai kelioné, kuri prasideda
vienos jdomiausiy Siuolaikiniy elektroninés muzikos grupiy Pan Sonic jrasy medziaga ir bai-
giasi jos pacios atsinaujinimu, kurj suteikia,elitinei” muzikai priklausanciy kompozitoriy - Atli
Ingolfssono, Yano Mareszo, Giovannio Verrando, Riccardo Nova - estetika. Sekantis Zingsnis
yra grjzti (o tai didesnis i$Sukis) prie siuntéjo, tai yra, prie Pan Sonic, kurie savo ruoztu pertvar-
ko girdéta medziaga. Tai savotiskas ziedas, o tiksliau, nuolat save atkurianti begaliné spiralé.
+Microwaves” - zurnalo ,Vital” sugalvotas neologizmas, suteikiantis vardg masei nearti-
kuliuoty garsy, kurie nuo 10-ojo des. vidurio, nuo pat Pan Sonic pradzios, uztvindé nekomer-
cinés elektroninés muzikos pasaulj. Tai elektronika sukurta i$ garsy, randamy nejtikétinuose
saltiniuose, tai elektronika — transformuota j skaitmeninj ritmga ir susmulkinta iki begalybés
bei perkurta kompiuteriu. Si muzika aiskiai primena itin minimalistinj techno, tagiau, tampa
vis labiau ekscentriska — garsai tiek liofilizuoti ir kartojami sinkopémis, Suoliais ir triukSmais,
kad paneigia patj techno 50kj.

Perkelti klausytojo démesj nuo fizinio bei pasyvaus $okiy muzikos atlikimo prie dinamiskos
muzikos kdrimo konfrontacijos reiskia ginti ir jrodinéti muzikos klausymo veiklos rimtuma. Tai
mokymas, kurj skelbé tokie 6-ojo ir 7-ojo des. elektroninés muzikos tyrinétojai kaip Stockhau-
senas, Nono, Xenakis ir Lucier. Tai nejtikétinas perversmas mumes, jpratusiems sieti elektronine
bei ritmine muzika su Sokiy muzika.

Projekta uzsakeé ir bendrai prodiusavo Stokholmo festivalis ,New Music’, Berlyno festivalis
,MaerzMusik’, Zenevos - ,Archipel’, Amsterdamo - ,Holland* festivalis ,Romaeuropa” ir IR-
CAM.

<

a harmless set of natural frequencies, Pan Sonic have built up a reputation for fearsome live
volume levels and atonal indulgence. Other Pan Sonic music represents the avantgarde noise
(a pulsation in the void that slowly changes timbre), mutating radio frequencies. Sometimes
they get as close to Cage-an silence as possible. Nobody can test their (playing) listener’s
patience like Pan Sonic duo, but, just like with haiku and epigrams, there is beauty in the
monotonous minimalism of this art. On the other hand, sometimes Pan Sonic compose a very
poetic works, one that injects feelings in the industrial, futuristic and gothic wasteland that
they have been roaming for years.

“Microwaves” (2005) - a project by Alter Ego and Pan Sonic

Alter Ego have turned their attention to projects with artists coming from different musical
experiences many years ago. This relationship with various musicians is a total one: not a
mere migration among different musical genres - a constant in these last years - but an os-
mosis that may exalt its artistic potentiality while increasing its capability of communication
towards an audience more and more demanding and attentive.

In “Microwaves” the idea is to reverse the terms of a musical relation between the genre “cul-
tured” and electronics “underground” through a complete synergy among the various artistic
elements: a journey that starts from the recording material of one of the most interesting elec-
tronic groups of our days, Pan Sonic, and arrives, while updating itself, at the aesthetics of the
composers belonging to the “cultured” area (Atli Ingoélfsson, Yan Maresz, Giovanni Verrando,
Riccardo Nova). The next step is to come back — a more ambitious challenge - to sender, that
is, to the Pan Sonic group, that in its turn rearranges the material, so completing the cycle. It is
a kind of ring, or even better, an endless spiral that regenerates itself relentlessly.
“Microwaves’, the neologism devised by the magazine “Vital’, gives a name to the mass of
unutterable sounds that in the second half of the nineties, from Pan Sonic on, submerged the
world of the non commercial electronic music. Electronics created with sounds coming from
unthinkable sources and transformed in a digital rhythm infinitesimally broken up and then
recomposed by computer. The feeling one breathes is decidedly very near to the most mini-
malist techno music, but it turns out more and more eccentric: the sounds are so lyophilized
and repeated through syncopation, jumps and noises that the result is the very negation of
the dance.

To shift the audience’s attention from the physical and passive fruition of dance music to a
dynamic confrontation with the musical creation means to assert the dignity of listening, a
lesson taken over by the pioneers of the electronic musical research during the fifties and six-
ties such as Stockhausen, Nono, Xenakis, Lucier. A remarkable revolution for us, accustomed

-
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Keletas Atli Ingolfssono (g. 1962, Njardvike,
Airijoje) kariniy atspindi jo susidoméjima pro-
zodija. Ritmas bei metras, galima sakyti, yra
svarbiausia jo kariniy dalis. Paskutiniuose dar-
buose jis vis labiau tyrinéja tembro, harmonijos
ir ritmo susilietimo taska, kas kartais veda prie
nuolatinio tembro, harmonijos ar ritmo situa-
cijy, kilusiy i$ tos pacios struktdrinés matricos,
iSnykimo. Ingolfssonas baigé klasikinés gitaros,
teorijos, kompozicijos bei filosofijos studijas,
yra iSleides poezijos knyga. Po to studijas tesé
Milano Konservatorijoje, Davide'o Anzaghi kla-
séje. 1988 m. jis dalyvavo Accademia Chigiana
Sienoje surengtuose Franco Donatoni vasaros
kursuose, po to persikrausté j Paryziy, kur mo-
kési Gérardo Grisey klaséje, o véliau dirbo jo asistentu. Paryziuje jis taip pat lanké IRCAM ren-
giamus analizés kursus bei klausési Betsy Jolas ir Claude‘o Ballifo paskaity National Supérieur
konservatorijoje. Nuo 1990 m. svarbiausias Atli Ingdlfssono uzsiémimas - muzikiné karyba.

»Snap” (2005) bosinei fleitai, bosiniam klarnetui, violoncelei, smuikui ir sempleriui
»Snap”yra jdomaus Alter Ego ir Pan Sonic sumanyto projekto dalis. Keturi kompozitoriai buvo
paprasyti parasyti trumpus karinélius, kurie baty Pan Sonic muzikos remiksai. Kariniai atlie-
kami koncerto metu, kur juos muzikiniu aspektu komentuoja ir i$ dalies dar kartg remiksuoja
Pan Sonic. Savo kuriniui a$ pasiskolinau keleta ritminiy garsy is Pan Sonic kompaktinés ploks-
telés, Altopiiri’, juos jdéjau j savo ritmine konstrukcijg ir leidau jiems patiems formuoti ritmine
viso karinio baze. Instrumentai atlieka paprastas partijas, dazniausiai kontrastuojancias su
stipriu Pan Sonic ritmu.

AtliIngdlfsson

Yan Maresz - zr. psl.

~

to associate the electronic and rhythmic music to dance music tout court.
The project has been commissioned and co-produced by the Stockholm
New Music, Berlin MaerzMusik, Festival Archipel of Geneva, Holland Festival
in Amsterdam, Romaeuropa Festival, and IRCAM.

Several Atli Ingélfsson (b. 1962, Njardvik, Ireland) works reflect his interest
in prosody, and rhythm and metrics may be said to occupy the central role
in many of them. In his recent work he has increasingly explored the point
of contact between timbre, harmony and rhythm, which sometimes leads
to a constant dissolution between prevalently tembral, harmonic, or rhyth-
mic situations, all of them issued from the same structural matrix. Ingdlfs-
son completed studies in classical guitar, theory and composition and phi-
losophy and published a book of poetry before proceeding with his com-
position studies at the Milan Conservatory with Davide Anzaghi. In 1988 he
attended the summer course held by Franco Donatoni at the Accademia
Chigiana in Siena, and moved to Paris, where he studied with Gérard Grisey, subsequently
working as his assistant. In Paris he also attended the analysis courses held at Ircam and the
lessons of Betsy Jolas and Claude Ballif at the Conservatoire National Supérieur. From 1990
Atli Ingélfsson has been occupied principally by composition.

“Snap” (2005) for bass flute, bass clarinet, cello, violin and sampler

“Snap” is part of a curious project conceived by Alter Ego in collaboration with Pan Sonic.
Four composers were asked to write short pieces that would be sort of written remixes of Pan
Sonic’s music. The pieces are then to be performed in concert, with Pan Sonic commenting
them musically and partly remixing them once more. In my piece | borrowed some rhythmic
sounds from “Altopiiri’, Pan Sonic’s cd, put them into my own rhythmic framework and let
them form a rhythmic basis for the whole piece. The instruments play simple parts, mostly
in contrast to the strong ongoing Pan Sonic sounding rhythm. The result is a hybrid which
neither sounds totally like a piece of mine nor totally like a piece by Pan Sonic.

AtliIngdlfsson

Yan Maresz - see page (toliau programoje)

P

)



/*—/

»Link" (2005) fleitai, klarnetui, smuikui, violoncelei ir sempleriui

L,Link” yra sasaja, kurig sukdriau tarp dviejy Pan Sonic muzikos elementy. Si sasaja yra pastan-
ga dekonstruoti galutine struktairg, tam, kad bty galima jsivaizduoti jg kuriancius elementus.
Kai kuriy balsy poliritmas, palaipsniui perkelia elementus j aukstesnj registrg, kol jie netampa
minéta struktara. Siame karinyje taip pat akivaizdi sasajg su Fausto Romitelli, kuriam ,Link” ir

yra dedikuotas.

Giovanni Verrando (g. 1965, Sanreme, Italijoje) fortepijono
ir klasikinés gitaros studijas pradéjo Prancizijoje dar bida-
mas vaikas. Véliau studijavo kompozicijg Milano Konserva-
torijoje, o filosofija Milano Universitete. Dalyvavo Franco
Donatoni vedamuose kompozicijos meistriskumo kursuose
Accademia Chigiana Sienoje. Ten jis laiméjo Siae apdovano-
jima, o po to studijavo IRCAM Paryziuje. Verrando laiméjo
daugelio tarptautiniy konkursy apdovanojimus — IRCAM'o
,Ensemble Intercontemporain Reading Panel’, Amster-
damo ,Gaudeamus’, ,Festival International d‘art lyrique
Aix-en-Provence” ir daugel;j kity. Verrando daznai sulaukia
kariniy uzsakymy i$ jvairiy tarptautiniy institucijy (IRCAM,
Prancizijos Kultdros Ministerijos, Venecijos Bienalés), o
karinius atlieka Zymuas ansambliai bei solistai (ansamblis In-
tercontemporain, Styginiy Kvartetas Arditti, Strasbaro per-
kusijos ansamblis ir kt.). Jis désto kompozicija Tarptautinéje
Muzikos Akademijoje Milane, skaito paskaitas bei vadovau-
ja meistriskumo kursam:s ltalijoje, Prancizijoje, Sveicarijoje.

»Harmonic domains #2“ (2005) fleitai, klarnetui, klavisi-
niams, smuikui, sempleriui, o taip pat smélio blokams, dvi-
ems maziems ir vidutinio dydzio puody dangciams, laikras-
Ciui, kabanc¢ioms lékstéms, piltuvéliui, mazam ir vidutinio
dydzio akmeniui ir Saukstui.

,Harmonic domains” yra fragmenty serijos pavadinimas. Si
serija reprezentuoja specifine mano kompozicinio darbo

~

»Link” (2005) - for flute, clarinet, violin, cello and sampler

“Link”is the definite link which | accomplished between two elements taken in the music of
Pan Sonic. This link is also a try of deconstruction of the final texture to imagine the generative
elements: a polyrhythm of some voices which transposes progressively towards the high-
pitched to the point of becoming this texture. The work is also the evidence of link which
joined me with Fausto Romitelli to whom this small piece is devoted.

Yan Maresz

Giovanni Verrando (b. 1965, Sanremo, Italy)
began studying the piano and classical guitar in
France, at an early age. He later studied compo-
sition at the Conservatory of Milano and philos-
ophy at the University of Milano. He took master
classes in composition at the Accademia Chi-
giana of Siena with Franco Donatoni where he
was awarded the Siae Prize, and he later studied
at IRCAM in Paris. He has won awards in many
international competitions, such as IRCAM/En-
semble Intercontemporain Reading Panel, Gau-
deamus of Amsterdam, Festival International
d‘art lyrique of Aix-en-Provence, and many oth-
ers. His works have been commissioned by inter-
national institutions (IRCAM, French Ministry of
Culture, Biennale of Venice), performed by many
ensembles and soloists (Ensemble Intercontem-
porain, Arditti String Quartet, Les Percussions de
Strasbourg, etc.). He teaches composition at the
Accademia Internazionale della Musica of Mi-
lano, and he gives lectures and master classes in
Italy, France, Switzerland.

“Harmonic domains #2“ (2005) for flute, clari-
net, keybord, violin, sampler and also sand
blocks, 2 small and medium pot lids, newspaper,

p
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teritorija, o taip pat formuoja jsivaizduojama mano muzikinio vienio dalj. Karinyje as tyrinéju
jvairius harmoniniy lauky tarpusavio rysius ir jy lokacijas sekoje. Kiekviena fragmenty serija
suvokiama kaip viena nedidelé, ideali meno galerija arba kaip miniatidra, kuri plétoja tg pacia
idéja. Harmoniniy lauky formavima ir spalvas inspiravo spektriné Pan Sonic muzikos garsy
analizé, o taip pat mano asmeninis Pan Sonic karybos girdéjimas.

Giovanni Verrando

Riccardo Nova (g. 1960, Milane, Italijoje) studijavo
fleitg ir kompozicija Milano Konservatorijoje. Studi-
jas tesé Accademia Chigiana Sienoje, kurioje 1989
m. jgijo diploma su pagyrimu. Nuo 10-ojo des. jis
periodiskai gyvena Indijoje, kur pas M. T. Raja Ke-
sari mokosi Piety Indijos muzikos. Nemazai kariniy
Nova sukares Piety Indijos perkusininkams, kurie
jterpti j didelj vakarietiskg ansamblj. Nuo 1995 m. jis
taip pat aktyviai dirba avangardinio techno srityje.

Jo karinius atlieka pagrindiniai Europos ansambliai
- Ictus, Ensemble Modern, Ensemble Intercontempo-
rain, Lltinéraire. Jie skambéjo festivaliuose ,Ars Mu-

"

sica’, ,Présences”, ,Archipel’, Vienos Muzikos Biena-

"

Iéje, ,Romaeuropa’, ,Wien Modern” ir ,Agora“.

»Thirteen - 13x8@terror generating deity” (2005)
bosinei fleitai, bosiniam klarnetui, klavisiniams, vio-
loncelei, smuikui, gyvai elektronikai

Siame karinyje jau¢iama Carnatic (piety Indijos
muzikos) jtaka. 8 yra Devi (Didzioji Motina) rankos,
13 - deivés Kali vardas. Pirmasis vardas siejamas
su teigiamais aspektais, kai tuo tarpu antrasis - su
baimés sfera. Kita vertus, harmonijoje Sie skaiciai
privalo kaitaliotis, nes kiekvienas yra kito dalis, kaip
gyvenimas ir mirtis.

~

suspended cymbal, funnel, little and medium stone, spoon

“Harmonic domains”is the title of a series of fragments. This series represents a specific theory
of my compositional work and shapes part of my imaginary musical unity. In this work | am
exploring different relations of harmony fields as well as their locations in the sequence. Each
series of fragments is perceived as one small, ideal art gallery or a miniature that develops the
same idea. The formation of the harmony fields and the colours were inspired by Pan Sonic’s
spectral analysis of the sounds of music and my own way of listening to Pan Sonic’s work.

Giovanni Verrando

Riccardo Nova (b. 1960, Milan, Italy) studied flute and composition at the Conserv-
atory of Milan. He went on to advanced studies at the Accademia Chigiana in Siena,
where he earned a diploma of merit in 1989. Since early 90s he has been living
periodically in India were he studied South Indian music with M. T. Raja Kesari. He
has composed a few works including works for South Indian percussionists in large
western ensemble. Since 1995 he is also active in the field of advangard techno.
His works have been played by leading European ensembles, including Ictus, En-
semble Modern, Ensemble Intercontemporain, Lltinéraire, at festivals such as Ars
Musica, Présences, Archipel, the Biennale Musica of Venice, Romaeuropa, Wien
Modern and Agora.

»~Thirteen - 13x8@terror generating deity” (2005) for bass flute, bass clarinet,
keybord, cello, violin, live-electronics

In this piece you can feel influences of Carnatic music - the classical music of South-
ern India. 8 are the arms of Devi (the Great Mother), 13 - the name of Kaali. First
name associated with comforting aspects, the second with terrifying sphere. These
numbers, however, must alternate in harmony because each is a part of the other,
like life and death.

)
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MAURICIO KAGEL:
STUCKE DER WINDROSE

MUSIKFABRIK (Vokietija / Germany)

Mauricio Kagel - dirigentas / conductor

Osten (1988-89)
Stdwesten (1993)
Norden (1993-94)
Suden (1989)
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Mauricio Kagelis (g. 1931 m. Buenos Airése, Argentinoje)
yra vienas ekscentriskiausiy, bet ir labiausiai jkvepianciy bei
iSskirtiniy XX a. antrosios pusés muzikinio pasaulio asmeny-
biy. Jis mokési groti fortepijonu, violoncele, vargonais, stu-
dijavo dainavima, teorija, dirigavima ir savarankiskai mokési
kompozicijos. Kagelis taip pat studijavo filosofija ir litera-
tara, galiausiai king ir drama. Kelionés i Buenos Aires metu
Pierre‘as Boulezas perzvelgé Kagelio karinius ir pasialé jam
vykti j Europa. 1957 m. Kagelis atvyko Kiolng - tuometinj
naujosios muzikos centrg — kuriame iki Siol gyvena. Jis taip
integravosi | muzikinj Vokietijos gyvenimg, kad kitas para-
doksy magas Johnas Cage‘as saké:,Geriausias man Zinomas
Europos muzikantas yra argentinietis Mauricio Kagelis"”.
Vaizduoté, originalumas ir humoras yra pagrindiniai Sio
multimedijos menininko bruozai. Nuo pat pradziy jo vardas
asocijuojasi su ,instrumentinio teatro” Zanru, kurio srityje jis
dirbo bene daugiausiai ir vaisingiausiai. Be radikaliy inovaci-
ju Sioje sferoje, jis suformavo itin individualig estetikg abso-
liucios muzikos srityje. Poststrukturalistiniai kompozitoriaus
polinkiai i$ vienos pusés jgalina jj pavadinti,,dadaistu” arba
Lantikompozitoriumi®, i$ kitos — tiesiog modernistu. Jo este-
tikoje neakcentuojamas tradicijy griovimas ir naujy karimas,
veikiau nuolatinis nadienos muzikos permastymas.

Kagelio karyboje galima atrasti jvairiausiy muzikos elemen-
ty aprépianciy tiek serialisma ir ekspresionizma, tiek musique concrete, dadaizma ir aleatorika.
Net ankstyvieji jo kdriniai atskleidzZia $j nuolatinj eksperimentavima. Daugelyje kompozicijy
Kagelis naudoja ir koliaZo technika, kaip antai karinyje ,Music for Renaissance Instruments”
ir muzikoje filmui,Ludwig van". Kompozitoriaus muzikoje jmanoma aptikti Eriko Satie, Johno
Cage'o ir galbit Harry‘io Partcho jtakas. Be to, Kagelis pirmasis pradéjo naudoti naujas garsy
karimo ir struktaravimo priemones. Tarpdisciplininis jo poZidris veikiausiai lémé tokiy jvairiy
darby karima, jskaitant ir filmus, pjeses, marioneciy vaidinimus ir begale multimedijiniy kom-
pozicijy.

Jeremy Grimshaw

~

Mauricio Kagel (b. 1931 in Buenos Aires in Argentina) is one of
the most eccentric yet most engaging and distinctive figures of
the musical world of the second half of the 20th-century. He stud-
ied piano, theory, violoncello, organ, singing, and conducting, and
was self-taught as a composer. Kagel also studied philosophy and
literature, eventually film and drama. Pierre Boulez, during a tour
for Buenos Aires, examined its scores and suggested him to travel
to Europe. Kagel arrived in 1957 to Colony - in those days a center
of the New Music, where he continues living. And so much he was
integrated in the German musical life that John Cage, the other
magician of the paradoxes, ended up saying: “The best European
musician that I know is an Argentinean, Mauricio Kagel.”
Imagination, originality and humor are the hallmarks of this multi-
media artist. From the very beginning his name has been associat-
ed above all with “instrumental theatre”, the genre in which he has
perhaps exerted the greatest impact. Besides his radical innova-
tion in this area, he has also developed a highly personal aesthetic
in his absolute music. His post-structuralist leanings demand that
he constantly elude labels such as “Dadaist” or “anticomposer,” on
the one hand, or a modernist, on the other; his aesthetic does not
emphasize the dismantling of traditions and the building of new
ones, but rather a constant reevaluation of what constitutes music
now.

One can find in Kagel's output elements ranging from serialism to
expressionism to musique concréete to Dada to aleatoria. Even his earliest works exhibit this
experimental attitude. Many of his works also employ musical collage techniques, such as his
“Music for Renaissance Instruments” and the music for the film “Ludwig van”. The influence of
Erik Satie, John Cage and perhaps Harry Partch can be seen in Kagel’s music too. It also true
that Kagel has bought into use new means of producing and structuring sounds. His multi-
disciplinary perspective is probably the primary reason he has created such a wide variety of
works, including films, plays, and puppet shows, and any number of multi-media composi-
tions.

Jeremy Grimshaw

-
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»Stiicke der windrose” (1988-1994) saloniniam orkestrui

Sis esiy kariniy, pavadinty pagal kompaso kryptis, ciklas, tapo vienu didziausiy 9-ojo des.
pabaigos ir 10-ojo des. pradzios Mauricio Kagelio darby. Kaip ir daugelio kompozitoriaus ka-
riniy, taip ir pastarojo muzika stebinanciai jvairiaspalve, stilistiSkai mjslinga ir nuolat jkyriai
kazka primenanti: kiekviena 20 minuciy karinj sunku racionaliai apibadinti, taciau tenka pri-
pazinti, kad savotiskos vidinés logikos juose esama.

Kagelis pabrézia, kad nors ir nuo 6-ojo des. gyveno Vokietijoje, jo pasaulio krypciy supratimas
labai skiriasi nuo europietiskojo. Jis gimé Argentinoje, kur Pietls asocijavosi su Antarkties 3al-
¢iu, o Siauré - su atograzy kars¢iu. Cikle 3io asociacijos kei¢iasi su kiekvienu kariniu, kaskart
jtraukdamos j vis kitokio pobudzio muzikine kelione. Musamaisiais dundantys Pietvakariai
prasideda vakariniame Meksikos krante ir tesiasi per Okeanijg iki pat Naujosios Zelandijos.
Siauréje susiduriame su Lachenmanno tipo nemuzikiniais triukmais - apiplaukiamas Siaurés
poliaratis - Vakaruose atspindima tai, kg Kagelis vadina amerikietiskos muzikos afrikanizacija
arba afrikietiskos — amerikanizacija. Vis délto nei vienas karinys néra vien tik proziska muziki-
né paskaita apie keliones. Garsinés nuorodos niekada nenaudojamos anekdotiskai; kiekviena
jy integruota isskirtinés harmoninés Kagelio vaizduotés, o pastaroji yra tarsi pasaulis, kuriame
niekas neatrodo taip, kaip yra i$ tikryjy atrodo, ir kuriame kiekvienas naujas vaizdas savyje
slepia genialy siurpriza.

Andrew Clements

Ansamblis musikFabrik kuria pavyzdingas siuolaikinés muzikos interpretacijas. Progresyviy
programy sudarymas ir autonomiska organizaciné struktara yra vienas sio tarptautiniy solisty
ansamblio bruozy. musikFabrik repertuaras platus ir jvairus, aprépiantis ne tik puikiai zinoma
Siuolaikinj repertuara, bet ir specialiai jam sukurtus karinius, kuriy dauguma uzsakeé jis pats. 5j
ansamblio veikla nuolat ,jamzinama” jrasais radijui ir CD formatu.

Vienas svarbiausiy ansamblio bruozy - ne tik naudoti modernias komunikacijos formas, bet
ir ieskoti naujy bei eksperimentiniy muzikos atlikimo galimybiy. Tarpdisciplininiai projektai,
jungiantys tokias meno rasis kaip elektronika, Sokio teatras, muzikinis teatras, instaliacijos,
ansambliui suteikia daugiau profesionalumo.

Ansamblis artimai bendradarbiauja su garsiais dirigentais ir kompozitoriais: Mauricio Kage-
liu, Helmutu Lachenmannu, Louisu Andriessenu, Nicolausu A. Huberiu, Rebecca Saunders,
Emmanueliu Nunesu, Joélu Durandu, Christophu Staude, Francku Ollu, Jamesu Woodu ir ki-
tais. Nuo pat jkarimo 1990 m., musikFabrik subsidijuojamas Siaurés Reino - Vestfalijos Zemés
savivaldybés.

~

»Stiicke der windrose” (1988-1994) for salon orchestra

Mauricio Kagel’s cycle of six pieces named after the points of the compass, was one of his
major achievements of the late 1980s and early 90s. As always with Kagel, the music is aston-
ishingly varied, stylistically enigmatic and teasingly allusive: the continuity of each 20-minute
piece is hard to rationalize yet the internal logic seems inescapable.

Kagel emphasises that, though he has lived in Germany since the 1950s, his perspective on
what each of the compass points means is very different from that of a European; he was born
in Argentina, from where South meant Antarctic cold, and the North, tropical heat. In piece
the viewpoint shifts from piece to piece, each conjuring a different kind of musical journey.
The percussion-propelled the Southwest, for instance, begins on the west coast of Mexico
and continues across Oceania to New Zealand; North, with its Lachenmann-like array of non-
musical noises, circumnavigates the Arctic circle, while West explores what Kagel calls the
Africanisation of American music and the Americanisation of African music. None of these
pieces ever becomes just a prosaic musical travelogue, however. The sound references are
never used anecdotally; every one of them is integrated by Kagel's extraordinary harmonic
imagination into a world in which nothing is what it seems, and in which every new vista
contains a genuine surprise.

Andrew Clements

The musikFabrik dedicates itself to creating exemplary interpretations of contemporary mu-
sic. Its innovative programming and autonomous organizational structure are characteristic
of this ensemble of international soloists. The musikFabrik has a broad, extensive repertoire
that includes - alongside the more established literature — works tailored specifically for it,
many of which the ensemble has commissioned itself. These works are presented at festivals
and concerts. The ensemble’s activities are documented by regular recordings for radio and
CD.

One important focal point of the group involves modern forms of communication and the
search for new and experimental possibilities of expression in the field of music performance.
Interdisciplinary projects in combination with other art forms - such as live electronics, dance
theatre, music theatre, and installations — adds further depth to the ensemble’s profile.

The ensemble works closely together with conductors and composers such as Mauricio
Kagel, Nicolaus A. Huber, Helmut Lachenmann, Louis Andriessen, Rebecca Saunders, Em-
manuel Nunes, Richard Ayres, Joél Durand, Christoph Staude, Franck Ollu, James Wood and
others. Since its inception in 1990, musikFabrik has been subsidised by the state of North

Rhine-Westphalia.
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Spalio 27, penktadienis, 19:00 Siuolaikinio meno centras
October 27, Friday, 7 pm Contemporary Art Centre

PARIS QUI DORT

YAN MARESZ - muzika / music
RENE CLAIR - reZisierius / director

COURT-CIRCUIT (Prancuzija / France) & IRCAM

Jérémie Févre - fleita / flute

Pierre Dutrieu - klarnetas / clarinet

Alain Rigollet — trombonas / trombon
Jean-Marie Cottet - fortepijonas / piano
Eve Payeur — musamieji / percussions
Myriam Bonnin - akordeonas / accordion
Renaud Déjardin - violoncelé / cello

TN

Pierre-André Valade - dirigentas / conductor

IRCAM specialistai / specialists:

Benoit Meudic - kompiuterinis muzikos dizainas / computer music design
Jérémie Henrot - garso inZinerija / sound engineering

Jérdme Tuncer - garso technika / sound technique
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Prancizy kompozitorius Yanas Mareszas (g. 1966 Mona-
ke, Monako kunigaikstystéje) pazintj su muzika uzmezgé
savo gimtajame mieste, pradéjes groti fortepijonu ir per-
kusija. Prie$ tapdamas vieninteliu Zymaus gitaristo Johno
McLaughlino studentu Mareszas savarankiskai iSmoko
groti dziazine gitara. Véliau Mareszas tapo pagrindiniu jo
aranzuotoju, jvairiy orkestruociy karéju. 1984-86 m. Ma-
reszas studijavo dZiazg Berklio muzikos koledze Bostone,
bet tuo paciu neskubiai krypo kompozicijos link. Gaves
Monako princesés Greisés fondo stipendija 1987-1992 m.
jis studijavo kompozicijg Dzuljardo mokykloje Niujorke.
1994 m. Mareszas dalyvavo kompozicijos ir kompiuterinés
muzikos kursy programoje IRCAM'e, jo déstytojas buvo
Tristanas Murailis. Baiges Siy kursy programg Mareszas
sukaré kompozicija ,Metallics” trimitui ir elektroninei si-
stemai realiame laike, kuri 1997 m. buvo atrinkta Tarptau-
tinés Unesco kompozitoriy tribanos. Kompozitorius yra
gaves keleta prizy ir apdovanojimy, pavyzdziui 1994 m. Paryziaus akademija jj apdovanojo
Rossinio prizu, o Hervés Dugardino prizu 1995 m. jj apdovanojo ,Sacem” asocijacija. 1995-97
m. jis buvo reziduojanc¢iu Prancizijos akademijos Romoje menininku, gyvenanciu ir kurianciu
Medici viloje, 0 2004 m. Mareszas rezidavo Berlyne. 2003-2004 m. jis tapo reziduojanciu kom-
pozitoriumi Strasbtro konservatorijoje, o kiek véliau, kaip vizituojantis profesorius, Mareszas
darbavosi McGillio universitete Monrealyje. Kompozitorius reguliariai dirba IRCAM studijoje
profesoriaus, kompozitoriaus ir déstytojo svecio statusu, be to, jis rengia meistriskumo kursus
Europoje ir JAV. Dabar kompozitorius gauna daugybe kariniy uzsakymy, o jo kompozicijos
skamba geriausiuose tarptautiniuose festivaliuose.

»Paris qui dort” (2005) muzika begarsiam legendinio pranciizy rezisieriaus René Clairo to
paties pavadinimo 1924 m. filmui, mazam ansambliui ir gyvai elektronikai
Trukmé: 75 min.

Muzika filmui suvokiama kaip vaizdo kontrapunktas, kurio pagrindinis tikslas — atskleisti filma,
nekreipiant démesio j individualy muzikos isskirtinuma. Jeigu muzika gyvuoja kaip kontra-
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French composer Yan Maresz (b. 1966 in Monaco, in the Principality of Monaco) began his
music education in his hometown with the piano and percussions. Maresz taught himself to
play jazz guitar prior to becoming John McLaughlin’s sole student and for whom he subse-
quently became the principal orchestrator and arranger. Maresz studied jazz at Berklee Col-
lege of Music in Boston from 1984 to 1986 and slowly turned towards composition, which
he studied at Juilliard School in New York from 1987 to 1992 with a scholarship from the
Princess Grace Foundation of Monaco. In 1994, he followed the Composition and Computer
Music Cursus program at IRCAM where he studied under Tristan Murail. Upon completion
of the Cursus program, he wrote the piece “Metallics” for solo trumpet and an electronic sys-
tem in real-time that was selected in 1997 by the Unesco International Rostrum of Compos-
ers. Maresz has received several prizes and awards including, the Rossini Prize from the Paris
Academie des Beaux-Arts in 1994 and the Hervé Dugardin Prize from Sacem in 1995. From
1995 to 1997 he was an artist in residence at the Academy of France in Rome, Villa Medicis and
in 2004 he was selected for the Europaisches Kolleg der Kiinste residence in Berlin. In 2003
and 2004, he was composer-in-residence at the conservatory of Strasbourg and was a visiting
professor at McGill University in Montreal. He works on a regular basis with IRCAM as a guest
professor, composer, and lecturer in addition to regularly teaching masterclasses throughout
Europe and the USA. Maresz has received numerous commissions and his pieces are played
in today’s top international festivals.

»Paris qui dort” (2005) music for 1924 silent film of legendary french film director René
Clair's for small ensemble and live electronics

Duration: 75 minutes

The music that accompanies the movie is conceived as a counterpoint to the image with
the permanent concern of serving the film, regardless of the level of complementarity or di-
vergence employed.If the music acts as a counterpoint in terms of temporality, it is also “an
harmonization” at the more local level, especially in regard to the characters’ psychology. It
is also "an orchestration” acting as an extension, in the timbre domain of the particular ambi-
ance of each scene.

The general formal development of the piece is based on the film’s plot. In this regard, the
music is a loyal rendition of the film's cuts, hence adopting its dynamic articulation.

On the other hand, the music does not precisely follow the editing of the film but rather an-
ticipates, comments, sustains or maintains the rhythm implied by it.
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punktas, ji taip pat yra ir ,harmonizacija’, paisanti veikéjy psichologijy, kaip ir ,orkestruoté’,
tembrais pabrézianti tam tikrg kiekvienos scenos atmosfera.

Visuotinis karinio formos plétojimas pagrijstas filmo siuzetu. Taigi muzika yra sazininga filmo
interpretacija, jsisavinanti dinamiska jo artikuliacija. Kita vertus muzika preciziskai neseka fil-
mo siuzeto, bet veikiau komentuoja, vertina, islaiko ar pakeicia isreiksta jo kaita.

Pagrindine filmo tema - ,apmaudus laikinumas” - skatina sukurti,belaikj” rojy. Tokioje terpéje
su humoro bei ironijos doze René Clairas ir tyrinéja Zzmogaus psichologija, visiskai nepasiruo-
Susig patirti minétaja realybe. Muzikantai gali tik dZiaugtis Sia tema, nes situacijos kuriamos
Zaidziant su laiko savoka, keliancia,,apmauda ir nepasitenkinima” dél nuolatinés laiko tékmés,
tiesiog laikinumo. Taigi tam tikri laiko tékmés budai, kaip antai sustojes laikas arba pagrei-
tintas laikas, puikiai atitinka muzikines situacijas, kurios demonstruojamos nattralioje, filmo
suformuotoje terpéje.

Gana nejprastas instrumentinis ansamblis sukuria platy sonorinj diapazona, suteikiantj gali-
mybe iSgauti specifines muzikines spalvas, kuriy ir ieSkojau.

Real-time elektronika (analizé/sintezé, jvairiy spektriniy ritmo struktdry generavimas, triuks-
mo komponenty, aptinkamy instrumentiniame spektre, Salinimas, jvairios transformacijos ir
kt.) naudojama instrumentinio garso medziagos praturtinimui ir praplétimui.

Yan Maresz

1991 m. Court-circuit ansambl;j jkaré kompozitorius Philippe‘as Hurelis ir dirigentas Pierre-
André Valade. Sio ansamblio sukirimo tikslas buvo suburti auk3¢iausios klasés atlikéjus, pa-
sirinktus ne pagal virtuoziskuma, bet pagal suinteresuotuma modernybe ir patirtj atliekant
Siuolaikine muzika. Ansamblis atliko daugelio kompozitoriy premjerinius karinius, kaip antai
Tristano Murailio, Michaélio Jarrello, Philippe‘o Lerouxo, Mauro Lanza, Cecilijos Ore, Knuto
Vaage, Rolfo Wallino, Danielio D’Adamo, Alexandros Markéas, Joshua Finebergo, Rogerio Rey-
noldso.

Court-circuit ansamblis kviec¢iamas zymiausiy Europos festivaliy ir muzikiniy institucijy - ,Ir-
cam’,,Opéra’, ,Radio-France” (Paryzius), ,Musica” (Strasburas), ,Aix en Provence Festival” (Gre-
noblis), ,Manca” (Nica), ,Gmem” (Marselis), ,Whynote” (Dizonas), ,VarSuvos ruduo”, ,Ultrashall”
(Berlynas), ,Romaeuropa“, (Bergenas), ,Wien Modern’, o publikos ir kompozitoriy pripazjsta-
mas kaip isskirtinis ansamblis.

Court-circuit remia Prancizy Kultdros ir susisiekimo ministerija, Muzikos autoriy, kompozito-
riy ir leidéjy asociacija,Sacem” ir Prancizijos autoriniy teisiy gynimo asocijacija,Spedidam”.

~
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The central theme of a “discontented temporality “contributes to create some “out of time”
havens in which the human psychology, unprepared for the experience of such a reality, is
explored with lot’s of irony and humor by René Clair. The musician can only rejoice over this
theme because the situations generated by playing on a temporality that is “discontented”
with certain parts of its flow, such as fixed or accelerated time, are eminently musical situa-
tions that find here a space of natural and coherent display for their achievement.

The rather unusual instrumental ensemble (flute, clarinet, accordion, cello, trombone, percus-
sion, master keyboard) possesses a rich range of sonorities enabling me to obtain the specific
musical color | was looking for.

Real-time electronic (analysis/synthesis, generation of rhythmical spectral structures, extrac-
tion of “noised” components of the instrumental spectrum, transformations...) is used to en-
rich and magnify the instrumental sound material.

Yan Maresz

Court-circuit was founded in 1991 by compos-
er Philippe Hurel and conductor Pierre-André
Valade.

The aim was to obtain an instrumental group
made up of first-ranking players chosen not
only for their virtuosity but also for their inter-
est in the modernity and their experience of
the contemporary music. The Ensemble has
premiered composers such as Tristan Murail,
Michaél Jarrell, Philippe Leroux, Mauro Lanza,
Cecilia Ore, Knut Vaage, Rolf Wallin, Daniel D'’Adamo, Alexandros Markéas, Joshua Fineberg,
Roger Reynolds.

Court-circuit is invited by major European Festivals and musical institutions - Ircam, Opéra,
Radio-France (Paris), Musica (Strasbourg), Aix en Provence Festival (Grenoble), Manca (Nice),
GMEM (Marseille), Whynote (Dijon), Warsaw Autumn, Ultrashall (Berlin), Romaeuropa, (Ber-
gen), Wien Modern and is recognised as an exceptional group by audiences and composers.
Court-circuit receives support from French Ministry of Culture and Communication, Society
of music authors, composers and publishers Sacem and Spedidam.

-
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Dirigentas Pierre-André Valade (g. 1959) ypac gerai Zinomas ir vertinamas uz XX ir XIX a. mu-
zikos interpretacijas. Valade nuolat gauna pakvietimus j reikSmingiausius festivalius bei kon-

certus Europoje, JAV, Kanadoje ir Australijoje. Uz Gérard'o Grisey ,Les Espaces Acoustiques”

muzikos jrasa dirigentas sulauké atitinkamy pagyry ir 1999 m. laiméjo Charlio Croso akade-
mijos Grand Prix. 1991 m. jis, kartu su kompozitoriumi Philippe’u Hureliu jkaré Court-circuit
ansamblj ir tapo jo muzikos direktoriumi.

Pastaraisiais metais Valade dirigavo daugeliui skirtingy orkestry, daugelj skirtingy repertuary,
aprépianciy Berliozo, Ravelio, Debussy, Saint-Saénso, Stravinskio karinius ir Berio, Boulezo,
Carterio, Stockhauseno kompozicijas, o taip pat jvairius jaunesnés kartos kompozitoriy kari-
nius, kaip antai pranctizy spektralisty mokyklos atstovy: Hugueso Dufourto, Gérardo Grisey,
Tristano Murailio, Philippe’o Hurelio ir Philippe’o Lerouxo.

Valade nuolat kvie¢iamas diriguoti Ciuricho Tonhalle orkestrui. Itin sékmingai jis debiutavo
su Paryziaus orkestru, o grjzimas prie,Cikagos simfoninés muzikos dabar” serijy taip pat tapo
ryskiu jvykiu. Ateinanciais sezonais jis dirbs su London Sinfonietta, Ensemble Intercontempo-
rain, Ensemble Modern, BBC nacionaliniu orkestru, Prancizijos radijo simfoniniu orkestru ir
Monte Karlo filharmonijos orkestru.

Siuo metu Benoit Meudicas yra IRCAM'o muzikinis
asistentas. Jis baigé kompiuteriy inzinerijg, o doktoran-
tara studijavo IRCAM'e, mokslinio tyrimo objektu pasi-
rinkdamas muzikiniy struktdry analize. Be mokslinés
pakraipos studijy, jis taip pat lanké fortepijono, daina-
vimo, muzikos istorijos ir kompozicijos kursus jvairiose
muzikos mokyklose Paryziuje. Nuo 2004 m. jis jgyven-
dina kompiuterine kompozicijy dalj tokiy kompozitoriy
kaip Yanas Mareszas, Georgia Spiropoulos, Unsuk Chin
ir Luca Francesconi.

4

IRCAM: Akustikos/muzikos tyrimo ir koordinavimo institutas
(Institute for the Research and Coordination of Acoustics/Music)

1970 m. Paryziuje Pierre’o Boulezo jkurtas IRCAM yra institucija susijusi su Pompidu centru ir

globojama Kultaros ir komunikacijos ministerijos. Nuo 2006 m. institutui vadovauja Frankas
Madleneris. Siandien IRCAM yra didzZiausias pasaulyje vie3as tyrimy centras, skirtas tiek mok-
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Conductor Pierre-André Valade (b. 1959) is especially
well-known and admired for his performances of reper-
toire from the 20th and 21st centuries, and receives regular
invitations from major festivals and orchestras in Europe,
the USA, Canada and Australia. His recording of Gérard
Grisey'’s Les Espaces Acoustiques has been singled out for
particular praise and won the Grand Prix de I'Académie
Charles Cros (1999). In 1991 he founded the Paris based
Ensemble Court-Circuit of which he is Music Director.

In the past few years he has conducted many different or-
chestras in a wide range of repertoire ranging from works
by Berlioz, Ravel, Debussy, Saint-Saens and Stravinsky to Berio, Boulez, Carter, Stockhausen,
as well as numerous pieces by composers of the younger generation, notably composers of
the French Spectralist school such as Hugues Dufourt, Gérard Grisey, Philippe Hurel, Philippe
Leroux and Tristan Murail.

Pierre-André Valade is a regular guest conductor with the Tonhalle Orchestra Zurich. High-
lights from his future appearances include his debut with the Orchestre de Paris and a return
to the Chicago Symphony Music Now series. In the coming seasons he conducts concerts
with the London Sinfonietta, Ensemble Intercontemporain, Ensemble Modern, BBC National
Orchestra of Wales, Orchestre Philharmonique de Radio France and Orchestre Philharmo-
nique de Monte Carlo.

Benoit Meudic is currently a musical assistant at IRCAM. He holds a diploma in computer en-
gineering and received his doctorate at IRCAM where his research concentrated on the analy-
sis of musical structures. In addition to his science-oriented studies, he also followed courses
in piano, singing, music history, and composition in different music schools throughout the
Paris region. Since 2004 he has produced the computer music for pieces by Yan Maresz, Geor-
gia Spiropoulos, Unsuk Chin, and Luca Francesconi.

Ircam
=== (entre
Pompidou

IRCAM: Institute for the Research and Coordination of
Acoustics/Music

Founded in 1970 in Paris by Pierre Boulez, Ircam is an institu-
tion linked with the Centre Pompidou and is under the charge
of the Ministry of Culture and Communication. It is directed
by Frank Madlener since 2006. Today, it is the largest public re-
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sliniams tyrimames, tiek muzikos karybai. Institute aktyviai dirba daugiau nei 150 darbuotojy
(kompozitoriy, mokslininky, inZinieriy, atlikéjy, techniky).
XX a. antroje puséje IRCAM tapo ne tik muzikiniy sutvérimy namais, bet ir unikalia tarptauti-
niy kompozitoriy rezidencija. Daugybés programy reziduojantiems menininkams metu su-
kuriami tarpdisciplininiai projektai (jungiantys muzika, Sokis, video, teatras ir kinas). Publika
Siuos karinius iSvysta kasmetiniame ,Agora” festivalyje.
IRCAM tyrimy centras kuria technologines ir mokslines naujoves. Bendradarbiaujant su ke-
liais universitetais ir tarptautinémis kompanijomis, tyrimy spektras apima daugelj moksliniy
discipliny: akustika, muzikologija, ergonomika ir muzikos suvokima. Rezultatai pritaikomi ir
kitose meno srityse: audiovizualikoje ar atlikimo mene, o taip pat industrinio pasaulio sferose
(kambariy akustikoje, klausos aparaty gamyboje, garso dizaine, programinés jrangos inzine-
rijoje).
IRCAM yra ir kompiuterinés muzikos mokymo centras.,Cursus” programa ir seminarai, rengia-
mi kartu su mokslininkais ir tarptautiniais kompozitoriais garsina IRCAM kaip profesionalaus
rengimo centra. Kartu su Prancizijos Svietimo ministerija ir konservatorijomis nuolat tobuli-
namos interaktyvios déstymo programos, skirtos ir placiagjai visuomenei.

www.ircam.fr

search center dedicated both to scientific research and musical creations in the world. More
than 150 staff members contribute to the institute’s activities (composers, researchers, engi-
neers, performers, technicians).
Ircam is home to musical creations from the second half of the 20th-century, a production
location and a unique residence for international composers. Numerous artist-in-residence
programs result in the creation of multi-disciplinary projects (music, dance, video, theater and
film). Finally, the public can see these creations at the annual Agora festival.
A research center, IRCAM is on the cutting edge of scientific and technical innovations. In
partnership with several universities and international companies, research covers a broad
spectrum of scientific disciplines: acoustics, musicology, ergonomics and musical cognition.
Findings are often applied to other artistic domains such as audiovisual or live performances
as well as to diverse fields in the industrial world (room acoustics, listening devices, sound
design, software engineering).
IRCAM is a computer-music education center. Its Cursus program and workshops carried out
in collaboration with researchers and international composers make IRCAM a reference in
professional training. Pedagogical activities also touch the general public thanks to the devel-
opment of interactive teaching software in cooperation with the French Ministry of Education
and the conservatories.

www.ircam.fr
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NOMEDA VALANCIUTE
Mars, mars, tra-ta-ta! / March, March, Tra-ta-ta!

GAIDA ENSEMBLE: Cinemusica SARUNAS NAKAS
Evangelija pagal kalvj Ignota /
(Ne)bylusis lietuviskas kinas / (Un)silent Lithuanian Cinema The Gospel According to Blacksmith Ignotas
GINTARAS SODEIKA

Robertas Servenikas - dirigentas / conductor
Calculus

RAMUNAS MOTIEKAITIS
Mano iliuzijos garsas / The Sound of my Illusion
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Gaida Ensemble - zr. psl. 70

Lietuvos nacionalinés premijos laureatas diri-
gentas Robertas Servenikas (g. 1966) Sankt
Peterburgo konservatorijoje jgijo chorinio,
operinio bei simfoninio dirigavimo specia-
lybes. Siandien Robertas Servenikas - bene
daugiausia naujy simfoniniy lietuviy autoriy
kariniy | gyvenima paleidziantis dirigentas.
Klausytojy sgmonéje tarsi suauges su Lietuvos
nacionaliniu simfoniniu orkestru (su kuriuo ne
pirmi metai dirba kaip antrasis dirigentas) ir
nelengvai atsiejamas nuo Filharmonijos Di-
dZiosios salés, jis nuolatos bendradarbiauja ir
su kitais Lietuvos bei uzsienio orkestrais, jvai-
riais kameriniais ansambliais, yra vyriausias
Lietuvos muzikos ir teatro akademijos Jauni-
mo orkestro dirigentas. Jo diriguojama gausy
klasikinés muzikos repertuarg kasmet pra-
plec¢ia naujy monumentaliy lietuvisky opusy
premjeros, rengiamos tokiems svarbiausiems
kasmetiniams festivaliams kaip ,Gaida“, ,Vil-
niaus festivalis”,,IS arti” ar jprastiniam Lietuvos
nacionalinés filharmonijos koncerty sezonui.

Partitdry jgyvendinimo procesg dazniausiai
lydi gyvas dirigento kontaktas su kompozitoriais. Jo iniciatyvos nelieka nejvertintos - kartg
uzsimezgusi dirigento ir kompozitoriaus draugysté ne tik nenutriksta, bet, ruosiant premje-
ras, kaskart vis atsinaujina. Norint tai pailiustruoti, ko gero, tekty isvardinti kone visas orkestrui
rasanciy lietuviy kompozitoriy pavardes - tiek paciy jauniausiy, kaip Raminta Serkinyteé, tiek
pripazinty, tarp kuriy Serveniko repertuare ypatinga vieta uzima Onuté Narbutaité, Algirdas
Martinaitis ir Anatolijus Senderovas. Dirigento populiaruma tarp lietuviy autoriy lemia ir jo ta-
lentas jvaldyti stambias formas. Kritikai daznai isskiria jo gebéjima apibendrinti ne skandinant
ar niveliuojant smulkigsias partitaros detales, o atvirksciai, jas isrySkinant.

Eglé Grigalianaité

~

Gaida Ensemble - see page 71

The conductor Robertas Servenikas (b. 1966) graduated from St. Petersburg Conservatoire,
where he studied choir, opera and symphony conducting. In 2005 conductor was awarded
with the Lithuania National Prize. Today Robertas Servenikas is a conductor midwifing prob-
ably the most new symphonic works by Lithuanian composers. In the consciousness of his
listeners being inseparable from the Lithuanian National Symphony Orchestra, of which he is
currently the second conductor, and not easily dissociated from the Great Hall of the National
Philharmonic Society, he shares his time among a number of other orchestras and chamber
ensembles both in Lithuania and abroad as a free-lancing guest conductor and the chief con-
ductor of the Youth Symphony Orchestra of the Lithuanian Academy of Music and Theatre.
Each year an extensive repertoire of classical music conducted by him is expanded by the
premieres of new Lithuanian works showcased in such major annual music events as “Gaida’,
“Vilnius Festival’, “Is arti’, or during the regular concert season of the National Philharmonic
Society.

The process of work on the scores is most often followed by the conductor’s lively contact
with the composers. His initiatives do not remain unrequited - once being born, the friend-
ship between the conductor and a composer does not cease and renew each time when get-
ting ready for a premiere. Almost all the names of the Lithuanian orchestra composers should
be enumerated for evidence, including both the youngest ones, such as Raminta Serk3nyté,
and the well-established ones, among which Onuté Narbutaité, Algirdas Martinaitis and
Anatolijus Senderovas occupy a prominent place in Servenikas’ repertoire. The conductor’s
popularity with Lithuanian composers also results from his talent to handle large-scale forms.
Critics often distinguish his ability both to consistently present overall concept and to point
up smaller details of the score.

Eglé Grigalianaité

Nomeda Valanciiité (b. 1961) studied composition with Prof. Julius Juzeliinas at the Lithua-
nian Academy of Music in 1979-84. Nomeda Valanciaté belongs to the generation of compos-
ers, the so-called “machinists”. Valanciaté’s style is rather integral as yet. The composer most
frequently chooses effective though moderate enough means of expression and develops her
work in a repetitive way, slightly changing the repeated musical material, or simply repeating
one or more sharp chords and separating them by rests. “Polishing, accuracy and sophistica-
tion are not alien to me. It is necessary to blow some spirit into it and to render a rational form
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Nomeda Valanciaté (g. 1961), 1984 m. baigusi kompozicijos studijas prof. Juliaus Juzeliino
klaséje tuometinéje Lietuvos valstybinéje konservatorijoje, netrukus buvo identifikuota kaip
urbanistinés kultaros atstové, vadinamosios ,masinisty” kartos kompozitoré. Valancitteés sti-
lius iki dabar gana vientisas. Dazniausiai kompozitoré renkasi efektyvias, nors gana saikingas
israiskos priemones: kirinj plétoja repetityviniu badu, pagal tam tikrg dramaturgine linijg ne-
Zymiai keisdama kartojama muzikine medziaga arba tiesiog kartodama viena ar kelis astrius
akordus, juos atskirdama pauzémis.,Gludinimas, kruopstumas, rafinuotumas - man tai nesve-
tima. Batinai reikia jpusti dvasig ir suteikti medziagai racionalig formg”, - sako kompozitoré.
Ostinatinio kartojimo pomégis zymi visg Valanciatés karyba. Pasikartojancios ritminés formu-
Iés kuria savita atmosfera ir padeda statiskoje panoramoje jvertinti kiekvieng dinaminj blyks-
nj. Pagrindiné karinio mintis daznai auginama palaipsniui iki dinaminio lGzio. Valanciatés
muzikos israiska stipri, neretai astroka, kariniai nuslifuoti iki ,blizgesio”. Kompozitoré teigia,
kad jai ,artimas stilius, kuriame daugiau asketiskumo. Nemégstu nieko, kas perkrauta” Todél
jos muzika néra dekoratyvi ir net programiniy elementy turin¢iuose kariniuose j pirma vieta
iSkyla israiskos jéga, atrenkant tik tai, kas esminga.

»Mars, mars, tra-ta-ta!” (2006) muzika 1964 m. to paties pavadinimo Raimondo Vabalo fil-
mo montazui, kameriniam ansambliui

Nomeda Valanciateé ir Adolis Laurinavic¢ius — montazas

Permontuodama, trumpindama filma nuo 80 iki 21 minutés, keisdama sceny eilés tvarka, atsi-
sakiau pagrindiniy personazy, meilés linijos, palikdama tik politikus ir karg. Masciau apiben-
drintai, nesiedama meninio sumanymo su konkreciais istoriniais jvykiais.

Su pagarba visiems filmo karéjams.

N. V.

Sariinas Nakas (g. 1962) - vienas i$ radikaliausiai nusiteikusiy Siuolaikiniy lietuviy kompozi-
toriy, kurio muzikos kalba kartais priartéja prie pastaryjy desimtmeciy hiperkompleksiskumo
standarty. Muzikinés visuomenés démesj j save atkreipé 1985 m. efektingomis elektroakusti-
némis kompozicijomis,Merz-machine” ir ,Vox-machine” - jos |émé, kad Nakas ir jo amzininkai
tuometinés muzikos kritikos buvo pavadinti ,masinisty karta“. Neretas kompozitoriaus kari-
nys pasizymi garso mase, koncentruota energija ir ilgalaike jtampa; daug démesio kompozi-
torius skiria garso spalvai - tam pasitelkia netradicines instrumenty sudétis, derinimus, garso

~

to material’, the composer says.

A penchant for ostinato repetition marks
all the works of Valanciaté. The recurrent
rhythmic patterns create a certain atmos-
phere and help to appreciate every single
dynamic flash in a static panorama. The
main idea of the composition often grows
gradually until it reaches a dynamic break-
through. The expression of Valancitté’s
music is strong, sometimes pretty sharp,
although not void of a certain glitter. The
composer states that she finds a rather as-
cetic style close to her and doesn't like any-
thing overburdened. Therefore, her music
is not “decorative” even in the works with
some distinct programmatic background, a
priority is given to the strength of expres-
sion, selecting only what is essential.

“March, March, Tra-ta-ta!” (2006) music
for the montage of Raimondas Vabalas’
the same title film (1964), for chamber
ensemble

Nomeda Valanc¢iaté and Adolis
Laurinavicius - montage

Remaking the montage of the film and cut-
ting it from 80 minutes to 21, changing the
sequence of scenes, | left out the main char-
acters and the love story line, keeping only
the politicians and the war. | was thinking
globally and did not associate the artistic
conception with historic events.

With respect to all the contributors to the

film.
N/(
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iSgavimo budus ir pan., taip pat elektroninius
skambesio transformavimo bei programavimo
badus.

Anot Veronikos Janatjevos, pastaraisiais metais
Nakas komponuoja nepaprastai sudétingus
jvairiy retorikos tipy konglomeratus, kupinus
senyjy civilizacijy ir postindustrinio pasaulio
simboliy, kaip antai ,Ziqquratu” ir ,Aporija”“. Tai,
kas Siuose kariniuose buvo sukrauta j vertikale,
vélesniuose isdéstoma | létai besivyniojandias,
tarsi i$ atskiry ,kadry” sumontuotas juostas.
Cia vis dar isnyra monumentalis sustingusio
skambesio luitai, vienas kitas ,garsoraizis’, ta-
¢iau nuosekliai jvairiy instrumenty eksponuo-
jami indisky ritmy katalogai suteikia muzikai
asketiskumo, gal net ritualiSkumo atspalvj. Tai
sudétinga muzika, raSoma vis didesnéms ins-
trumenty sudétims, jau¢iant malonumga isgauti
jvairig iSraiska ir dinamika, bet tarsi visiskai ne-
siripinant ,atskleisti instrumenty galimybes” ar
+pademonstruoti tikrg orkestro skambesj".

»Evangelija pagal kalvj Ignota” (2006) kameriniam ansambiliui ir kino arba video projekcijai,
panaudojant Aleksandro Razumno filmo ,Ignotas grjzo namo” (1956) ir dokumentiniy kroni-
ky,Taryby Lietuva” (1945-1952) fragmentus

Sariinas Nakas - scenarijaus autorius, reZisierius ir kompozitorius

Sergejus Rubasgkinas, Sariinas Nakas - operatoriai

Jakovas Rivosas, Mecislovas Bulaka, Herkus Kuncius — dailininkai

Vaidina - Kestutis Genys, Balys Bratkauskas, Algimantas Masiulis, Juozas Rudzinskas, Arinas
Dik¢ius, Herkus Kuncius, Giedrius Nakas ir kiti

Ignas MisiGra-Tumanovas (bosas-baritonas) — evangelistas

~

Sarainas Nakas (b. 1962) is one of the most radical contemporary Lithuanian composers. At
times, his musical language approaches standards of hyper-complexity developed in the cur-
rent decades. Nakas first caught attention of the music community with his electro-acoustic
compositions “Merz-Machine” and “Vox-Machine”in 1985. It is thanks to these works, that Na-
kas and his contemporaries were labeled as The Machinists by the music critics of the time.
Many of composer’s works exhibit extraordinary sound mass, concentrated energy, and long-
lasting tension. The composer pays special attention to the colour of sound employing un-
common sets of instruments, tunings, articulations, transforming sound electronically and
adding digital programming.

According to Veronika Janatjeva, in past few years Nakas has more than once demonstrated
how this notion of undivided creativity works in both composing extremely complex con-
glomerates of different types of rhetoric, fraught with symbols of ancient civilizations and
postindustrial world. These are “Ziqquratu” and “Aporia” there the cumbersome stacks of het-
erogeneous material gave way to the slowly unfurling bands of varying texture. The monu-
mental lumps of sustained sound and “sound-scrapers”are still surfacing every now and then,
but the overall proceeding is given a much more ascetic or even ritualistic air by making all
instruments plainly perform the catalogues of Indian rhythms. It is still a very complex music,
written for increasingly large number of instruments, driven by delight in eliciting different
effects of expression and volume, but without any apparent concern for “showcasing various
possibilities of instruments” or “demonstrating true orchestral sound”.

“The Gospel According to Blacksmith Ignotas” (2006) for chamber ensemble and film
or video projection of fragments of Aleksandr Razumny’s film Ignotas Has Returned Home
(1956) and documentary chronicles Soviet Lithuania (1945-1952).

Sariinas Nakas — screenwriter, director, and composer

Sergei Rubashkin, Sariinas Nakas - cameramen

Jakov Rivosh, Mecislovas Bulaka, Herkus Kuncius - art directors

Cast - Kestutis Genys, Balys Bratkauskas, Algimantas Masiulis, Juozas Rudzinskas, Artinas
Dik¢ius, Herkus Kuncius, Giedrius Nakas and others

Ignas Misidra (bass-baritone) - evangelist
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Gelezinés valios Zmogus, lietuviy literatiros gigantas, NKVD generolas Aleksandras Gudai-
tis-Guzevicius (1908-1969) - tarsi samonés srauto klasikas airis Jamesas Joyce'as (1882-1941)
- rasé praktiskai nepaskaitomas ir beprotisko storumo knygas: ,Kalvio Ignoto teisybé” (1948
m., 2 tomai, 798 p.; apdovanota Stalino premija 1951 m.), ,Broliai“ (1955 m., 4 tomai, 1167
p.), ,Samokslas” (1965 m., 2 tomai, 1763 p.). Mentaliskai suartédamas su kairuoliais siurrealis-
tais, besizavinciais prievartos kultu, raytojas nevengé populiariy to meto uzsi€mimy, meninj
veiksma perkeldamas  politine praktika: 1940-aisiais padirbéjo sovietiniu vidaus reikaly liau-
dies komisaru, organizavo pirmuosius liaudies priesy trémimus, o laisvalaikiu netgi musdavo
naujosios tikrovés nesuvokusius kolegas savo kabinete, kol $iy paziGros nepasikeisdavo i$
reakcingy burzuaziniy j pazangias socialistines.

1945 m. pasalintas i$ einamy pareigy uz nesugebéjima susidoroti su antisovietiniu pogrin-
dZiu, Guzevicius iSvengé pelnytos bausmeés ir kalte atpirko dorai dirbdamas kultaros-svietimo
jstaigy komiteto pirmininku, grozinés literattros leidyklos direktorium ir kultGros ministru.
Kiek palakéjes, 1953 m. jis pradéjo spausti Lietuvos kino studija: ,Kada suksite meninius fil-
mus? Pirmiausia apie revoliucija reikia pasakyti visg teisybe. Paskui jau galésite filmuoti ir mei-
le, ir seile”.

Taip pirmasis lietuviy postmodernistinis romanas,Kalvio Ignoto teisybé”, sukurptas i$ nesibai-
gianciy ,lenininés teisybés” odiséjy ir svaigiai Sizofrenisko falsifikuotos istorijos misinio, virto
kanoniniu stalinistiniu Lietuvos kino studijos filmu,Ignotas grjZzo namo®, pastatytu su broliska
LLenfilmo” pagalba 1956 m. Dél astraus vietiniy kadry trikumo rezisierium buvo pakviestas,
anot kino kritiko Sauliaus Macaicio, ,antrojo eselono rusy amatininkas” Aleksandras Razum-
nas (1891-1972). Nepaisant to, filmas buvo palankiai jvertintas komisijy Vilniuje ir Maskvoje
(lietuviy kino veterany tvirtinimu, tai buves tikras triumfas), pateko j sajunginj ekrang, o taks-
tandiai jo kopijy buvo masiskai rodomos Kinijos Liaudies Respublikoje. Pikti liezuviai kalbéjo,
kad filmo karéjai tapo pirmaisiais ankstyvojo chrusciovizmo turtuoliais Lietuvoje.

Prabégus pussimciui mety, lietuviy kultaroje pribrendo batinybé naujai apmastyti mitologinj
kalvio Ignoto paveikslg ir paméginti atskleisti tas jo paslaptingos asmenybés puses, apie ku-
rias dél zinomy ideologiniy draudimy XX a. antrojoje puséje nebuvo galima kalbéti laisviau.
Pasitelkus tradicinj evangelijos Zanra, norétysi 3j kiekvienam pazjstama herojy panardinti
siuolaikinj pasaulj, draskoma giliy priestaravimy, civilizacijy konflikto ir socialinés nelygybés.
Tegu kalvis Ignotas, tas marksistinis Lietuvos rapintojélis, ir toliau tesia kelione, atskleisdamas
mums dar daug svarbiy dalyky ir ieSkodamas tikros - Sjkart niekaip nesumeluotos - teisy-
bés.

Saranas Nakas

~

The giant of Lithuanian literature, the man of iron will, and the NKVD General, Aleksandras
Gudaitis-Guzevicius (1908-1969) (like the Irish master of the stream of consciousness, James
Joyce, 1882-1941), wrote practically unreadable and incredibly thick books such as The Truth
of Blacksmith Ignotas (1948, 2 volumes, 798 p.; awarded with the Stalin prize in 1951), Broth-
ers (1955, 4 volumes, 1167 p.) and Plot (1965, 2 volumes, 1763 p.). Mentally approaching the
leftist surrealists, who marvelled at the cult of violence, he engaged in popular activities of
the time and put his political practices into the plots of his works. In 1940s he worked as the
Soviet National Interior Affairs Commissioner, organised the first deportations of the “national
enemies”and in his free time he would even torture his colleagues, who failed to understand
new realities, in his office until they dropped their bourgeois reactionary views and adopted
progressive socialist ones.
In 1945 Guzevicius was fired for not being able to cope with the anti-Soviet underground, he
escaped from the deserved punishment and redeemed from sin by honestly serving as the
Chairman of the Culture and Education Committee, Head of a publishing house and the Min-
ister of Culture. After some time, in 1953, he started pressurising the Lithuanian Film Studio:
“When are you going to start shooting feature films? First you need to tell the truth about the
revolution. Then, you can shoot love and slug/heart and fart type of stories.”
This is how the first Lithuanian postmodern novel, The Truth of Blacksmith Ignotas, made up
of endless odysseys of “Leninist truth” and intoxicatingly schizophrenic mix of falsified his-
tory became the canonical Stalinist film Ignotas Has Returned Home made by the Lithuanian
Film Studio and co-produced by the peer Film Studio Lenfilm in 1956. According to the film
critic Saulius Macaitis, due to severe shortage of local contributors, “the second grade Russian
amateur” Aleksandr Razumny (1891-1972), was summoned to direct the film. Despite all that,
the film had favourable feedback from both Vilnius and Moscow commissions (according to
Lithuanian film veterans, it was a real hit), made it to the cinemas all over Soviet Union and
was massively screened in the People’s Republic of China. Ugly tongues waggled that the film
crew became the first people of property in Lithuania in the early Khrushchev era.
Half a century later, the necessity to reconsider the mythological portrait of Blacksmith Ig-
notas and to try and reveal the aspects of his mysterious personality that previously could not
have been dealt with openly due to the well-known ideological reasons of the second half of
the 20th-century, has risen. Using the traditional genre of the gospel, we were aspiring to situ-
ate this familiar character in the contemporary world that is torn by numerous contradictions,
the conflict of civilizations and social injustice. Let Blacksmith Ignotas, the Marxist version of
Lithuanian pensive Christ, rapintojélis, continue his journey and keep revealing many impor-
tant truths to us in his search for the real - this time unfalsified - truth.

Sardnas Nakas

e
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Visg Gintaro Sodeikos (g. 1961) kiryba
baty galima suskirstyti j tris kategorijas.
Pirmoiji - jvairi,nekonvencionali” karyba,
tokia kaip hepeningai, garsinés instalia-
cijos, instrumentinio teatro zanro kdri-
niai ir pan. Cia kompozitorius daugiau-
sia reiSkési 9-ame des., o i$ Sios srities jo
darby labiausiai pagarséjo ,Baza Gaza”
(1988) - vyksmas garso ir vaizdo juos-
toms bei kvapams. Visai natdralus atro-
do kompozitoriaus peréjimas nuo $ito-
kio pobudzio karybinés veiklos prie mu-
zikos dramos spektakliams. Rezisieriaus
Oskaro Korsunovo ir Gintaro Sodeikos
glaudaus ir ilgalaikio bendradarbiavimo
rezultatas - unikalus muzikos vaidmuo
jy spektakliuose: muzika aktyviai kreipia
spektaklio dramaturgine eiga, mode-
liuoja ja pagal savus, vidinius muzikiniy
formy désningumus. Dar viena Sodeikos
karybos sritis — ,konvencionali” kameri-
né, vokaling, simfoniné muzika. Cia taip
pat nestinga nei savito ,teatraliskumo®,
nei karybisky sasajy su modernigja popkulttra. Antai zymiausias jo karinys ,Garso ontolo-
gija Nr.2" (1998) yra intriguojanti techno muzikos stilizacija tradiciniams instrumentams. Sig
Sodeikos karybos kryptj pratesia kompozicijos su minimalizmo ir dziazo elementais, kur hu-
moras ir Zaismingumas daznai dera su savotisku grieztu, atSiauriu skambesiu - tai vienas i3
paradoksy, apskritai budingy visai Sio autoriaus muzikai.

»Calculus” (2006) muzika Almanto Grikeviciaus ,AVE VITA!" (1969) ir Balio Bratkausko bei Vy-
tauto Dabasinsko ,Julius Janonis” (1959) filmy fragmenty koliazui, 5 arba 7 melodiniams ir

ritminiams instrumentams

Nepaisant iSorinio pastovumo, daiktai yra nuolatiniame judesio ir kaitos bavyje. Pastarasis
Zinojimas yra toks pat senas kaip pati Zmoniy civilizacija. Batent $is Zinojimas suformavo filo-

~

Gintaras Sodeika’s (b. 1961) oeuvre might be classified in to three categories. At the begin-
ning of his career Sodeika’s work was informed with unconventionality - happenings, sound
installations, compositions of instrumental theatre. Among them, “Baza Gaza", an action per-
formance for tape, video and odours (1988), enjoyed particular, yet controversial, popularity.
The composer’s conversion to theatre music in the early 1990’s was quite natural. A result of
the long-term collaboration of the theatre director Oskaras Korsunovas and the composer
Gintaras Sodeika is the unique role of music in their drama performances: it significantly influ-
ences the dramatic action and shapes it, according to inherent laws of musical forms. Another
field of Sodeika’s work is “conventional” chamber, vocal, choral and symphonic music. It is also
noted for certain theatricality and associations with contemporary pop culture. “Tone Ontol-
ogy No.2"for two pianos - an intriguing stylization of techno music for traditional instruments
- enjoys particular popularity. The concert trend of the composer’s work further is represented
by compositions connecting the elements of minimalism and jazz, where paradoxically fun
and humour quite often go in hand with his typical “cold” and “austere” sound.

“Calculus” (2006) music for fragments' collage of films AVE, VITA! (1969) by Almantas
Grikevicius and Julius Janonis (1959) by Balys Bratkauskas and Vytautas Dabasinskas, for 5 or
7 melodical and rhythmical instruments

The knowledge that things in spite of their apparent permanence, are really in a state of per-
petual flux and change, is probably as old as human civilization. This knowledge formed the
basis of philosophical speculations about flux and change which preceded the mathematical
formulations by whole millennia. Long before Greek civilization, the mystical view of change,
that nothing really exists but only flux or flow - a view revived more recently in Bergson’s
Creative Evolution - had evolved from commonplace observations. But the mathematics (as
opposed to the mysticism of flux) originated during the second half of the seventeenth cen-
tury, when mathematicians began to study the problem of change...

Jagjit Singh

Raminas Motiekaitis’ (b. 1976) oeuvre is still very modest in scope; all of it is based on “aes-
thetics of silent gestures”. That does not necessarily apply only to volume: on his scores, each,
even the most microscopic process produces new meanings (or the meaninglessness of voli-
tion...). This is especially clear in his early work the major part of which consists of the se-
quence of electronic opuses under the same title, Mobile. The author himself associates this
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sofiniy apmastymy apie judes;j ir kaitg esme, kurie aplenké matemati-
nes formules visu tkstantmeciu. Dar pries graiky civilizacija egzistaves |
mistinis pozilris, kad i$ tiesy niekas neegzistuoja, o tik kinta, tampa ir
virsta — pozilris, kurj neseniai atgaivino Bergsono ,Karybiné evoliuci-
ja" — suformuotas remiantis paprastais stebéjimais. Taciau matematika
(priesingai kaitos mistikai) atsirado XVIl a. antroje puséje, kai matemati-
kai émé studijuoti kaitos problema...

Jagjit Singh

Nors Ramiino Motiekaicio (g. 1976) muzikoje galima jzvelgti gan rys-
kiy stilistiniy metamorfoziy, visa jo karyba pagrjsta ,tyliy judesiy este-
tika”. Ir nebatinai vien dinamikos lygmenyje: jo partitirose kiekvienas,
net mikroskopiskiausias procesas kuria vis naujas prasmes (arba valin-
go veiksmo beprasmiskuma...). Tai ypac rysku jo ankstyvojoje kirybo-
je, kurios didziaja dalj sudaro elektroniniy kariniy, vienodu pavadinimu
Mobile, seka. Pats autorius 3j ciklg sieja su ieskojimy, jvairiy ekscentris-
ky ,invencijy” periodu. Muzika, vengianti bet kokio koncertiskumo,
prie kurio yra jpratusi filharmoniné publika, ¢ia daznai tampa sudétine
audiovizualinio organizmo dalimi. Keli tarp performanso, hepeningo ir
instaliacijos Zanry svyruojantys opusai, sukurti bendradarbiaujant su
skulptoriumi Eimantu Ludavic¢iumi, tapo debiutiniais kompozitoriaus pasirodymais tarptau-
tinéje scenoje. Siy kariniy garso takeliai niekur neveda ir nieko nevaizduoja.

+Postmobiluoju” laikotarpiu, nuo 1999 m., itin létas, asketiskas, geometrines elektroniniy gar-
sy trajektorijas keicia Siek tiek aktyvesni akustiniy skambesiy judesiai. Taciau kompozitorius
pazymi, kad ,tai ne stilistikos pokytis, o tik laikinas instrumentacijos pasikeitimas, t.y. peréji-
mas nuo elektronikos prie akustiniy instrumenty”. Kaip kad isliko ir visada tvirtai renc¢iamos
Ramuno Motiekaicio kariniy koncepcijos, kartais konkuruojancios net su pacia muzika.

Eglé Grigalitnaité ir Veronika Janatjeva

»Mano iliuzijos garsas” (2006) muzika 1968 m. Algirdo Dausos ir Alimanto Grikeviciaus filmo
»Jausmai” montazui, instrumentiniam ansambliui

Ramunas Motiekaitis ir Paulius Sluskonis - montazas

Vaidina - Regimantas Adomaitis, Juozas Budraitis, Algimantas Masiulis ir kiti

<

cycle to the period of diverse ec-
centric “inventions”. Here, the mu-
sic often becomes the constituent
of an audiovisual organism. The
composer made his international
debut by several opuses that bal-
ance on the line between genres
of performance, happening and
installation, and were written in
collaboration with sculptor Eiman-
tas Ludavicius. The soundtracks of
these works do not lead anywhere
and do not represent anything.
During the “post-mobile” period,
which started in 1999, extremely
slow, ascetic, geometrical trajec-
tories of electronic sounds were
replaced by slightly more active
gestures of acoustic sonorities. But
A the author emphasizes, that “this
is only temporary change of instrumentation rather than alteration of style, i.e. a shift from
electronics towards acoustic instruments; the musical intuition remains the same”. Likewise,
solid concepts of works by Ramunas Motiekaitis still persist, sometimes competing with the
music itself.

Eglé Grigalianaité and Veronika Janatjeva

“The Sound of my lllusion” (2006) music for the montage of Algirdas Dausa’s and Almantas
Grikevicius' film Feelings (1968), for instrumental ensemble

Ramunas Motiekaitis and Paulius Sluskonis - montage

Cast - Regimantas Adomaitis, Juozas Budraitis, Algimantas Masiulis and others

P
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lliuzijos temporialiné forma, kaip ir kankinancios minties — amzinasis sugrjzimas. Subjektas
salinasi iliuzijos, bet vél ir vél apsigyvena joje. Sapnas panasus j iliuzija, bet jis labiau pasiglem-
Ziantis, istirpdantis ribas; iliuzija tarsi valdoma/turima, bet tuo ji ir pavojingesné, nes pasirodo
tarsi priklausoma nuo subjekto. Ji kartais netgi Svyti. Gera buaty, jei ji baty laki, lengva, biri,
siek tiek kvapni, graksti, nors grakStumas neturéty per daug ljsti j akis; tai ne Feldmanas ir
net ne Debussy. Ji turéty bati taip, kad jos beveik nebaty. Dar, ji ne tekstas, bet greiciau kinas
(CINEMAL).

Ramanas Motiekaitis

»Jausmai” - lietuviy vaidybinis filmas, per 1997 m. ziGrovy ir kritiky apklausg Lietuvoje pripa-
Zintas geriausiu. Skirtingai nuo kity populiariy anuo metu filmy, gyvenimo ir mirties proble-
matika ¢ia nesociologizuojama, neturi ir politiniy priegaidziy. Tai pamario zvejy aistry drama.
Broliai dvyniai, vienas kuriy tampa nasliu su naujagimiais ant ranky - pagrindiniai personazai.
Abu broliai jsipyné j sudétingus santykius su pamario moterimis, taciau i linija perteikiama
be jokio melodramatizmo, grieztai psichologizuojant. Filmo veiksmas rutuliojasi pokario
metu, pamary dar slapstosi buves Vermachto kareivis, bet autorius daugiau domina ne situa-
cijos konkretumas, kiek filosofiskai jprasmintas jos amzinumas. Labai auksta ,Jausmy” plasti-
né kultdra, nespalvotos juostos Sviesotamsos Zaismas. Soviety Sajungos (iSskyrus Lietuvos)
ekranuose ,Jausmai” buvo uzdrausti demonstruoti.

Saulius Macaitis

The temporal form of illusion compares with that of agonising thought. They are both eternal
returns. Subject avoids illusion, but dwells in it time and again. Dream resembles illusion, but
it usurps you more and eliminates boundaries; illusion can be controlled/possessed, but this
is what makes it more dangerous as it appears to depend on the subject. Sometimes illusion
even shines. It would be lovely if it was swift, light, powdery, slightly fragrant, graceful, not too
much, though, as it is nothing like Feldman and not even Debussy. It should be in the way that
almost is not. And... itis not a text, it is rather cinema (CINEMA!).

Ramanas Motiekaitis

In the 1997 opinion poll the Lithuanian feature film “Jausmai” (Feelings) was selected as the
best Lithuanian film by both the public and critics. In contrast with other films of the time, the
problem of life and death in this film is not put into a social framework and is devoid of po-
litical undertones. It is a drama of seaside fishermen’s passions. Twin brothers, one of whom
becomes a widow with a baby on his hands, are the main characters. Both brothers have got
involved in complicated relationships with seaside women. However, this story line is treated
not in a melodramatic but in a strictly psychological way. The action takes place after the war.
An old Vermacht soldier is still hiding at the seaside, but the authors are less interested in
the detail than the eternal philosophical appeal of the situation. The movie stands out in its
high plastic quality apparent in the chiaroscuro of the black and white picture. The film was
banned from all the cinemas of the Soviet Union except for Lithuania.

Saulius Macaitis
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Lietuvos nacionalinis simfoninis orkestras jkurtas kompozitoriaus, pianisto ir dirigento
Balio Dvariono iniciatyva ir savo koncertine veikla pradéjo 1940 m. ir $iuo metu yra vienas se-
niausiy bei Zymiausiy Lietuvos orkestry. Nuo 1964 m. orkestrui vadovauja Sankt Peterburgo
konservatorijos auklétinis Juozas Domarkas. Kiti nuolatiniai orkestro dirigentai yra Robertas
Servenikas ir Modestas Pitrénas.

LNSO kasmet surengia apie 50 koncerty Nacionalinés filharmonijos saléje ir kitose Lietuvos
scenose, intensyviai gastroliuoja uzsienyje, pasirodydamas zymiausiose Europos 3aliy ir Ja-

7

ponijos, Turkijos koncerty salése bei festivaliy scenose: ,Maskvos zvaigzdziy", ,Rusy ziemos*,
Nar$uvos rudens* ,Prahos pavasario®, dviejuose Sankt Peterburgo Siuolaikinés muzikos, Slez-
vigo-Holsteino festivaliuose bei Vienos ,Musikverein®, Frankfurto senojoje operoje, Londono
,Barbican” centre, Tokijo ,Metropolitan” saléje ir daugelyje kity. Su orkestru bendradarbiauja
ryskiausi Lietuvos ir uzsienio dirigentai bei atlikéjai. Orkestrui dirigavo Margarita Dvarionaité,
Saulius Sondeckis, Jonas Aleksa, Kirilas Kondrasinas, Vladimiras Fedosejevas, Mstislavas Ros-
tropovicius, Krzystofas Pendereckis, Kurtas Masuras, Justus Frantzas, Christophas Speringas,
Charlesas Bruckas, Richardas Hickoxas, Levas Markizas ir daugelis kity.

LNSO repertuaro pagrindg sudaro klasikiné ir romantiné muzika, pajvairinama ryskiausiomis
XX amziaus partitGromis. Orkestras yra atlikes daugelio naujyjy lietuviy kompozitoriy simfo-
niniy kariniy premjeras.

1989 m. susikarusio Ratos ir Zbignevo Ibelhaupty fortepijoninis
duetas - auksciausio lygio profesionaly ansamblis, apdovanotas
Lietuvos Nacionaline kultdros ir meno premija. Pianisty repertua-
re - kariniai dviem fortepijonam ir fortepijonui keturioms rankoms
nuo Baroko epochos iki nadienos. Didelj démesj jie skiria Siuolai-
kinei lietuviy muzikai ir yra daugelio lietuviy kompozitoriy kariniy
iniciatoriai ir pirmieji atlikéjai.

Pianistai dalyvavo tarptautiniuose festivaliuose Lietuvoje (Vil-
niaus, Pazaislio, Thomo Manno festivaliai, ,Gaida’, I3 arti’, ,Mariy
klavyrai”) ir uzsienyje: Rusijoje, Ukrainoje, Lenkijoje (,VarSuvos ru-
duo” ir ,Silezijos Siuolaikinés muzikos dienos”), Vokietijoje (,Klas-
sik in Grlinen”), Liublianos vasaros festivalyje. Rata ir Zbignevas
Ibelhauptai koncertavo su Lenkijos Radijo nacionaliniu simfoni-
niu, Lietuvos nacionaliniu simfoniniu, Lietuvos Kameriniu, Kauno
kameriniu ir Lietuvos valstybiniu simfoniniu orkestrais.

~

Founded in 1940 by Lithuanian composer, conductor and pianist Balys Dvarionas, the Lithua-
nian National Symphony Orchestra is by far one of the oldest and most reputable sym-
phony orchestras in Lithuania. Since 1964 Juozas Domarkas, an alumnus of St. Petersburg
Conservatory, has been appointed Artistic Director of the Orchestra. Other regular conduc-
tors with the orchestra include Robertas Servenikas and Modestras Pitrénas.

The LNSO plays around 50 concerts throughout the country a year, most of them in the Great
Hall of the Lithuanian National Philharmonic Society in Vilnius. Giving concerts on its interna-
tional tours each year, the LNSO has repeatedly performed in most of the European countries,
Japan and Turkey, and in some of the world’s greatest concert halls and major festivals, in-
cluding Stars of Moscow, Russian Winter, Warsaw Autumn, Prague Spring, festivals of contem-
porary music in St. Petersburg, Schleswig-Holstein, also in the Musikverein, Vienna; the Alte
Oper, Frankfurt; London’s Barbican Centre; Tokyo Metropolitan Space and others. The roster
of conductors who led the LNSO includes historical figures and international celebrities, such
as Margarita Dvarionaité, Saulius Sondeckis, Jonas Aleksa, Kiril Kondrashin, Vladimir Fedose-
jev, Mstislav Rostropovich, Krzystof Penderecki, Kurt Masur, Justus Frantz, Christoph Spering,
Charles Bruck, Richard Hickox, Lev Markiz and many others.

The bulk of the LNSO's repertoire consists of classical and romantic masterpieces contervailed
by the most innovative 20th-century scores and numerous world premieres of the symphonic
works written by Lithuanian composers.

Piano Duo founded in 1989 by Riita and Zbignevas Ibelhauptas
is a professional ensemble of the highest level which has received
the Lithuanian National Culture and Art Prize. The repertoir of the
duo includes works for two pianos and for four hands from Ba-
roque to the present day. Rita and Zbignevas Ibelhauptas often
collaborate with contemporary Lithuanian composers and have
inspired numerous new works.

Piano Duo have appeared at many international festivals in Lithua-
nia and abroad: Russia, Ukraine, Poland (Warsaw Autumn, Silesian
Days of Contemporary Music), Garmany (Klassik in Griinen), and
Slovenia (Ljubljana 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.

They have given many recitals in Switzerland, Italy, Germany,
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Dueto recitaliy buvo surengta Sveicarijoje, Italijoje, Vokietijoje, Latvijoje, Slovénijoje, pada-
ryta nemazai radijo ir televizijos jrady. Siuo metu abu pianistai yra Lietuvos muzikos ir teatro
akademijos fortepijono katedros docentai — désto fortepijono ir fortepijony ansamblio dis-
ciplinas.

Robertas Servenikas - zr. psl. 118

Antanas Jasenka (g. 1965) - vienas jdomiausiy Lietuvos elektro-
ninés muzikos kompozitoriy ir garso menininky. 2002 m. jis gavo
kompozitoriy sajungos apdovanojimg uz geriausig Lietuvoje
elektroakustinés muzikos kirinj - ,Deusexmachine’, isleistg ,Elec-
troshock Records” (Rusija) ir transliuotg pasaulio radijo stociy
eteryje. Salia veiklos akademinés elektroakustinés muzikos srity-
je, Antanas Jasenka yra nuolatinis nepriklausomos eksperimen-
tinés elektroninés muzikos scenos dalyvis, kuriantis ir dorojantis
naujos garsinés kokybés medziaga - (elektroninj) triukSma. Be
to jis yra sukdres muzikos animaciniams, kino filmams ir teatrui,
bendradarbiaudamas su rezisieriais Gyciu Padegimu (,Giriy gies-
mé”), Oskaru Korsunovu (,Jstabioji ir graudzioji Romeo ir Dziulje-
tos istorija”) ir kt.

Autoriaus muzika leidZiama ne tik Lietuvos, bet ir Europos, Rusi-
jos, JAV, Kanados leidybinése kompanijose. Jasenkos kariniai at-
liekami dagelyje Europos 3aliy ir JAV, muzika transliuojama viso
pasaulio radijo stociy (Europos, JAV, Australijos, Zelandijos ir kt.)
Siuolaikinés muzikos programose. Kompozitorius yra dalyvaves
jvairiuose leidybiniuose, tarpdisciplininiuose projektuose uzsieny-
je su tokiais Zymiais menininkais kaip Ralfas Wehowskis, Jimas O.
Rourke‘as, Brume, Achimas Wollscheidas, Toshiya Tsunoda, Johnas
Duncanas, Ryoji Ikeda, Johnas Watermannas, Merzbow ir kt.

»0/1” (2006) simfoniniam orkestrui ir laptopui

Dviejy sistemy susitikimas.

Vienoje puséje skambantys kompiuteriniai sisteminiai dokumentai — kartoteka (files). Kitoje
- simfoninés ,masinos” grozis. Tai skaitmeninés, nemuzikinés faktaros invazija j muzika, o gal

~

TN

Latvia, and Slovenia. 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 and Theatre where they became Associate
Professors in 1999.

Robertas Servenikas - see page 119

Antanas Jasenka (b. 1965) is one of the most interesting Lithuanian electronic music compos-
ers and sound artist. In 2002 he was awarded by Lithuanian Composers’ Union for the best elec-
troacoustic music composition “Deusexmachine’, released by Electroshock Records (Russia) and
broadcasted in the world radio stations. Next to his activity at the academic electroacoustic music
field, Antanas Jasenka is a constant member of independent experimental electronic music scene.
He creates and processes the sound material of new quality — electronic noise. Also he has com-
posed music for animated cartoons, movies and theatre together with the following directors:
Gytis Padegimas, Oskaras KorSunovas and others.

The works of the artist are released not only in Lithuania, but also by European, Russian, USA and
Canadian companies. The compositions of Jasenka are performed in many European countries as
well as in USA, it is broadcasted all over the world (Europe, USA, Australia, New Zealand etc.). The
composer has taken part abroad in various projects of multimedia together with well known art-
ists: Ralf Wehowsky, Jim O. Rourke, Brume, Achim Wollscheid, Toshiya Tsunoda, John Duncan, Ryoji
Ikeda, John Watermann, Merzbow and others.

“0/1"” (2006) for symphonic orchestra and labtop computer
Meeting of two systems.
On one side there are sounding documents of computer system - files. On the other side — the
beauty of symphonic“machine”is revealed. It is the invasion of non-musical facture, digital mate-
rial into music, but also it might be a meeting of two systems in music as we perceive it. Digital
sounding files are given as they are in the primary conditions, when opening any Windows sys-
tem files, broadcasting this medium live with,max/msp” software. Orchestra gives live and natural
sound for these WSF files, as well as melody, rhythm and harmony. A short,,0/1“ formula is of huge
concentration which comes into the sound of the “machine”and allows the listeners to hear what's
inside the “machine”. As if you knew the reason of “death and virgin’, the motivation of the Father
and the Son, lost in time....
..it is only a wish to talk to “Canons". To the Father. To the Machine... to the Listeners.

Antanas Jasenka
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tiesiog dviejy sistemy susitikimas muzikoje. Taip kaip mes suvokiame muzi-
ka esant muzika. Skambancius skaitmeninius dokumentus pateikiu tokius,
kokie jie yra pirminéje busenoje, atidarant kompiuterinés ,windows system"”
bet kokius dokumentus, gyvai transliuojant Sias laikmenas realiame laike
programine jranga ,max/msp”“. Orkestru paverciu visas Sias WSF skaitmeni-
nes laikmenas j gyva ir naturaly skambesj - melosg, ritmika ir harmonin-
guma . Saltoje ,0/1“ formuléje slypi nepaprastai didelés koncentracijos. Si
koncentracija telkiasi j mano ,masinos” jgarsinima, tokiu budu turime reta
galimybe paklausyti, kas Sios masinos viduje yra. Lyg zinotum ,mirties ir
mergelés” priezastingumus. Tévo ir siinaus, paklydusio laike, motyvacijas...
..tik noréjau pasikalbéti su,Kanonu®. Su Tévu. Su Masina... pasidalyti su Ju-
mis.

Antanas Jasenka

Lietuvos nacionalinés premijos laureatas Osvaldas Balakauskas (g. 1937) nuo pat 7-ojo des.
vidurio jsitvirtines lietuviy moderniosios muzikos,smaigalyje” kaip vienas ryskiausiy karéjy ir
svariausiy autoritety. Balakauskas yra vienas i$ produktyvesniy lietuviy karéjy. Jis - vienas i$
nedaugelio Siandieniniy kompozitoriy, sukdrusiy ir plétojanciy savaja muzikos kalbos teorija,
apibendrintg traktate ,Dodekatonika”. Sis darbas yra ne menkesnis XX a. muzikos teorijos bei
praktikos reiskinys negu didZiosios Schénbergo, Hindemitho, Messiaeno sistemos.
Dodekatonika - tai dvylikalaipsnio garsyno jvaldymas, sukuriant ir plétojant naujos rasies dia-
toninius rysius tarp visy dvylikos tony arba dalies jy. Visa tai suteikia jo muzikai ypatinga, is-
kart atpazjstama harmoninj koloritg, o dar daugiau gyvybingumo jai jkvepia aktyvus, energija
kaupiantis ir atleidziantis ritminis pradas, kuris grindziamas apskaiciuotomis progresijomis.
Mazdaug nuo 10-ojo desimtmecio vidurio Osvaldas Balakauskas émé kurti gerokai skaidres-
niy faktary, kontempliatyvesniy nuotaiky muzika, prisodrintg kvazitonaliy harmonijy, alsuo-
jancia ,begaliniy” melodijy pynémis. XXI a. sukurtose kompozicijose kartu su iSryskéjusia is-
raiSkos priemoniy ekonomija vél atsiranda ankstesnei Balakausko karybai badingo astrumo,
nepaprastai koncentruotos energijos garsy kaskaduy. Ir, Zinoma, kaskart prasiverzia sena kom-
pozitoriaus aistra dziazui, iSgirstama spyruokliuojanciuose sinkopiniuose ritmuose, kvaziim-
provizacinése melodijose, ,bliuziniy” chromatizmy prisodrintose harmonijose.

Linas Paulauskis

~

Osvaldas Balakauskas (b.
1937), the winner of the Lithua-
nian National Prize, who has
been occupying a strong po-
sition on the top of modern
Lithuanian music since the
mid-1960s as one of the most
remarkable artists and leading
authorities. Balakauskas is one
of the most prolific Lithuanian
composers. He is one of the few
contemporary composers who
have created, developed and
documented their own unique
and precise system - which he
sets forth in his treatise “Do-
decatonics”. By the significance of analysis and conclusions this work could be well compared
to the great systems of Schonberg, Hindemith or Messiaen.

Dodecatonics can be defined as the formation and elaboration of new tonal connections
between all twelve tones of the chromatic scale, or part of them. All that gives his music a
special, immediately recognisable colour, while the active rhythm (based on no less strictly
calculated additive and symmetrical progressions), as if accumulating and releasing vast re-
sources of energy, makes it even more vital.

From the mid-1990s, Balakauskas music was marked by increasing transparency of textures,
more contemplative moods, imbued with consonant, quasi-tonal harmonies and breathing
with “endless” melodies. In 21st-century Balakauskas compositions a certain edginess and
bursts of extremely concentrated energy typical of his earlier works can be found again, along
with the manifested restraint of expression. And, certainly, the composer’s old passion for jazz
is evident in syncopated rhythms, quasi-improvisational melodies and harmonies imbued
with “bluesy” chromaticisms.

Linas Paulauskis
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»Movimenti II” (2006) dviem fortepijonams ir simfoniniam orkestrui

Orkestro ir solisty dialogas Siame karinyje grindziamas judéjimo tipy prie$prieSomis, pasitel-
kiant heterofonija (kai tos pacios medziagos versijos skamba vienu metu), polifonijg (kai solis-
tai yra vieni i$ bendro audinio dalyviy orkestro grupiy saveikoje) arba homofonijg (kai solistai
bendra skambesj tik spalvina). Sitaip formuojasi faktariniy sluoksniy zaismas, tiek vertikaléje,
tiek horizontaléje lemiantis karinio dinamika.

Osvaldas Balakauskas

Edgard‘as Varése‘as (1883-1965) - itin jtakingas
pranctizy avangardo kompozitorius, gyvenes ir
kares Niujorke. Pazangus Varése’o poreikis islais-
vinti garsa, apribotg tradiciniy instrumenty, ska-
tino vienyti technologijas ir meng, pagrindinj dé-
mesj skiriant perkusijai ir elektronikai, jraSytiems
garsams, garsiakalbiams, sirenoms bei disonan-
sams. Itin originalaus stiliaus Varése'o muzikoje,
pagrjstoje komplikuota akustika ir novatoriskais
teoriniais principais (,organizuoto garso” koncep-
cija), iSnyksta aiski skirtis tarp muzikos ir triuks-
mo.

Ruosdamasis inzinieriaus karjerai Vareseas stu-
dijavo matematika ir kitus tiksliuosius mokslus.
J]gytas mokslines zinias véliau jis panaudojo garso
akustikos studijoms. Pirmame jspladingame savo
karinyje ,Amériques” (1921), Varése'as mégina pa-
teikti naujai atrastus garsy pasaulius: nuozmiai di-
sonansinius akordus, ritmiskai komplikuotas poli-
fonijas musamiesiems ir/arba puciamiesiems, har-
monijos ir tematizmo nesukaustytas formas. 1921
m. jis kartu su Carlosu Salzedo‘u jkaré Tarptautine
kompozitoriy gildija, kuri pirma kartg atliko kele-
tg jo kariniy, kuriuose juntama aiski puciamuyjy ir
musamuyjy instrumenty pirmenybé: ,Hyperprism”

~

“Movimenti Il (2006) for two pianos and symphony orchestra

The dialogue between orchestra and soloist in this piece is based on the oppositions of dif-
ferent types of movements using heterophony (when different versions of the same material
are heard at the same time), polyphony (when soloists are a part of the same texture in the in-
teraction of orchestral groups) or homophony (when soloists only contribute to the colour of
the general sound). This is how the play of the textural layers, which determines the dynamics
of the piece both vertically and horizontally, takes shape.

Osvaldas Balakauskas

Edgard Varése (1883-1965) - the highly influential French avant-garde composer who settled
in America, New York. Ahead of his time, the quest to free sound from the limitations of nor-
mal instruments led Varése to combine technology with art, focussing on percussion instru-
ments and electronics, taped sounds, loud speakers, sirens and dissonance. Highly original
his music style, based on complex acoustic and innovative theoretical principles (conception
of “organized sound”) broke down the distinctions between music and noise.

Varese prepared for a career as an engineer by studying mathematics and science. Later
he used his learned scientific principles to study the science of sound. His creative output
therefore effectively begins with “Amériques” (1921), which sets out to discover new worlds
of sound: fiercely dissonant chords, rhythmically complex polyphonies for percussion and/
or wind, forms independent of harmonic or thematic focus. In 1921 he and Carlos Salzedo
founded the International Composers Guild, who gave the first performances of several of
his works, these prominently featuring wind and percussion: “Hyperprism” (1923), “Octandre”
(1923) and “Intégrales” (1925).

On his five years return to Paris Varése wrote “lonisation” (1931) for percussion orchestra, the
first European work to dispense almost entirely with pitched sounds. He also was one of the
first composers took an interest in the electronic instruments being developed, and wrote
for two theremins in “Ecuatorial” (1934). With electronic music at last a real possibility owing
to the development of the tape recorder, he produced “Déserts” (1954) for wind, percussion
and tape and a “Poéme électronique” (1957-58), devised to be diffused in the Philips pavilion
at the Brussels Exposition of 1958. His last years were devoted to projects on themes of night
and death.

Bill Viola (b.1951) is considered a pioneer in the medium of video art and is internationally
recognized as one of today’s leading artists. He has been instrumental in the establishment
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(1923),,0Octandre” (1923) ir Intégrales” (1925).

Penkeriems metams grjzes j Paryziy, Varése‘as sukaré ,lonisation” (1931) musamujy orkestrui
- pirma europietiska karinj, sukurtg nedeterminuoto aukscio garsais. Varese‘as vienas pirmy-
ju kompozitoriy susidoméjusiy elektroniniais instrumentais ir jy raida; kadrinyje ,Ecuatorial”
(1934) jis jau naudojo du termenvoksus. ISradus juostinj magnetofong ir elektroninei muzikai
pagaliau tapus realia galimybe, kompozitorius sukaré ,Déserts” (1954) puciamiesiems, mu-
Samiesiems ir magnetofono juostai bei ,Poéme électronique” (1957-58), kurios jrasas pagal
sumanyma buvo paleistas 1958 m. Briuselio parodoje ,Philips” paviljone. Paskutinieji jo gyve-
nimo metai buvo paskirti projektams nakties ir mirties temomis.

Billas Viola (g. 1951) yra video meno iniciatorius ir vienas svarbiausiy Sios srities menininky
visame pasaulyje. Intensyvi Sios srities Viola veikla itin pagelbéjo jtvirtinant video meng kaip
vieng gyvybiskai svarbiy Siuolaikinio meno formuy, o taip pat reikSmingai prisidéjo prie Sios
meno $akos plétojimo techniniu, turinio bei istorinés vertés aspektais. Daugiau nei 35 metus
jis kuria video jrasus, architektdrines video instaliacijas, garso aplinkas, elektroninés muzikos
pasirodymus, placiaekranius video filmus bei karinius televizijos transliacijoms. Jo kiriniuose
akcentuojamos universalios Zmogiskos patirtys — gimimas, mirtis, sgmonés vystymasi. Juose
jauciamos tiek Ryty, tiek Vakary meno jtakos, dvasiniy tradicijy (dzenbudizmo, islamo sufiz-
mo ir krikS¢ioniskos mistikos) poveikiai.

~Déserts” (1949-1954) puciamiesiems, musamiesiems ir magnetofono juostai

Penktajame deSimtmetyje Varése‘as intensyviai formulavo $io karinio idéja, siekdamas, kad
jame jungtysi organizuota garsiné medziaga, jraSyta magnetinéje juostoje ir gyvas instru-
mentinis atlikimas. Galiausiai 1950 m. ,Déserts” eskizas buvo baigtas. Pirmiausia kompozito-
rius sukdreé instrumentines dalis, 0 1953 m., kartu su techniniu asistentu, jis pradéjo jrasinéti
gelezies, pjakly gamykly ir kity jvairiausiy Filadelfijos fabriky
skleidziamus garsus, kuriuos ketino panaudoti jrasytos garsi- /
nés medziagos padaloms. Laikui bégant, kompozitorius su-
kaupé gausig garsinés medziagos biblioteka, kurig kruopsciai
tyrinéjo savais budais, be jokios pagalbos dirbdamas su itin
kuklia technine jranga savo namuose Niujorke. Pasak kom-
pozitoriaus, instrumentinés dalys sukuria judéjimo erdvéje
jspadj ir asocijuojasi su Zzmogaus naudojamais bei valdomais
objektais, o garsy magnetofono juostoje padalos asocijuoja-
si su toliais ir nezmogiskais visatos elementais.

~

of video as a vital form of contemporary art, and in so doing has helped to greatly expand its
scope in terms of technology, content, and historical reach. For over 35 years he has created
videotapes, architectural video installations, sound environments, electronic music perform-
ances, flat panel video pieces, and works for television broadcast. His works focus on universal
human experiences—birth, death, the unfolding of consciousness—and have roots in both
Eastern and Western art as well as spiritual traditions, including Zen Buddhism, Islamic Suf-
ism, and Christian mysticism.

“Déserts” (1949-1954) for wind, percussion and magnetic
tape

During the late 1940s Varese had been formulating an idea
for a piece which would interpolate passages of sound ma-
terial organized on magnetic tape with live instrumental
performance, and by the beginning of 1950 an outline the
work, “Déserts”, had been prepared. At first be began com-
posing the instrumental parts and then, during 1953, with
the aid of technical assistant, he began gathering together
recordings of iron factories, saw factories, and various oth-
er factories in Philadelphia with the object of assembling
material for use in the taped sections. Gradually he built up a comprehensive library of sound
material, in his own private way carrying out detailed investigations, working unaided with
a very modest collection of taping equipment in his house in New York. According to the
composer, the instrumental parts produce a sense of movement in space, associated with the
element within which the human operates, and the taped section is associated with distance
and the nonhuman elements of the universe.

In 1954 Varése received an invitation from Pierre Schaeffer to complete the tape parts for “Dé-
serts” in his Paris studio. Varése’s enlightened approach to principles of sound organization
took Schaeffer by surprise, for Varese would frequently indulge in elaborate transformations,
investigating whatever electronic techniques the engineers could device.

The first performance of the composition came as part of an RTF (Radiodiffusion-Télévision
Francaise) concert, between pieces by Mozart and Tchaikovsky and received a scandalous re-
action.

Peter Manning

-
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1954 m. Varése‘as gavo Pierre‘o Schaefferio kvietimg baigti jrasytas ,Déserts” dalis Paryziaus
studijoje. Progresyvus Varese'o pozilris garso organizavimo principy atzvilgiu nustebino
Schaeffer|. Varese‘as tiesiog mégavosi sudétingomis garso transformacijomis, tuoj pat per-
prasdama bet kokig inZinieriy pasitlytg elektroninés muzikos karimo technika.

Pirma karta karinys buvo atliktas RTF (Radiodiffusion-Télévision Francaise) koncerte, tarp Wolf-
gango Amadeuso Mozarto bei Piotro Caikovskio kariniy, ir sukélé tikra skandala.

Peter Manning

Video kdrinys ,, Déserts” buvo sukurtas 1994 m. tarsi akompanimentas gyvam avangardisto
Edgard‘o Varese'o karinio atlikimui. Viola kuriamas vaizdas - stulbinantis koliazas, aprépiantis
tiek apleisto didZiojo Druskos ezero landsafta, tiek jaros dugno vaizdinius. Varése’o kompo-
zicijoje naudojami magnetofono juostoje jrasyty garsy koliazai, pertraukiantys gyvai atlie-
kama muzika. Tokig strukttrg Viola plétoja vizualiai, taip pat nepriekaistingai, kaip ir garsinis
montazas, montuodamas vaizdus — perkino trenksmas pataiko j bosine partija, keletas gaisry
jsiliepsnoja kartu su skambanciu adagio. Matome ir du nuostabius Viola kirybos motyvus
- kilimo bei krycio jvaizdzius. Vienoje scenoje apverciamas stalas — dubenys ir puodeliai su-
létintai krenta, besisukdami,iSspjauna” savo turinj nejtikétinais skeveldry rastais.

Helmutas Lachenmannas (g. 1935 Stutgarte, Vokietijoje) yra vienas svarbiausiy XX a. pa-
baigos ir XXI a. pradzios kompozitoriy. Jo kompozicijos mokytojais buvo Luigi Nono (1958-
60) ir Karlheinzas Stockhausenas (1963). Kai 7-ojo des. pradzioje imta atlikinéti Lachenmanno
muzika - i$ pradziy Venecijos bienaléje ir Darmstadte — paaiskéjo, kad ji puikiai atitinka post
Weberno epochos serialisty estetika, savotiskai atskleidziancia puantilistinés Nono technikos
jtaka. Vis délto nuo 7-ojo des. pabaigos Lachenmannas pradéjo ieskoti naujo muzikos kalbos
ir sintaksés traktavimo bady.

Lachenmanno muzika daznai vadinama musique concrete instrumentale - Sis paties kompo-
zitoriaus iSrastas terminas nurodo j elektroniniy garsy imitavima, mastant instrumentinémis
reikSmémis. Jo karinius gali atlikti tik itin profesionalis atlikéjai, nes kompozitoriaus partita-
ros kupinos sudétingiausiy jo paties sukurty techniniy uzduociy putikams ir stygininkams.
Nors jo muzika daznai apibadinama neigiamomis sagvokomis, kaip antai musica negativa, pats
kompozitorius akcentuoja originalius garso struktiry aspektus ir tikina, jog visur egzistuoja
negatyvioji pusé. Lachenmanno klausytojas kvie¢iamas pasizvalgyti po nejprastas garsines
teritorijas, iSvaduotas nuo tipiskos koncertinés muzikos jprociy.

~

Video for “Déserts” was created in 1994 to accompany a live performance of the work of
avant-garde composer Edgard Varése. Viola's images are a stunning collage, ranging from the
desolate landscape of the Great Salt Lake to the sea floor. Varése’s composition uses taped
sound collages that interrupt the live music, and Viola visually develops this structure. The
editing together of visual and score is immaculate; bolts of lightning hit on the bass line, a
series of field fires rise in intensity following the adagio of the music. Images of rising and fall-
ing, the two great motifs of Viola's work, are present here. In one stunning sequence a table is
overturned, and bowls and jugs fall in slow motion. Spinning, they disgorge their contents in
amazing fractal like patterns.

Helmut Lachenmann (b. 1935 in Stuttgart, Germany) is
one of the most influential European composers of the
late 20th and early 21st centurys. He studied with Luigi
Nono (1958-60) and with Karlheinz Stockhausen (1963).
When Lachenmann’s music began to be performed in
the early 1960s, first at the Venice Biennale and at Darm-
stadt, his works appeared to fit comfortably into the aes-
thetic of the post-Webern serialists, in particular reveal-
ing the influence of Nono's pointilliste techniques. From
the late 1960s onward, however, Lachenmann began to
look for a new approach to the problems of musical lan-
guage and syntax.

Lachenmann’s music has often been called musique
concréte instrumentale, a term that the composer origi-
nated, which implies music that imitates electronic
sounds through instrumental means. His scores place
enormous demands on performers, due to the plethora
of techniques that he has invented for wind and string
instruments. Though his music has often been described
in disparaging terms such as musica negativa, the com-
poser emphasizes the novel aspects of his sound tex-
tures and argues that everything has a negative side. His
works aim to invite listeners into uncharted sonic realms free of the habits of typical concert
music.

p
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»Schreiben” (2003) orkestrui

Kompozitorius karta pasakes, jog kompozicija sitilo pamastyti apie priemones ir badus, nes
muzikos karinys atsiranda tik rasymo veiksmo, komponavimo praktikos déka, kada partita-
roje atsiranda uzrasyta nata. Taip uzfiksuotas meno karinys negali iSnykti laike. O kai kurie
kompozitoriai tiki, kad $j detaly darbg su garsu gali atlikti kompiuteriné programiné jranga...
Sioje kompozicijoje Lachenmannas naudoja pilnus tonus, kurie susiformuoja j struktdras arba
j orkestro tembrus. Orkestro garsas kartais priartéja prie milzinisky masiy. Kompozitorius tarsi
skulptorius formuoja orkestro garsa, neretai primenantj Giacinto Scelsi muzikos skambesius.
Karinyje taip pat naudojamos per trisdesimt mety iStobulintos individualios kompozicinés ir
atlikimo technikos.

Max Nyffeler

“Schreiben” (2003) for orchestra

Composition tells to think about the means, composer said once, and there the reflection,
one can continue the line of thought, becomes only by the act of the writing the composi-
tional practise, the musical piece of art receives his obliging figure only by the note in a score
disposed however. To remind of it cannot damage in a time. Some composers believe to be
able to delegate the detailed work on the sound to the computer software...

In this composition Lachenmann agrees to insert full tones that give rise to structures or to
colours of the orchestra sound, which somethimes is huge. Composer sculpts orchestra sound
like Giacinto Scelsi and adds various his own individual techniques, developed for more than
30 years.

Max Nyffeler

147/



Lapkricio 20, pirmadienis, 19:00 Kongresy ramai
November 20, Monday, 7 pm Congress Concert Hall

Gaida Post Scriptum:

STEVE REICH AND MUSICIANS with SYNERGY VOCALS (JAV/ USA)

Steve Reich and Musicians:

Jim Preiss — muSamieji / percussion
Russell Hartenberger — musamieji / percussion
Bob Becker — musamieji / percussion

Thad Wheeler — musamieji / percussion

Garry Kvistad — musamieji / percussion

Steve Reich — musamieji / percussion
Gary Schall - musamieji / percussion
Nurit Tilles — fortepijonas / piano

Ed Niemann - fortepijonas / piano

Phillip Bush - fortepijonas / piano

Liz Lim-Dutton — smuikas / violin

Eugene Moye - violoncelé / cello

Les Scott — mediniai pu¢iamieji / woodwinds
Al Hunt — mediniai pu¢iamieji / woodwinds

Synergy Vocals:

Micaela Haslam - balsas / voice
Amanda Morrison — balsas / voice
Suzanne Wilson - balsas / voice
Heather Carincross - balsas / voice

STEVE REICH

Drumming (Part 1)

Music for Mallet Instruments, Voices and Organ
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Steve Reich and Musicians jkuréjas bei vadovas - amerikieciy kompozitorius Steve‘as Rei-
chas, 1966 m. subires ansamblj savo muzikos atlikimui. Ansamblio veiklos istorija prasidéjo
koncertais daugelyje mazy Niujorko galerijy. Po keliy mety, ypac po Reicho karinio ,Music for
18 Musicians” sekmeés, grupé pradéjo intensyviai koncertuoti net tik JAV, bet ir uzsienyje.
Sukurdamas savo paties ansamblj, Reichas, kaip ir daugelis kity kompozitoriy minimalisty
(Philipas Glassas turéjo savo ansambilj, Terry‘is Riley‘is daznai pats atlikdavo savo karinius ir,
veikiausiai Sios veiklos pradininkas La Monte‘as Youngas, savo kompozicijas atlikinéjo su Zmo-
na) pratesé klasicistiniy kompozitoriy tradicijg pateikti bei skleisti asmenines kompozicijas
savo ansambliy déka.

Pradzioje ansamblj sudaré trys muzikantai (Steve'as Reichas, Artas Murphy ir Jonas Gibsonas),
taciau 1971 m. repertuare atsiradus kompozicijai ,Drumming’, jis buvo gerokai prapléstas ir
pavadintas Steve Reich and Musicians. Nuo to laiko, ansamblis nuolat koncertuoja pagrindi-
nése pasaulio salése ir festivaliuose Siaurés Amerikoje, Europoje, Australijoje ir Tolimuosiuose
Rytuose, pradedant Niujorko Carnegie Hall ir baigiant Bottom Line kabaretu, kur jis atlieka pa-
saulines Steve’o Reicho kariniy premjeras. 1985 m. pasirases isskirtinj jrasy kontraktg su,No-
nesuch Records” kompanija ansamblis iSleido daug Reicho muzikos kompaktiniy ploksteliy.
Ansamblio instrumenty sudétis kinta priklausomai nuo atliekamo kdrinio, taciau pagrinde ja
sudaro musamieji (marimbos, vibrafonai ir metalofonai), vokalas, strykiniai styginiai instru-
mentai, bosiniai klarnetai ir elektroniniai vargonai.

Kompozitoriaus septyniasdesimtmeciui paminéti, 2006 m. ansamblis atliks svarbiausius Rei-
cho karinius Londono, Paryziaus, Niujorko bei Porto, Grenoblio, Kany, Chalons-en-Champag-
ne bei Vilniaus salése.

Synergy Vocals - unikalus balsy lydinys. Ansam-
blis, muzikg atliekantis tiktai mikrofony pagalba,
yra itin vertinamas uz vokalinj vienalytiskuma bei
darng, ritmine precizika, dinamiska atlikima ir
uz daugelj muzikos zanry aprépiantj repertuara.
Synergy Vocals nuolat bendradarbiauja su ansam-
bliais Steve Reich & Musicians, Ensemble Modern ir
Ictus.

Synergy Vocals koncertavo su daugeliu Zymiy
orkestry ir ansambliy, kaip antai BBC, Bostono,
Cikagos simfoniniais orkestrais, Olandy radijo
simfoniniu orkestru, Los Andzelo filharmonijos

~

Steve Reich and Musicians is an ensemble founded and led by the American composer Ste-
ve Reich to perform his own compositions. Steve Reich and Musicians began its performing
history in 1966 with concerts in small galleries in New York City. Within a few years, especially
after the success of Reich’s “Music for 18 Musicians’, the group began touring nationally and
internationally.

By organizing an ensemble of his own, Reich, like other minimalist composers (Philip Glass
had his own ensemble; Terry Riley performed most of his own work and, perhaps the father of
them all, La Monte Young performed his own work with his wife), with his group, altered the
traditional route by which classical composers sought to have their music disseminated.
Initially comprising of three musicians (Steve Reich, Art Murphy and Jon Gibson), the group
was significantly expanded in 1971 with the completion of Drumming and the name Steve
Reich and Musicians was adopted. Since then ensemble have regularly performed at major
concert halls and festivals throughout North America, Europe, Australia and the Far East, giv-
ing world and regional premieres of Steve Reich’s music in venues as diverse as Carnegie Hall
New York and the Bottom Line Cabaret. The group has had an exclusive recording contract
with Nonesuch Records since 1985 and has released many discs of Reich’s music.

The ensemble’s instrumentation varies according to the piece being performed, but consists
primarily of percussion (marimbas, vibraphones, glockenspiels) and voices, as well as bowed
string instruments, bass clarinets, and electronic organs.

To celebrate the composers 70th birthday in 2006 the group will give concerts of seminal
Reich works in London, Paris, New York and in Porto, Grenoble, Caen, Chalons-en-Champagne
and Vilnius.

Synergy Vocals is a unique pool of voices covering
a broad spectrum of musical genres and working
almost exclusively on microphone. Highly respect-
ed for its seamless vocal blend, rhythmic precision
and dynamic performances, the team collaborates
regularly with Steve Reich & Musicians, Ensemble
Modern and Ictus.

Synergy has performed live with many outstand-
ing orchestras and ensembles, including the BBC
Symphony Orchestra, Boston Symphony, Chicago
Symphony, Dutch Radio Symphony, Ensemble In-
terContemporain, LA Philharmonic, London Sinfo-
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orkestru, ansambliais InterContemporain, London Sinfonietta ir daugeliu kity. Ansamblis taip
pat bendradarbiavo su Karaliskuoju baletu (DidZioji Britanija), Marko Baldwino (Didzioji Brita-
nija) ir Roso (Belgija) Sokio trupémis.

Synergy Vocals artimai bendradarbiauja su keletu svarbiausiy Siuolaikiniy kompozitoriy - Ste-
ve'u Reichu, Louisu Andriessenu, o pastaruoju metu ir su Luciano Berio. Ansamblis koncertavo
prestizinése pasaulio salése bei tarptautiniuose festivaliuose DidZiojoje Britanijoje, JAV, Aus-
tralijoje, Tolimuosiuose Rytuose ir Europoje. Jy balsus taip pat galima isgirsti televizijos rekla-
mose ir keliy filmy garso takeliuose, kaip antai ,Haris Poteris ir ugnies tauré”, V- tai Vendeta“,
,Broliai Grimai” ir kt.

Steve Reich - Zr. psl. 8

»Drumming” (1970-71) (I dalis) 4 poroms suderinty bongo blagny

Vienerius metus, nuo 1970 m. rudens iki 1971 m. rudens, dirbau prie ilgiausio savo karinio.
,Drumming” trunka nuo 55 iki 75 minuciy (priklausomai nuo pakartojimy) ir yra padalytas j
keturias dalis, grojamas be pauziy. Pirmoji dalis taip pat susideda i$ keturiy daliy, tarp kuriy
néra pauziy.

Manes daznai klausia, kokj poveikj Siam kariniui turéjo mano kelioné j Afrika (Gang) 1970 m.
Atsakymas: $i kelioné patvirtino mano intuicija, kad akustiniai instrumentai gali bati naudo-
jami zymiai turtingesniy garsy muzikos karimui, nei tam naudojami elektroniniai, be to, tai
patvirtino mano jgimta aistra musamiesiems (blgnininku tapau budamas 14 mety).

Visa pirmoji ,Drumming” dalis atliekama keturiomis poromis suderinty bongo bigny nau-
dojant lazdeles. Ji prasideda vieninteliu bagno ritmu, véliau iSauganciu j sinkopuotg ritma,
kuris grindzia viso karinio ritmika. Per 20 minuciy trunkancia kompozicija pademonstruo-
jamos bene visos vieno paprasto pasikartojancio ritmo galimybés (ritmo struktdra — sparti,
simetriSka 12 daziy frazé: 8 natos, 4 pauzés). Pasislinkusios fazés” technika (kada vienas i3 at-
likéjy suardo ritmine sinchronizacija) dar labiau komplikuoja karinj. Palaipsniui pauzeés visiskai
pakeitiamos pridétiniy musamuyjy daziy ir tokiu badu struktara uzbaigiama. Si pagrindiné
,Drumming” struktara patiria fazés pozicijy, garso aukscio ir tembro pokycius, taciau atlikéjai
viso karinio metu groja tg pacia struktirg arba kurig nors jos dalj.

Steve Reich

~

nietta, etc. They have also performed in collaboration with the Royal Ballet (UK), Mark Baldwin
(UK) and Rosas (Belgium) dance companies.

Closely associated with several leading contemporary composers, including Steve Reich, Lou-
is Andriessen, and the late Luciano Berio, Synergy vocals has performed in prestigious venues
and festivals all over the world - in the UK, USA, Australia, the Far East and Europe. Their
voices can also be heard on television adverts, and several film soundtracks including Broth-
ers Grimm, Harry Potter and the Goblet of Fire, V for Vendetta and others.

Steve Reich - see page 9

“Drumming” (1970-71) (Part ) for 4 pairs of tuned bongo drums

For one year, between the fall of 1970 and the fall of 1971, | worked on what turned out to be
the longest piece | have ever composed. Drumming lasts from 55 to 75 minutes (depending
on the number of repeats played) and is divided into four parts that are performed without
pause. The first part is for four parts that are performed without pause.

| am often asked what influence my visit of Africa (Ghana) in summer of 1970 had on “Drum-
ming”. The answer is confirmation. It confirmed my intuition that acoustic instruments could
be used to produce music that was genuinely richer in sound than that produced with elec-
tronic instruments, as well as confirming my natural inclination towards percussion (I became
a drummer at the age of 14).

The first part of “Drumming” is performed entirely on 4 pairs of tuned bongo drums played
with drumsticks. It begins with a single drumbeat which builds up to a syncopated rhythm
which carries the entire piece the rest of the way. Throughout its 20-minutes, this opening
section explores nearly every possibility of what can be done with a single simple repeated
rhythm (rhythmical pattern is quick symmetrical 12-beat phrase: 8 notes and 4 rests). The
method of “phase-shifting” (having one player go out of synch with the other) adds further
complexity. Gradually additional drumbeats are substituted for the rests, one at a time, until
the pattern is completed. This pattern, which is one basic for all of “Drumming’, undergoes
changes of phase position, pitch, and timbre, but all the performers play this pattern, or some
part of it, throughout the entire piece.

Steve Reich

-
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»Music for Mallet Instruments, Voices, and Organ” (1973) trims marimbomes, trims metalo-
fonams, vibrafonui, trims motery balsams ir elektroniniams vargonams
Kurdamas ,Six Pianos” taip pat pradéjau nauja karinj, kuris i$ vienos paprastos marimbos
struktdros grudo labai spontaniskai iSaugo j daugelj jvairiais instrumentais atliekamy kons-
trukty. ,Music for Mallet Instruments, Voices and Organ” apima du simultaniskus, tarpusavyje
susijusius ritminius procesus. Pirmasis konstruojamas nuosekliai, kaip dar neegzistuojancios
pasikartojancios muzikinés struktdros dublikatas, o antrasis viena ar daugiau naty nesutampa
su pirmuoju. Tai i$Saukia antrojo proceso papildyma, kuri jgyvendinamas pridedant dar viena
simultaniska, taciau skirtingai kartojama muzikine struktdra. Pirmasis ritminio konstravimo
procesas atliekamas viena kitai oponuojan¢iomis marimbomis ir oponuojanciais metalofo-
nais. Sios ritminés konstrukcijos sukuria greitesnio mediniy plaktukiniy instrumenty tempo
efekty ir paskatina dviejy motery balsy bei vargony dvejinima, keturgubinimga ir galiausiai jy
atliekamy naty trukmiy pailginima. Marimboms bei metalofonams pasiekus auksciausia ap-
krovos taska, dél ko balsy ir vargony garsai maksimaliai pailgéja ir sulétéja, galiausiai trecias
moters balsas ima dubliuoti kai kurias trumpas melodines struktdras ir preciziskai imituoti
marimby muzikine medziaga. Marimboms ir metalofonams atliekant ritmines konstrukcijas,
vibrafonas groja ilgai skambancius, adekvacios trukmés, kaip balsy bei vargony, tonus. Plieni-
nis virbas virs$ aliumininio rezonatoriaus skamba tik ribota laiko tarpa, o po to iSnyksta j nebat;.
Kai balsai ir vargonai pasiekia maksimaliausia trukme, vibrafonas pradeda groti ¢iurlenanciais
sesioliktines, tokiu pat ar net spartesniu grei¢iu nei visi mediniai plaktukiniai instrumentai. Po
$iy padaly, marimbos ir metalofonai po vieng pradeda staigiai lietis j unisona, taip leisdami
balsams, vargonams ir vibrafonui pagreitinti nepertraukiama jy tona. Po Sio dvigubo ritminés
konstrukcijos augmentacijos proceso seka ritminé diminucija j unisong, jvykstanti keturis kar-
tus. Naujo proceso pradzig zymi tonacijos ir metro pasikeitimai. Pirmoji dalis dorinéje derméje
nuo garso f, metras 3/4, antroji — dorinéje derméje nuo As, metras 2/4, trecioji — natdraliame
b-moll, metras 3, o ketvirtojoje dalyje panaudotas as-moll dominantés vienuolikagarsis, met-
ras 3/4.

Steve Reich

»Music for 18 Musicians” (1974-76) keturiems motery balsams ir SeSiems instrumentams
Nors stabilus Sio karinio pulsas ir ritminé energija sieja jj su daugeliu ankstyvujy mano darby,
sio kadrinio instrumentuoté, struktdra bei harmonija yra naujos.

Pirmosiose penkiose ,Music for 18 Musicians” minutése yra daugiau harmoniniy slink¢iy nei
bet kuriame iki Siol sukurtame mano karinyje. Taciau slinktis nuo vieno akordo prie kito daz-
nai yra tik pries tai buvusio akordo persakymas, inversija arba peréjimas j gimininga minora

~

“Music for Mallet Instruments, Voices, and Organ” (1973) for 3 marimbas, 3 glockenspiels,
vibraphone, 3 female voices and electronic organ
While working on “Six Pianos” | also began work on another piece that seemed to grow
very spontaneously from one simple marimba pattern to many patterns played by different
instruments. “Music for Mallet Instruments, Voices and Organ” deals with two simultaneous
interrelated rhythmic processes.
The first is that of constructing, beat by beat, a duplicate of a pre-existing repeating musical
pattern with the second being one or more beats out of phase with the first. This triggers the
second process of augmentation of another simultaneous but different repeating musical
pattern. The first process of rhythmic construction is performed by marimbas against mar-
imbas and glockenspiel against glockenspiel. These rhythmic constructions, which have the
effect of creating more fast moving activities in the mallet instruments, then trigger the two
women’s voices and organ into doubling, quadrupling, and further elongation the duration
of the motes they sing and play. When the marimbas and glockenspiels have built up to maxi-
mum activity, causing the voices and organ to elongate to maximum length and slowness,
then a third woman'’s voice doubles some of the short melodic patterns resulting from the
combination of the four marimba players, using her voice to precisely imitate the sound of
these instruments. During the rhythmic constructions in the marimbas and glockenspiels, the
vibraphone plays long ringing tones for the same duration as the voices and organ. When the
voices and organ get longer, so do the tones of the vibraphone. However, a bar of steel over
an aluminium resonator tube rings for just so long and then decays into inaudibility so that
when the voices and organ have reached their maximum length the vibraphone then begins
playing rippling sixteenth notes, moving as fast or faster than all the other mallet instruments
in combination. After these sections where the voices and organ have reached their maxi-
mum length, the marimbas and glockenspiels begin, one at a time, to abruptly move into uni-
son with each other, thus allowing the voices, organ, and vibraphone to begin reducing the
length of their sustained tones. This paired process of rhythmic construction-augmentation
followed by rhythmic unison-diminution occurs four times in sections marked off by changes
in key and meter. The first section is in F dorian 3/4, the second in A-flat dorian 2/4, the third in
B-flat natural minor 3/4, and the fourth is an A-flat dominant 11th chord 3/4.

Steve Reich

“Music for 18 Musicians” (1974-76) for 4 female voices and 16 instruments

Although steady pulse and rhythmic energy of this piece relate to many of my earlier works,
its instrumentation, structure and harmony are new.

-

155/



/J

ar mazory, paprastai apsiribojant Siais trimis parametrais. Nors ir suvarzyta tokiy apribojimy,
kdrinio harmonijos kaita vis tiek intensyvesné nei bet kurioje kitoje mano kompozicijoje.
Ritma sudaro dviejy i$ esmés skirtingy rasiy tempai, karinyje veikiantys simultaniskai. Pir-
masis reguliaraus ritminio pulso tempas, skirtas fortepijonams ir mediniams plaktukiniams
instrumentams, tesiasi visg karinj. Antrasis atitinka zmogaus kvépavimo ritmika, kurig atlieka
balsai ir puciamieji instrumentai. Dainininkai jkvepia i$ visy jégy ir dainuoja tam tikro aukscio
naty ritmus tol, kol nepritriksta oro. Kvépavimas yra pulsuojancio ritmo trukmés matas.
Kompozicijos sandara pagrijsta vienuolikos akordy struktara, kuri pateikiama pacioje karinio
pradzioje ir pakartojama pabaigoje. Su kiekvienu nauju akordu visi instrumentai ir balsai at-
lieka pulsuojancio ritmo natas. Nors grojimas styginiais instrumentais nesusietas su kvépavi-
mu, taciau jie paklasta klarneto diktuojamai jkvépimo ir iSkvépimo sekai. Kiekvienas akordas
trunka du jkvépimus, o sekantis akordas jliejamas pamazu. Procesas trunka tol, kol galiausiai
suskamba visi vienuolika akordy ir ansamblis grjZta prie pirmojo akordo. Pirmajj pulsuojantj
akordg pateikia du fortepijonai ir dvi marimbos. Siam akordui skambant mazdaug 5 min. jo
pagrindu sukuriamas kitas mazas karinélis. Kai pastarasis baigiamas, greitai pereinama j ant-
rajj akorda ir taip sukuriamas antras mazas karinélis. Taigi kiekvienas akordas, kuris jZanginéje
padaloje skambéjo apie 15 ar 20 sekundziy, dabar iStesiamas j pagrindine pulsuojancia me-
lodija, naudojama 5 min. trunkan¢iame minétame karinélyje. Kiekviena nata arba visa melo-
dijoje Sioje situacijoje traktuojama panasiai kaip viena cantus firmus nata arba kaip giesmés
melodija XII a. Perotino organume. Kiekviena nata ¢ia gali bati tesiama keletg minuciy, taip
suformuodama tam tikros organumo padalos harmoninj centra. Pradiné vienuolikos akordy
struktdra yra tarsi pulsuojantis viso kdrinio cantus. Karinio formos padalos isdéstytos arkomis
(ABCDCBA). Vienoje dalyje pasirode elementai vél rasis kitoje, taciau jau kitokios harmonijos
ir instrumenty apsuptyje.

Steve Reich

There is more harmonic movement in the first 5 minutes of “Music for 18 Musicians” than in
any other complete work of mine to date. Though the movement from chord to chord is often
just a re-voicing, inversion or relative minor or major of a previous chord, usually staying with-
in the key signature of three shapes at all times, nevertheless, within these limits harmonic
movement plays a more important role in this piece than in any other | have written.

Rhythmically, there are two basically different kinds of time occurring simultaneously in
piece. The first is that of a regular rhythmic pulse in the pianos and mallet instruments that
continues throughout the piece. The second is the rhythm of the human breath in the voices
and wind instruments. The entire opening and closing sections plus part of all sections in be-
tween contain pulses by the voice and winds. They take a full breath and sing or play pulses
of particular notes for as long as their breath will comfortably sustain them. The breath is the
measure of the duration of their pulsing.
The structure of composition is based on a cycle of eleven chords played at the very begin-
ning of the piece and repeated at the end. All the instruments and voices play or sing the
pulsating notes with each chord. Instruments like the strings which to not have to breath nev-
ertheless follow the rise and fall of the breath by following the breathing patterns of the bass
clarinet. Each chord is held for the duration of two breaths, and the next chord is gradually
introduced, and so on, until all eleven are played and the ensemble returns to the first chord.
The first pulsing chord is then maintained by two pianos and two marimbas. While this puls-
ing chord is held for about five minutes a small piece is constructed on it. When this piece is
completed there is a sudden change to the second chord, and a second small piece or section
is constructed. This means that each chord that might have taken fifteen or twenty seconds
to play in the opening section is then stretched out as the basic pulsing melody for a five
minute piece very much as a single note in a cantus firmus, or chant melody of a 12th century
Organum by Perotin might be stretched out for several minutes as the harmonic centre for a
section of the Organum. The opening eleven chord cycle of “Music for 18 Musicians”is a kind
of pulsing cantus for the entire piece.

On each pulsing chord one or, on the third chord, two small pieces are built. These pieces or
sections are basically either in form of an arch (ABCDCBA), or in the form of a musical process,
like that of substituting beats for rests, working itself out from beginning to end. Elements
appearing in one section will appear in another but surrounded by different harmony and
instrumentation.

Steve Reich
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