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17-0jo aktualios muzikos
festivalio GAIDA
PROGRAMA

Spalio 19, penktadienis, 19 val.
Vilniaus kongresy ramai
Lietuvos valstybinis simfoninis
orkestras

Solistai:

David Moss (balsas)

Ausriné Sik$nyté (mecosopranas)
Dirigentas B Tommy Andersson
(Svedija)

Ramdinas Motiekaitis.
Lygiadieniai (premjera)

Onuté Narbutaité. krantas upé
simfonija (Simfonija Nr.4)

Heiner Goebbels. Kariniai is ciklo
Surrogate Cities

Spalio 20, Sestadienis, 19 val.
Siuolaikinio meno centras
Stella Hermetica
Kompozitoriy Martyno
Bialobzeskio ir Jono Jurkino
Fringe projektas (premjera)
Atlikéjai:

Asmik Grigorian (sopranas)
Gaida Ensemble

Pieno lazeriai

Dirigentas Modestas Pitrénas

Spalio 21, sekmadienis, 19 val.
Bernardiny baznycia

Oratorio

John Tavener. The Myrrh-Bearer
Morton Feldman. Rothko Chapel

Atlikéjai:

Aranas Statkus (altas)
Kauno valstybinis choras
Dirigentas Petras Bingelis

Spalio 22, pirmadienis, 19 val.
Siuolaikinio meno centras,
Melos Ethos Ensemble
Bratislava (Slovakija)

Silvia Adamikova (sopranas)
Dirigentas Marian Lejava

Luciano Berio. O King

Gyorgy Ligeti. Kammerkonzert
Jana Kmitova. Wound

Marian Lejava. Dickinson-Songs
Marius Baranauskas. Nuo
nemirtingo Tavo ranky
prisilietimo (premjera)

Loreta Narvilaité. In the World

of Small Things the Detail is King
(premjera)

Spalio 23, antradienis, 19 val.
Siuolaikinio meno centras,
Neue Vocalsolisten Stuttgart
(Vokietija)

Ri¢ardas Kabelis. Farsas
(premjera)

Mischa Kaeser. I$ Praeludien 1.
Buch

Egidija Medeksaité. Sophismata
(premjera)

Georges Aperghis. Vittriool
Jennifer Walshe. he wants his
cowboys to sound like how he
thinks cowboys should sound

Spalio 24, trec¢iadienis, 19 val.
Siuolaikinio meno centras,
Cinemusica: Charlie Chaplin
XXI project

Atlikéjai:

Rafailas Karpis (tenoras)
Ansamblis,Nepaklusnieji”

Charlie Chaplino muzika ir
filmai:

Mazylis

Cirkas

Nauiji laikai

Didmiescio ziburiai

Zibuoklé Martinaityté. Mozaika
(premjera)

Spalio 26, penktadienis, 19 val.
Domino teatras,

Fatima Miranda (Ispanija)
Balso teatro projektas
prESSENCES

Muzika, video, rezislra, atlikimas:
Fatima Miranda

Sviesy dizainas: José Manuel
Guerra

Garso inZinierius: Faustino Rosén
Video,Desasosiego” ir
+,HORAdada": Eugeni Bonet and
Mayte Ninou

Kostiumai: En Escena
ReZisieriaus asistentas: Stéphane
Abboud

Garso takeliy redagavimas:
Andrés Vazquez

Spalio 27, Sestadienis, 19 val.
Lietuvos nacionaliné filharmonija
Lietuvos nacionalinis simfoninis
orkestras

Solistai:

Raminta Vaicekauskaité (sopra
nas)

Raimondas Sviackevicius
(akordeonas)

Choro,Vilnius” vyry grupé
Dirigentas Robertas Servenikas

Feliksas Bajoras. Promise
(premjera)

Zita Bruzaité. Der feierliche March
(premjera)

Bernhard Lang. Differenz /
Wiederholung 11.2 (Orchestra
Loops #2)

Spalio 29, pirmadienis, 19 val.

Nacionalinis dramos teatras
Medéja

Kameriné opera

Muzika: Pascal Dusapin
Libretas: Heiner Mdiller
Rezisierius: Antoine Gindt
Scenografija ir apSvietimas:
Klaus Griinberg

Kostiumai: Barbara Bui

Atlikéjai:

Medéja: Caroline Stein
(koloratdrinis sopranas)
Vilniaus miesto savivaldybés
choras,Jauna muzika”
Lietuvos kamerinis orkestras
Dirigentas Franck Ollu

Spalio 30, antradienis, 19 val.
Sv. Kotrynos bazny¢ia

Estijos filharmonijos
kamerinis choras

Dirigentas Paul Hillier

Arvo Pért. Magnificat

Arvo Pért. Dopo la vittoria
Arvo Part. Da pacem

Justé Janulyté. Aquarelle
(premjera)

Arvo Pért. 2 Slavonic psalms
Toivo Tulev. Rejoice, rejoice,
rejoice

Arvo Part. Triodion

Arvo Part. Nunc dimittis

Gaida Post Scriptum

Lapkric¢io 27, antradienis,

19 val. Lietuvos nacionaliné
filharmonija

Michael Nyman Band (Jungtiné
Karalysteé)

Sarah Leonard (sopranas)

Michaelo Nymano muzika i3
filmy:

Jeigu ir Kodél? i$ Anos Frank
dienorascio

Prospero knygos

Memorial i$ Viréjas, vagis, jo
Zmona ir jos meiluzis

Zmogus su kino kamera / Man
With A Movie Camera



17th Contemporary Music
Festival GAIDA
PROGRAMME

19 October, Friday, 7 pm

Vilnius Congress Hall
Lithuanian State Symphony
Orchestra

Soloists:

David Moss (voice)

Ausriné Siksnyté
(mezzo-soprano)

Conductor B Tommy Andersson
(Sweden)

Ramdinas Motiekaitis. Equinoxes

(first performance)

Onuté Narbutaité. riva flume
sinfonia (Symphony No.4)
Heiner Goebbels. From the
cycle Surrogate Cities

20 October, Saturday, 7 pm
Contemporary Art Centre
Stella Hermetica

Martynas BialobZeskis’ and
Jonas Jurkinas' Fringe project
(first performance)

Performers:

Asmik Grigorian (soprano)
Gaida Ensemble

Milky Lasers

Conductor Modestas Pitrénas

21 October, Sunday, 7 pm
Bernardines Church

Oratorio

John Tavener. The Myrrh-Bearer
Morton Feldman. Rothko Chapel

Performers:

Ardnas Statkus (viola)
Kaunas State Choir
Conductor Petras Bingelis

22 October, Monday, 7 pm
Contemporary Art Centre
Melos Ethos Ensemble
Bratislava (Slovakia)

Silvia Adamikova (soprano)
Conductor Maridn Lejava

Luciano Berio. O King

Gyorgy Ligeti. Kammerkonzert
Jana Kmitova. Wound

Maridn Lejava. Dickinson-Songs
Marius Baranauskas. At

the Immortal Touch of

Thy Hands (first performance)
Loreta Narvilaité. In the World

of Small Things the Detail is King
(first performance)

23 October, Tuesday, 7 pm
Contemporary Art Centre
Neue Vocalsolisten Stuttgart
(Germany)

Ricardas Kabelis. Farce

(first performance)

Mischa Kaeser.

From Praeludien 1. Buch
Egidija Medeksaité. Sophismata
(first performance)

Georges Aperghis. Vittriool
Jennifer Walshe. he wants his
cowboys to sound like how he
thinks cowboys should sound

24 October, Wednesday, 7 pm
Contemporary Art Centre
Cinemusica: Charlie Chaplin
XXI project

Performers:

Rafailas Karpis (tenor)
Disobedient Ensemble

Charlie Chaplin’s music from
The Kid

The Circus

Modern Times

City Lights

Zibuoklé Martinaityté. Mosaic
(first performance)

26 October, Friday, 7 pm
Domino Theatre

Fatima Miranda (Spain)
Performance for the voices of
Fatima Miranda prESSENCES

Musical composition, videos, stage
and singer-performer:

Fatima Miranda

Lights design: José Manuel Guerra
Sound engineer: Faustino Rosén
Video Realization for Desasosiego
and HORAdada: Eugeni Bonet and
Mayte Ninou

Costumes: En Escena

Stage manager: Stéphane Abboud
Multitrack editing: Andrés Vazquez

27 October, Saturday, 7 pm
Lithuanian National
Philharmonic Hall

Lithuanian National

Symphony Orchestra

Soloists:

Raminta Vaicekauskaité (soprano)
Raimondas Sviackevicius
(accordion)

Male group of the Vilnius Choir
Conductor Robertas Servenikas

Feliksas Bajoras. Promise

(first performance)

Zita Bruzaité. Der feierliche March
(first performance)

Bernhard Lang. Differenz /
Wiederholung 11.2

(Orchestra Loops #2)

29 October, Monday, 7 pm
National Drama Theatre
Medea

Chamber Opera

Music: Pascal Dusapin
Libretto: Heiner Miller
Director: Antoine Gindt
Stage design and lightning:
Klaus Griinberg

Costumes: Barbara Bui

Performers:

Caroline Stein

(coloratura soprano)

Vilnius Municipal

Choir Jauna muzika
Lithuanian Chamber Orchestra
Conductor Franck Ollu

30 October, Tuesday, 7 pm St.
Catherine Church

Estonian Philharmonic
Chamber Choir

Conductor Paul Hillier

Arvo Pért. Magnificat

Arvo Pért. Dopo la vittoria
Arvo Part. Da pacem

Justé Janulyté. Aquarelle
(first performance)

Arvo Part. 2 Slavonic psalms
Toivo Tulev. Rejoice, rejoice,
rejoice

Arvo Part. Triodion

Arvo Part. Nunc dimittis

Gaida Post Scriptum

27 November, Tuesday, 7
pm Lithuanian National
Philharmonic Hall
Michael Nyman Band
(United Kingdom)

Sarah Leonard (soprano)

Michael Nyman’s music from
the movies

If and Why? from The Diary of
Anne Frank

Prospero’s Books

Memorial from The Cook, the
Thief, His Wife & Her Lover
Man With A Movie Camera
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Michaelas Nymanas (g. 1944) - zymiausias 3iy laiky brity kompozitorius, minimalistas, pianistas, libretistas
ir muzikologas. Turbat labiausiai jj iSgarsino ilgalaikis bendradarbiavimas su legendiniu kino reZisieriumi
Peteriu Greenaway’umi, kurio vienuolikai filmy kompozitorius sukaré muzika. Kompozicija Michaelas Ny-
manas studijavo Londono Karaliskoje muzikos akademijoje (1961-1964 m.), o muzikologijg — Kingo koledze
Londone (1964-1967 m.). 1965-1966 metus jis praleido Rumunijoje, ten rinkdamas ir fiksuodamas folklo-
rinés muzikos pavelda.

Kai 1974 m. Michaelas Nymanas publikavo knyga ,Experimental Music: Cage and Beyond” (,Eksperimen-
tiné muzika: Cage'as ir vélesnieji autoriai”), jis vargiai galéjo jzvelgti savo paties padétj minétame beyond
etape (post-Cage'o karybinéje terpéje). Nusivyles tarptautine to meto modernizmo ortodoksija, 1964 m.
Michaelas Nymanas atsisaké kompozicijos, vietoje jos pasirinkdamas redaktoriaus, librety autoriaus, atli-
kéjo ir muzikos kritiko darba ,The Listener’, ,New Statesman” ir ,The Spectator” leidiniuose. Pastarajame,
1968 m. jis publikavo straipsnj apie Cornelijaus Cardew karinj ,The Great Digest’, kuriam pirmg karta muzi-
kos terminijoje pritaiké savoka,minimalizmas”.

Tais paciais 1974 m. BBC radijo programoje Michaelas Nymanas iSgirdo Steve’'o Reicho kompozicijg ,Come
Out’, kuri jam atskleidé naujas komponavimo galimybes ir paskatino grjzti atgal | kompozicijg. Ankstyviau-
siuose, 8-ojo desimtmecio vidurio kompozitoriaus kdriniuose aiskiai juntama Johno Cage'o estetikos ir eks-
perimentinés, minimalistinés muzikos jtakos, kurias Michaelas Nymanas nuodugniai isdésté savo knygoje.
Sio etapo jo muzikos pagrindg sudaro jau anks¢iau sukurtos, pre-egzistuojancios muzikinés medziagos.
Nors kompozitoriaus naudojama citavimo technika artima ankstyviausiems Gavino Bryarso ir Christopherio
Hobbso kdriniams, tac¢iau kombinavimo, sluoksniavimo, perkomponavimo ir ,kryZminimo” technikos, kuriy
pagalba Michaelas Nymanas jvairiai transformuoja muzikines struktaras, primena filmy ir populiariosios
muzikos ,gamyba”.

Kaip ir dauguma su angly eksperimentiniu judéjimu susijusiy menininky, Michaelas Nymanas déstytojavo
ne muzikos, o dailiyjy meny fakultetuose (nuo 7-ojo desimtmecio pabaigos), dirbdamas Notingemo univer-
sitete, Trento politechnikos koledze ir Goldsmith koledZe Londone. Si liberali ir kirybinga aplinka kompozi-
toriy pastimeéjo link apciuopiamo ir intuityvaus saly¢io su garsu bei tembru. 8-ame desimtmetyje subares
savo ansamblj, Michaelas Nymanas ima kurti gyva, vibruojantj ir bekompromisj ,gatvés orkestro” garsy
pasaulj. Pirma kartg ansamblis ,Michael Nyman Band” pasirodo 1976 m. Nacionalinio Ovilier teatro scenoje
Londone, atlikdamas kompozitoriaus muzika naujame Carlo Glodoni pjesés ,Il Campiello” pastatyme. Kur-
damas savo grupés garsyng ir stilistika Michaelas Nymanas sulydé jzalius, sustiprintus tembrus, motoris-
kus roko ritmus su klasikine styginiy ir variniy puc¢iamujy instrumentuotés tradicija. Daugelj mety $i grupé
buvo tarsi kompozitoriaus atrasta lobiy sala, kurioje jis aptiko beribe tembry jvairove, aktyvig dinamika,
artikuliacinj lankstuma ir ekspresyvy faktarinj kontrasta. Vis délto, 10-ame desimtmetyje jis vis intensyviau
sieké $j garsa jtraukti j platesnj simfoninio orkestro konteksta.

Jei 9-ojo deSimtmecio Michaelo Nymano kompozicijos atvirai rémési praeities kompozitoriy muzika, tai
vélesnio desimtmecio kadrinius autorius grindé autocitatomis, dazniausiai atklydusiomis i$ jo muzikos kino
filmams ar kito teatrinio konteksto. Pastaraja karyba jis daznai perkomponuodavo j savarankiskus, didelés
apimties koncertinius karinius. 10-ame desimtmetyje jvyko Zymus kompozitoriaus stiliaus pokytis: jis éme
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kurti intymesne, nepertraukiamy ir ilgai rezonuojanciy faktiry muzika, didesnj démesj skirdamas melodi-
kos puoseléjimui. Sig kaitg visy pirma jmanoma aptikti refleksyviose ,Prospeso knygy” (1990 m.) akimirko-
se ir subtiliuose ,Sesiy Celano dainy” (1990 m.) nuotaikos bei muzikiniy akcenty poky¢iuose. Kartu su 3ia
lyrine tendencija augo ir trauka folkloro muzikai. Savo Styginiy kvarteta Nr. 3 (1900 m.) jis grindé rumuny
folkloro 3altiniais, o muzika garsiajam Jane Campion filmui ,Fortepijonas” (1992 m.) Michaelas Nymanas
kuré transformuodamas etninés skoty muzikos melodika, ritmika, harmonija.

Nors kurdamas Michaelas Nymanas pasitelkia amerikietiskojo minimalizmo Zinias ir patirtj, taciau isskirti-
niai jo muzikinés kalbos elementai leidZia atsiriboti nuo iy jtaky. Jis ne kartg pasakojo apie savo labiau ,in-
tuityvy” poziurj j kirybos procesa, kuriame pagrindinis teiséjas yra klausa, o ne technika ar sistema. Be to,
boso partijy reikimé bei roko jtaka jo muzikoje sukuria veikiau europietiskam tonalumui nei amerikietiska-
jam minimalizmui badinga harmoninj stabilumga ir pastovuma. Si kurioziska klasikinés harmonijos funkcijy
ir roko ritmy sasaja, Michaelo Nymano muzika pavercia isties jdomia bei efektinga ,elitinio” ir populiariojo
meno kody sinteze. Kiekviename Zingsnyje kompozitorius atsiskleidZia kaip be galo pragmatiska asmeny-
bé. Jam nepriimtinos karybinés kancios, tinojimas ,dramblio kaulo bokste” ir grumtynés su abstrak¢iomis
sistemomis. Tai ekstravertiskas menininkas, parenkantis tinkama humoro tong ir instinktyviai gebantis su-
dominti labai skirtingg ir placia auditorija.

Parengta pagal Pwyll ap Sioén ir Nick Kimberley tekstus

Michael Nyman (b. 1944) is an English composer of minimalist music, pianist, librettist and musicologist,
perhaps best known for the many scores he wrote during his lengthy collaboration with the filmmaker
Peter Greenaway. He studied composition at the Royal Academy of Music (1961-1964) and musicology at
King's College, London (1964-1967). He also spent time collecting folk music in Romania (1965-1966).

When Michael Nyman published his study Experimental Music: Cage and Beyond (1974), he could hardly have
foreseen his own contribution to that ‘beyond! Disaffected with the then current orthodoxies of interna-
tional modernism, Michael Nyman had abandoned composition in 1964, preferring to work as a an editor,
librettist and performer, and as a music critic for The Listener, the New Statesman and The Spectator, where,
in a 1968 review of Cornelius Cardew’s The Great Digest, he became the first to apply the word ‘minimalism’
to music.

In 1974, a BBC broadcast of Steve Reich’'s Come Out opened his ears to further possibilities, and a route
back to composition began to emerge. The composer’s earliest work, dating from the mid-1970s, shows
the influence of John Cage’s aesthetics and the techniques of experimental and minimalist music, both of
which he had charted in his book Experimental Music. Pre-existing materials form the basis of much of his
early music. While his use of quotation suggests parallels with the early work of Gavin Bryars and Christo-
pher Hobbs, the techniques of layering, stratifying, reordering and superimposing that composer uses to
transform his material more closely resemble those of film and popular music ‘production!

Like many musicians associated with the English experimental movement, Michael Nyman found himself
teaching in fine art rather than music departments, holding posts (from the late 1960s) at Nottingham
University, Trent Polytechnic college and Goldsmith’s College, London. These liberating creative environ-
ments led him towards a tactile and intuitive approach to sound and timbre. In the 1970s he began to
develop with an ensemble of his own the vibrant and uncompromising sound world of the ‘street band’
he had employed for the National Theatre’s production of Carlo Goldoni’s Il Campiello (1976). The Michael
Nyman Band fused the abrasive, amplified timbres and motoric rhythms of rock with the string and brass
writing of the classical tradition. For many years, it provided composer with plenty of scope for timbral
variety, dynamic flexibility and textural contrast, from the forthright articulation and rhythmic propul-
sion. Increasingly during the 1990s, however, he sought ways in which to incorporate this sound into an
extended orchestral context.

Whereas Michael Nyman's compositions during the 1980s referred explicitly to the works of past compos-
ers, the works of the following decade were marked by a concern with self-quotation, in particular the re-
working of materials drawn from film scores or other dramatic contexts into independent, large-scale con-
cert pieces. The 1990s also saw a significant change in composer’s style: a move towards a more intimate
expressivity characterized by sustained and resonant textures, and a broader approach to melodic writing.
Early examples are found in the more reflective moments of Prospero’s Books (1990) and the subtle shifts
of mood and emphasis in the Six Celan Songs (1990). Allied with this lyricism was an increasing gravitation
towards folk music. In the String Quartet No. 3 (1990) Michael Nyman drew on the Romanian sources, while
in the score for Jane Campion’s The Piano (1992) a series of traditional Scottish melodies is subjected to
melodic, rhythmic and harmonic transformations.

Though Michael Nyman draws on his knowledge and experience of American minimalism, distinctive ele-
ments of his musical language set it apart from those influences. He has spoken of his more ‘intuitive’
approach to process, in which the ear rather than the process is the initial and final arbiter. Moreover, the
prominence of the bass in his music, as well as suggesting the influence of rock, creates a harmonic stabil-
ity and rootedness more characteristic of the European tonal tradition than of American minimalism. It is
this often curious confluence of classical harmonic functions and rock rhythms and textures that provides
his music with a rich and effective fusion of the codes of ‘high’ and popular art. At every turn Michael Ny-
man has proved eminently practical. Not for him the ivory tower anguish of a tormented composer grap-
pling with abstract systems. Rather he has consistently displayed openness to collaboration, a spry sense
of humour, a literate imagination and an instinctive ability to engage a highly diverse audience.

According to texts by Pwyll ap Sién and Nick Kimberley



Spalio 19, penktadienis, 19 val. Vilniaus kongresy rimai
19 October, Friday, 7 pm Vilnius Congress Concert Hall

LIETUVOS VALSTYBINIS SIMFONINIS ORKESTRAS /
LITHUANIAN STATE SYMPHONY ORCHESTRA

Solistai / Soloists:
David Moss - balsas / voice
Ausriné Sikényté - mecosopranas / mezzo-soprano

B Tommy Anderson - dirigentas / conductor
(Svedija / Sweden)

RAMUNAS MOTIEKAITIS
Lygiadieniai / Equinoxes

ONUTE NARBUTAITE
krantas upé simfonija (Simfonija Nr.4) / bank river symphony
(Symphony No. 4)

*XX

HEINER GOEBELS
Kariniai i$ ciklo / From the cycle Surrogate Cities:

D&C

Surogate

The Horatian - Three Songs
Faust im Wappen

In the Country of Last Things
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Pirmajj koncertg Lietuvos valstybinis simfoninis orkestras (jo meno vadovas bei jkaréjas ir vyriausiasis di-
rigentas Gintaras Rinkevicius) surengé 1989 m. sausio 30 dieng. Minédamas deSimtmetj, pirmajj koncertg
orkestras grojo naujoje, 1000 viety Vilniaus kongresy rimy koncerty saléje. Gyvuodamas jau septyniolika
mety orkestras sugrojo per 1000 koncerty Lietuvoje ir uzsienyje: Vakary, Piety bei Vidurio Europoje ir Tai-
vane. Kiekvieng savo sezong orkestras papildo vis naujais kariniais ir projektais, parengiama daug sudétin-
gy uzsienio ir lietuviy autoriy kompoziciju. I3skirtiniu kolektyvo veiklos jvykiu tapo tai, kad atliktos visos
Gustavo Mahler ir Ludwigo van Beethoveno simfonijos.

Pirma kartg Lietuvos simfoniniy orkestry istorijoje Valstybinis orkestras atliko 10 opery: Richardo Wagnerio
operas ,Skrajojantis olandas” (1995) ir ,Parsifalis” (2004, premjera Lietuvoje), Richardo Strausso ,Salome”
(1997), Giacomo Puccinio ,Toska” (1996), ,Turandot” (1999), Giuseppés Verdi ,Otelg” ir,Simonas Bokane-
gra” (2001), Piotro Caikovskio ,Piky damg” (2005). 2003 m. pirma karta Vilniaus kongresy rimuose orkes-
tras pastaté ir atliko Ruggero Leoncavallo opera ,Pajacai’, o 2006 m. suskambéjo Wolfgango Amadeuso
Mozarto ,Uzburtoji fleita”, buvo pastatyta Giacomo Puccinio ,Bohema” Kartu su LVSO nuolat koncertuoja
pasaulio muzikos Zvaigzdés: Violeta Urmanavic¢iaté-Urmana, Sergejus Larinas, Davidas Geringas, Maksimas
Sostakovicius, Badri Maisuradze, Aleksandras Paleyus, Ralfas Gothéni, Rogeras Muraro ir kt.

Davidas Mossas (g. 1949) - vokalistas, skaitovas, aktorius, perkusininkas, improvizatorius, kompozitorius,
pedagogas, teatro kdréjas... Trinity koledZe Dubline Davidas Mossas studijavo Rusijos istorija, o Wesleyano
universitete, Middletowne, Konektikuto valstijoje — perkusija ir kompozicija. Savo balsa lavino savarankis-
kai. Jis ,avangardo Enrico Caruso” - raso ,High Performance” Zurnalas; ,jis ekstremalus vokalistas, kanto-
rius, androidinio Davido Byrne'o balso imitatorius, post-Berio stiliumi reivuojantis pasélusiame miesto kle-
gesyje” — pareiskia ,Real Time Magazine”; ,jis skamba tarsi ateivio i$ kitos planetos édamas Jimas Carrey's,
kuris dar bando parodijuoti Ella Fitzgerald” - nesiliauja Zurnalistai.

Niujorke gimes Davidas Mossas yra vienas novatoriskiausiy vokalisty Siuolaikinés muzikos scenoje. Jo balsas
aprépia 4,5 oktavos diapazona, o vokalo Zodynas yra pripildytas netikéciausiy garsy. Jis — balso mono kon-
certo formos pradininkas, surenges daugiau nei 1000 vokalo ir perkusijos recitaliy pasaulyje. Kaip unikalus
vokalistas jis aktyviai bendradarbiauja su kompozitoriais, teatrais, operomis ir festivaliais Europoje, JAV bei
Japonijoje, dalyvaudamas avangardiniuose eksperimentuose ir tarpdisciplininiuose projektuose, kuriy gar-
siausi — paskutiné Luciano Berio opera ,Cronaca del Luogo®, skandalingas Johanno Strausso operetés ,Siks-
nosparnis” pastatymas, Heinerio Goebbelso ,Surogate Cities’, Davido Luncho filmo ,Pamirstas greitkelis”
(,Lost Highway"”) operiné Olgos Neuwith versija, ,Ensemble Modern” Franko Zappos projektas ar ,Pierrot
LunaiRE: REmix 05/06" jgyvendintas kartu su ,Alter Ego”. 1999 m. jis sumané ir kartu su Antverpeno ,Mu-
ziektheater Transparant” jsteigé Gyvojo balso instituta, kuriam Siuo metu vadovauja.

Aukstaitijoje, muzikalioje $eimoje gimusi Ausriné Sikinyté 2001 m. jstojo j Lietuvos muzikos ir teatro aka-
demija, kurioje studijavo solinj dainavima. Siuo metu ji toliau tobulinasi magistrantaroje, doc. Irenos Lau-
rusienés klaséje. 2005 m. Ausriné Siksnyté tapo dviejy tarptautiniy vokalisty konkursy Italijoje ir Ukrainoje
laureate. Vokalistés repertuare ne tik klasikinés muzikos kompozicijos, bet ir baroko, dZiazo, pramoginés bei

siuolaikinés muzikos kariniai: Georgo Friedricho Héndelio, Wolfgango Amadeuso Mozarto, Georges Bizet,
Juozo Gruodzio, Vytauto Lauruo, Rodiono S¢edrino, Georgo Gershwino, Briano Howardo, Jule‘io Styne'o,
Jerome'o Kerno ir kt. Ausriné Sikényté energingai koncertuoja visoje Lietuvoje ir yra dainavusi prestizinése
Vilniaus salése.

B Tommy Anderssonas (g. 1964) - 3vedy dirigentas, kompozitorius ir pedagogas. Dirigavima jis studijavo
Stokholmo karaliskoje muzikos akademijoje, profesoriy Jorma Panula ir Erico Ericsono klasése. 1990 m. ta-
pes laisvai samdomu dirigentu, $iandiena jis diriguoja ne tik Svedijos operos teatruose, filharmonijy sceno-
se ir koncerty salése, bet ir kity Saliy simfoniniams kolektyvams: Skandinavijos, Vakary ir Vidurio Europos,
Urugvajaus.

B. Tommy Anderssonas — ambicingas dirigentas, aktyviai siekiantis tapti empatisku kompozitoriy advokatu,
perprantanciu kompozitoriy intencijas, nepaisant ar karéjas buvo baroko meistras ar yra Siuolaikinis auto-
rius. Tokie siekiai paskatino jj imtis iSsamiy atlikimo praktikos studijy ir skirtingy epochy muzikos analiziy.
Dirigento démesio centre - vélyvojo romantizmo ir XX a. pradzios kdryba, nors ne maziau entuziastingai jis
domisi senaja ir naujaja muzika. Jo repertuaro sarase galima aptikti Olivier Messiaeno simfonijg ,Turangali-
la®, Albano Bergo operas, Gustavo Mahlerio simfonijas ir dar apie 700 kity kariniy. Jis atliko beveik 120-ies
kariniy premjeras, daugiausiai nadienos $vedy kompozitoriy opusy.

1994-1999 m. B Tommy Anderssonas buvo Siuolaikinés muzikos ansamblio ,KammarensembleN” meno va-
dovas, o nuo 1998 m. jis tapo vyriausiuoju Stokholmo puc¢iamujy ansamblio dirigentu. Nuo 2003 m. jis désto
Gioteborgo universitete ir yra Svedijos nacionalinés orkestry akademijos meno ir pedagogikos vadovas.

Raminas Motiekaitis (g. 1976) 2001 m. baigé Lietuvos muzikos ir teatro akademijg, prof. Osvaldo Bala-
kausko kompozicijos klase. 1998 m. jis dalyvavo Darmstato vasaros naujosios muzikos kursuose, kuriuose
lanké Helmuto Lachenmanno ir Gyoérgy Kurtago kompozicijos seminarus. Ramino Motiekaicio kuryba uzi-
ma tarsi rezistencine pozicija naujosios lietuviy muzikos fone - kategoriskai neigdamas muzikos koncertis-
kuma, kompozitorius eina muzikiniy procesy redukavimo keliu. Jis renkasi intymy kalbéjima uzuominomis,
kur svarbiau ne ,reikSmés” generavimas, o tiesiog pats garsas, jsiklausymas j jj. Pasak autoriaus, ,tam gali
padéti tyla, kaip didziausig kravj turinti potencija” Rytietisku minimalizmu dvelkiancia estetikg autorius is-
pazjsta jau nuo pirmyjy savo opusy — elektroniniy kariniy vienodu ,Mobile” pavadinimu, kur muzika daznai
tampa sudedamaja audiovizualinio organizmo dalimi. ,Post-mobiliuoju” laikotarpiu - nuo 1999 m. (,Tylin¢iy
daikty muzika” orkestrui, ,Antrininkai ir as” chorui, ,Soliloquy” kameriniam ansambliui, ,Woods-Winds--
Waters-Winters---—-Windows” 7 fleitoms) - asketiskas elektroniniy garsy trajektorijas pakeité aktyvesni
akustiniai skambesiai. Pasak kompozitoriaus, ,tai ne stilistikos pokytis, o tik instrumentuotés pasikeitimas,
t.y. peréjimas nuo elektronikos prie akustiniy instrumenty - muzikiné intuicija isliko ta pati”.

Lietuvos muzikos informacijos ir leidybos centras
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LLygiadieniai” (2007) simfoniniam orkestrui

Mao Zedong'as rasé: ,muzika ir menas, visy pirma turi orientuotis j darbininkus, valstiecius ir kareivius”.
Josifas Brodskis rasé: ,Siandien labai paplites teiginys, esa rasytojas, ypac poetas, savo kadriniuose turjs var-
toti gatvés kalba, minios kalba. Nepaisant viso tariamo demokratiskumo ir apciuopiamos praktinés naudos
radytojui, toks tvirtinimas — tusti paistalai ir téra bandymas primesti menui istorijos vergove”. A3, paémes
siuos du teiginius giliai j Sirdj viena ranka rasiau, kita plésiau. Parases pazvelgiau ir parafrazuodamas vieng
haiku poeta tariau: ,kokia beprasmybé nuo pirmo takto iki paskutinio”. Bet ¢ia pat, su kitu haiku poetu rami-
nausi:,publika, nuo Siol jauskités saugiai, jus — Europos Sajungoje”.

Ramunas Motiekaitis

Onuté Narbutaité (g. 1956) - vienintelé moteris taip ryskiai iSkilusi tarp amziy sandirg Zenklinanciy vardy
ir bene labiausiai tarptautiniu mastu pripazjstama dabarties Lietuviy autoré. Praéjusio desimtmecio pra-
dzZioje kompozitorés kiuryba tapo Zinoma uz Lietuvos riby, kai keletas jos kameriniy ir orkestriniy kariniy
buvo atlikta jvairiuose Vokietijos miestuose bei festivaliuose. Véliau Sis langas j platy muzikinj pasaulj virto
tikru pakilimo taku j tarptautinj pripazinima.

Onuté Narbutaité - viena i$ ne tiek daug 3iy dieny kompozitoriy, kuriy muzika pazenklinta i$skirtinio asme-
niskumo Zyme; toji muzika nesileidzia bati priskiriama kuriai nors jvardytai stilistinei pakraipai, tradicijai ar
mokyklai, taciau visur yra neabejotinai ,jos” ir islieka atpaZjstama nuo pirmujy kiekvieno karinio takty. Pa-
nasiai kaip kity lietuviy ,neoromantiky” kompozitoriy kartos karyba, Onutés Narbutaités ankstyvieji opusai
buvo prisodrinti ,nakties’, ,tylos’, ,uzmarsties” jvaizdziy; neskubios tékmeés, skaidriy faktary ir nostalgisky
nuotaiky, daugiausia kamerinés instrumentinés kompozicijos neretai primindavo garsais raSomo dienoras-
¢io puslapius. Taciau skirtingai nuo savosios kartos kolegy, 3alia plataus jvairiy baseny spektro visoje jos
karyboje juntamas aristokratisko saiko pojutis, stipri kompoziciné disciplina - tai tik sustiprina emocinj $ios
muzikos paveikuma. Komponavimo racionalumas cia atsiskleidzia kruopsciai detalizuotomis faktlromis,
tiksliomis smulkesniy ir stambesniy padaly bei visos formos proporcijomis, ne iskart atsekamomis maziau-
siy detaliy sgSaukomis.

Lietuvos muzikos informacijos ir leidybos centras
Jkrantas upé simfonija” (2007) simfoniniam orkestrui

Karinys atsirado 2007-aisiais Varsuvos rudens festivalio uzsakymu. Bergzdzia buaty cia ieskoti muzikiniy
upés tékmeés atitikmeny ar panasiy konkreciy vaizdiniy. Tai, kas gal bat méginama perteikti yra veikiau sie-
los judesiai. Metaforiskas pavadinimas — nesinoréjo vadinti tiesiog Simfonija Nr. 4, - susiformavo jau muzika
parasius ir kreipia link poetiniy bei mitiniy 3iy zodziy prasmiy. Si vienadalé Simfonija yra savotitka pasku-
tinio simfoninio mano opuso ,La barca” (2005) minties tasa. Dar tus¢iame pirmame juodrascio puslapyje

uzradiau ir italiskg darbinj pavadinima: Il contorno dell’Angelo” (,Angelo konturas”). Tarp Siy opusy esama
kai kuriy sasauky, taciau kartu ir nemaza skirtumy, visy pirma pacioje formoje, taip pat orkestro faktarose,
skambesio spalvose. ,krantas upé simfonija“, kaip ir dera simfonijai, pagrjsta kontrastais: nuo intensyviai vil-
nijanciy tutti véliavy, tirSty akordy ir mano ligsiolinei muzikai nebadingy placiy ,nuogy” unisony iki visiskai
intymaus, kamerisko skambesio, kai orkestras traktuojamas kaip didelis pavieniy instrumenty ansamblis.
PrieSingai nuolat banguojanciai, daugiasluoksnei ir sykiu monolitiskai ,La barcai’, Sioje Simfonijoje galima
gana aiskiai atskirti tris emociskai ir struktariskai skirtingas formos padalas, kuriy kiekviena mazdaug dvi-
gubai trumpesné uz pries tai buvusia. Antra vertus, harmoniné-intonaciné medziaga labai vientisa, muzikos
tékmé persmelkta jvairiy muzikiniy zenkly pasikartojimais, tarp kuriy ir nuolat iSnyranti asis — garsas H
- nuo kurio ir prasideda Simfonija. (Hesperidés, saulélydzio deivés — vienas i$ mitiniy kranty uz pasaulio
riby?)

Sj opusa dedikavau savo sunkiai serganciai, bet nuostabiai stipriai Mamai. Deja, ji jo nebeigirs. Salia dedika-
cijos partitdroje uzrasiau fragmenta is Czestawo Mitoszo eiléras¢io Medytacja (Berkeley, 1990): Wedrowiec,
popasajacy u niewidzialnych wéd, podtrzymywate$ maty ogieniek w mroku. (Klajinas, sustojes prie nematomujy
vandeny, rakuose laikei maza Ziburélj) Mano dabarties pasikeitusioj $viesoj Sio motto prasmé labai sukonkre-
téja, ypac turint galvoj visa eiléradc¢io konteksta.

Onuté Narbutaité

Kompozitorius ir rezisierius Heineris Goebbelsas (g. 1952) — nepaprastai ryskus Siuolaikinés muzikos ir tea-
tro terpés atstovas, kuriantis utopinj, socialinj multimedijos teatra, stiksantj ant aukstosios kultiros griu-
vésiy. Siam menininkui vienam i$ nedaugelio pavyko istrinti, regis, nepanaikinama takoskyra tarp operos ir
teatro. Heinerio Geobbelso muzika - tai keliy stiliy mikstara, kurioje istirpintos akademinés, dZiazo ir roko
jtakos.

Frankfurte prie Maino Heineris Goebbelsas baigé muzikos ir socialiniy moksly studijas. Visai netrukus kriti-
ne Frankfurto mokyklos teorija jis susiejo su gatviy mustyniy patirtimi ir 1976 m. jkuré ,So-Called Left-Ra-
dical Brass Band” grupe, o kartu su saksofonininku Alfredu Harthu grojo kairiyjy pazitry autoriaus Hannso
Eislerio karyba. 1982-1992 m. jis buvo avangardinio rodo grupés ,Cassiber” narys. Tuo pat metu rasé muzi-
ka teatrui, kinui ir baletui, pradéjo kurti audio spektaklius Heinerio Millerio tekstais.

9-0jo desimtmecio viduryje kompozitorius émé rezisuoti savo karinius. Tada uzsimezgé ilgametis bendra-
darbiavimas su ,Ensemble Modern’, kuris entuziastingai griebé realizuoti menininko sumanymus. Kritikai
nuolat atkreipdavo démesj j politing Heinerio Goebbelso kariniy prigimtj, kylancia i$ kairiyjy paziary auto-
riy Bertolto Brechto ir minétojo Hannso Eislerio jtaky.

Per pastaruosius metus Heineris Goebbelsas jsiverzé | europietiskajj auk$tojo meno pasaulj: jis autorite-
tingas pedagogas, nuolat kvieciamas déstyti Europos universitetuose; jo laiméjimy sarase daugiau nei 30
punkty prestiziniy apdovanojimy, nominacijy, grand prix; beveik visi jo muzikinio teatro kdriniai buvo at-
likti daugiau kaip 50 karty garsiuose muzikos ir teatro festivaliuose Europoje, JAV, Japonijoje, Australijoje,
Singapdre.
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Kariniai i$ ciklo,,Surrogate Cities” (1993-1994) balsui, mecosopranui, simfoniniam orkestrui ir sempleriui

LSurrogate Cities” — tai bandymas i$ jvairiy pusiy pazvelgti | didmies¢io fenomena, papasakoti didmiesciy
istorijas, atsiverti jiems, stebéti juos; tai metropoliy medziaga, susikaupusi bégant laikui. 5 karinj i§ dalies
inspiravo tekstai, taciau ne ka menkiau jkvépé ir tapyba, konstrukcijos bei garsai. Cia svarbus orkestro ir
semplerio sugretinimas bei pastarojo gebéjimas skleisti jprastiniam orkestro skambesiui svetimus garsus
bei triukmus. Asociacijose iskyla realaus, neabejotinai priestaringo, bet galiausiai teigiamo modernaus
didmiescio jvaizdis. AS neketinau atkurti miesto visumos ar parodyti jj stambiu planu i$ arti; mano intencija
- pabandyti miestg perskaityti kaip teksta ir iSversti Siek tiek jo mechanikos bei architektdros j muzika.
<>

Kai mastome apie varomasias didmiescio jégas, asmenybé visada atsiduria silpnojo, pazeidziamojo pozici-
joje. Menas maistauja prie$ tokia slegiancia struktra, remdamas subjektyvyji elementa. Muzika taip pat
kuriama remiantis subjektyviu faktoriumi, nes kompozitoriai daznai savo kiryba pagrindzia teiginiais, kad
jie ,turi istrakti i$ sistemos” Man tai tinka tik i$ dalies. AS stengiuosi Siek tiek atsitraukti: a$ kuriu kazka,
véliau tai pateikiu publikai, o i reaguoja j muzika, atrasdama joje erdve, kurig gali uzpildyti savomis asoci-
acijomis ir idéjomis.

1S pokalbio su Heineriu Goebbelsu

D&C"

4D & C" - tai akustinis statinys; ne iliustratyviai animuotas didmiescio portretas, bet pats jo konstrukci-
nis stuburas: kampai, kolonos, sienos ir fasadai. Nors ¢ia nesiremiama jokiais specifiniais architektoniniais
vaizdiniais ar konkreciais miestais, panaSumai néra atsitiktiniai. Antai, penki baigiamieji kumsc¢io smugiai,
galiausiai sunaikinsiantys miesta Kafkos apsakyme ,Miesto herbas’, pradeda ,D & C" ir pakartotinai per-
traukia vaizdy atkarpas.

Kompoziciniu pozidriu, jvairios karinio dalys sukurtos kaip ,D" ir,,C" auks¢iy variantai.

Heiner Goebbels

~Surrogate”

Ji béga. Kodél?... Kas vercia jaung moterj bégti? Dienos metu? Didmiestyje? <..> Atrodo, tarsi véluotum.
Lyg batum ka pamirsus. Tarsi tau reikty j banka, pas gydytoja ar advokata. Tarsi tu neturétum automobilio.
UzZsisvajotum per pusrycius. MazZai pasakytum. <...> Atrodo, tarsi batum apgauta.

Atrodai, lyg tave buty ka tik uZpuole. Tarsi bltum k3 tik pabégus i$ Ryty. <...> Tarytum pajutus laisvés skonj.
Tarsi pamacius kazka, kas priverté tave pasukti atgal. Tarsi batum kazkada Zinojus, ko labiausiai nori. Bég-
dama atrodai lyg batum kazka praradus. Arba pavogus. Arba kazka pasakius. Sumelavus. <..> Tu atrodai,
tarsi zinotum kazka tokio, ko nezino niekas kitas. Tartum kazkada batum Zinojus, ko labiausiai nori. <..> Ir

bégdama atrodai tarsi batum nauja. <..> Bégdama gatvéje atrodai nepritapus. Tarsi bedarbé. Ne-vokieté.
Surogatas.

Hugo Hamilton Surrogate City

»The Horatian - Three Songs”

Si medziaga senoving, perduota mums dar Tito Livijaus ir atkurta daugelyje spektakliy (nuo Pierre
Corneille’io iki Bertolto Brechto) bei opery (nuo Domenico Cimarosos iki Saverio Mercadante’s). Tai pilietinj
kara primenantis dviejy kaimyniniy miesty konfliktas, kai siekiant minimaliy nuostoliy, j kova turi stoti du
vyrai, nors juos ir sieja giminystés rysiai (vienas yra susizadéjes su kito seserimi). Kai vienas i$ Horacijy, ats-
tovaujantis Romai, jveikia uz Albos miesta kovojantj Kuriacijy, jis negaili savo gyvybés ir tikisi, kad namuose
jam bus atlyginta pergalingu sutikimu. Kai vietoje triumfo jo sesuo apsipila asaromis, jis ja nuzudo. Dabar
Roma turi du asmenis viename - nugalétojg ir zudika. Kaip su juo reikéty elgtis? Tai pagrindinis klausimas
¢ia adaptuotame Heinerio Miillerio kdrinyje.

,Die Faust im Wappen”
Visos tame mieste gimusios legendos ir dainos yra pilnos ilgesio i$pranasautai dienai, kai miesta sunaikins
penki milzinisko kumscio smagiai. Dél Sios priezasties sugniauztas kumstis pavaizduotas ir miesto herbe.

Franz Kafka The City Coat Of Arms

,In the Country of Last Things”

Tai paskutiniai daiktai, parasé ji. Vienas po kito jie iSnyks ir niekad nebegrjs. A galiu papasakoti tau, apie
tuos, kuriuos maciau, apie tuos, kuriy jau nebéra, bet abejoju, kad tam bus laiko. Dabar viskas vyksta per
greitai. <...> Tai paskutiniai daiktai. Vieng dieng namas ¢ia yra, kita dieng jo jau nebéra. Gatvés, kuria dar
vakar éjai, Siandien jau nebéra. <...> Kai gyveni didmiestyje, iSmoksti nieko nelaikyti savaime suprantamu
dalyku. Uzsimerk akimirkai, nusisuk paziaréti kazkur kitur, ir tai, kas ka tik buvo pries tave, staiga pradings.
Supranti, niekas neissilaiko. <...> Kai daiktas dingsta, tai yra jo pabaiga. <...> Stai ka miestas tau padaro.
Jis i8virks¢iai apsuka tavo mintis. Jis vercia tave noréti gyventi ir tuo pat metu stengiasi atimti i$ taves tavo
gyvenima. Nuo to nejmanoma pabeégti. Arba tai darai, arba ne. Ir jei darai, negali bati tikras, kad ir kitg karta
tai darysi. O jei ne, tu niekada to nedarysi.

Paul Auster In the Country of Last Things
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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 orchestra played the first con-
cert in a new modern hall of Vilnius Congress Palace. Playing for 17 years now, the orchestra has played more
than 1000 concerts in Lithuania and abroad: in West, South and Middle Europe, in Taiwan. Each season the or-
chestra plays new compositions and projects; complex compositions by foreign and Lithuanian composers are
prepared. Exclusive event in the work of orchestra became playing all symphonies by Gustav Mahler and Ludwig
van Beethoven.

The State Orchestra has performed 10 operas for the first time in the history of symphonic orchestras: Rich-
ard Wagner’s operas Der fliegende Hollander (1995) and Parsifal (2004 first performance in Lithuania), Richard
Strauss'’s Salome (1997), Giacomo Puccini’s Tosca (1996), Turandot (1999), Giuseppe Verdi's Otello and Simon Boc-
canegra (2001), Piotr Tchaikovsky’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; in 2006 it played
Wolfgand Amadeus Mozart’s The Magic Flute and staged Giacomo Puccini’s Bohema. LNSO frequently plays with
world known performers: Violeta Urmana, Sergey Larin, David Geringas, Maksim Shostakovich, Badri Maisu-
radze, Aleksandr Paley, Ralf Gothéni, Roger Muraro, etc.

David Moss (b. 1949) — singer, reciter, actor, percussionist, improvisator, composer, pedagogue, creative con-
tributor at the theatre... David Moss has studied history of Russia at the Trinity College in Dublin, as well as
percussion and composition at the Wesleyan University in Middletown, Connecticut, USA. He has developed
his voice on his own. High Performance magazine describes him as Enrico Caruso of the avant-garde; Real Time
Magazine writes: “the singer David Moss is cantorial, David Byrne-ish, Beat-cool, raving post-Berio in the mad
gabble of the city” “Moss sounds like Jim Carrey doing an impression of Ella Fitzgerald while being eaten by the
creature from Alien” - write other journalists.

Born in New York, David Moss is one of most innovative vocalists of contemporary music scene. Moss has 4 & V2
octave vocal range, and his vocal vocabulary is full of most surprising and unexpected sounds. David Moss is the
pioneer of the solo concert form, and has presented over 1000 solo percussion and voice concerts around the
world. As a unique vocalist, he has collaborated with composers, theatre directors, and opera houses throughout
Europe, Japan, and the USA. He took part in a number of experirmental avant-garde art works and inter-disci-
plinary arts projects including the most famous of those — Luciano Berios' last opera Cronaca del Luogo, scandal-
ous staging of Johann Strauss’ operetta Die Fledermaus, Surrogate Cities by German composer/director Heiner
Goebbels, Olga Neuwirth's opera version of David Lynch’s film Lost Highway, the Ensemble Modern’s Frank Zappa
project, Pierrot LunaiRe: REmix 05/06 performed together with the Alter Ego Ensemble. In 1999, David Moss con-
ceived and co-founded (with Muziektheater Transparant), the Institute for Living Voice, of which he is currently
Artistic Director.

Ausiné Sikdnyté comes from a musical family in Aukstaitija (Highlands - one of the five ethnographic regions
in the Northeast of Lithuania). In 2007, she entered Lithuanian Academy of Music and Theatre to study vocal
music performance. Currently she is in her Master studies program, in the class of docent Irena Laurusiené. In
2005, Ausriné Siksnyté became a laureate of two international vocal performance contests in Ukraine and Italy.

Her repertoire includes classical music compositions, as well as the musical works from baroque, jazz, light and
contemporary music genres, including the following composers: Georg Friedrich Handel, Wolfgang Amadeus
Mozart, Georges Bizet, Juozas Gruodis, Vytautas Laurusas, Rodion Shchedrin, George Gershwin, Brian Howard,
Jule Styne, Jerome Kern, and others. Ausriné Sikdnyté gives concerts in the whole Lithuania including the high
prestige concert halls in Vilnius.

B Tommy Andersson (b. 1964) - Swedish conductor, composer and pedagogue. While studying at the Royal
University College of Music in Stockholm, he took lessons in orchestral conducting with Prof. Jorma Panula and
Prof. Eric Ericson. After becoming a freelancing conductor in 1990, he has been invited to conduct symphony
orchestras in various opera houses, philharmonic and concert halls in Sweden and abroad: Scandinavia, Western
and Middle Europe, as well as Uruguay.

B Tommy Andersson is an ambitious conductor, actively seeking to become an empathic composers’ advocate,
recognising the intention of the composer be it a baroque artist or a contemporary composer. This has led to ex-
tensive studies of performance practise and source material from different periods. He takes special interest to
the creative works of the late romanticism and the beginning of the 20th century, although he is very interested
in older and contemporary music as well. His repertoire list includes Olivier Messiaen’s Symphony Turangalila,
Alban Berg’s two operas Wozzeck and Lulu, symphonies of Gustav Mahler, as well as other 700 music works. He
has conducted the first performances of more than 120 works, primarily by Swedish composers.

During the years 1994-1999 B Tommy Andersson was Music Director of the KammarensembleN, an ensemble
for contemporary music, and in 1998, he became the senior conductor of Stockholm Wind Ensemble. Since
2003, he is a Professor at Gothenburg University, Artistic and Pedagogical Director of the Swedish National
Orchestra Academy.

Ramuanas Motiekaitis (b.1976) graduated from Lithuanian Academy of Music and Theatre in 2001 where he
studied composition under Prof. Osvaldas Balakauskas. In 1998 he attended the Darmstadt summer courses for
new music, where he took part in Helmut Lachenmann and Gyorgy Kurtag’s composition seminars. Ramunas
Motiekaitis’ works appear to take a resistant position within the context of new Lithuanian music: the com-
poser rejects concert music, and travels the path of reductionism of musical processes. He chooses intimate
expression and the language of allusions, wherein the very sound and the hearing are more important than
generating any ‘meaning. According to the composer, “silence, with its potential to carry the greatest weight,
can help here”. The composer advocated such minimalist, oriental-like aesthetics from his very first opuses - a
series of electronic pieces bearing the same title Mobile, where the music often becomes a component of an
audio-visual organism. In his ‘post-mobile’ period beginning in 1999 (Music of Silent Things for orchestra, Coun-
terparts and Me for choir, Soliloquy for chamber ensemble, Woods-Winds--Waters-Winters—---Windows for 7 flutes),
he replaces ascetic pathways of electronic sounds with more active acoustic ones. According to the composer,
“it's not a transformation of style, it's simply a change in instrumentation, i.e, a shift from electronic to acoustic
instruments. The musical intuition remains the same.”

Lithuanian Music Information and Publishing Centre
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Equinoxes (2007) for symphony orchestra

Mao Zedong wrote: “music and art should primarily be oriented towards the working class, peasants and
soldiers!” Joseph Brodsky wrote: “these days, one may see a prevalent notion that a writer or a poet should
use the tongue of the street and the crowds in his work. Regardless of all the seeming democracy and tan-
gible practical benefit for the author, such a notion is just an idle talk in an attempt to impose the slavery
of the art for the history.” As a composer, | took these two notions to my heart and wrote the piece with one
hand while tearing it apart with the other. Upon the completion | looked at it and paraphrasing one haiku
poet | said: “what complete nonsense from the first bar to the last” But at the same time | consoled myself
with the help of another haiku poet: “dear audience may feel safe now — you are in the European Union.”

Ramunas Motiekaitis

Onuté Narbutaité (b. 1956) is one of the few contemporary turn-of-the-century Lithuanian female com-
posers and perhaps the one with the biggest international acclaim. In the beginning of the 1990s the
music of Onuté Narbutaité became known outside Lithuania through performances of her chamber pieces
and large-scale works in various German cities and festivals. Later this window onto wide musical world
became for Narbutaité a true international springboard.

Onuté Narbutaité is one of the rather few contemporary composers, whose music bears a mark of ex-
traordinary individuality; this music does not yield to being associated with any established stylistic trend,
tradition or school, but is always undoubtedly ‘hers’ and remains recognisable from the very first bars of
each composition. Like many compositions created by the generation of Lithuanian ‘neo-romanticist’ com-
posers, her's early opuses abounded in images of ‘night, ‘silence, ‘oblivion, unhurried flow, transparent
textures and nostalgic moods. However, from the outset Onuté Narbutaité’s music was noted for certain
features that distinguished her from contemporary fellow composers. Along with a wide range of vari-
ous states, composer’s entire work is noted for a sense of aristocratic measure and strong compositional
discipline, which only enhances the emotional impact of her music. The rationality of composition here
is expressed by meticulously detailed textures, exact proportions of smaller and larger sections and the
overall form, and understated interplay of minute details.

Lithuanian Music Information and Publishing Centre
bank river symphony (Symphony No. 4) for symphony orchestra

bank river symphony commissioned by the Warsaw Autumn Festival appeared in 2007. There is no point in
looking for musical equivalence to the flow of a river or any other concrete images. What | try to convey is
the movements of the soul. The metaphorical title (I had no wish to call it just Symphony No. 4) only formed
after the music had been finished, directs into poetic and mythic meanings of the words. This one-part
Symphony can be regarded as a continuation of the thought expressed in the last of my symphonic pieces

La barca (2005). On a blank first rough page | also wrote down an Italian working title Il contorno dell’Angelo
(Contour of an Angel). In spite of certain links connecting these two works, there are numerous differences
clearly reflected, firstly, in the form, and then in the orchestral texture and in the colouring of the sound.
bank river symphony is typically based on contrasts: from intense fluttering of tutti flags and wide ‘bare’
unisons, so untypical of my previous music, to an absolutely intimate chamber sound, when the orchestra
is treated like a large ensemble of separate instruments. In contrast to continuously waving, multi-layered
and at the same time monolithic La barca this Symphony clearly features three emotionally and structur-
ally different units, each of which is nearly twice as short as the previous one. On the other hand, there is
evident integrity of harmony and intonation, and the flow of music is saturated with a variety of repetitive
musical symbols, centered around the constantly emerging axis - sound H - the one that Symphony starts
with. (Hesperides, the nymphs of Sunset, a kind of mythic banks beyond the boundaries of the world?)

| had dedicated this work to my Mother, suffering from a severe illness and remarkably strong. Unfortu-
nately, she will not hear it. Next to the dedication, in the score, | have inscribed a passage from Czeslaw
Milosz’s poem Medytacja (Berkeley, 1990): A wanderer who stopped by the invisible waters holding a tiny light
in the mists. In the light of my transitional present, the meaning of this motto has acquired a more concrete

meaning, especially in view of the overall context of the poem.
Onuté Narbutaité

The composer and director Heiner Goebbels (b. 1952) belongs to the most important exponents of the
contemporary music and theatre scene, the creator of utopian socialist multimedia theatre, staged on the
rubble of high culture. He is one of the few artists, who apparently managed to obscure the indelible di-
vide between opera and theatre. The music of Heiner Goebbels is a mixture of several music styles bearing
intermixed influences from academic music, jazz and rock genres.

Goebbels studied Sociology and Music in Frankfurt/Main. Shortly after that, he combined the critical the-
ory of the Frankfurt School with his street-fighting experiences in the So-Called Left-Radical Brass Band,
and played Hanns Eisler music in a duo with saxophonist Alfred Harth. In 1982-1992, he played in an avant-
garde rock band the Cassiber. Meanwhile, he wrote music for theatre, movies and ballet, and started creat-
ing stage compositions based on the texts of Heiner Miller.

In the mid eighties, Heiner Goebbels started to direct his own compositions. At that time, a long-term co-
operation has been formed between the composer and the Ensemble Modern, a music group that started
bringing the ideas of Heiner Goebbels to life with big enthusiasm. Critics often took notice of the political
nature of the composer’s creative works, influenced by the leftist ideas of the authors Bertolt Brecht and
Hanns Eisler.

In recent years, Heiner Goebbels has been increasingly acknowledged in the European higher culture world.
As a well-known pedagogue, he is constantly invited to read lectures at a number of Universities in Europe;
Composer’s list of awards includes over 30 prestigious awards and nominations; nearly all of his music thea-
tre works have been performed more than 50 times on the major music and theatre festivals.
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From the cycle Surrogate Cities (1993-1994) for voice, mezzo soprano, big orchestra and sampler

Surrogate Cities is an attempt to approach the phenomenon of the city from various sides, to tell stories
of cities, expose oneself to them, observe them; it is material about metropolises that has accumulated
over the course of time. The work was inspired partly by texts, but also by drawings, structures and sounds,
the juxtaposition of orchestra and sampler playing a considerable role because of the latter’s ability to
store sounds and noises ordinarily alien to orchestral sonorities. The associations | have are with a realistic,
certainly contradictory, but ultimately positive image of the modern city. My intention was not to produce
a close-up but to try and read the city as a text and then to translate something of its mechanics and ar-
chitecture into music. <...>

When it comes to the power dynamics of the city, the individual is always the more vulnerable party. Art
rebels against this overpowering structure by strengthening the subjective element. Music, too, is com-
posed from a highly subjective perspective, for composers usually justify what they write by saying that
they ‘need to get it out of their system! That is only partly true for me. | try to gain a bit more distance: |
construct something that confronts the audience, and the audience reacts to it, discovering in the music a
space they can enter complete with their associations and ideas.

From a conversation with Heiner Goebbels

D&C

D & C is an acoustic edifice; not an illustratively animated portrait of a city but its very structural backbone:
corners, pillars, walls, facades. Though no specific architectonic images or particular cities are invoked,
similarities are not coincidental, for instance to the five final fist-blows that will ultimately destroy the city
in Kafka's story The City Coat Of Arms, which open D & C and repeatedly cut swathes through the images.

From a compositional standpoint, the various parts of the work are developed as variants on the pitches
of Dand C.

Heiner Goebbels

Surrogate

She has been running. What for?... What makes a young woman run? During the day? In the city? <...> It
makes you look like you're late. Forgotten something. Like you need to get to a bank, or a doctor or an at-
torney. Like you don’t own a car. Dream a lot over breakfast. Say little. <...> It makes you look like you've
been tricked.

It makes you look like you've just been attacked. Like you've just escaped from the East. <...> Like you've
had a taste of freedom. Like you've seen something that made you turn back. Like you once had an idea
what you wanted most. Running makes you look like you've lost something. Or stolen something. Or said
something. Told lies. <...> It makes you look like you know something that nobody else does. Like you once

had an idea of what you wanted most. <...> And running makes you look like, like you're new. <...> Running
in the street makes you look like you don't belong. Like you're unemployed. Un-German. Surrogate.

Hugo Hamilton Surrogate City

The Horatian - Three Songs

The material is ancient, passed down to us by Livy and the subject of numerous plays (from Corneille to
Bertolt Brecht) and operas (from Domenico Cimarosa to Saverio Mercadante): a civil-war-like conflict be-
tween two neighboring cities, with battle to be done by two men on their behalf, to keep the losses at a
minimum. Although they are related (one is engaged to the other’s sister), when one of the Horatii; repre-
senting Rome, defeats the Curiatius, fighting for Alba, he does not spare his life and hopes to be rewarded
for it at home by a triumphal reception. When his sister bursts into tears instead, he slays her. Now Rome
has two men in one. A victor and a murderer. How is he to be dealt with? That is the principal question of
Heiner Mdiller’s adaptation.

Die Faust im Wappen

All the legends and songs that came to birth in that city are filled with longing for a prophesied day when
the city would be destroyed by five successive blows from a gigantic fist. It is for that reason too that the
city has closed fist on its coat of arms.

Franz Kafka The City Coat of Arms

In the Country of Last Things

These are the last things, she wrote. One by one they disappear and never come back. | can tell you of the
ones | have seen, of the ones that are no more, but | doubt, there will be time. It is all happening too fast
now. <...> These are the last things. A house is there one day, and the next day it is gone. A street you
walked down yesterday is no longer there today. <...> When you live in the city, you learn to take nothing
for granted. Close your eyes for a moment, turn around to look at something else and the thing that was
before you is suddenly gone. Nothing lasts, you see. <...> Once a thing is gone, that is the end of it. <...>
That is what the city does to you. It turns your thoughts inside out. It makes you want to live and at the
same time it tries to take your life away from you. There is no escape from this. Either you do or you don't.
And if you do, you can't be sure of doing it the next time. And if you don't, you never will again.

Paul Auster In the Country of Last Things
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,Stella Hermetica” (2007) sopranui, instrumentiniam ansambliui ir elektroninés muzikos grupei
tekstai Isaaco Newtono, Mikotajaus Koperniko, Leono Stepanausko ir Martyno BialobzZeskio

Dviejy jaunosios lietuviy kompozitoriy kartos bendras projektas ,Stella Hermetica” — i$ vienos pusés naivus
bandymas savitai pazvelgti j mus supantj pasaulj, Zmogaus ir Visatos ry3j. I3 kitos pusés — laisvy asocia-
cijy kolekcija nuo Mikalojaus Koperniko heliocentrinés sistemos iki Tokijo bary triukSmo. Autoriai laisvai
naudoja moksliniy traktaty tekstus, ¢ia pat jungdami juos su jvairiais realaus Siuolaikinio pasaulio garsais,
elektronika, sinfonijetés skambesiu.

Taip pat tai mazyté duoklé Zymiam lietuviy iSradéjui Kazimierui Semenaviciui. 1650 metais Amsterdame jis
iSleido veikala ,Didysis artilerijos menas” (Artis Magnae Artilleriae), kuriame jis pirmasis Europoje pagrindé
daugiapakopés raketos veikimo principus.

Martas BialobZeskis ir Jonas Jurkanas

Martyno BialobZeskio (g. 1976) kiryba maitina trys pagrindiniai 3altiniai: akademiné, teatro ir populiarioji
$okiy muzika, i$ kuriy autorius né vienai pirmenybés neteikia. Sios skirtingos sritys daznai veikia viena kita,
trindamos aiskias stiliaus bei Zanro ribas. Dar studijuodamas Martynas BialobZeskis pradéjo jungti akade-
mine ir populiarigjg muzika (nuo 1997 m. kaip muzikos ir teksty autorius bendradarbiauja su jvairiomis
Lietuvos grupémis: lietuvisko techno pionieriais ,Exem’, taip pat ,Sel’, ,Happyendless’, ,Mango”). Kompo-
zicijose kameriniam ar simfoniniam orkestrui jis naudoja Sokiy muzikos ritmus, dermes, harmonijg ir emo-
cinj uztaisa (,I3siskyrimai’, ,Symphom? ,Tarsi nuspaudus Play”). Sios muzikos taip pat jungiamos derinant
akustinj ir elektroninj skambesius (,Radio CMB’, ,Pro/Free’, ,Tarsi nuspaudus Play’, ,e-Sax”), o organiskiau-
sig akademizmo ir popmuzikos sinteze autorius realizuoja muzikoje teatrui, kurig daznai formuoja pasi-
telkdamas stilistinj koliaza (pvz., kabareto, klubinés muzikos ir eksperimentinés elektronikos gretinimas
spektaklyje ,IStisy dieny, istisy nakty kronikos").

1994-1999 m. Martynas Bialobzeskis studijavo Lietuvos muzikos ir teatro akademijos prof. Juliaus Juze-
lino kompozicijos klaséje. Nuo 2000 m. jis vadovauja Lietuvos kompozitoriy sajungos Jaunimo sekcijai, o
nuo 2001 m. yra ,Druskomanijos” festivalio vadovas. 2000-2006 m. kompozitorius dirbo garso rezisieriumi
Valstybiniame jaunimo teatre.

Lietuvos muzikos informacijos ir leidybos centras

Jonas Jurkinas (g. 1978) mokési dZiazo gitaros paslapciy pas Stasj Daugirda, taip pat skulptiros meno An-
tano Vienozinskio mokykloje Vilniuje (1991-1994). Muzikos kompozicija jis studijavo Lietuvos muzikos ir
teatro akademijoje Vytauto Barkausko klaséje, o magistro studijas tesé Rimanto Janeliausko klaséje. Elek-
troakustinés ir instrumentinés kompozicijos studijas jis gilino Lijono nacionalinéje muzikos ir Sokio konser-
vatorijoje pas D. Lorraing ir R. Pascalj (2002-2003). Jonas Jurkinas dalyvavo jvairiuose kompozitoriy meis-
triSkumo kursuose, kuriuose désté Louisas Andriessenas, Meredith Monk, ,Bang on a Can” kiréjy grupé:
Michaelas Gordonas, Davidas Langas ir Julia Wolfe.

Kompozitoriaus karybos spektras driekiasi nuo kameriniy (,welLLcome/farewell” 2006, ,Evidence #2"
2006, ,Homeopathie” 2004, ,Greetings to Glass” 2003) ir orkestriniy kariniy (,Kolekcija. Sesiolika ant prie-
kalo” 2007, ,Divertimento” 2005) iki elektroniniy multimedijos projekty teatro scenai (,Metamorphosis’,
+Zap. 4 elementai” 2006, ,Aidas ir Aida” 2005), muzikos kino filmams (,Mano tévas” 2007, ,Varny eZeras”
2007,,Spanish for adults” 2007).

Soprano Asmik Grigorian vokalg lavino operos jzymybés: motina, lietuviy dainininké Irena Milkeviciaté ir
tévas, armény tenoras Gehamas Grigorianas. 2006 m. baigusi vokalo magistrantiirg Lietuvos muzikos ir te-
atro akademijoje Asmik Grigorian Siandien jau turi savo gerbéjy rata. Ypac suzavéjusi klausytojus Violetos
vaidmeniu Giuseppe's Verdi operos ,Traviata” pastatyme Lietuvos nacionaliniame operos ir baleto teatre,
uz §j vaidmenij, kaip geriausig 2005 m. debiuta, dainininkés talentas jvertintas,Auksiniu scenos kryziumi".

2004 m. Asmik Grigorian atliko Felikso Bajoro Simfonijos Nr. 5 balsui ir simfoniniam orkestrui premjera.
Tais paciais metais Batumio operos teatre (Gruzija) jaunoji solisté buvo pakviesta sudainuoti Dezdemo-
na koncertiniame Giuseppe's Verdi ,Otelo” atlikime, o su BBC simfoniniu orkestru, diriguojant Gianandreai
Nosedai, Asmik Grigorian atliko Priliepos partija Piotro Caikovskio ,Piky damoje” Mancesteryje. 2005 m.
,Opera Ireland” teatre sopranas dainavo Dong Ana Wolfgango Amadeuso Mozarto ,Don Zuane’, o pernai
- Spenderiano teatre A. Tigramono ,Anus” (reZisierius Gehamas Grigorianas). Latvijos nacionalinéje opero-
je ji dainavo Zuzang Wolfgango Amedeuso Mozarto ,Figaro vedybose”. Solisté buvo viena i$ jaunujy operos
atlikéjy, pakviesty j Giacomo Puccini,Bohemos” pastatyma Kongresy rimuose 2006 m.

2002 m. ,Gaidos” festivalio jkurtas kolektyvas — didelés sudéties (sinfonijetés tipo) Siuolaikinés muzikos
ansamblis — ne kartg jrodé, kad geba profesionaliai atlikti jvairiy stiliy naujaja muzika. ,Gaida Ensemble”
sékmingai uzpildo ilgg laika buvusig tuscia nisa (iki tol panasaus pobudzio kolektyvo Lietuvoje nebuvo)
lietuviskos muzikos panoramoje, entuziastingai ir preciziskai interpretuodamas sudétingiausius lietuviy
bei uzsienio kompozitoriy opusus, inspiruodamas naujas karybines idéjas, skatindamas vertingy kariniy
atsiradima.

| ansamblj suburti geriausi Lietuvos instrumentalistai-solistai, kolektyvo programoms parengti kvie¢iami
skirtingi dirigentai, turintys ypatinga patirtj Siuolaikinés muzikos srityje. Pirmaja ansamblio programg 2002
m. ,Gaidos” festivaliui parengé suomiy dirigentas Jussi Jaatinenas, su kuriuo 2003 m. ansamblis sékmingai
koncertavo Berlyno ,MaerzMusik” festivalyje. 2003-yjy ir 2006-yjy ,Gaidos” festivaliuose ansambliui diri-
gavo belgy dirigentas Danielis Gazonas.

Ansamblio repertuare - ryskiausiy lietuviy autoriy bei tokiy pripazinty kompozitoriy kaip Gyorgy Ligeti,
Luca Francesconi, Gérard'as Grisey, Johnas Adamsas, Kaija Saariaho ir kity autoriy kariniai. 2004 m. ,Gai-
da Ensemble” sékmingai pasirodé ,Klangspuren” festivalyje Austrijoje kartu su jZymiu brity smuikininku
Irvine’u Arditti. 2004 m. ansamblis dalyvavo garsiojoje Venecijos bienaléje, kurioje su Toskanos simfoniniu
orkestru atliko Vykinto Baltako karinj ,Poussla”. 2005 m. ,Gaida Ensemble’, kartu su dirigentu Robertu Ser-
veniku, dalyvavo Slovakijos Siuolaikinés muzikos festivalyje ,Melos-Ethos”. O 2006 m. ,Gaidos” festivaliui
kolektyvas parengé dvi skirtingas — kamerinés muzikos ir muzikos kino filmams - programas.
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,Pieno lazeriai” buvo pirmas lietuviskas atsakas | Europoje neseniai atgijusj susizavéjima tiek 80-tyjy fe-
tidine sintezatorine popmuzika, tiek 60-tujy ekscentriska ,kosminés eros popmuzika” Energingi elektro-
niniai ir akustiniai bagnai, lengvai jsimenamos dziazinés melodijos, elementarios sintezatoriy linijos, retro
muzikos citatos ir pasitaikancios linksmai absurdiskos eilutés (pvz., ,robotas irgi Zzmogus”) moja ranka to-
kioms Vakary grupéms kaip ,Stereo Total” arba ,Lali Puna” Si giminysté turbat ir lémé, kad abu ,Pieno
lazeriy” albumus isleido autoritetinga naujajg lounge muzika leidZianti vokieciy jrasy kompanija ,Phazz-a-
delic”. Tac¢iau grupés muzikoje yra pakankamai daug vietiniy prieskoniy, leidZianciy akimirksniu atpazinti
jos lietuviska kilme ir pritarti uzkre¢iantiems ,Pieno lazeriy” hity priedainiams.

Lietuvos muzikos informacijos ir leidybos centras

Modestas Pitrénas (g. 1974) yra vienas profesionaliausiy ir labiausiai vertinamy jauny Lietuvos dirigenty.
Chorinj, operinj ir simfoninj dirigavima jis studijavo Lietuvos muzikos ir teatro akademijoje, o 1995-1996
m. tobulinosi garsiojoje Zalcburgo muzikos ir vaizduojamojo meno mokykloje ,Mozarteum”. Véliau dalyvavo
zymiy dirigenty, tokiy kaip Esa-Pekka Salonenas, Jorma Panulas, Helmutas Rillingas ir kity seminaruose bei
meistriSkumo kursuose.

Nepaisant jauno amziaus, Modestas Pitrénas sukaupé didele ir vertinga patirtj dirbdamas su jvairiais muzi-
kiniais kolektyvais. Bidamas 16 mety jis jkaré chorg ,Psalmos’, su kuriuo kelis kartus gastroliavo Europoje
ir JAV bei laiméjo daugelj apdovanojimy tarptautiniuose choro konkursuose ir festivaliuose. Pats Modestas
Pitrénas pelné keleta auksciausiy prizy tarptautiniuose choro dirigavimo konkursuose, o 2003 m., Grze-
gorzo Fitelbergo dirigavimo konkurse Lenkijoje, jis buvo apdovanotas pirmuoju prizu ir auksiniu medaliu.
Modestui Pitrénui atsivéré puikios galimybés atskleisti savo talentus diriguojant geriausiems Lenkijos or-
kestrams.

Pastaraisiais metais dirigento veiklos démesio centre - bendradarbiavimas su Lietuvos nacionaliniu simfo-
niniu orkestru, kurio dirigentu asistentu jis tapo 2004 m. Su orkestru jis parengé puikiai kritiky jvertintas
programas — solidZius Witoldo Lutostawskio, Ludwigo van Beethoveno, Roberto Schumanno, Gustavo Mah-
lero ir Claude’o Debussy simfoninius opusus. Dirigentas nemaZzai koncerty parengé ir su Lietuvos valstybi-
niu, MaZosios Lietuvos, Lietuvos muzikos ir teatro akademijos simfoniniais orkestrais bei Lietuvos kame-
riniu orkestru. Nuo 2000 m. Modestas Pitrénas diriguoja Georges'o Bizet ,Karmen” ir Kurto Weillio ,Trijy
grasiy operos” spektakliams Klaipédos muzikiniame teatre.

Stella Hermetica (2007) for soprano, instrumental ensemble and electronic music band
texts by Isaac Newton, Mikotaj Kopernik, Leonas Stepanauskas, Martynas BialobZeskis

On one hand Stella Hermetica - a collective project by two Lithuanian composers of the younger generation
- is a naive attempt to look at the world around us and the connection between the Man and the Universe
from a different perspective. On the other, it is a collection of free associations from Helio-central system
of Nicolaus Copernicus to the noise from the bars in Tokyo. The authors freely refer to the texts from scien-
tific works, immediately combining those with various sounds from the contemporary world, electronics,
and the sound of sinfonietta.

The piece is also a small tribute to a well-know Lithuanian inventor Kazimieras Semenavicius. In 1650, he
published a scientific work The Great Art of Artillery (Artis Magnae Atrtilleriae). In the work, he was the first to
substantiate the operation principles of the multi-level rocket.

Martas BialobZeskis & Jonas Jurkanas

The music of Martynas Bialobzeskis (b. 1976) seems to fall under three broad categories: academic, thea-
tre and popular dance music, with none of them taking the lead. These different areas of composition often
interact thus blurring the established boundaries of some specific genre or style. Martynas BialobZeskis
began fusing the academic and popular music as early as in his academy years, collaborating, since 1997, as
an author of music and lyrics with various Lithuanian pop groups. Even when writing for chamber and sym-
phony orchestra, he employs rhythms, modes, harmonies and emotional drive characteristic of contempo-
rary dance music (Separations, Symphom, As If Pressing Play). Both fields are also integrated in compositions
which combine acoustic and electronic sound (Radio CMB, Pro/Free, As If Pressing Play, e-Sax). However, the
most organic synthesis of academic and pop music is achieved in his incidental pieces for theatre which
often assume the shape of stylistic collage (for instance, the juxtaposition of cabaret, club music and ex-
perimental electronics in the drama performance The Cronicles of Livelong Days and Livelong Nights).
Martynas Bialobzeskis studied composition with Prof. Julius JuzeliGnas at the Lithuanian Academy of Music
and Theatre from 1994 to 1999. Since 2000 he is a chairperson of the Youth Section of the Lithuanian
Composers’ Union. Since 2001 he has been artistic and executive director of the annual Druskomanija
Festival. From 2000 to 2006 Martynas composer worked as a sound engineer with the State Youth Theatre
in Vilnius.

Lithuanian Music Information and Publishing Centre

Jonas Jurkinas (b. 1978) was trained as jazz guitarist by Stasys Daugirdas and as sculptor in Antanas
VienoZinskis art school in Vilnius (1991-1994). In 2001-2005 he studied music composition with Prof.
Vytautas Barkauskas at the Lithuanian Academy of Music and Theatre, and continued his post-graduate
studies in composition with assoc. Prof. Rimantas Janeliauskas at the same academy. In 2002-2003 Jonas
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Jurkinas has also studied electroacoustic and instrumental composition with prof. D. Lorrain and prof. R.
Pascal at Conservatorie National Superieur Musique et Danse de Lyon. Jonas Jurkiinas has participated in a
number of workshops for composers where he had classes with Louis Andriessen, Meredith Monk, Bang on
a Can: Michael Gordon, David Lang, Julia Wolfe.

Composer’s works span from chamber (welLLcome/farewelLL 2006, Evidence #2 2006, Homeopathie 2004,
Greetings to Glass 2003) and orchestral (Collection. Sixteen on an Anvil 2007, Divertimento 2005) to electronic
multimedia projects for theatre scene (Metamorphosis, Zap. 4 elements 2006, Aidas and Aida 2005) and music
for movies/soundtracks (My Father 2007, Lake of Crows 2007, Spanish for Adults 2007).

Soprano Asmik Grigorian had the opportunity to improve her vocal skills with the help of her parents
- acclaimed opera singers: her mother, Lithuanian opera singer Irena Milkeviciaté and a father, Armenian
tenor Geham Grigorian. Receiving her MA in singing from the Lithuanian Academy of Music and Theatre in
2006, Asmik Grigorian is already well known to opera lovers. Her Violetta in Giuseppe Verdi’s La Traviata at
the Lithuanian National Opera and Ballet Theatre brought her the Auksinis scenos kryZius (The Gold Cross
of the Stage), as Best Debut of 2005.

In 2004, Asmik Grigorian performed at the premiere of Feliksas Bajoras’ Symphony No. 5 for voice and sym-
phony orchestra. That year Asmik Gregorian performed Desdemona in a concert version of Giuseppe Ver-
di's Otello at the Batumi Opera (Georgia), and sang Priliepa in Pyotr Tchaikovsky’s The Queen of Spades with
the BBC Symphony Orchestra, conducted by Gianandrea Noseda, in Manchester. In 2005 she performed
Donna Anna in Wolfgang Amadeus Mozart’s Don Giovanni at Opera Ireland, and in 2006 she participated in
A. Tigramon'’s Anush at the Spenderian Theatre (dir. Geham Grigorian). At the Latvian National Opera she
sang Susan in Wolfgang Amadeus Mozart's The Marriage of Figaro. In 2006, the soloist was one of the few
young opera singers invited to perform in the staging of Giacomo Puccini’s Bohema in Vilnius Congress
Concert Hall.

Established by the Gaida festival in 2002, the Gaida Ensemble is a large sinfonietta-type contemporary mu-
sic ensemble that has already proved its ability to perform different kinds of new music with exceptional
quality. Being the first ensemble of this sort in Lithuania, the Gaida Ensemble filled a gap in the panorama
of Lithuanian modern music. The ensemble gives enthusiastic and foreign composers, inspires new crea-
tive ideas, and initiates the creation of valuable new works.

The best Lithuania’s instrumentalist were invited to play for this collective, thus all the musicians of the
ensemble are true virtuosos of their instruments. Different conductors with outstanding experience in
new music have been asked to prepare programmes for the Gaida Ensemble. The first project was made to-
gether with young Finnish conductor Jussi Jaatinen and successfully performed at the Gaida festival (2002)
and the MaerzMusic (2003). In Gaida Festival 2003 and 2006 the ensemble has appeared under the Belgian
conductor Daniel Gazon.

The recent repertoire of the ensemble includes works by leading Lithuanian composers and internation-
ally known authors, such as Gyorgy Ligeti, Luca Francesconi, Gérard Grisey, John Adams, Kaija Saariaho and

others. In 2004 Gaida Ensemble made successful appearance at the Klangspuren Festival in Austria with
famous British violinist 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 musicians
took a part in contemporary music festival Melos-Ethos in Slovakia with conductor Robertas Servenikas.
And at the Festival Gaida 2006 ensemble presented two programmes featuring chamber music and film
music.

Pieno lazeriai (also known as Milky Lasers) were the first Lithuanian band to pick up the recent European
fascination with both 80's synthesizer-driven fetish pop and 60’s twisted “space age pop.” Driving elec-
tronic and acoustic drums, catchy jazzy melodies, basic synthesizer grooves, rhythmic female vocals, sam-
ples of retro music, and occasional cheerfully nonsensical lines like “the robot is human too” wave hand to
Western acts like Stereo Total or Lali Puna. This kindred spirit might be the reason why the both albums
of Pieno lazeriai were released by the authoritative German lounge label Phazz-a-delic. At the same time,
there is enough local flavor in the band’s music to instantly recognize it as made in Lithuania and sing along
to the infectious choruses of Pieno lazeriai hits.

Lithuanian Music Information and Publishing Centre

Modestas Pitrénas (b. 1974) is one of the most accomplished and well-known young Lithuanian conduc-
tors. He studied choral, opera and orchestral conducting at the Lithuanian Academy of Music and Theatre.
In 1995 - 1996 the conductor studied at the Salzburg school of music and visual arts Mozarteum. Later he
participated in seminars and mastership courses held by such famous conductors as Esa-Pekka Salonen,
Jorma Panula, Helmut Rilling and others.

Despite his young age, Modestas Pitrénas has a considerable working experience with various music
groups. At the age of sixteen, he founded the Psalmos Choir. Under his artistic leadership the choir went on
several tours in Europe and the US, and won prizes at many international choral competitions and festivals.
The conductor himself won several highest distinctions at the international choral conducting competi-
tions and in 2003 he won the 1st prize and gold medal at the 7th Grzegorz Fitelberg Conducting Competi-
tion in Poland, which provided him with the possibility to appear as a guest conductor with leading Polish
orchestras.

In recent years Modestas Pitrénas especially focuses on cooperation with the Lithuanian National Sympho-
ny Orchestra, with which he has prepared the critically acclaimed programmes including large composi-
tions by Witold Lutostawski, Ludwig van Beethoven, Robert Schumann, Gustav Mahler, and Claude Debussy,
which led to his appointment as Assistant Conductor in 2004. The conductor has also prepared many con-
certs together with Lithuanian State, Lithuania Minor, Lithuanian Academy of Music Symphony Orchestras
and Lithuanian Chamber Orchestra. Since 2000 Modestas Pitrénas has conducted performances of Georges
Bizet's Carmen and Kurt Weill's The Threepeny Opera at the Klaipéda Musical Theatre.
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ORATORIO

JOHN TAVENER
The Myrrh-Bearer

MORTON FELDMAN
Rothko Chapel

Atlikéjai / Performers:
Arnas Statkus — altas / viola

Kauno valstybinis choras / Kaunas State Choir

Petras Bingelis — dirigentas / conductor
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IS pradziy klaipédietis Artinas Statkus (g. 1959) mokési griezti smuiku, taciau Lietuvos muzikos akademi-
joje, kurig baigé 1983 m,, jis studijavo Petro Radzevi¢iaus alto klaséje. Dar studijy metais jis pradéjo griezti
Lietuvos kvartete, kurio nariu buvo 15 mety. Artinas Statkus kurj laika dirbo Lietuvos valstybinio simfoninio
orkestro alty grupés koncertmeisteriu, o nuo 1993 m. tokias pat pareigas uzima Lietuvos nacionaliniame
simfoniniame orkestre. Su $iais kolektyvais muzikantas daug koncertavo Lietuvoje ir uzsienyje. Be to, Ara-
nas Statkus aktyviai reiskiasi ir kaip solistas, groja jvairiausiuose kameriniuose ansambliuose. Jis yra 2003
m. jsikarusio Vilniaus festivalio orkestro iniciatorius ir vadovas. 2004 m. altistas pradéjo déstyti Lietuvos
muzikos ir teatro akademijoje. Arno Statkaus repertuare — keturiy epochy muzika altui solo ir orkestrui:
Georgo Philippo Telemanno, Franzo Antono Hoffmeisterio, Maxo Brucho, Hectoro Berliozo, Vytauto Bar-
kausko, Gijos Kanceli, Johno Tavenero ir kity kompozitoriy kariniai.

Kauno valstybinis choras jkurtas 1969 metais. Nuo pirmyjy dieny iki Siol chorui vadovauja Lietuvos na-
cionalinés premijos laureatas, profesorius Petras Bingelis. Zingsnis po Zingsnio ryztingai eita pirmyn, nuo
smulkiy muzikos formy, liaudies dainy, lietuviy kompozitoriy kariniy, proginio repertuaro iki pirmojo Wolf-
gango Amadeuso Mozarto ,Requiem” atlikimo 1971 m. Siandien choro repertuare per 60 dideliy matmeny

kompozicijy: Johanno Sebastiano Bacho DidZiosios misios, Ludwigo van Beethoveno ,Missa solemnis” ir IX
simfonija, Georgo Friedricho Héndelio ,Mesijas’, Gustavo Mahlerio Antroji bei Astuntoji simfonijos, Carlo
Orffo,Carmina burana’, Igorio Stravinskio ,Psalmiy simfonija”ir daugelis kity klasikiniy veikaly.

Kauno choro tarptautinis pripazinimas prasidéjo 1982 m. po Mikio Teodorakio ,Pavasario simfonijos” atli-
kimo keliose Europos sostinése. Ypa¢ prasminga koncertiné kolektyvo veika tapo pradéjus bendradarbiauti
su XX a. artistinio elito legenda lordu Yehudi Menuhinu. Jo diriguojamas choras po keleta karty gastroliavo
Ispanijoje, Italijoje, Prancizijoje, Vokietijoje, JAV. Turiningas bendradarbiavimas ir su pianistu, dirigentu, or-
ganizatoriumi Justusu Frantzu. Vaisinga draugysté chora siejo su Sauliaus Sondeckio diriguojamu Lietuvos
kameriniu orkestru. Seniausi partnerystés saitai jungia jj su Juozo Domarko Nacionaliniu simfoniniu orkes-
tru.

Amziy sanduroje prasidéjo choro pazintis su Krzysztofu Pendereckiu. 2001 m. Peterburge diriguojant au-
toriui, choras atliko simfonija ,Septyni Jeruzalés vartai’, 2003 m. Prancdzijos Kolmaro mieste Krzysztofo
Pendereckio muzikos festivalyje — ,Te Deum’, o Schwéabisch Gmiind Europos baznytinés muzikos festivalyje
Vokietijoje - ,Pasija pagal Luka” Ne paskutinis choro biciuliy sarase ir violoncelininkas Mstislavas Rostro-
povicius, su kuriuo 1998 m. Kelne jie atliko Sofijos Gubaidulinos ,Sonnengesang” musamiesiems, chorui ir
violoncelei.

Petras Bingelis (g. 1943) - choro ir orkestro dirigentas, pedagogas, Lietuvos ir Kauno miesto politinis bei
visuomenés veikéjas. Kauno valstybiniam chorui jis vadovauja nuo pat jo jsteigimo. Per ta laika kolektyvas
jsisavino daugiau nei 700 jvairiy epochy ir stiliy kariniy, surengé kelis takstancius koncerty Lietuvoje bei
svetur. Bene ryskiausias dirigento bruozas buvo ir tebéra energija, jos verzimosi ir tramdymo Zzaismas. Jis
iS ty, kurie net sunkiausiomis akimirkomis visada pasiryze eiti pirmyn ir rizikuoti. Dirigentas kuria ne tiek
intymuy, kiek ekspresyvy choro meng, teigiantj gyvenima, verzluma, optimizma.

Petras Bingelis — Lietuvos muzikos akademijos auklétinis, 1975-1976 metais stazavesis Leipcigo konserva-
torijoje pas profesorius Rolfa Reuterj ir Kurta Masura. Dar studijy metais pradéjo dirbti Vilniaus vyry choro
Varpas” chormeisteriu (véliau tapo jo meno vadovu) ir Valstybinio puc¢iamujy orkestro ,Trimitas” muzikan-
tu bei dirigento asistentu.

Petras Bingelis neapsiriboja vien darbu su Kauno valstybiniu choru - atliekant stambius vokalinius-ins-
trumentinius karinius su savo choru jis taip pat diriguoja Lietuvos nacionaliniam simfoniniam ir Lietuvos
kameriniam orkestrams. Kauno muzikiniame teatre Petras Bingelis dirigavo Giuseppe’s Verdi ,Traviatai”
ir Wolfgango Amadeuso Mozarto ,Don Zuanui” Dirigentas yra Pazaislio muzikos festivalio meno vadovas,
Lietuvos ir pasaulio lietuviy dainy Svenciy vyr. dirigentas, Lietuvos muzikos ir teatro akademijos choro diri-
gavimo katedros profesorius. 1994 m. jam paskirta Lietuvos nacionaliné premija.

Per visa savo karjera seras Johnas Taveneras (g. 1944) buvo unikali ir jtakinga Siuolaikinés muzikos scenos
figura. 7-ame ir 8-ame desimtmetyje atsidUres avangardinio judéjimo centre ir iki Siy dieny atmesdamas
daugelj standartiniy estetiniy principuy, jis, regis, sukelia diskusijas kur bepasisukty.

Johnas Taveneras iSgarséjo po 1968 mety oratorijos ,The Whale” pagal Senojo Testamento Jonos pasakoji-
ma. Jos premjera jvyko debiutiniame ,London Sinfonietta” koncerte. 1977 m. kompozitorius priémé Rusy
Ortodoksy Baznycios tikéjima, kurio teologija ir liturginé tradicija smarkiai jtakojo jo kdryba. Jsitraukes j
Sios religijos misticizma, Johnas Taveneras intensyviai studijavo Baznycios Tévy rastus ir pagal juos karé
muzika.

Vienas populiariausiy autoriaus darby — trumpas chorinis a cappella karinys ,The Lamb’, sukurtas pagal
Williamo Blake’o poemos ZodZius. Jj kompozitorius parasé vieng 1985 mety popiete treciajame sinéno gim-
tadienyje. Si paprasta homofoniné kompozicija netrukus émé skambéti kaip Kalédy giesmé. Vélesni ryskas
autoriaus darbai — ,The Akathist of Thanksgiving” (parasytas Rusy Ortodoksy Baznycios tikstantmecio mi-
néjimui 1987 m.) ir ,Song For Athene” (sukurtas 1993 m. ir jsimintinai atliktas per Velso princesés Dianos
laidotuves 1997 m.).

Ankstyvaja kompozitoriaus kiryba jtakojo Igoris Stravinskis ir Olivier Messiaenas. Dabartinéje jo muzikoje
naudojama plati registriné erdvé, tonali diatonika, didelis démesys teikiamas techninéms detaléms, kuria-
ma nuosava melodinio minimalizmo koncepcija. Kai kurie kritikai jzvelgia analogijas su Arvo Part'o muzika,
nors Sie panasumai yra gana pavirsutiniski. Brity spauda rasé, kad kompozitorius issizadéjo Kriks¢ioniy Or-
todoksy tikéjimo ir émé dométis kitomis religijomis, jskaitant Induizma bei Islama, bei tapo filosofo mistiko
Frithjof Schuon pasekéju.

~The Myrrh-Bearer” (1993) altui, chorui ir perkusijai

Neparastas Tropariono tekstas, kurj parasé jZymi Bizantijos poeté-vienuolé Kassiani, tapo $io karinio ins-
piracija. Tekstas paveiké ir muzikos architektonika: alto solo partija reprezentuoja Marija Magdaliete, kaip
kad violoncelé karinyje ,The Protecting Veil” reprezentavo Dievo Motinga. Ta¢iau panasumai tarp Siy kom-
pozicijy ¢ia ir baigiasi.
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Karinyje ,The Myrrh-Bearer” (,Mirtos ne$éja”“) choras simbolizuoja ,mus’, ,pasaulio nuodéminguosius”: nuo
Lstilizuoty diktatary” iki ,lengvabudisky, tikrovés vengianciy, kvaily pasaulio tustybiy” ,Mus” - besiSau-
kiancius ,pagalbos” po kosminés katastrofos ir galiausiai pasiekiancius apokaliptinj kulminacinj taska Zo-
dziais ,Mes neturime kito karaliaus 3alia Cezario”, kurie skamba kaip visiskas Dievo paniekinimas Zemiskos
galios akivaizdoje.

Marijos Magdalietés ,nuodémé” siurrealistiskai Svyti ir skverbiasi per alto muzika. Ji atpazjsta Dieva ir bega-
linis choro giedamas ,Kyrie eleison” atspindi jos atgaila bei tai, kas liko i$ ,atgailaujancio” pasaulio.

Karinyje iSnaudojamas visas alto diapazonas: garsai ropsdamiesi i$ giliausios bedugnés pakyla iki auksciau-
siy tony ir pabaigoje vél smenga atgal kai tik Marija Magdalieté atpaZjsta prisikélusj Kristy - ,Rabboni”.
Paskutinis kirtis finaliniame zemutiniame alto C, samoningai kariniui suteikia grésminga pabaiga.

Catherine Telfer

Siandieng Mortonas Feldmanas (1926-1987) daugelio vertinamas kaip vienas svarbiausiy radikalios empi-
rinés JAV tradicijos karéjuy, priklausanciy eksperimentinés muzikos tendencijai, prasidéjusiai nuo Edgard'o
Varese'o ir Charleso Iveso. Mortono Feldmano muzika progresavo keliais raidos etapais, nuolatos ieskant
garso grynumo ir siekiant atlikimo lankstumo.

Skambinti fortepijonu dvylikametis Mortonas Feldmanas mokési pas madam Maurina-Press (Ferrucio Buso-
ni mokine) ir netrukus pradéjo kurti pirmasias savo kompozicijas. 1949 m. jis sutiko Johna Cage’a ir subaré
XX a. 6-o0jo deSimtmecio Amerikos muzikai itin reikSmingg meno draugija. Johno Cage’o paskatintas, Mor-
tonas Feldmanas kliovési vien savo instinktais ir émé kurti absoliuciai intuityvias kompozicijas. Jis niekada
nenaudojo jokiy formalizuoty sistemy, vietoje to dirbdamas nuo momento iki momento, nuo vieno garso
iki kito.

Mortong Feldmang supo kurybingi genijai. XX a. 6-ame desimtmetyje Niujorke jis intensyviai bendravo su
kompozitoriais Earle'u Brownu ir Christianu Wolffu, dailininkais Marku Rothko, Jacksonu Pollocku, Robertu
Rauschenbergu, Philipu Gustonu ir Franzu Kline'u, pianistu Davidu Tudoru. Dailininkai nepaprastai jkvépé
kompozitoriy dairytis dar intuityvesnio, betarpiskesnio ir labiau fizikinio savo garsy pasaulio. Tuo metu jis
eksperimentavo su grafinés muzikos notacijos formomis, atlikéjui suteikian¢iomis didziule laisvés jvairove.
8-ame desimtmetyje grjzus prie jprastinés notacijos, Mortono Feldmano muzika evoliucionavo ir jgijo spe-
cifinius atpazjstamus bruozus: Svelnig dinamika, nekoordinuotas instrumentines partijas, ekstremaliai ilgas
kariniy trukmes ir kompozicijy neapibréztuma. Be to, jis naudojo vis daugiau konsonansy bei garsy ir fraziy
repeticijy, artimy to meto minimalizmui.

,Rothko Chapel” (1971) altui, perkusijai, Celestai, sopranui, alto vokalui ir chorui

JAV dailininko Mark'c Rothko (1903-1970) sukurta Rothko koplycios erdvé - tai dvasiné aplinka apmas-
tymams, kurioje visy tikéjimy ar visai netikintys vyrai ir moterys galéty medituoti tyloje, vienumoje arba
drauge pamaldose. Siai, 1971 m. Hiustone, Teksaso valstijoje, Ménil fondo pastatytai koplyciai Markas
Rothko nutapé keturiolika dideliy drobiy.

Atvykus j koplycios atidarymo ceremonija, mano draugai Johnas ir Dominique de Méniliai papra3é dailininko
atminimui sukurti kompozicija, kuri véliau baty atlikta koplycioje.

Instrumenty pasirinkima (stiprumo, balanso ir tembro aspektu) smarkiai jtakojo koplycios erdvé bei pa-
veikslai. Kadangi Mark'o Rothko paveikslai tiesiog liejasi iki pat jy drobiy pakras¢iy, tad ir a$ noréjau ta patj
jspadj atkurti muzikoje, kad ji pasklisty po visg astuonkampe patalpa.

Bendras Mark'o Rothko isdéstyty paveiksly ritmas sukdré nepertraukiama tolyduma. Nors buvo jmanoma
paveiksly spalva ir masta atkartoti muzikoje, iSlaikant ir rapima dinamika, jauciau, kad muzikai reikés itin
kontrastingy besiliejanciy daliy. Cia a3 jsivaizdavau graiky $ventykly frizuose sustingusias procesijas. Sias
dalis galima buty apibadinti taip: 1. ilgoka deklamaciné, oratoriné pradzia; 2. mazai kintanti ,abstrakti” da-
lis chorui ir varpams; 3. motyvinis interliudas sopranui, altui ir timpanams; 4. lyriska pabaiga altui ir akom-
panuojanciai Celestai, prie kurios véliau prisijungia choras.

Siame krinyje yra keletas asmeniniy nuorody. Pavyzdziui, soprano melodija buvo sukurta Igorio Stravinskio
laidotuviy dieng Niujorke, o pabaigoje alto atliekama kvazi-hebrajisky motyvy melodijg parasiau badamas
penkiolikos. Tam tikri intervalai ¢ia turi i$ sinagogos atklydusj skambesj. Karinyje yra dar ir kity uzuominy,

kurias dabar jau pamirsau.
Morton Feldman

Aranas Statkus (b. 1959) started his musical studies by learning to play a violin. Nonetheless, he graduated
from Lithuanian Academy of Music in 1983 in the viola class of Prof. Petras Radzevi¢ius. While studying in
the Academy, he has joined Lithuanian Quartet, performing there for the next 15 years. For some time,
Ardnas Statkus has worked as a concertmaster of violas section in the Lithuanian State Symphony Orches-
tra and starting 1993, he has performed the same duties in the National Symphony Orchestra of Lithuania.
With these collectives ArGinas Statkus has performed in a number of concerts in Lithuania and abroad. In
addition, he actively performs as a soloist in various chamber ensembles. He is the initiator and leader of
Vilnius Festival Orchestra established in 2003. In 2004, the viola-player took up teaching at the Lithuanian
Academy of Music and Theatre. The repertoire of Arlinas Statkus includes music for solo viola and orchestra
of the composers from four different epochs: Georg Philipp Telemann, Franz Anton Hoffmeister, Max Bruch,
Hector Berlioz, Vytautas Barkauskas, Giya Kancheli, John Tavener, and others.

The Kaunas State Choir came into being in 1969. Led by Professor Petras Bingelis, a winner of the Lithua-
nian National Prize, the choir went forward step by step, actively and determinedly, from small pieces, folk
songs, and compositions by Lithuanian composers and occasional ones to the first performance of Wolf-
gang Amadeus Mozart’s Requiem in 1971. Today the bulk of the Choir’s repertoire consists of more than 60
large-scale classical compositions, such as Johann Sebastian Bach Mass in B minor, Ludwig van Beethoven
Missa solemnis and Ninth Symphony, Georg Friedrich Handel Messiah, Gustav Mahler Second and Eighth
Symphonies, Carl Orff Carmina burana, Igor Stravinski Symphony of Psalms and many others.

The Kaunas State Choir was first acknowledged internationally in 1982, after performing Mikis Theodor-
akis’ Spring Symphony in several capitals of Europe. The choir’s concert life became even more active and
eventful when it started collaboration with the legendary Lord Yehudi Menuhin. Performing most of its
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concerts with the Lithuanian Chamber Orchestra and specially with the Lithuanian National Symphony
Orchestra under Juozas Domarkas, the Kaunas State Choir had also benefit greatly from collaboration with
conductor and pianist Justus Frantz.

At the turn of the century, the collaboration between the Kaunas State Choir and the Krzysztof Penderecki
began. Under the baton of the author, the choir performed his Seven Gates of Jerusalem in St Petersburg
in 2001, and, in the summer of 2003, Te Deum at the Colmar Festival (France) and St. Luke Passion at the
Festival of European Church Music in Schwabisch Gmind (Germany). The Choir has established also a crea-
tive friendship with the famous cellist and conductor Mstislav Rostropovich. Their collaboration began in
1998 in Cologne, Germany, with the performance of Sofia Gubaidulina’s Sonnengesang for percussion, choir
and cello.

Petras Bingelis (b. 1943) is choir and orchestra conductor, pedagogue, an active public and political figure
in Kaunas and Lithuania on the whole. Petras Bingelis has been leading the Kaunas State Choir since its es-
tablishment. Since then, the orchestra has mastered over 700 music pieces from various epochs and styles,
has given several thousand performances in Lithuania and abroad. Possibly the conductor’s most outstand-
ing feature is his boundless energy. He is always prepared to take risks and move forward, even in the
toughest moments. The choral art that he creates is expressive, bold and assertive rather than intimate.

After graduating from the Lithuanian Academy of Music, he studied conducting with Rolf Reuter and Kurt
Masur at the Leipzig Conservatoire in 1975-1976. During the studies, the conductor became the choir-
master of Vilnius Male Choir Varpas (later on, he became creative director of the choir), as well as the
performer and assistant conductor of the State Wind Orchestra Trimitas.

Petras Bingelis has conducted the Lithuanian National Symphony and the Lithuanian Chamber orchestras.
Both orchestras have collaborated with the Kaunas State Choir performing many large-scale compositions.
He has conducted also Giuseppe Verdi's La Traviata and Wolfgang Amadeus Mozart's Don Giovanni at the
Kaunas Musical Theatre. Petras Bingelis is the artistic director of the Pazaislis Music Festival, the chief con-
ductor of the Lithuanian and World Song Festivals, and a professor at the Lithuanian Academy of Music. In
1994, he was awarded the Lithuanian National Prize.

Throughout his career, Sir John Tavener (b. 1944) has been a unique and influential figure on the contem-
porary music scene. At the forefront of the avant-garde movement in the sixties and seventies, through to
his present-day rejection of many of the standard aesthetic principles, he seems to have caused contro-
versy whichever direction he has moved in.

John Tavener first came to prominence in 1968 with his oratorio The Whale, based on the Old Testament
story of Jonah. It was premiéred at the London Sinfonietta’s début concert. In 1977 he joined the Russian
Orthodox Church which theology and liturgical traditions became a major influence on his work. He was
drawn to its mysticism, studying and setting to music the writings of Church Fathers.

One of John Tavener’s most popular works is his short unaccompanied choral setting of William Blake’s
The Lamb, written on his nephew’s third birthday one afternoon in 1985. This simple, homophonic piece is

usually performed as a Christmas carol. Later prominent works include The Akathist of Thanksgiving (1987,
written in celebration of the millennium of the Russian Orthodox Church); and Song For Athene (1993, mem-
orably performed at the funeral of Diana, Princess of Wales in 1997).

Composer’s early music was influenced by Igor Stravinsky and Olivier Messiaen. His recent music uses wide
registral space, tonal diatonic, draws attention to the technical details and embraces his own concept of
melodic minimalism. Some commentators see a similarity with the works of Arvo Part, though the similari-
ties between their outputs are quite superficial. It has been reported in the British press, that composer
left Orthodox Christianity to explore a number of other different religious, including Hinduism and Islam,
and became a follower of the mystic philosopher Frithjof Schuon.

The Myrrh-Bearer (1993) for viola, chorus and percussion

The remarkable text of the Troparion, written by the great Byzantine poetess-nun Kassiani, was the in-
spiration of The Myrrh-Bearer. The text informed the architecture of the music. The viola solo represents
Mary Magdalen, as the cello solo represented the Mother of God on The Protecting Veil. This is where the
resemblance between the two pieces ends.

In The Myrrh-Bearer the Chorus symbolises ‘us, the ‘sins of the world, from ‘stylized dictatorships’ to ‘the
frivolous inane escapist vanities of the world, the to cries of ‘help’ after the cosmic catastrophe, and finally
reaching an apocalyptic climax in the words, ‘We have no king by Caesar;’ a downright condemnation of
God in the Earthly power.

In a surreal way the Magdalen’s ‘sin’ shines through in the viola music, because she recognises the God-
head, and the endless Kyrie eleison chanted by chorus represents her repentance and whatever is left of
a’‘repentant’ world.

The Myrrh-Bearer explores the whole range of the viola, climbing from the depths up to the highest notes,
and then falling again at the end, after the Magdalen’s recognition of the Risen Christ — ‘Rabboni’ The last
stroke in the viola’s final bottom C, gives a deliberately ominous end to the piece.

Catherine Telfer

Morton Feldman (1926-1987) is today widely regarded as one of America’s foremost experimental com-
posers. He is an indisputably important composer in a radical American empirical tradition extending back
through Edgard Varése and Charles Ives. The music of Morton Feldman progressed through several stages
of development in the composer’s efforts to achieve flexibility in performance and purity of sound.

As a twelve-year-old, Morton Feldman studied piano with Madame Maurina-Press (a pupil of Ferrucio Buso-
ni) and began to write his own compositions. In 1949, he met John Cage and developed an artistic associa-
tion crucial to music in America in the 1950s. John Cage encouraged Morton Feldman to trust his instincts,
advice which helped free Morton Feldman to create his totally intuitive compositions. He has never used
any formalized systems, working instead from moment to moment, from one sound to the next.
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Morton Feldman surrounded himself with creative geniuses. His friends in 1950s New York included com-
posers Earle Brown and Christian Wolff; painters Mark Rothko, Philip Guston, Franz Kline, Jackson Pollock
and Robert Rauschenberg; and pianist David Tudor. The painters in particular influenced composer to
search for his own sound world, one that was more immediate and more physical than any Morton Feldman
had explored before. He experimented with graph notation form of music which provided varying degrees
of freedom to the performer. As composer gradually returned to conventional notation (by the 1970’s), his
music grew to display the traits by which it is most recognizable: soft dynamics, uncoordinated instrumen-
tal parts, extremely long piece lengths, indeterminate works. He also increasingly used consonance, small-
and medium-scale repetitions in his pieces, paralleling developments in minimalist music of the time.

Rothko Chapel (1971) for viola, percussion, celesta, soprano, alto and chorus

Rothko Chapel is a spiritual environment created by the American painter Mark Rothko (1903-1970) as a
place for contemplation where men and women of all faiths, or of none, may meditate in silence, in solitude
or celebration together. For this chapel, built in 1971 by the Ménil Foundation in Houston, Texas, Rothko
painted fourteen large canvasses.

While | was in the opening ceremony of the Chapel, my friends John and Dominique de Ménil asked me to
write a composition as a tribute to Rothko to be performed in the chapel.

To a large degree, my choice of instruments (in terms of forces used, balance and timbre) was affected by
the space of the chapel as well as the paintings. Mark Rothko's imagery goes right to the edge of his can-
vas, and | wanted the same effect with the music - that it should permeate the whole octagonal-shaped
room.

The total rhythm of the paintings as Mark Rothko arranged them created an unbroken continuity. While
it was possible with the paintings to reiterate color and scale and still retain dramatic interest, | felt that
the music called for a series of highly contrasted merging sections. | envisioned an immobile procession
not unlike the friezes on Greek temples. These sections could be characterized as follows: 1. a longish
declamatory opening; 2. a more stationary ‘abstract’ section for chorus and chimes; 3. motivic interlude
for soprano, viola and tympani; 4. a lyric ending for viola with vibraphone accompaniment, later joined by
the chorus.

There are a few personal references in Rothko Chapel. The soprano melody, for example, was written on the
day of Igor Stravinsky’s funeral service in New York. The quasi-Hebraic melody played by the viola at the
end was written when | was fifteen. Certain intervals throughout the work have the ring of the synagogue.

There were other references which | have now forgotten.
Morton Feldman
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+Melos Ethos Ensemble” susibaré 2005 m. rudenj ir debiutavo pagrindiniame Slovakijos Siuolaikinés mu-
zikos festivalyje tuo paciu pavadinimu. Nuo to laiko ansamblis jnirtingai siekia tapti pacios naujausios ir XX
a. muzikos specialistu. ,Melos Ethos Ensemble” misija — slovaky ir uzsienio kompozitoriy kariniy realizacija
bei uzsakymas, jauny slovaky karéjy skatinimas ir rémimas bei profesionalus Siuolaikinés muzikos meno ir
slovaky kadrybos atlikimas tarptautinéje scenoje.

Kolektyva sudaro apie 17 nariy, taciau jo sudétis gali kisti nuo vieno atlikéjo iki simfonijetés tipo ansamblio.
| grupe suburti geriausi jaunieji slovaky instrumentalistai-solistai, kuriems vadovauja Maridnas Lejava.
Pirmojoje savo kompaktinégje ploksteléje ,Melos Ethos Ensemble” jrasé jauny slovaky kompozitoriy kiryba,
0 2007 m. isleido dar du albumus. Viename jy jrasytas festivalio ,VarSuvos ruduo” koncertas, kuriame jie
atliko Pirmojo tarptautinio Alexanderio Moyzes'o kompozitoriy konkurso laimétojy kompozicijas.

Silvia Adamikové studijavo operinj vokalg Bratislavos konservatorijoje bei Muzikos ir dramos meny aka-
demijoje (2001-2006). Bendradarbiaudama su ,Cultus” ir Slovakijos kameriniu chorais, 1996-2001 m. dai-
nininké dalyvavo keliolikoje opery pastatymy visoje Europoje (ltalijoje, Sveicarijoje, Austrijoje, Slovakijoje
ir Cekijoje). Studijuodama Muzikos akademijoje ji dainavo operos studijoje, kur sukaré ne viena vaidmeni:
Christopho Willibaldo Glucko operoje ,Orféjas ir Euridiké” (Amor), Julesio Massenet operoje ,Werther”
(Sofi), Wolfgango Amadeuso Mozarto ,Don Zuane” (Cerlina), Leoso Janaceko operoje ,Liska Bystrouska”
(Liska Bystrouska). Jos diplominis darbas - Adinos vaidmuo Gaetano Donizetti operoje ,Meilés eliksyras”.
Nuo 2003 m. Silvia Adamikova kvie¢iama dainuoti | Valstybinius Banskos Bystricos ir Slovakijos teatrus
(Johanno Strausso operetéje ,Vienos kraujas” (Pepi), Giaccomo Puccini ,Bohemoje” (Miuzeté), Wolfgango
Amadeuso Mozarto operoje ,La Finta Giardiniera” (Serpetta)). 2005 m. jaunyjy kompozitoriy ir Siuolaikinio
muzikos meno réméjy asociacijai SOOZVUK ji jrasé Mariano Lejavos karinj ,Dickinson-songs”. Nuo 2001 m.
Silvia Adamikova moko dainavimo Konservatorijose ir privaciai. Be to, ji dirba balso konsultante Bratislavos
foniatrijos klinikoje.

Maridnas Lejava (g. 1976) — perspektyvus slovaky dirigentas, profesionalus kompozitorius ir netradicinis
atlikéjas, daznai jgyvendinantis grafines bei konceptualias partitiras. Jo asmenybés, muzikos ir dirigavimo
stiliy taikliai apibadinty zodis ,minimalizmas”.

Maridnas Lejava domisi pop kultdra ir roko muzika, neretai ¢ia atrasdamas inspiracija karybai. Jis déme-
singai zvelgia | muzikos evoliucijg ir gerg skambéjimo kokybe, kurios pats nuolatos atkakliai ieSko. Kom-
pozitoriaus muzika sudaro ilgi meditatyviniai epizodai, kuriuos pertraukia staigios, raiskios kulminacijos.
Jis mégsta Zaisti su disonansais ir konsonansais, kiekviena garsa pripildyti ekspresijos ir reikmés. Uz savo
karinius Maridnas Lejava yra gaves ne vieng apdovanojima, o 2006 m. jis i$leido pirmajj autorinj kompaktinj
diska,,Chant d’Amour”.

Bratislavos muzikos ir dramos meny akademijoje jis jgijo kompozitoriaus ir dirigento specialybes, o 2005 m.
baigé kompozicijos magistrantira. Kaip kompozitorius Maridnas Lejava dalyvavo jvairiausiuose tobulinimo-
si kursuose pas Tristang Murailj, Christiang Wolffa, Philg Niblocka ir kitus. Nuo 2000 m. jis aktyviai atlieka
Siuolaikine muzika, diriguodamas Zymiausiems Slovakijos ansambliams, kaip antai ,Opera Aperta’, ,VENI",
»,Musica Aeterna“,,SOOZVUK" ir ,Melos Ethos Ensemble”,

Daugelis Siuolaikinés muzikos Zinovy Luciano Berio (1925-2003) jvardina kaip labiausiai natdraly ir ma-
Ziausiai doktrinieriska avangardo kompozitoriy po 1945 m. Nepaisant to, kad jis buvo vienas i$ elektroninés
muzikos pradininky ir naujy kalbos bei muzikos sasajy ieskotojuy, savo dvasia ir jausmingo lyrizmo potraukiu
priklausé italy muzikos mainstream’ui. Vienas svarbiausiy Luciano Berio jnasy j XX a. muzika - koliaZzo tech-
nika. Antai savo ,Sinfonia” (1968-1969) jis naudoja jvairiy autoriy tekstus: nuo James'o Joyce'o iki Samuelio
Becketto; ir viena kitag dengiandias klasikiniy bei romantiniy kariniy citatas.

Keleta jsidémeétiny vokaliniy kariniy, kaip antai ,Circles” ar ,Sequenza IlI” kompozitorius sukiré savo zmo-
nai, amerikie¢iy-armény kilmés mecosopranui Cathy Berberian. 1954 m. kompozitorius sutiko Bruno Ma-
derng, su kuriuo po mety jkaré Milano elektroninés muzikos studija. Cia darbuotis jis pakvieté ir uzsienio
kompozitorius, tokius kaip Henri Posseuras bei Johnas Cage'as.

1962 m. Darius Milhaud pakvieté Luciano Berio uzimti jo vieta Millso koledze, Kalifornijoje. Nuo 1965 m.
kompozitorius désté Juilliardo muzikos mokykloje Niujorke, kur jkaré Julliardo ansamblj — pasiSventusj Siuo-
laikinés muzikos interpretatoriy. Svarbus amerikietiskojo periodo karinys ,Opera” (1969-1970) - ,atviro”
muzikinio teatro eksperimentas. 1972 m. kompozitorius grjzo | Europg ir $eSerius metus direktoriavo elek-
troakustiniame IRCAMo skyriuje, ParyZiuje. 1994-2000 m. jis buvo reziduojanciu kompozitoriumi Harvardo
universitete, JAV.

1

,0 king” (1968 ) balsui ir penkiems instrumentams

,O king” sukurtas pilietiniy teisiy aktyvisto Martino Lutherio Kingo, nuzudyto 1968 m., atminimui. Kdrinys grjs-
tas Martino Lutherio Kingo vardo ir pavardés raidémis bei skiemenimis, kurie i$ pradziy pateikiami bereikSmiy
fonetiniy komponenty pavidalu: balsiy, po to priebalsiy; o véliau palaipsniui sulimpa j pilng varda, pateikiama
pacioje karinio pabaigoje.

Karinys komponuojamas ,besikaitaliojanciy auks¢iy cikly” technika. Vokalizuoty fonemy sekos, nuolat kisda-
mos, sukasi aplink dvi asis ,F* ir ,A" Taip susidaro ,harmoninis debesis’, kuris vibruoja tarp dviejy pilny tony zony.
Balsas patalpinamas | jtariai ramy, vaiduokliska garsyna, atklystantj tarsi i$ kito pasaulio ir primenantj Gyorgy
Ligeti ,Requiem” skambesj. Fonemos pladuriuoja virs neskubiai mirgancio muzikos sluoksnio, kurj kartais perve-
ria pu¢iamuyjy ir fortepijono ,dariai”. Visai netrukus Luciano Berio orkestravo ,O King” ir integravo jj j Zymiausia
savo karinj,Sinfonia"“.

Vengry kompozitorius Gyorgy Ligeti (1923-2006) — XX a. antros pusés muzikos novatorius, vikriai sureagaves
i visuotine stilistine avangardo krize amziaus viduryje ir sukdres savo kompozicine alternatyva, gristg tirstais
garsy klasteriais, tankiomis faktaromis ir knibzdancia mikropolifonija. Jo kryba, prasidéjusi prieSkomunistiné-
je Vengrijoje ir prasitesusi Vakary Europoje, buvo be galo jvairialypé ir skirtinga, be kita ko kupina humoro bei
ironijos.

Gyorgy Ligeti studijavo Budapesto akademijoje, kurioje jis pradéjo déstyti 1950 m. Ankstyvoji jo muzika paty-
ré rySkig Béla Bartoko ir Zoltdno Koddly jtaka. 1956 m., prasidéjus neramumams gimtinéje ir baiminantis so-
viety invazijos, kompozitorius emigravo | Viena, galiausiai apsistodamas Hamburge. SusipaZzines su Karlheinzu
Stockhausenu jis pradéjo eksperimentuoti Kelno elektroninés muzikos studijoje ir déstyti Darmstato vasaros
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naujosios muzikos kursuose. Netrukus Gyorgy Ligeti tapo centrine figlra europietiskoje avangardo terpéje ir
neblaskydamas pradéjo plétoti individualy kompozicinj stiliy. Jo karinys ,Atmosferos” (1961) pelné jam pavydé-
ting tarptautine reputacija. Si muzika buvo panaudota ir Stanley Kubricko filme ,2001: A Space Odyssey” (1968).
Paskutiniaisiais gyvenimo metais kompozitorius grjzo prie ankstyvojo Béla Bartdko inspiruoto stiliaus ir émé
naudoti kvazitonalias kompozicines medziagas.

+Kammerkonzert” (1969-1970) trylikos instrumentalisty ansambliui

Si kompozicija siejasi su kitais mikropolifoniniais ir polimetriniais Gydrgy Ligeti kariniais, ypa¢ su ,Atmosferomis”.
Visi trylika ansamblio instrumentalisty traktuojami kaip solistai virtuozai. ,Kamerinis koncertas” - tai kontrasty
studija: trapios tylos ir garsaus bildesio, aktyviy ir statisky faktdry priesinimas. Cia kompozitorius kuria savita,
daugybeés judéjimy kuping forma, padalindamas ja j keturias individualias dalis: polifoning, choraline, bildancia
treCiaja ir grésminga ostinatinj presto finala.

Agresyvoka pradzig formuoja nerimastingos melodijos ir netikéti skambesio protrikiai. Pirmoji dalis praside-
da klarnety garsy verpetais, chromatinémis ansamblio figracijomis. Kompozitorius vieng ant kito kloja greitai
artikuliuojamus, paprastus motyvus, kuriy darinj pajvairina registry ir dinamikos variacijomis. Antroje padaloje
muzika laisvai pladuriuoja erdvéje. Cia kompoziciniu akcentu tampa harmonija ir garsy kekés - klasteriai. Tre-
¢ioji dalis sukelia ,pilno laikrodZiy kambario” jspudj. Kompozitorius kuria triukSmingg mechanine poliritmika ir
polimetrija. Perpetuum mobile finalas, kaip ir pirmoji dalis burbuliuoja ir pulsuoja daugybe linijy, besivejanciy
tarpusavyje.

Jana Kmitova (g. 1976) studijavo fortepijong ir kompozicija KoSicos konservatorijoje (1990-1996), véliau kom-
pozicijg Bratislavos muzikos ir dramos meny akademijoje (1996-2001) bei Muzikos ir vaizduojamujy meny uni-
versitete Vienoje (1999-2004). Ji dalyvavo kompozitoriy meistriskumo kursuose Grace (Austrija), kuriuos vedé
Beatas Furreris, Lugano mieste (Sveicarija), kuriuos vedé Michaelas Jarrellas ir ,Voix Nouvelles Royaumont” kur-
suose, kuriuos vedé Brianas Ferneyhough. Japony kompozitorius Toshio Hosokawa pakvieté jaunaja autore at-
vykti j muzikos festivalj Takefu mieste, kuriame Jana Kmitové laiméjo tarptautinj festivalio apdovanojima — kvie-
tima dirbti kartu su Arditti kvartetu. Kompozitoré yra bendradarbiavusi su jvairiais Europos muzikos ansambliais:
JKlangforum Wien’, ,NEM’, ,Ensemble Ictus’, ,Trio Accanto”; jos kariniai buvo atlikti Siuolaikinés muzikos festi-
valiuose Lenkijoje, Kanadoje, Vokietijoje, Sveicarijoje, Japonijoje, Cekijoje ir Slovakijoje.

,Wound" (2003) trylikai instrumenty (2003)

Sis karinys paradytas kompozitoriy meistriskumo kursy metu Lugano mieste (Sveicarija). ,Wound” (,Zaizda")
- tai mano reakcija pirma kartg apsilankius Ravensbriuko (Vokietija) koncentracijos stovykloje. Jtampa, susidarus
su baisiais istoriniais faktais, ir slogi atmosfera, persekiojusi visa ta savaite, manyje sukélé tam tikra Soko busena,
i$ kurios iSvaduoti galéjo tik savita terapija — darbas kuriant nauja kompozicija.

Jana Kmitova

Maridnas Lejava.,Dickinson-Songs” (2007) sopranui ir ansambliui

+Dickinson-Songs” ciklas sudarytas i$ keturiy Emily Dickinson poemy, paimty i$ skirtingy jos karybos etapuy.
Poemos isdéstytos remiantis tam tikru ‘pasakojimu’ — herojés psichologijos kaita. Abu ciklo personazai (bal-
sas ir instrumentinis ansamblis) iSgyvena individualias raidos fazes, adekvacias aprasytosioms tekstiniame
Saltinyje. Muzikiniai personazai patiria netradicines atlikimo technikas, atsiduria nejprastuose sodriy garsy
pasauliuose, ,isgyvena” tyro balso ir instrumentinio akompanimento roles. Ciklas sukurtas 2002-2003 m.,
didZiaja jo dalj perkuriant 2005 m. birzelj ir galutinai patikslinant 2007 m. geguze. Kdrinio sopranui ir an-
sambliui versija atsirado 2007 m. vasara. Keturiy dainy ciklas su jzanga ir pabaiga yra padalintas j tris dalis:
|Zanga ir Pirma daina, Antra ir Tre¢ia dainos, bei Ketvirta daina ir Pabaiga. Svarbus Sio ciklo elementas — mu-
zikiniy priemoniy minimalizmas, kuris kuria labai intymy minciy ir emocijy pasaulj, iSreiskiama pagrindinio
aktoriaus - balso. Ciklo versijos sopranui ir ansambliui premjera jvyks Vilniuje.

Marian Lejava

Marius Baranauskas (g. 1978) — jaunosios kompozitoriy kartos atstovas, kurio muzika per pastaruosius ke-
lis metus sulauké nemazo susidoméjimo, ypa¢ 2004 m. uz simfonine kompozicijg ,Kalbéjimas” laiméjus 3-
iaja premijg Toru Takemitsu kompozicijos konkurse Japonijoje. 2005 m. jis baigé Lietuvos muzikos ir teatro
akademijos aspiranturg (Rimanto Janeliausko kompozicijos klase) ir i$ karto buvo pakviestas ¢ia déstytojau-
ti. Uz muzika Sokio spektakliui ,Salamandros sapnas. Paveikslas’, 2006 m. kompozitorius buvo apdovanotas
+Auksiniu scenos kryziumi“. Pastaruoju metu autorius ypa¢ domisi tembru, siekdamas 3j muzikinés kalbos
parametrg savo kariniuose iSkelti j pirma plana. Kompozitorius mégina sieti muzikos ir literatlros sferas,
versdamas zodzius j muzikinius garsus ir tembrus.

Savo sugalvota komponavimo buda, kiekvienam kalbos garsui pritaikant kokj nors akustinj atitikmenj,
kompozitorius pirmakart panaudojo minétame kdrinyje ,Kalbéjimas”. Savotiska Sios ,vertimo” technikos
sistema (balsiai verciami tesiamais garsais, priebalsiai - tesiamais toniniais, netoniniais garsais arba akcen-
tuotais Strichais) néra stabili ir teikia daug varijavimo galimybiy, priklausan¢iy 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. Kompozitoriaus kariniai pasizymi uzbaigta forma,
tiksliu muzikinio laiko tékmés pojuciu, turtinga koloristika bei subtiliomis nuorodomis j anapus muzikos
atsiveriancias transcendentines prasmes.

Lietuvos muzikos informacijos ir leidybos centras
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»Nuo nemirtingo Tavo ranky prisilietimo” (2007) sopranui ir kameriniam ansambliui

Tu sukdrei mane begalinj, nes taip panoréjai. 5 trapy inda tu vis i3pili ir vél pripili naujos gyvybés.

Sig maza nendrine fleita tu nesei kalnais bei sléniais ir grojai ja vis kitas melodijas.

Nuo nemirtingo tavo ranky prisilietimo mano maza $irdis nebetveria dZziaugsmu ir duoda pradzig saky-
mui to, kas neissakoma.

Tavo dovany gausybei priimti turiu tik Sias mazutes rankas. Eina amziai, o tu vis dar pili, ir vis dar yra
vietos, kur pilti.

Rabindranat Tagore Gitanjali (Aukojimo giesmés)

Loreta Narvilaité (g. 1965) - ryskiausia Klaipédos uostamies¢io kompozitoré. Salia déstytojavimo Klaipé-
dos Stasio Simkaus konservatorijoje, atsakingo darbo Klaipédos koncerty saléje ir trijy $ios jstaigos festi-
valiy (,Permainy muzika“, ,Salve Musica” ir ,Klaipédos muzikos pavasaris”) organizavimo, ji nuolat jaucia
premjery troskulj, kurj stengiasi numalsinti.

Dar studijy metais Loretos Narvilaités karyboje issikristalizavo racionalis komponavimo principai - polinkis
i griezta, apskai¢iuotg kompozicine tvarka, besiremiancia matematinémis skaiciy ar grafiniy linijy sekomis,
kartu neapribojant fantazijos erdvés, nevarzant meninés intuicijos. Nuo 10-ojo deSimtmecio vidurio jos
muzika tampa vis labiau nostalgiska ir ekspresyvi, nors racionalusis muzikos pradas islieka. Sie poky¢iai
atsispindi poetiskuose kiriniy pavadinimuose, kurie lyg koduoja kompozicijy nuotaikas: ,Ryto rasa krito”,
,Pragydo véjas’, ,Atviras miestas” ar ,Sauksmas-3viesa”. Naujausiuose Loretos Narvilaités kariniuose domi-
nuoja kontrastinga ekspresija (,Visby-bike”, 2003), rafinuotas koncertiskumas (,Kai liepto nebus, pereisiu
upe’, 2003) ar neoromantiné melancholija (,Tavo blakstienos palie¢ia mano prisiminimy lapas’, 2002).

Lietuvos muzikos informacijos ir leidybos centras
,In The World Of Small Things The Detail Is King” (2007) 13-o0s instrumenty kameriniam ansambliui
Karinio pavadinimg ir idéjg inspiravo vienas sakinys, pristatantis impresionisty kolekcija Kelno ,Wallraft Ri-
chartz Museum” (Vokietija). Taciau muzikos stilius tik kartais primena neoimpresionizma. Kartais pasigirsta
Aleksandro Skriabino Sestosios fortepijoninés sonatos ar net ankstesniy autorés kariniy nuotrupos. Domi-
nuoja ekspresyvi raiska, démesys kiekvienai detalei: melodinei linijai, ritmo ir faktdros rastams.

Gyvenimas trumpas, o pasaulis ir pazinimas - begalinis, tad turime koncentruotis j esminius dalykus...

Loreta Narvilaité

Melos Ethos Ensemble was formed in the autumn of 2005, making their debut at the Melos-Etos Festival, which
is one of the most important international contemporary music festivals in Slovakia. From its birth, the ensem-
ble aims to become a specialist of the most contemporary music as well as the music of the 20th century. The
mission of Melos Ethos Ensemble is bringing to life pieces by Slovak and international composers, promotion
and support to young Slovak authors, as well as professional performance of contemporary Slovak and foreign
music on an international stage.

The ensemble consists of 17 members, although the number of musicians can change from a single player to
sinfonietta ensemble. The group consists of top young solo instrumentalists from Slovakia. Permanent conduc-
tor of the ensemble is Marian Lejava.

The first recorded CD of Melos Ethos Ensemble contained pieces by young Slovak composers. In 2007, the
ensemble released two more albums. One of those contains the recording from the concert given in Warsaw
Autumn festival, including compositions by the winners of the First International Composers Competition of
Alexander Moyze.

Silvia Adamikova studied opera singing at Conservatory and Academy of Music and Drama in Bratislava (2001-
2006). During 1996-2001 she cooperated with Cultus choir and Slovak chamber choir with numerous appe-
arances in opera productions across Europe (Italy, Switzerland, Austria, Slovak Republic, Czech Republic). During
academy years she collaborated with Opera studio with roles in Christoph Willibald Gluck’s Orfeus and Eurydice
(Amor), Jules Massenet’s — Werther (Sophie), Wolfgang Amadeus Mozart’s — Don Giovanni (Zerlina), Leos Janacek’s
— Liska Bystrouska (Liska Bystrouska) and diploma performance in Gaetano Donizetti’s — L’Elisir d’Amore (Adina).
Since 2003 she has made several guest appearances in State Opera Banskd Bystrica and State Theatre in Johann
Strauss — Wienerblut (Pepi), Giaccomo Puccini - La Bohéme (Mussette), Wolfgang Amadeus Mozart - La Finta
Giardiniera (Serpetta). In 2005 she made CD recording of Marién Lejava'’s Dickinson-songs for CD SOOZVUK. Since
2001 she has teached singing privately, at Conservatories and she has cooperated with Foniatric Clinique in
Bratislava as a Voice consultant.

Marian Lejava (b. 1976) is a promising Slovak conductor, professional composer and non-traditional performer
bringing to life graphical and conceptual musical scores. His personal, musical and conducting style may be best
described by one word — minimalism.

Marian Lejava takes interest in pop culture as well as rock music, where he often finds inspiration for his crea-
tive work. With great interest the composer observes evolution of music and quality of sound, which he seeks
persistently himself. His works consists of meditative episodes interrupted by abrupt expressive culminations.
Marian Lejava likes to play with dissonances and consonances, filling each sound with expression and meaning.
He has won quite a number of awards as a composer. In 2006, Marian Lejava has released the first CD Chant
d’Amour with his original music.

Marian Lejava has received Bachelor’s degree in composition and conducting in the Academy of Music and Dra-
ma in Bratislava, and in 2005, he got his Master’s degree in composition. As a composer, he has participated in a
number of seminars with internationally known composers like Tristan Murail, Christian Wolff, Phil Niblock and
others. Since 2000, he actively performs contemporary music, conducting for a well-known Slovak ensembles
such as Opera Aperta, VENI, Musica Aeterna, SOOZVUK and Melos Ethos Ensemble.
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Luciano Berio (1925-2003) was regarded by many connoisseurs of contemporary music as the most natu-
rally musical and least doctrinaire of the post-1945 avant-garde composers. For all that he was a pioneer in
the development of electronic music and of new methods of combining speech with music; he belonged
spiritually to the mainstream of Italian music in his relish of sensuous lyricism. One of Luciano Berio’s im-
portant contributions to 20th century music was his employment of a collage technique. For example, in
his Sinfonia (1968-1969) he set texts by authors ranging from James Joyce to Samuel Beckett and superim-
posed quotations from several classical and romantic works.

Several notable vocal works, such as Circles or Sequenza Il were written for his first wife, the American-
Armenian mezzo-soprano Cathy Berberian. In 1954 Luciano Berio met Bruno Maderna who joined him as
co-director of the Milan electronic studio which opened in August 1955. Luciano Berio invited foreign com-
posers to work at studio, including Henri Posseur and John Cage.

In 1962 Darius Milhaud, who taught at Mills College, California, invited him to take his place. For six years
from 1965, Luciano Berio taught at the Juilliard School of Music in New York where he founded the Juilliard
Ensemble, a group dedicated to performances of contemporary music. Important work of American period
was Opera (1969-1970), an experiment in ‘open’ musical theatre. In 1972 composer returned to Europe, six
years he acted as director of the electro-acoustic division of IRCAM in Paris. 1994-2000 he was Composer
in Residence at Harvard University (USA).

O King (1968) for voice and 5 instruments

O King has been written in the memory of a human rights activist Martin Luther King killed in 1968. The
composition is based on the letters and syllables of the name and surname of Martin Luther King, first
presented in the form of meaningless phonetic components: vowels, later consonants, which gradually
combine into the full name at the very end of the piece.

The piece is composed using the technique of ‘rotating pitch cycles! Strings of vocalised phonemes, in-
terchanging continuously, circle around two axes: F and A. This way, a ‘harmonic cloud’ is created, which
vibrates between two whole-tone areas. Voice is placed into suspiciously calm, ghostly and otherworldly
soundscape, reminding of the sound in Gyorgy Ligeti's Requiem. The phonemes are floating above the
slowly shimmering layer of music occasionally pierced by the spikes from the brass or piano. Soon after the
piece was written, Luciano Berio incorporated it into his most famous Sinfonia.

Gyorgy Ligeti (1923-2006) is widely acknowledged as a musical pioneer of the late twentieth century. In
response to a general stylistic crisis in the mid-century avant-garde, he forged his own musical alternative
based on thick clusters, texture density and teeming micro-polyphony. His varied output, which he began
in pre-communist Hungary and continued in Western Europe, is full of humor and irony at others.

Gyorgy Ligeti studied at the Budapest Academy, where he began teaching in 1950. His early music fol-
lowed in the style of Béla Bartoko and Zoltan Kodaly. In 1956, as a result of the unrest that would lead to
the Soviet invasion of Hungary, he fled to Vienna, and eventually settled in Hamburg. Composer worked in
the electronic music studio at Cologne, and taught at the Darmstadt summer institute. He was a central

figure in the European avant-garde, and began to develop his own individual approach to composition. His
Atmosphéres (1961) established an international reputation for him, and it brought Gyérgy Ligeti to the
attention of the general population when Stanley Kubrick used it in his film 2001: A Space Odyssey (1968).
In recent years, composer has explored more tonal materials, and in some pieces returned to his earlier,
Bartok-influenced style.

Kammerkonzert (1969-1970) for 13 instrumentalists

This composition is related to other micropolyphonic and polymetric pieces written by Gyorgy Ligeti,
especially Atmospheres. All the thirteen instrumentalists in the ensemble are regarded as solo virtuosos.
Kammerkonzert - is a study of contrasts: confrontation of a fragile silence and loud noise, active and static
textures. In this piece, the composer creates his own distinct multi-movement form dividing it into four
individual movements: polyphonic, choral, noisy third and ostinato presto finale.

Rather aggressive opening is formed by uneasy melodies and unexpected bursts of sound. The first move-
ment starts with a whirl of clarinet sounds and chromatic structures of the ensemble. The composer lays
swiftly articulated, simple motives one on top of another, while combination thereof is mixed with varia-
tions in dynamics and register. In the second section, the music is freely floating in space. In this part, har-
mony and clusters of sounds become the compositional accent. Third movement creates an impression of
a room full of clocks! The composer creates the noise through mechanical polyrythmics and polymetrics.
Similar to the first movement, Perpetuum mobile finale bubbles and pulsates with a magnitude of inter-
weaving lines.

Jana Kmitové (b.1976) studied piano and composition at the Kosice Conservatory (1990-1996), composi-
tion at the Academy of Music and Performing Arts in Bratislava (1996-2001) and at the Universitat flr
Musik und darstellende Kunst in Vienna (1999-2004). She participated in composition courses Voix Nouv-
elles Royaumont with Brian Ferneyhough, in Graz with Beat Furrer, and in Lugano with Michael Jarrell. She
was invited by Toshio Hosokawa to take part at the music festival Takefu (Japan), where she obtained the
international prize of the festival — a commission for Arditti Quartet. She cooperated with Klangforum
Wien, NEM, Ensemble Ictus, Trio Accanto, her compositions have been performed at the festivals of con-
temporary music in Poland, Canada, Germany, Switzerland, Japan, Czech Repubilic, and Slovakia.

Wound (2003) for 13 instruments

The piece was written during the summer composition course in Lugano (Switzerland) as an immediate
reaction to my first encounter with the site of the concentration camp in Ravensbriick. The pressure of
terrible facts and of the atmosphere during the week culminated in a state of shock, from which the way
back was possible only through special ‘therapy:’work on a new composition.

Jana Kmitova
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Marian Lejava. Dickinson-Songs (2007) for soprano and ensemble

Dickinson-songs are settings of four poems by Emily Dickinson, taken from different creative periods. The
poems are ordered according to a ‘story:’ the psychological development of the female heroine. Both char-
acters of the cycle (voice and instrumental forces) are subjected to individual development according to
the developmental character of the textual source. From extended techniques and rich unconventional
sound world to pure voice and instrumental accompaniment. The cycle was written in 2002-2003 with ma-
jor revision in June 2005 and final revision of May 2007. The version with ensemble was written in summer
2007. Four songs of the cycle with an Intro and Outro are divided into three parts: Intro with Song 1, Song
2 with Song 3 and Song 4 with Outro. Significant element of the cycle is a minimalism of musical means to
create very intimate world of thoughts and emotions presented by the main actor - voice. The premiere of
the cycle in version for soprano and ensemble takes place in Vilnius.

Marian Lejava

Marius Baranauskas (b. 1978), a representative of the young generation of Lithuanian composers, has
gained increased recognition in the past several years, especially after he was awarded 3rd Prize at the
Toru Takemitsu Composition Award in Japan for the symphonic composition Talking. He completed his post-
graduate-studies at the Lithuanian Academy of Music and Theatre in 2005, where he studied composition
with Assoc. Prof. Rimantas Janeliauskas. Since then, he works there as a lecturer at the composition depart-
ment. In 2006 Marius Baranauskas won the Gold Stage Cross as the best theatre composer in 2006 (for
his music for dance performance Salamander’s Dream. A Picture). In his music the composer is particularly
concerned with timbre as one of the primary elements of his musical language, searching also for ways
to extend the limits of imagination by ‘translating’ words into musical sounds and timbres.

It was in Talking that he first applied the method of his own invention whereby he attributes acoustic and
timbral equivalents to every sound of the spoken language. According to this technique of ‘rendition; vow-
els are being translated 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 acousti-
cally ‘rendered’ sounds and sung texts, etc, thus enabling the composer to come up with each time differ-
ent solution to a given phonic material. Marius Baranauskas’ works already stand out for refined formal
solutions, perfect musical timing and resourceful use of orchestral colours and subtle references to the
experiential universe lying beyond the music itself.

Lithuanian Music Information and Publishing Center

At the Immortal Touch of Thy Hands (2007) for soprano and chamber ensemble

Thou hast made me endless, such is thy pleasure. This frail vessel thou emptiest again and again, and fillest it
ever with fresh life.

This little flute of reed thou hast carried over hills and dales, and hast breathed through it melodies eternally
new.

At the immortal touch of thy hands my little heart loses its limits in joy and gives birth to utterance ineffable.
Thy infinite gifts come to me only on these very small hands of mine. Ages pass, and still thou pourest, and still
there is room to fill.

Rabindranath Tagore Gitanjali (Song Offerings)

Loreta Narvilaité (b. 1965) — the most prominent female composer in Klaipéda, the port town on the Baltic
coast. Besides her teaching at the Stasys Simkus Conservatoire, her duties at the Klaipéda Concert Hall and the
three festivals (Music of Changes, Salve Musica and Klaipéda Music Spring) that she organizes there, she is also
constantly quenching her thirst for premieres.

The rational principles of structuring, orderly calculated formal design derived from the series of numbers or
graphic shape of linear progressions characteristic of Loreta Narvilaité’s musical idiom, came to the fore during
her composition studies. At the same time this did not straitjacket her artistic intuition, leaving room also for
her creative imagination. Her later music is often marked by either an expressive or a nostalgic touch of emo-
tion, although the basis of rational music remains. These changes are reflected in the poetic titles of her works
that also programme the mood of her compositions (Morning Dew Was Falling, Here Sings the Wind, Open City,
Call-Light). The latest opuses of her reveal contrastive expressiveness (Visby-bike, 2003), refined concerto-type
quality (When the Footbridge Is Gone | Will Cross the River, 2003), or neoromantic melancholia (Your Eyelashes Touch
the Lips of My Memories, 2002).

Lithuanian Music Information and Publishing Center
In The World Of Small Things The Detail Is King (2007) for thirteen instrumentalist chamber ensemble

The name and idea of the composition was inspired by a sentence introducing impressionist arts collection in
Koln's Wallraf Richartz Museum. Nonetheless, the musical style of the piece only slightly reminds of neo-impres-
sionism. One could distinguish fragments from Alexander Skryabin’s Piano Sonata No. 6 or even earlier works by
the composer. The piece is dominated by expressive form and attention to every detail: line of melody, patterns
of rhythm and texture.

Life is short, while the world around us and knowledge are endless, so let’s concentrate on the essential

things...
Loreta Narvilaite
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Sarah Sun - sopranas / soprano

Susanne Leitz-Lorey - lyrinis sopranas / lyric soprano
Daniel Gloger - kontratenoras / countertenor

Martin Nagy - tenoras / tenor

Guillermo Anzorena - baritonas / baritone

Andreas Fischer — bosas / bass

RICARDAS KABELIS
Farsas / Farce

MISCHA KASER
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EGIDIJA MEDEKSAITE
Sophismata

GEORGES APERGHIS
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JENNIFER WALSHE
he wants his cowboys to sound like how he thinks cowboys should sound
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Tyrinétojai, atradéjai, nuotykiy ieskotojai ir idealistai ,Neue Vocalsolisten” i§ Stutgarto yra elitiné Siuolai-
kinés vokalinés muzikos grupé, kurig pastaruoju metu savo programose geidzZia turéti Zymiausi naujosios
muzikos renginiai visame pasaulyje. 1984 m. suburtas ansamblis buvo sékmingas ,Musik der Jahrhunderte”
projektas, kuriuo siekta iSugdyti profesionaly modernios vokalinés muzikos interpretatoriy. 2000 m. $i ka-
meriné vokaliné grupé atsiskyré nuo ,Musik der Jahrhunderte” organizacijos ir pradéjo savo nepriklausoma
karjera. ,Neue Vocalsolisten” bendradarbiauja su instrumentiniais ansambliais ir radijo orkestrais, operomis
ir eksperimentiniais teatrais, elektroninémis studijomis ir begale Siuolaikinés muzikos festivaliy bei koncer-
ty cikly organizatoriy visame pasaulyje.

Kiekvienas i§ septyniy solisty yra isbandes operos, recitalio ir kamerinio muzikavimo formas. Bendras an-
samblio diapazonas aprépia koloratirinio soprano ir kontratenoro registrus virsuje ir ,basso profondo” -
apacioje. Pagrindinj démesj dainininkai i$ Stutgarto koncentruoja j kamerine muzika ir j pastoviy, karybingy
muzikiniy partneriy paieskas.

+Neue Vocalsolisten” nuolat eksperimentuoja, tyrinéja ir zvalgosi nejprasty garsy, naujy vokalo techniky
ir naujy artikuliacijos formuy, atkakliai siekdami uzmegzti dialoga su kompozitoriais. Kiekvienais metais an-
samblis atlieka apie dvideSimt naujy kariniy premjery. Meninei ansamblio koncepcijai ypa¢ artimas muzi-
kinis teatras, tarpdisciplininis menas, elektroakustiné muzika, video, vizualiniai menai ir literatdra, taip pat
priestaringy senosios ir avangardinés muzikos elementy ,kryzminimas”.

Jau daugiau nei 15 mety gyvenantis ir kuriantis Stutgarte Ri¢ardas Kabelis (g. 1957) yra vienas paslaptin-
giausiy lietuviy muzikos autoriy. 1982 m. jis baigé Lietuvos muzikos akademijg, 1987 m. Sios akademijos as-
pirantdra, o 1989 m. jgijo humanitariniy moksly daktaro varda. 1990 m. pelné Vokietijos akademiniy mainy
tarybos (DAAD) stipendijg ir iSvyko stazuotei j Stutgarto muzikos ir teatro akademija. 1991-1996 studijavo
elektroning muzika, désté Stutgarto universitete ir rengé kompiuterinés muzikos projektus, pagal kuriuos
Vokietijos muzikos akademijose buvo jdiegta elektroninés kompozicijos specialybé, o Lietuvos muzikos
akademijoje jkurta elektroninés muzikos studija. Ricardas Kabelis parengé straipsniy apie mikrodimensi-
nio komponavimo galimybes, skaité paskaitas Austrijos, Sveicarijos ir Vokietijos muzikos akademijose bei
universitetuose.

Ri¢ardo Kabelio kompozicijose pastebimos tam tikros asketizmo apraiskos ir racionalios garsy tvarkymo
procedaros. Kai kuriuose kariniuose tarsi isskiriamas kuris nors vienas muzikos parametras (ritmas, harmo-
nija ar tembras), kituose (visy pirma orkestrui) — formalizuojama harmoniné vertikalé, dar kituose (dazniau-
sia vokaliniuose) - dominuoja rotuojanciy segmenty plastika. 10-ojo deSimtmecio pradzZioje kompozitorius
i$ pagrindy néré j mikrotoninés muzikos subtilybes bei émési ritminio isdéstymo galvosikiy. Daugelyje jo
kariniy klausa vos pagaunami akustinio intensyvumo pokyc¢iai sukuria begalinio laiko ir erdvés pojat;.

Lietuvos muzikos informacijos ir leidybos centras

JFarsas” (2007) sesiems balsams

Nors Stutgarte reziduojantys ,Neue Vokalsolisten” daug mety buvo tarsi ,ranka pasiekiami’, jiems iki Siol
nieko nebuvau sukires. Jy koncertuose atrodydavo, kad ,viskas” jau iSméginta, visos jmanomos ir nejma-
nomos kurybos technikos iSnaudotos, todél pasikartojimas neiSvengiamas. Antrojo ansamblio pakvietimo |
,Gaidos” festivalj vis délto pasiryzau nepraleisti... Perzvelgus jam sukurty kariniy partitaras ir pasiklausius
jrasy unikalioje ,Musik der Jahrhunderte” bibliotekoje — aciu Christinai Richter-lbafiez ir bosui Andreas Fis-
cher - pasitvirtino kirbéjusi mintis, jog daugiausia démesio ¢ia skiriama balsinei raiskai (netradiciniy voka-
liniy galimybiy katalogas!), o fundamentaliems komponavimo dalykams tenka tarytum antraeilis vaidmuo.
Supratau, jog cia slypi kitokio kdrinio Siam ansambliui galimybé, kuriame vos ne j pirma plang iskilty garsy
sgrangos logika - visada man svarbi ir bene vienintelé struktaros ,patikimuma” laiduojanti priemoné.

Karinyje be perstojo rotuojancios paskiry garsy ir Zodziy (vokieciy kalbos pseudo-idiomos) nuotrupos, tarsi
jverzti smagraciai, tramdo garso sklaidg ir formuoja pabréztinai homogeniska kaita. Visuose struktaros ly-
giuose gausu kratinio, farso ir netgi farso (kita farce prasmé) Zenkly, taciau cia nereikéty ieskoti panasumo
su Siandienine Lietuva. Tai greiciau racionalig garsy struktirag maskuojantys simuliakrai, pritinkantys Vaka-
ry erdvei ir XXI amziaus laikui.

Ric¢ardas Kabelis

Mischa Kaser (g. 1959) - Sveicary kompozitorius, gitaros mokytojas, rezisierius ir muzikantas. Pirmasias
savo kompozicijas sukdres dar vaikystéje, jis jauté galjs iSorinj pasaulj suvokti per muzika. Cidricho ,Win-
terthur” muzikos mokykloje jis mokési skambinti gitara (1978-1982), o Cidricho ir Bazelio muziko mokyklo-
se studijavo kompozicija. 1987-1989 m. Bazelio ,Schola Cantorum” jis lanké liutnios pamokas.

Apie 1990 m. kompozitorius pirma karta pabandé kurti ir atlikti muzika teatrui. Véliau jis pats jkaré savo
teatra ir tapo muzikinio teatro projekto vadovu. Mischa Kaseris yra subires daug jvairy ansambliy, kuriy
naujausias — improvizacinis trio Ill-VII-XIl. Su juo Mischa Kaseris koncertuoja kaip vokalistas. Visa $i veikla
smarkiai jtakoja ir menininko kidryba, kuping vokalinés muzikos, muzikinio teatro kariniy bei kameriniy
kompozicijy.

,Praludien” 1. Buch (2005-2006) sesiems balsams

IS pirmo Zvilgsnio pavadinimas ,Preliudai” gali pasirodyti priestaraujantis mano sukurtai muzikai, nes to-
kioms egzotiskoms ,dainoms” grei¢iausiai pasirinktuméte kitokj pavadinima. Man pavadinimas ,Preliudai”
siejasi su improvizacine jzanga, visas dalis paruosiancia improvizacine padala (Si padala sukurta griezta, tik
viena aiskia mintj plétojancia forma). Zodis ,preliudas” skirtas pabrézti griezta vakarietiskosios muzikos
tradicijos laikymasi, visai nepaisant egzotisky dainavimo techniky.

Savo balsui, kurj ,atradau” dainuodamas trio IlI-VII-XIl, pradéjau rasyti trumpus, tarpusavyje susijusius ka-
rinius: kiekviename preliude aiskiai reprezentuojama ir daznai pakartojama viena muzikiné mintis. Jvairas
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preliudai pasizymi skirtinga iSraiskos maniera: riksmais, ritualiniais pakartojimais, egzotiskomis dainavimo
technikomis, kurios derinasi su keistais (nors pazystamais) garsovaizdziais.

Cia charakteringa ir girdima: virtuoziska kalba; pakartojimas, naudojamas ireiksti tariamai ritualinj pro-
cesy; labai létai stipréjantis ir silpnéjantis, artéjantis ir tolstantis garsas; kalba kaip garso, o ne prasmés
iSraiska, nereiskianti, kad ,nesuprantama” kalba neturi prasmeés; visiskai nepriklausomy veikly asambliazas,
kurj kuria tai sutampantys, tai nesiderinantys veiksmai; kiekviename preliude naudojama skirtinga monta-
zo technika.

Mischa Késer

Nors Egidija Medek3aité (g. 1979) ka tik baigé kompozicijos magistro studijas Ry¢io Mazulio klaséje, Lie-
tuvos muzikos ir teatro akademijoje, jos varda jau jsidéméjo Siuolaikinio meno stebétojai. Ambicinga karéja
neaplenkia daugelio meistriskumo kursy, seminary, jaunyjy kompozitoriy festivaliy ir jvairiy eksperimenti-
niy meny sintezés projekty. Ji tobulinasi ne tik Lietuvoje, bet ir uzsienyje: Tampere (Suomija, 2003), Metze
(Prancuzija, 2004), Dundagos pilyje (Latvija, 2004), Istebnoje (Lenkijoje, 2006), o Vilniuje 2004 m. ji daly-
vavo meistriskumo kursuose RAM-6 ,Socialiné sgveika ir kolektyvinis protas” SMC bazéje; bei Nomedos ir
Gedimino Urbony surengtame avangardistiniame projekte ,Ruta remake’, tyrinéjusiame moters balsa ir ja
supancia socialine, kultaring, etnografine, akustine aplinka. Kompozitoré sukaré muzikg Kauno modernaus
Sokio teatrui ,Aura’, spektakliui ,Vagies dienorastis” (2004). Be to, ji groja jaunatviskoje roko muzikos gru-
péje ,Voodoo”

Egidija Medeksaité tradicinius muzikos instrumentus papildo fonograma, kompiuteriniais garso isgavimo
badais, taip ieSkodama originaliy garsiniy efekty. |kvépimo ji semiasi Ryty filosofijoje ir muzikoje (indy,
tibetie¢iy). Sios jtakos atsispindi ir kompozitorés kiriniuose, kuriuose dominuoja viena basena, kuriamas
vienas muzikinis vaizdinys.

»Sophismata” (2007) sopranui, tenorui ir bosui

Karinj inspiravo viduramziy filosofijos sgvoka ,sophisma’, kurig galéty atspindéti samoningas logikos dés-
niy arba délionés (puzzle) principy iskraipymas. Sofizmos idéja karinyje isreiksta vieno segmento, kuriam
badinga griezta auks¢io ir ritmo struktara, ,iskraipymu®”, Sios struktros eiliskumas laiko atzvilgiu priklauso
nuo atsitiktinés skaiciy sekos. Karinio strukturoje pagrindinis segmentas, kaip ir sakinys ,A jau nebetampa
baltas” tampa tik pati save susikdrusia struktdra, o jo galutinis rezultatas arba Sio sakinio interpretacija (,A
yra dabar baltas, bet greitai baltas nebebus” arba ,A jau nebéra baltas, bet pries tai A buvo baltas”) suteikia
visai (ne)nuspéjama rezultata.

Egidija Medeksaité

Georges'as Aperghis (g. 1945) — Aténuose gimes graiky kompozitorius. Entuziastingas savamokslis karéjas
doméjosi tapyba ir muzika, kuria jis atrado klausydamasis radijo bei dalyvaudamas keliose atsitiktinése for-
tepijono pamokose. Gyvendamas Aténuose jis mazai Zinojo apie europietiskajj avangarda, bet buvo girdeé-
jes kai kuriuos Arnoldo Schonbergo, Béla Bartdko ir Igorio Stravinskio karinius. Pirmieji Pierre'o Schaeffero
konkreciosios muzikos eksperimentai jam tapo netikétu atradimu. 1963 m. jis nusprendé mesti tapyba ir
jsikaré Paryziuje, kad galéty toliau savarankiskai studijuoti muzika.

Ankstyviausiuose jo kdriniuose juntama serializmo ir lannio Xenakio jtaka. Pats Georges'as Aperghis Siuos
karinius apibudina kaip studijas. Siekdamas susikurti laisvesne, asmeniskesne kalba, kompozitorius verzési
link Johno Cage’o, Mauricio Kagelio ir muzikinio teatro.

Nuo 1976 m. jo karyboje isryskéjo trys pagrindinés tendencijos. |kares ,I'Atelier” muzikinj teatra jis visis-
kai pakeité savo pozilrj | kompozicija. Georges'as Aperghis pradéjo kurti aktoriams ir muzikantams skirtus
spektaklius, kuriuose kasdieniai jvykiai panasédavo j poetinj, daznai absurdiska ir satyriska pasaulj. Antroji
kryptis - kompozicijos jvairiausiy sudéciy vokaliniams ir instrumentiniams ansambliams. Kompozitoriaus
pomégis eksperimentuoti bei provokuoti visada buvo akivaizdus, taciau, prieSingai nei muzikiniame teatre,
Sie kariniai néra specialiai teatraliski. Jie sudétingos ritmikos, visada kupini krastutiniuose registruose ky-
lancios energijos, dinamikos ir virtuoziskumo. Trecioji jo aistra — opera, susieja visus Siuos dalykus. Esminiu
vienijanciu elementu ¢ia tampa ZodZiai, o pagrindine iSraiSkos priemone - balsas.

JVittriool” (2006) Sesiems balsams

Vittriool” yra trecioji i§ penkiy ,Wolfli-Kantata” daliy. Kantatos premijera jvyko 2006 metais Stutgarte,
ISCM,World New Music Festival” metu.
Sig kantatg jkvépé Adolfo Wolfli paveikslai ir tekstas. Man kilo mintis toliau rutulioti kai kurias $iy darby
idéjas, tokias kaip besaikis erdvés uzpildymas; ritualiniai pakartojimai; skaitmeny, lyg kazkokio invento-
riaus saraso, skaitymas balsu; nevarzomai isryskintos, perkrautos ir atvirks¢iai pateikiamos detalés; sodri
polifonija etc. Kaip bebuty, visada stengiausi islaikyti saika, atstuma bei ,harmonijg”, kuri ir formuoja Siy
elementy plétote. Tokiu budu karinio architekttra kuria isgalvotus, kartais atpazjstamus kambarius, kurie
tarpusavyje sujungti slaptu ir laikinu badu. Muzikinés figuros kaip labirinte bando rasti savo kelia, kad ga-
liausiai uzvaldyty visg erdve. Joks kambarys daugiau negarantuoja tylos — jos vietoje atsiranda organiskas,
bet neskausmingas ,funkcionavimas”.

Georges Aperghis

Jennifer Walshe (g. 1974) - originaliausias kompozicinis balsas, pasigirdes per pastaruosius 20 mety Airi-
joje. Salia karybinés veiklos, ji daznai koncertuoja kaip vokalisté ir garséja netradiciniy atlikimo techniky
pomégiu. Pastaraisiais metais kompozitoré gauna daug uzsakymy kurti muzika savo pacios balsui su jvairiy
instrumenty pritarimu. Jennifer Walshe taip pat aktyviai reiskiasi kaip improvizatoré, reguliariai koncer-
tuodama su kitais muzikantais JAV ir Europoje. ,Mane domina ir kasdieniai garsai: ugnyje deganciy akeliy
traskéjimas, plystancio popieriaus garsas, alsavimas, nejprasti instrumenty garsai’, — sako kompozitoré.
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Vienas i$ ryskiausiy pastaryjy mety jos darby yra festivalio ,Dresdener Tage der zeitgengssischen Musik” ir
ansamblio ,Wien Modern” uzsakyta kameriné opera léléms Barbéms ,XXX_Live_Nude_Girls!ll". Kritiky i$gir-
ta opera buvo transliuojama jvairiose radijo stotyse ir televizijos programose (nuo Vokietijos iki Australijos),
rodoma daugybéje pasaulio internetiniy svetainiy ir aptarinéjama spaudoje: nuo ,El Mundo” (didziausio
tirazo Piety Amerikos laikrastis) iki ,BBC Music Magazine’, ,The Guardian” ir ,BUST", o taip pat paminéta
internetinés enciklopedijos ,Encyclopaedia Britannica Online” operos skiltyje.

Kompozicija Jennifer Walshe studijavo Karaliskojoje Skotijos Muzikos ir dramos akademijoje. 2002 m. Cika-
gos Siaurés Vakary universitete ji jgijo kompozicijos daktaro laipsnj. Siuo metu Jennifer Walshe dirba kaip
kviestiné,In Context 3" projekto kompozitoré Piety Dubline.

+he wants his cowboys to sound like how he thinks cowboys should sound” (2003) penkiems balsams

Noréjau parasyti karinj, nagrinéjantj vienatves, izoliacijos ir atskyrimo idéja. ,Neue Vocalsolisten” suda-
ro penki vokalistai, tad man patiko mintis dirbti su penkiais Zmonémis, kurie vienu metu baty ir bendros
grupés nariai, ir atskiri solistai. Sukdriau tarsi penkis atskirus karinius, kuriy kiekvienas atitinka kurj nors
atlikéja (tai ne soliniai kdriniai, nes kiekviename dalyvauja visi 5 atlikéjai). Taip pat sumasciau ir kariniams
adekvaty apsvietima. (Tam tikrais aspektais, Sie kariniai yra skirtingos to paties naratyvo versijos, papasa-
kotos i§ skirtingy vidinés kultiros perspektyvy. Zvelgiant kitaip - jie tampa visiskai skirtingi. Cia néra jokio
slapto kodo, kuris padeéty issifruoti kariniy sasajas — per daug puslapiy dinge).

Siuos karinius siejau taip, kad baty aiskios ribos tarp skirtingy garso ir vaizdo informacijos srauty. Nors
pagrindiné fiziné atlikéjy vieta (penki Zmonés ant suolelio) visur islieka ta pati, taciau karinio metu $i situ-
acija jgarsinama ir apSvie¢iama vis kitaip. Skirtingi naratyvai perteikiami jvairiai — kai kurie blokai, kai kurie
monologais ir komentarais, kai kurie sulétintais vaizdais, o kai kurie tokiu tempu kaip kino filmo karéjy sa-
rasas. (Mastydama ir kalbédama apie komponavima, daznai naudoju i$ teatro, televizijos ir filmy ateinancia
kalbg). Cia man svarbus gebéjimas jsibrauti j tyla ir ieiti i$ jos, kad karinio atlikimo metu ir po jo démesys
tekty garso kokybei bei atlikimo aspektams.

Jennifer Walshe

Researchers, discoverers, adventurers and idealists Neue Vocalsolisten Stuttgart is a remarkable contem-
porary vocal group. It established as an ensemble specializing in the interpretation of modern vocal music
in 1984. Founded under the artistic management of Musik der Jahrhunderte, the vocal chamber ensemble
has been artistically independent since the year 2000. Their partners are specialist ensembles and radio
orchestras, opera houses and the free theater scene, electronic studios and countless organizers of con-
temporary music festivals and concert series in the world.

Each of the seven concert and opera soloists, with a collective range reaching from coloratura soprano
over countertenor to ‘basso profondo, shapes the work on chamber music and the co-operation with the
composers and other interpreters through his/her distinguished artistic creativity.

The ensemble’s chief interest lies on research: exploring new sounds, new vocal techniques and new forms
of articulation, whereby great emphasis is placed on establishing a dialogue with composers. Each year,
the ensemble premiers about twenty new works. Central to the group’s artistic concept are the areas of
music theater and the interdisciplinary work with electronics, video, visual arts and literature, as well as the
juxtaposition of contrasting elements found in ancient and contemporary music.

For more than 15 years Ricardas Kabelis (b. 1957) has been residing in Stuttgart. Probably he is one the
most radical and enigmatic persons in Lithuanian music. He studied composition at the Lithuanian Acade-
my of Music, where he subsequently became a doctoral student (1983-1987) and received his D.H. in 1989.
In 1990 he went to study in Germany on a two-year fellowship granted by the German Academic Exchange
Service (DAAD). Since 1991 to 1996 he has been studying electronic music, lecturing at the Stuttgart Uni-
versity and working on computer music projects according to which was established electronic composi-
tion program at the Germany Academies of Music, and was formed the guidelines for the establishment
of the Electronic Music Studio at the Lithuanian Academy of Music. Ricardas Kabelis’ publications include
a number of theoretical studies concerned with the instrumentation and computer aided structuring of
microdimensional values. He has been lecturing at a number of academies and universities in Germany,
Switzerland and Austria.

The striking austerity, characteristic of the major part of his compositions, seem to flow from the under-
lying formal procedures he employs such as meticulous reduction of musical material. Quite a few of his
works are based on the exposition of a certain single isolated musical parameter (such as rhythm, harmony,
or timbre), eliminating the others. Since the early 90's, he delves thoroughly into the subtleties of micro-
tonal music and puzzles of its rhythmic arrangement. Hardly audible changes of timbre, microintervals and
acoustic intensity in his compositions immerse the concentrated audience into and endless space / time
continuum.

Lithuanian Music Information and Publishing Centre
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Farce (2007) for six voices

Even though the Neue Vokalsolisten residing in Stuttgart for many years were ‘at stone’s throw’ so to speak,
this is my first piece for them. Their concerts gave the impression that everything has been tried already,
all possible and impossible creative techniques have been exhausted, and repetition is unavoidable. None-
theless, | decided not to miss the opportunity when the ensemble was invited to Gaida Festival for the
second time... After the review of the scores already written for the ensemble and listening to the record-
ings in the unique library Musik der Jahrhunderte — big thanks to Christina Richter-lbédfiez and the director
Andreas Fischer — my initial belief was confirmed that most of the attention here is directed towards vocal
expression (catalogue of non-traditional vocal techniques!), while the fundamental issues of composition
are somewhat secondary. | realised the opportunity of a different composition for this ensemble, where the
logic of the arrangement of sounds - one of the only measures assuring ‘reliability’ of the structure, always
important to me — would become the focal point.

Continually rotating fragments of separate sounds and words (German pseudo-idioms) perform the role of
fixed flywheels of the piece, which control the spread of the sound and form insistently homogenous vari-
ation. All the levels in the structure are abundant with the symbols of medley, farce, mince even (another
connotation of a word farce), although one should not look for similarities with the nowadays Lithuania.
These are more like simulacra concealing the rational structure of sounds, characteristic of the Western
World in the 21st century.

Ri¢ardas Kabelis

Mischa Kaser (b. 1959) is Swiss composer, guitar teacher, director and musician. He produced his first com-
positions as a child, and had the feeling he could experience the world musically. He studied guitar at the
Zurich Winterthur School of Music (1978-1982) and composition in Zurich’s and Basel’s Schools of Music.
Later he took lessons in lute at the Schola Cantorum in Basel (1987-1989).

Subsequent to 1990 he received his first experiences in composing and performing for theatre, he was
later to become the director of his own theatre and music theatre project. Mischa Kaser is the founder of
various ensembles, the most recent being the improvisation trios lll-VII-XIl, with whom he performs as a
vocalist. His compositional strong points are vocal music, chamber music and musical theatre.

Préludien 1. Buch (2005-2006) for six voices

On first encounter, the title Preludes may seem contradictory to the music as one would assume a different
choice of title for such exotic “songs!” For me, the name Preludes is associated with: an improvised intro-
duction; a track of improvisation leading up to all pieces (this track strengthened into a strict form mostly
developing one single clear thought); the word ‘prelude’ is meant to stress the adherence of occidental
musical tradition in spite of the exotic singing techniques.

Based on my voice that | establish as vocalist in trio llI-VII-XII, | started writing short pieces that all have

one thing in common: in each prelude one musical thought is being presented with the utmost clarity and
repeated frequently. The various preludes are distinguished by different diction: cries, ritual repetitions,
exotic singing techniques correspond with strange (though familiar) soundscapes.

Characteristic and audible are the following: virtuosic tongues; repetition used as a means of form and
as expression of a alleged ritual process; assembly of completely independent activities that can either
harmonise or clash; very slow fading in and fading out as a way to convey distance and proximity; language
as an expression of sound rather than meaning — which does not mean that ‘unintelligible’ language has no
meaning; each prelude uses a different kind of montage technique.

Mischa Késer

Even though Egidija Medeksaité (b. 1979) has just graduated from Master degree studies in composition,
class of Rytis Mazulis, at the Lithuanian Academy of Music and Theatre, her name has been already no-
ticed by the contemporary arts observers. An ambitious composer visits most of the available postgradu-
ate courses, seminars, young composer festivals and various experimental arts synthesis projects. She has
been visiting seminars in Lithuania and abroad: Tampere (Finland, 2003), Metze (France, 2004), Dundaga
castle (Latvia, 2004), Istebna (Poland, 2006). In 2004, Egidija Medeksaité has participated in the RAM-6
workshop Social Interaction and Collective Intelligence held at CAC in Vilnius, as well as avant-garde project
Ruta Remake that explored female voice and the social, cultural, ethnographic, and acoustic environment
around her, organised by Nomeda and Gediminas Urbonas. The composer has written the music piece for
the play Vagies dienorastis (Diary of a Thief) (2004) at the modern dance theatre Aura in Kaunas. In addition,
she plays in a young rock music band Voodoo.

Egidija Medeks3aité complements traditional music instruments with phonogram or computer based sound
generation methods in the search for original sound effects. The young composer draws inspiration from
Eastern philosophies and music (Indian, Tibetan). These influences are reflected in her compositions, where
single state dominates and a single musical image is created.

Sophismata (2007) for soprano, tenor and bass

The piece was inspired by a concept of ‘sophisma’ coming from medieval philosophy, which may be at-
tributed to the distortions of the both: puzzle principles or conscious laws of logic. In the composition,
the idea of sophisma is expressed by a ‘distortion’ of a single segment, which characteristically has strict
structure of pitch and rhythm. Sequence of this structure in relation to time depends on random numerical
sequence. The main segment in the structure of the composition becomes self-created structure, same as
the sentence of the segment “A no longer becomes white!” And the interpretation of this sentence (“A is
still white but will soon cease to be white” or “A is already not white, but A was white before”) allows for an
(un)expected result.

Egidija Medek3aite
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Georges Aperghis (b. 1945) is a Greek composer born in Athens. Mainly self-taught, Georges Aperghis di-
vided his interest between painting and music, which he discovered through radio and the occasional piano
lesson. In Athens, he knew little about the European avant-garde but he heard some Arnold Schénberg,
Béla Bartok and Igor Stravinsky. The first experiments in musique concrete by Pierre Schaeffer came as a
revelation. By 1963, he had decided to give up painting and settled in Paris to continue studying music.

His earliest works show the influence both of serialism and of lannis Xenakis's. He himself described these
pieces as studies; pursuing a need to develop a freer, more personal language, he gravitated towards the
John Cage and Mauricio Kagel and towards the music theatre.

Since 1976, he has divided his time between three central passions. After founding the I'Atelier Théatre
et Musique he completely changed his approach to composition. He began creating performances that
used both actors and musicians; based works on everyday events transported to a poetic, often absurd and
satirical world. His second passion — vocal and instrumental works, for a wide variety of combinations. Com-
poser’s taste for experiment and provocation is always apparent but, unlike his music theatre, this work is
not specifically theatrical. It is rhythmically complex and always full of a vigorous energy that springs from
extreme registers, dynamics and virtuosity. His third love, opera, brings together all these concerns, where
the words are the vital unifying element and the voice the principal means of expression.

Vittriool (2006) for six voices

Vittriool is the third out of five parts of the Wolfli-Kantata. The cantata was premiered during the ISCM
World New Music Festival 2006 in Stuttgart.

This cantata was inspired by text and images of Adolf Wolfli. The idea suggested itself of developing fur-
ther some of the ideas in these works, such as the excessive filling of the space; the counting out of ciphers,
like an inventory list; ritual repetitions; enlarged details without restraint, overloaded and incessantly in-
verted in their original orientation; rich polyphony etc., always keeping a distance, a ‘harmony, which chan-
nels the development of these approaches. It thus involves an architecture which forms fictitious rooms,
sometimes recognisable, which are connected with each other in a concealed and temporally limited man-
ner. The musical figures try to find their way as if in a labyrinth, in order finally to take over the whole space.
No room is any longer granter to silence: in its place is an organic, but painless ‘functioning!

Georges Aperghis

Jennifer Walshe (b. 1974) is the most original compositional voice to emerge in Ireland in the last 20 years.
In addition to her activities as a composer, she frequently performs as a vocalist, specializing in extended
techniques. Many of Jennifer Walshe's recent compositions were commissioned for her voice in conjunc-
tion with other instruments. She is also active as an improviser, performing regularly with musicians in USA
and Europe. “The sounds | am interested in include everyday noises: twigs snapping in a burning fire, paper
tearing, breathing, nonstandard instrumental sounds” - says composer.

Her recent projects of note include XXX_Live_Nude_Girls!!!, a chamber opera for Barbie dolls, commissioned
by Dresdener Tage der zeitgendssischen Musik and Wien Modern. Critically lauded, opera was featured on
radio and TV stations from Germany to Australia, on numerous websites and in publications throughout the
world, from El Mundo (the most widely-circulated newspaper in South America) to BBC Music Magazine,
The Guardian and BUST, and is discussed in the Encyclopaedia Britannica Online entry on opera.

Jennifer Walshe studied composition at the Royal Scottish Academy of Music and Drama. She graduated
from Northwestern University, Chicago, with a doctoral degree in composition in 2002. Now she is the
composer-in-residence for the In Context 3 project in South Dublin.

he wants his cowboys to sound like how he thinks cowboys should sound (2003) for five voices

| wanted to write a piece which dealt with loneliness, the idea of isolation and being separate. The Neue
Vocalsolisten is made up of five soloists, so | liked this idea of working with five people who are two things
at the same time — a member of a united group and also an isolated soloist. | wrote five different pieces,
each corresponding to one of the different performers (these are not solo pieces, they feature all 5 per-
formers), and created lighting settings corresponding to these different pieces. (These pieces are in some
ways different versions of the same narrative, told from different internalized perspectives; in other ways
they are completely different. There is not a secret code to figure out how they all fit together - too many
pages are missing.)

| edited these pieces together, so that there are cuts between the different streams of information, both
sonic and visual. The basic physical situation of the performers (five people on a bench) remains the same
throughout - this situation is sounded and lit differently through the piece. The different narratives mani-
fest themselves in different ways through the piece — some in blocks, some in monologue and commentary,
some in time-lapse blips, some paced like the credit section of a film. (The language | use when | think and
talk about composing often comes from theatre, television, film.) Being able to cut in and out of silence
and light was important to me, so that the focus would be on the sound quality and performative aspects
of the piece, both while they are happening and in the space after.

Jennifer Walshe
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Spalio 24, treciadienis, 19 val.
Siuolaikinio meno centras
24 October, Wednesday 7 pm
Contemporary Art Centre

Cinemusica: CHARLIE CHAPLIN XXI PROJECT

Atlikéjai / Performers:
Rafailas Karpis - tenoras / tenor
Ansamblis ,Nepaklusnieji”/ Disobedient Ensemble

Andrius Radziukynas - fleita / flute
Julius Cernius - klarnetas / clarinet

leva Sipaityté — smuikas / violin
Robertas Bliskevicius — altas / viola
Mindaugas Backus — violoncelé / cello
Sonata Zuboviené - fortepijonas / piano
Rokas Zubovas - fortepijonas / piano

CHARLIE CHAPLIN
Muzika ir dainos, kartu su istraukomis i filmy /
Music and songs with excerpts for the movies:

Mazylis / The Kid (1921)

Cirkas / The Circus (1928)

Nauiji laikai / Modern Times (1936)
Didmiescio Ziburiai / City Lights (1931)

ZIBUOKLE MARTINAITYTE
Mozaika / Mosaic
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Charlie Chaplinas (1889-1977) yra ypac reikSmingas ankstyvosios kino industrijos autorius. Nors savo karjera
pradéjes paprastoje varjeté scenoje, po keliy mety praleisty Jungtinése Amerikos Valstijose (Cia jis atvyko 1912
m.) jo honoraras sieké beveik milijong doleriy, uz kurj jis puolé statyti savo kino studija ir kurti platinimo kompa-
nija. Jei kas ir galéty bati nuosavo filmo autoriumi, tai Carlie Chaplinas juo tikrai buvo. Jis rasé, rezisavo, gamino,
karé ir vaidino beveik visuose savo filmuose. Kad ir kaip bepazvelgtum, savo darbuose jis pasieké nejtikétiny
rezultaty.

Stebétina, taciau net ir artimai su Charlie Chaplino veikla susipazine Zmonés nustemba suzinoje, kad be visy savo
pasiekimy, jis dar ir karé muzika daugumai savo garsiausiy filmy, nuo ,Mazylio” iki ,Didmiescio Ziburiy’, ,Naujy
laiky’, ,Didziojo diktatoriaus” ir netgi ,Aukso karstligés” Ir tai jis daré niekada oficialiai nesimokes muzikos (ar
net neoficialiai - jis niekada nesimoké skaityti i$ naty).

Klausantis Charlie Chaplino muzikos, visy pirma pastebima jos kilmé ir jtakos. Jis ifaugo Londono muzikos salése
ir i$ kaviniy pripladusiy garsy miesto gatvése. Pirmujy poveikis jo klryboje atsispinti taip pat ryskiai, kaip ir po-
puliariosios kultaros paveika. Atvirai kalbant, jo muzika perkrauta ir visai ne rafinuota. Jos garsai lengvi, neripes-
tingi ir pramoginiai, visai ne sudétingi ar vienalyciai. Kiekviena akimirkg ekrane Charlie Chaplinas tiksliai imituoja
partitiroje, naudodamas jau kli$émis tapusias muzikos idraiskos priemones. IS kitos puses, tai atrodo logiska,
nes daugelis autoriaus filmy buvo nebylis, tad vietoje Zodziy kalbéjo muzika. Galbat vienintelé iSimtis — nepa-
prasta muzika filmui ,Nauji laikai’, kuriame paskutinj karta pasirodo Mazojo valkatos personazas, taip mégiamas
Charlie Chaplino. Cia autorius intensyviai eksperimentuoja, ieskodamas naujy orkestro skambesio spalvy. Tarsi
Mazasis valkata fabrike, pagrindiné tema Zaismingai Suoliuoja per instrumentus pirmyn ir atgal. | $j garso takelj
jis jtraukia netgi industrinius miesto garsus, kurie filmy muzikos partittroje veikiausiai atsiduré pirma karta.

Andrew Granade
,Charlie Chaplin XXI project” (2007)

Vaikystéje, grizes po pamokuy, jaunasis Charlis nieko nerado namie ir buvo priverstas ilgai laukti gatvej, kol kas
nors atidarys duris, tik staiga ,suskambo muzika. Apzavinti! Ji sklido i$ ,Baltojo elnio” smuklés priebucio, nuos-
tabiai skleisdamasi tuscioje aikstéje. Melodija ,Sausmedis ir bité” buvo Zérinciai virtuoziskai grojama klarnetu ir
fisharmonija. Niekada nebuvau girdéjes tokios graZios ir tuo pat metu lyriskos, nerapestingos ir spalvingos, sil-
tos ir padrasinancios melodijos. Pamirau savo neviltj ir nuéjau per aikste pas muzikantus... Tai ¢ia pirma karta a$
atradau muzika, tai ¢ia pirma karta as pajutau jos retg grozj, dZiuginusj ir persekiojusj mane nuo tos akimirkos".
Gatviy ir kaviniy muzika greitai rado kelig j Charlie Chaplino filmus. Gal si slapta meilé muzikai paprastai, bet Sir-
dingai ir nulémé, kad net septyniolika mety po pirmojo jgarsinto filmo pasirodymo, garsiausias visy laiky valkata
neperzengé neregimos ribos tarp nebyliojo ir kalbancioj kino, tarsi teigdamas: Zzodziai - tai neapykantos kalba,
tyla — meilés. O net ir perzenges, uzdainavo savo isgalvota Snekta: ,Se bella gui satore / Je notre so cafore / Je no-
tre si cavore / Je la tu la ti la twah” Ir ,DidZiajame diktatoriuje” prakalbo j ZiGrovus niekam nesuprantama kalba.
Tiesa, jis pirmasis sinchronizavo savo paties sukurta muzikg su savo paties rezisuotomis savo paties suvaidinto-
mis ir redaguotomis mizanscenomis, bet tai buvo kita kalba — muzikos kalba, jautriu kontrapunktu paryskinanti
herojaus pastangas dabarties gyvenimo sumaistyje atrasti bent laselj Zzmogiskos Silumos ir jautrumo.

+Nepaklusniujy” projektas, tai ne tik pagarbos didziajam XX amziaus karéjui atidavimas, bet taip pat ir bandy-
mas triukSmingoje XXl amzZiaus sumaistyje atkurti didZiojo valkatos tyliai bylotas tiesas apie visus mus siejancius
Zmogiskus saitus, dél kuriy verta gyventi Ssiame pasaulyje. Kaip pats karéjas viename interviu prasitaré: ,Jei vai-
kai prie$ gimdami Zinoty, kas jy ¢ia laukia, jie, veikiausiai, labiau bijoty gimti, nei mes bijome mirti".

Rokas Zubovas

Savo muzikinj kelig Rafailas Karpis (g. 1983) pradéjo,Azuoliuko” muzikos mokykloje, kur dainavo berniuky ir
jaunuoliy chore, o nuo 1997 m. mokési dainavimo pas Algirda Januta. 1999 m. dainininkas tapo tarptautinio
jaunujy Baltijos jaros Saliy dainininky konkurso Tartu (Estija) pirmosios vietos bei Grand Prix laimétoju, o 2000 m.
,Dainy dainelés” konkurso laureatu. Po mety jis pradéjo studijuoti Lietuvos muzikos ir teatro akademijoje, prof.
Virgilijaus Noreikos dainavimo klaséje. Cia 2007 m. Rafailas Karpis jgijo magistro laipsn.

Nuo 2003 m. tenoras dainuoja Lietuvos nacionaliniame operos ir baleto teatre. Jo sukurti vaidmenys: Njiegu-
3as (Franzo Lehdro operoje ,Linksmoji naslé”), Giscia ir Barnabas (Balio Dvariono operoje ,Dalia”), karininkas
(Gioachino Rossini operoje ,Sevilijos kirpéjas”), Triké (Piotro Caikovskio operoje ,Eugenijus Oneginas”), Goro
(Giacomo Puccini operoje ,Madama Butterfly”), Sundsteinas (Miko Petrausko ,Birutéje”), Tusciagarbis ir Gyva-
té (Rachelés Portman ,MaZajame prince”), prokuroras Cornas (Juliaus Juzeliino operoje ,Zaidimas"), girtuoklis
Ceperlain (Christopho Willibaldo Glucko operoje ,Girtuoklio isblaivinimas”). Rafailas Karpis koncertavo Skandi-
navijos Salyse, JAV, Prancizijoje ir Slovénijoje.

Iki 2005 m. ansamblio ,Nepaklusnieji” nariai vienas su kitu muzikavo kas karta keisdamiesi tarpusavyje ir for-
muodami jvairiy instrumentiniy sudéc¢iy ansamblius. Po 2005 m. Sie bendramindiai visi kartu parengé septynias
+Nepaklusniyjy zemés” festivalio programas ir jas atliko Nidoje bei Juodkrantéje. Septyniese jie taip pat koncer-
tavo Kauno,Pazaislio” festivalyje, Klaipédos koncerty saléje, Vilniaus kompozitoriy namuose ir kitur.

2006 metais muzikantai parengé dar septynias koncertines programas jau kasmetiniu tapusiame muzikos ir
ekologijos festivalyje ,Nepaklusniujy zemé” bei buvo pakviesti atlikti graudingiausia muzikine komedijg ,Va-
sarvidzio nakties sapnas” ,Tytuvény” (Kurtuvénuose), ,Mykolo Oginskio” (Plungéje) ir ,Pazaislio” (Pocitnuose)
festivaliuose, o taip pat Palangos, Vilniaus ir Klaipédos salése.

2007 metais ansamblis koncertavo Norvegijoje, Rusijoje, pristaté lietuviy kompozitoriy karinius Nacionalinés
filharmonijos saléje Vilniuje. Vél vasara susibares ,Nepaklusniujy zeméje’, jis toliau tesé ieskojimus jvairiose mu-
zikinés raiskos erdvése: parengé Chick Corea kariniy programg, o $iuo metu repetuoja muzikinj spektaklj ,Pero
Giunto sugrjzimas”.

Minétasis festivalis ,Nepaklusniyjy zemé” inspiravo ir ansamblio pavadinima, kuris atspindi novatoriskas, tarp-
disciplinines jo programas (neretai kupinas improvizacijos, dziazo, teatro elementy, pantomimos, video, siekiant
kurti naujas koncertavimo formas ir naujus sceninius Zanrus) bei ansamblio nariy tikéjima, kad nepaklusnumas
kasdienybés ir scenos rutinoje gali tapti labai svarbiu karybiniu impulsu.

Impetus Musicus
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Zibuoklé Martinaityté (g. 1973) j lietuviy muzika atéjo kartu su Ramintos Serkinytés, Dianos Cemerytés,
Vytauto V. Jurgucio, Ramino Motiekaicio karta. Ir kartu, ir atskirai. I3 aktyviy, dinamisky savo bendraamziy
ji i8syk issiskyré, gal net atsiribojo vienisés, kosmopolités kauke, po kuria galéjai justi auksta vidine jtampa,
jau véliau, 2001 metais iSsprogusia tarytum viesas prisipazinimas skausminga, spengiandia ir $éliojancia
kompozicija ,Attention! High Tension!” tabai ir fortepijonui. Ta jtampa tapo jos asmenybés ir karybos va-
romoji jéga. Ir tiba, kurig kaip ir trombong bei fagota kompozitoré istraukusi i$ tolimiausiy simfoninio or-
kestro eiliy privercia tapti vieninteliu, nepakei¢iamu individu, nebodama tradiciskai nepaslankiais laikomy
instrumenty specifikos.

Zibuoklés Martinaitytés estetikai svetima kirybos kaip zaidimo samprata. Nors i pirmo zvilgsnio jos ki-
riniai gali pasirodyti spalvingi ir efektingi, taciau jie kupini egzistencinio patoso. Jos akustiniai ir elektroa-
kustiniai kariniai neakina technologijomis, jie kviecia j kelione buties takais, kartais skaidriais ir viltingais,
kartais truputj ironiskais, kartais ekstremaliais, slystelint paciais emocijy aSmenimis. Jos partitlrose va-
riniams puciamiesiems iskeliamos beveik nejmanomos uzduotys. Ir visgi, uzuot pasimégaves pasélusiais
ritmais, ZaiZzaruojanciais pasazais, pajunti autorés skirta jtampos istvermés bemaz budistinj iSbandyma tiek
atlikéjams, tiek klausytojams. Ji dalijasi savo emociniais iSgyvenimais tarytum provokuodama klausantjjj
— islaikys jis ar ne jos high tension!

Juraté Katinaité Lietuvos muzikos link Nr. 14

»Mozaika” (Charlie Chaplino atminimui) (2007) fleitai, klarnetui, balsui (tenorui), fortepijonui 4 rankomis,
smuikui, altui ir violoncelei

Karinj jkvépé Charlie Chaplino filmai bei jo personazas ,Mazasis valkata” (,Little Tramp”), o taip pat ir pa-
ties Chaplino sukurta muzika jo filmams. ,Mozaika” - tarsi trumputis filmas, tik be vaizdy, kur klausytojas
kvie¢iamas pats susikurti savaja istorija. Muzika kinematografinio pobudzio, labai fragmentiska, ji nuolat
keiciasi, kaip kine, ta¢iau nematant vaizdy sunku jzvelgti ar atsekti akivaizdzig logika, siejancig atskirus
muzikinius fragmentus.

Karinio epizodai primena filmo kadrus, déliojamus koliazo principu, jie tiesiogiai arba netiesiogiai susije
su jvairiomis scenomis i$ Charlie Chaplino filmy. Pabaigoje tenoras (jkanijantis Chapling) atlieka dainele i$
filmo ,Naujieji laikai” (,Modern Times”), kurioje po dviejy nebyliosios pantomimos desimtmeciy pasaulis
pirma karta isgirdo Charlie Chaplino balsa. Filme i$éjes dainuoti j restorano scena Charlie Chaplino hero-
jus pamirsta dainos Zodzius ir tiesiog ima improvizuoti iSgalvodamas neegzistuojancig kalba, kurios Zodziy
prasmé kazkodél yra visiems suprantama...

Zibuoklé Martinaityté

Charlie Chaplin (1889-1977) is one of the greatest and earliest authors in the film industry. Although he
began his career on the vaudeville stage, he came to the United States in 1912 and by the decade’s end, he
was commanding fees of $1 million and building his own studio and distribution company. If any one man
can ever be considered the author of an individual film, Charlie Chaplin certainly can. He wrote, directed,
produced, and starred in almost all of his films. His body of work is a remarkable achievement by any stretch
of the imagination.

What surprises most people with only a passing knowledge of Charlie Chaplin is that on top of all those
accomplishments, he also wrote the scores to his most famous films, from The Kid to City Lights to Modern
Times to The Great Dictator and even to The Gold Rush. And he did all this without ever having formal training
in music (or even informal — he never learned to read music).

When you listen to his music, the first thing you'll notice is where Charlie Chaplin’s musical language origi-
nated. He was reared in the music halls of London and his music reflects that origin. It is over-the-top,
based on popular music, and never subtle. The music is light and diverting, but not very unified or complex.
Every moment on screen is telegraphed explicitly in the score through musical gestures that have become
cliche. On the one hand, this approach is expected; Charlie Chaplin’s films were mostly silent, so the music
spoke where the words could not. The one exception is the gem of a score for Modern Times which was the
last outing of Charlie Chaplin's beloved Little Tramp character. In it, you can hear his experimenting with
orchestral tone colors, bouncing the main theme back and forth among instruments in as playful a manner
as the Tramp bounces around the factory where he works. Chaplin even incorporates industrial sounds into
the score, certainly one of the first times that happened in a film score.

Andrew Granade
Charlie Chaplin XXI project (2007)

In his childhood once, returning from school, young Charlie found no one at home and had to wait in the
street for somebody to let him in, and “Suddenly, there was music. Rapturous! It came from the vestibule of
the White Hart corner pub, and resounded brilliantly in the empty square. The tune was The Honeysuckle and
the Bee, played with radiant virtuosity on a harmonium and clarinet. | had never been conscious of melody
before, but this one was beautiful and lyrical, so blithe and gay, so warm and reassuring. | forgot my despair
and crossed the road to where the musicians were... It was here that | first discovered music or where [ first
learned its rare beauty, a beauty that has gladdened and haunted me from that moment..."

Music from the streets and cafés was fast to find a way into Charlie Chaplin’s films. Maybe this secret love
for simple but heartfelt music was the reason for the fact that even seventeen years after the release of the
first voiced film the most famous tramp of all times did not cross the imaginary border between silent and
voiced film, as in a statement: words are the language of hatred, and silence - of love. And even after crossing
that line, he sang in a bogus language created by himself: “Se bella giu satore / Je notre so cafore / Je notre
si cavore / Je la tu la ti la twah;” and in The Great Dictator he addressed the audience by an incomprehensible
language. Although he was the first to sync his own music with the scenes directed and acted by himself that
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was another type of language — music language, in a sensitive counterpoint expressing the efforts of the
character to locate at least a drop of human warmth and tenderness in the confusion of contemporary life.

The Disobedient Ensemble’s project pays homage to the great artist of the 20th century, it is also an at-
tempt to rebuild the silent truths of the great trump in the noisy turmoil of the 21st century, the truths
about ties that connect all of us and make living in this world a worthy endeavour. As the artist confessed
in an interview once: “If children were to know what is waiting for them before coming here, perhaps they
would be more afraid of their birth than we are of our death.”

Rokas Zubovas

Rafailas Karpis (b. 1983) has started his musical path in Azuoliukas School of Music, singing in the boy’s and
youth choir and taking vocal lessons with Algirdas Janutas since 1997. In 1999, the singer won 1st Prize and
Grand Prix at the Youth Soloists of the Baltic Sea Competition in Tartu (Estonia), and in 2000 he became lau-
reate of the Dainy dainelé singing contest. One year later he started his studies at the Lithuanian Academy
of Music and Theatre in the singing class of Prof. Virgilijus Noreika. In 2007, Rafailas Karpis has finished his
Master’s degree program at the Academy.

Starting 2003, tenor performs at the Lithuanian National Opera and Ballet Theatre. He has performed in
the following roles: Njegus (in Franz Lehar’s opera Merry Widow), Guscia and Barnabas (in Balys Dvarionas’
opera Dalia), officer (in Gioachino Rossini’s Barber of Seville), Triquet (in Pyotr Tchaikovsky’s Eugene Onegin),
Goro (in Giacomo Puccini's Madame Butterfly), Sundstein (in Mikas Petrauskas’ opera Biruté), the Vain Man
and the Snake (in Rachel Portman’s Little Prince), Prosecutor Corn (in Julius Juzelinas' opera Zaidimas), and
Drunkard Ceperlain (in Christoph Willibald Gluck’s The Reformed Drunkard). Rafailas Karpis has performed in
Scandinavia, as well as the USA, France and Slovenia.

Musicians of the Disobedient Ensemble were performing together in various combinations and on various
programmes for many years. In 2005, the seven musicians became the founding members of the festi-
val of music and ecology The Land of Disobedient and performed seven different concert programmes in
Juodkranté and Nida. The ensemble was also invited to perform at PaZaislis Festival in Kaunas, and the same
year performed concerts in Palanga, Vilnius, Klaipéda.

In 2006, the ensemble prepared another six programmes for now annual festival of music and ecology
The Land of Disobedient, and toured Lithuania again, performing in Plungé (at Mykolas Oginskis Festival),
Klaipéda, Pocilnai (at Pazaislis Festival), Kurtuvénai (at Tytuvénai Festival), and Vilnius (Composers Union
House, and Arsenal Hall).

In 2007, the ensemble gave concerts in Norway and Russia, presented the works by Lithuanian composers
at the Lithuanian National Philharmonic in Vilnius. Teaming up again in summer for The Land of Disobedi-
ent Festival, the group continued its search in various areas of musical expression: prepared the programme
of music works by Chich Corea; currently rehearsing music play The Return of Peer Gynt.

The name of the ensemble is derived from the aforementioned festival The Land of Disobedient. The name
also reflects the programming of the ensemble (inclusion of improvisation, jazz, theatre elements, pan-

tomime, and video, as well as creating new performing forms, and new stage genres) and belief of the
ensemble members that disobedience toward routine of everyday and concert life could be an essential
impetus for creativity.

Impetus Musicus

Zibuoklé Martinaityté (b. 1973) came into Lithuanian music along with the generation of Raminta
Serk$nyté, Diana Cemeryté, Vytautas V. Jurgutis, Ramanas Motiekaitis. Together and on her own. She at
once stood out among her active, dynamic peers, maybe even estranged herself as a loner, a cosmopoli-
tan, with a clearly felt inner tension, which later, in 2001, exploded like a public confession in the painful,
screaming, wild composition Attention! High Tension! for tuba and piano. This tension became the driving
force behind her personality and creation.

Zibuoklé Martinaityté’s aesthetics rejects the idea of creation as play. Even though her works may at first
appear colourful and extravagant, in reality they are full of existential pathos. Her acoustic and elecroa-
coustic compositions do not overindulge in technological tricks, they take one on a journey to the paths of
being, sometimes clear and hopeful, sometimes a little ironic, sometimes extreme, sliding down the very
blades of emotions. Her scores present almost impossible tasks for brass instruments. And still, instead of
enjoying the wild rhythms and sparkling passages, one feels the almost zen-like test of tension tolerance
for both performers and listeners. She shares her emotional life as if provoking the listeners — can they bear
her high tension?

Jaraté Katinaité Lithuanian Music Link Nr. 14

Mosaic (a tribute to Charlie Chaplin) (2007) for flute, clarinet in Bb, tenor, piano (4 hands), violin, viola and
violoncello

This piece was inspired by Charlie Chaplin's movies, his character The Little Tramp and also by the music
which he composed himself for his movies. Mosaic is like a short movie without images, where the listener
is welcomed to create his own story. The music is very cinematic and fragmented. It is constantly changing
like in the movies, even though without seeing the images it is quite difficult to follow or perceive some
discernible logic connecting separate musical fragments.

Combined in a principle of a collage, episodes in the piece remind one of movie shots that are directly or
indirectly related to certain scenes from Charlie Chaplin’s movies. At the end of the piece, the tenor (who
personifies Chaplin) performs a song from the movie Modern Times where the world heard Charlie Chaplin's
voice for the very first time after 2 decades of silent pantomime. In the movie, Charlie Chaplin's character
has to sing on the stage of a restaurant, but he forgets the words and starts to improvise inventing a non-
existing language the meaning of which is somehow understandable to all...

Zibuoklé Martinaityte
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FATIMA MIRANDA (Ispanija / Spain)

Balso teatro projektas prESSENCES /
Performance for the voices of Fatima Miranda
PrESSENCES

Diapasion

Desasosiego

Among us - Epitaph to the whales
HORAdada

Tala Tala que Tala Tala ;qué Tal?
percuvVOZ

Halito

Entre Salamanca y Samarkanda

Muzika, video, rezisra, atlikimas /

Musical composition, videos, stage and singer-
performer: Fatima Miranda

Sviesy dizainas / Lights design: José Manuel Guerra
Garso inzinierius / Sound engineer: Faustino Rosén
Video ,Desasosiego” ir ,HORAdada" /

Video Realization for Desasosiego and HORAdada:
Eugeni Bonet and Mayte Ninou

Kostiumai / Costumes: En Escena

Rezisieriaus asistentas /

Stage manager: Stéphane Abboud

Garso takeliy redagavimas /

Multitrack editing: Andrés Vazquez

Note: All the vocal sounds produced in this concert are natural and
the result of techniques developed by Fatima Miranda. The voices
accompanying some of the pieces were sung by her in real time and in
consecutive tracks. The voice is supported by amplification, without
electronic manipulation.

Pastaba: Visi vokaliniai garsai iSgauti $io koncerto metu yra natdralus ir
sukurti Fatimos Mirandos istobulintos technikos pagalba. Kai kuriuose
kariniuose pasigirstantys akompanuojantys balsai buvo jdainuoti realiame
laike ir gretimuose takeliuose pacios Fatimos Mirandos. Elektroniniai
efektai ¢ia nenaudojami, balsas yra tik sustiprinamas.
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Baigusi meno istorijos magistrantira, Fatima Miranda nusprendé intensyviai skverbtis j Siuolaikinio meno
sfera. Netrukus ji publikavo dvi knygas apie architektdra ir urbanistika. Po visapusisky avangardo kultaros
tyrinéjimy, véliau Fatima Miranda émé gilintis tik | performanso menga ir balso studijas. Netikéta pazintis
su kompozitoriumi, muzikologu ir atlikéju Llorencu Barberiu radikaliai pakeité Fatimos Mirandos karybine
veiklg ir artistine karjera. Kartu su juo, 9-ame desimtmetyje ji subaré improvizacine grupe ,Taller de Musica
Mundana” ir fonetinés poezijos grupe ,Flatus Vocis Trio" Tarp 1982-1989 m. ji vadovavo Complutense univer-
siteto muzikos bibliotekai Madride. 1985 m. Fatima Miranda buvo apdovanota Nacionaline kultiros premija
uz savo knyga ,La Fonoteca” (,Fonoteka”). Nors muzikos srityje ji yra autodidakté, taciau tai nesutrukdé
aktyviai ir itin vykusiai plétoti karybine veikla: koncertuoti su savo grupémis, kurti muzikg ir jvairiapusis-
kai lavinti balsg. Savarankiskai ir sistemingai eksperimentuodama vienumoje, netrukus Fatima Miranda
atskleidé netikétus ir be galo jspadingus savo balso potencialus, kurie padéjo suformuoti individualias ir
tiesiog fenomenalias balso technikas.

1983-1993 m. Fatima Miranda studijavo pas japony dainininka Yumi Nara, o pas Tran Quang Hai jsisavino
obertoninj mongoly dainavima. Tuo pat laikotarpiu garsi Dagary giminé supazindino Fatima Miranda su
klasikine Siaurés Indijos muzika ir moké ja dainuoti dhrupad stiliumi, o jvairGs Vakary pasaulio profesoriai
padéjo tobulinti bel canto dainavimo maniera. Tokiu badu Fatima Miranda sukdré unikaly Siy priestaringy
techniky ir stiliy derinj, grjsta avangardo estetika.

Tokia karybos trajektorija issikristalizavo kuriant pirmuosius savo koncertus-performansus solo balsui. Ka-
riniuose ,Voices of the Voice’, ,Concierto en Canto’, ,ArteSonado” ir paskutinéje solo kompozicijoje ,Cantos
Robados” savo balsa Fatima Miranda naudoja kaip puciamajj ir perkusinj instrumenta, stebindama nejprasta
balso akrobatika ir daugiau nei keturiy oktavy diapazonu. Daugiagarsiai skambesiai, perregimos ir angeliskos
balso intonacijos ir necivilizuoti Suksmai naikina ribas tarp dainavimo, poezijos, teatro, kompozicijos, improvi-
zacijos ir interpretacijos. Fatimos Mirandos koncertai-performansai reprezentuoja vienintelj balsa, papildyta
reikSmingais ir jmantriais poetiniais, vizualiniais, dramatiniais, humoristiniais komponentais ir jvairiais gestais,
kurie prasibrauna iki musy gelmiy.

www.fatima-miranda.com
,PrESSENCES” balso teatro projektas

Tie, kurie dalyvaus Siame koncerte, vaizduotéje nukeliaus j Afrika, Indija, Japonija, miska, jara, Sventykla, turga-
viete, elektroninés muzikos studija. Kodél gi ne? Visi i§ masy turi pasgmonés atminj, kurioje talpinami praeities
garsai, muzika ir su jais susije jausmai. Tai visy masy Ziniy ir potyriy saugykla, j kurig samonei jsibrauti labai
sudétinga, taciau subtilus klausymosi budas gali atverti bent dalj Siy paslap¢iu.

Po daugybés mety studijy, tyrinéjimy ir eksperimentavimy Fatima Miranda sukaré visiSkai individualy ir nau-
joviska repertuara. Jos vokaliniai gebéjimai regis perzengia visas jmanomas jprasto suvokimo ribas. Jos ka-
riniuose visos dainuojancio ir kalbancio balso galimybés realizuojamos derinant rytietiskas, vakarietiskas ir
jos pacios atrastas technikas, be jokiy elektroniniy technologijy manipuliacijy.

lgimtas jautrumas jvairiausioms etnokultiroms paskatino Fatima Mirandg atgrezti nugara vakarietisky
grozio kanony tironijai ir tirti bei vertinti pasaulj savo pacios nuozilra. Ji be baimés verziasi j sakytinés-zodi-
nés tradicijos plotus, dar egzistuojancius Siandienos pasaulyje: berbery alborbolas; basky irrintxis; indy raga
ir dhrupad; budisty shomio; dzenbudisty sutras; sufijy gawwali; mongoly ir tibetiec¢iy multifonija; pigméjuy,
iranieciy, Kanarijos gyventojy ir tirolie¢iy jodlerius; nazalinius Korsikos, Indonezijos ir Kinijos balsus; japony
NoO ir Kabuki teatro Stksnius, jaustukus bei istiktukus; koréjie¢iy pansori replikas; dioniziska melopea; dziazo
scat dainavima; klajojanciy Vakary Afrikos poety, dainininky bei $amany oraline kultara; Sv. Korano tradicija,
grigaliskajj ir bizantiskajj chorala. Visa tai Fatimai Mirandai tapo taip pat artima bei jprasta kaip ir bel canto
ar sprechgesang stilistika. Be to, Sios multikultarinés patirtys dar pripildytos fonetiniy atsiminimy, kurie galbat
yra ikikalbiniai, Zadinantys nebefunkcionuojancius komunikacijos kodus ir tinantys kolektyvinéje pasgmonéje.
Kazkur tarp Salamankos (Fatimos Mirandos gimimo vietos, kur ji studijavo menus) ir Samarkando (kelio j
Indija, kur ji studijavo muzika), tarp Ryty ir Vakary, tarp tradicijos ir avangardo yra vieta kur susiformavo
kiaurai prasiskverbes metaforinis Suolis, atsispindintis ir Siame ,prESSENCES"” karinyje.

Fatimos Mirandos koncertuose-performansuose atskleidziama didziulé dramatiniy nuotaiky jvairové: nuo
kontempliatyviy, intymiy, subtiliy iki ironisky ir linksmy, visada jtraukiant ir beprotybés atspalvius. Galbat
todél jos spektakliai artimi skirtingy amziaus grupiy auditorijai ir jvairiy kultariniy bei geografiniy platumy
gyventojams. Retas prasminiy bet kokios kalbos ZodZiy naudojimas, vietoj jy renkantis beprasmius garsa-
zodzius, fonemas ar skiemenis, pabrézia universaly jos kariniy pobaddi. IS tiesy, jos koncertas suvokiami ir
giriami specialisty, kritiky, intelektualy, poety, vaiky, aktoriy, operos dainininky ir seneliy...

Jos koncertai - tai daugialypiai spektakliai, kuriuose siejami jvairiy meny elementai. Cia balsas suvokiamas
kaip instrumentas ir papildomas reiksmingais gestais (kartais choreografija), dramatiniais (progomis humo-
ristiniais) ir poetiniais elementais, taip pat minimalia scenografija, video projekcijomis ir rafinuoty sviesy
dizainu.

Virs ir anapus palikus istobulintg virtuoziskuma, Fatimos Mirandos kariniai gimsta inspiruoti neskubaus ir
samoningo paties gyvenimo suvokimo: kelioniy, jvairiy studijy, klaidy, priestaravimy, Zaismingumo, atra-
dimy, provokacijy, humoro jausmo ir, zinoma, grieztos disciplinos, atsisakant nory ir ekshibicionizmo. Sios
menininkés muzika ir balsas perzengia ribas, palietia ir neatpaZjstamai pakeitia, nes nenumatytai ir neis-
vengiamai jie yra ji pati.

Fatima Miranda
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After completing her M.A. in Art History, Fatima Miranda specialized in contemporary art, publishing two
books in architecture and urbanism. Her interest in the avant-garde led her to a special focus on perform-
ance art. Following her encounter with the musician Lloreng Barber — a turning point in her artistic life — she
founded in the eighties the improvisatory group Taller de Musica Mundana with him as well as Flatus Vocis Trio,
exclusively dedicated to phonetic poetry. Between 1982 and 1989, she has directed the Music Library of the
Complutense University of Madrid. In 1985 she received the National Award of Culture and Communication
for her book La Fonoteca (The Sound Library). Although she was originally self-taught in music, she began to
combine these activities with her groups performances, her music and vocal training. Through solitary and sys-
tematic experimentation, she soon discovered the unexpected and precious potential of her voice developing
a series of unique and personal vocal techniques.

From a deliberate position of rupture from 1983 to 1993 she studied with the Japanese singer Yumi Nara and
learnt Mongol harmonic singing with Tran Quang Hai, she commenced studies of North Indian Classical
Music in Dhrupad style with various members of the eminent Dagar family and she studied bel canto with
various professors in order to bring all this vocal techniques traditionnally considered incompatibles into a rich
and unprejudiced partnership with the aesthetic options of the avant-garde.

In 1991 this trajectory was to crystallize in the creation of her first concert-performance for solo voice. In
the pieces included in Voices of the Voice, Concierto en Canto and ArteSonado, all of them released on CD, just
as in her last solo work, Cantos Robados, edited on DVD, Fatima Miranda uses her voice as a wind and percus-
sion instrument, and lavishes us with unusual acrobatics on a range of over four octaves, with multiphonic
sounds going from the most transparent and angelical thread of voice to the most savage cry, diffusing the
boundaries between singing, poetry, theatre, composition, improvisation and interpretation. Her concerts-
performances present a single voice supported by an important and refined poetic, gestural, visual, dramatic
and humoristic component, enough to touch the deepest in us.

www.fatima-miranda.com
PrESSENCES concert-performance for solo voice

Those who listen to this concert say that their imagination travels to Africa, to India, to Japan, to the sea, to
the forest, to a temple, to a market or to an electroacoustic music studio. Why not? All of us have in some
form an unconscious memory of the sounds and music of the past and of feelings associated with them,
a store of all that we know, but of which we are not conscious. A subtle way of listening helps the more or
less hidden, to emerge.

After years of researches and studies, Fatima Miranda has developed a totally personal and innovative rep-
ertoire. Her use of the voice seems to go beyond limits of the possible. In her work, every possibility of the
singing and spoken voice is explored and realized, using oriental and occidental techniques or techniques
of her own invention, without any electronic aid.

Born of an ethno-minimalist sensitivity, Fatima Miranda turns her back on the tyranny of the canons of

beauty in song and word and, facing the world her own way, she fearlessly rushes into the forest of the
oral traditions which still inhabit this world: the Berber alborbolas, Basque irrintxis, Indian Raga, wandering
griot, bard and shaman street bands, the Dionysian melopea, Mongolian and Tibetan multiphonics, Pygmy,
Iranian, Canarian and Tyrolean yodels, the nasal voices of Corsica, Indonesia and China, the interjective
shouts of Japanese N6 and Kabuki, the retorts of the Korean pansori, jazzy scat, the Indian dhrupad, the
Buddhist shomio, Zen sutras, the Koran tradition, Gregorian and Byzantine chants, and Sufi gawwali - thus
become for her a delicacy and a language, as common as bel canto or sprechgesang, loaded with phonetic
memories, which possibly precede language itself, evoking extinct codes of communication which are nestled in
the collective unconscious.

Somewhere between Salamanca - birthplace of the artist, where she studied Arts - and Samarkand - on
the route to India, where she studied music — between the East and the West, between tradition and the
avant garde, there lie the places these prESSENCES of the metaphorically spring form and move through.

In her concert-performances a great variety of dramatic moods that go from contemplative, intimate and
subtle to the ironical and amusing, are displayed, including a touch of madness. Perhaps this makes the
concerts appreciated by audiences of different age groups, and varied cultural and geographical back-
grounds. The scarce use of intelligible words emphasizes the universal character of these pieces. In fact,
the concerts have been understood and praised by specialized critics, intellectuals, poets, children, actors,
opera singers and grannies...

Her concerts are performances combining multiple elements. In them, the music and the voice conceived
as an instrument are supported by an important gestural component (sometimes choreographed), dra-
matic (on occasions full of humor) and poetic, as well as by minimal scenography, video projections and
refined light design.

Above and beyond its cultivated virtuosity, the work of Fatima Miranda comes from a slow and conscious
digestion of life itself: of her travels, her diverse studies, errors, contradictions, playfulness, discoveries,
provocation, sense of humor, and, of course, a demanding discipline divested of all intention and exhibi-
tionism. The music and the voice of this creator transgress, touch and transform because unintentionally
and unavoidably, they are she herself.

Fatima Miranda
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Spalio 27, $estadienis, 19 val. Lietuvos nacionaliné filharmonija
27 October, Saturday, 7 pm Lithuanian National Philharmonic Hall

LIETUVOS NACIONALINIS SIMFONINIS ORKESTRAS /
LITHUANIAN NATIONAL SYMPHONY ORCHESTRA

Solistai:

Raminta Vaicekauskaité —
sopranas / soprano
Raimondas Sviackevicius —
akordeonas / accordion

Choro,Vilnius” vyry grupé /
Male group of the Vilnius Choir

Robertas Servenikas —

dirigentas / conductor

FELIKSAS BAJORAS
Promise

ZITA BRUZAITE
Der feierliche Marsch

BERNHARD LANG
Differenz / Wiederholung 11.2
(Orchestra Loops #2)
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Jkurtas 1940 m. kompozitoriaus, dirigento ir pianisto Balio Dvariono iniciatyva, Lietuvos nacionalinis simfo-
ninis orkestras (LNSO) Siandieng yra vienas brandziausiy bei Zymiausiy Lietuvos orkestry. Interpretuodamas
ir skleisdamas muzikg jau beveik septynis deSimtmecius, LNSO tapo nepakei¢iamu Lietuvos muzikinio gyve-
nimo dalyviu.

|gudusiam ir respektabiliam 96-3iy asmeny orkestrui nuo 1964 m. vadovauja Sankt Peterburgo konserva-
torijos auklétinis Juozas Domarkas. Kiti nuolatiniai orkestro dirigentai yra Robertas Servenikas ir Modestas
Pitrénas. LNSO repertuaro pagrindg sudaro klasikiné ir romantiné muzika, pajvairinama ryskiausiomis XX a.
partitdromis ir daugelio Siuolaikiniy lietuviy kompozitoriy simfoniniy opusy premjeromis.

LNSO kasmet surengia apie 50 koncerty Nacionalinés filharmonijos saléje ir kitose Lietuvos scenose. Jis inten-
syviai gastroliuoja uZsienyje, pasirodydamas zymiausiose daugelio Europos 3aliy, taip pat Japonijos, Turkijos
koncerty salése bei festivaliy scenose. LNSO dirigenty sarasa sudaro istorinés figaros ir pasaulio garsenybés,
tokios kaip Balys Dvarionas, Sauliaus Sondeckis, Jonas Aleksa, Vladimiras Fedosejevas, Mstislavas Rostropovi-
Cius, Krzystofas Pendereckis, Kurtas Masuras, Justus Frantzas, Christophas Speringas, Richardas Hickoxas ir
daugelis kity. Orkestras bendradarbiauja su daugeliu jvairiy karty ir tautybiy instrumentalisty bei vokalisty.

Prie$ porg mety baigusi vokalo studijas, Siuo metu Raminta Vaicekauskaité aktyviai dalyvauja ir sékmingai
reiskiasi Lietuvos muzikiniame gyvenime. Ryski, drasi ir sceniska dainininké 2006 m. buvo neprilygstama ope-
retés srityje ir uz Maricos vaidmenj Imre’s Kadlmano operetéje ,Grafaité Marica” pelné ,Auksinj scenos kry-
Ziy"

2005 m. ji baigé Lietuvos muzikos ir teatro akademija, prof. Reginos Maciutés klase. Prie$ tai metus mokési
Graco muzikos ir parodomuyjy meny universitete, tobulinosi meistriskumo kursuose Austrijoje ir Vokietijoje,
Laubacho tarptautiniuose kursuose 2005 m. laiméjo | premija. Taip pat energingai dainininké dalyvauja jvai-
riuose tarptautiniuose konkursuose, kuriuose ne karta pelnytos publikos ir Ziuri simpatijos: IV vieta, specia-
lusis prizas ir Franzo Schuberto premija 2002 m. laiméti Kaliningrado vokalisty konkurse ,Jantarnyj solovej’; |
vieta iSkovota 2004 m. Jazeps Vitols konkurse Rygoje; 2004 m. Kijeve, ,Iskusstvo XXI veka” konkurse pelnytas
Grand prix; 2005 m. Vokalisty ir pianisty-koncertmeisteriy konkurse dainininkei jteiktas | vietos apdovano-
jimas ir diplomas uz Lied atlikimg; o pernai Beatri¢és GrinceviciGtés kamerinio dainavimo konkurse laiméta
pirmoji vieta ir,,Bravissimo” prizas.

Siais metais Raminta Vaicekauskaité tapo Kauno Valstybinio Muzikinio teatro soliste. Ji rengia solines koncer-
tines programas, dainuoja su garsiausiais Lietuvos muzikos atlikéjais, chorais bei orkestrais, dalyvauja Zymiau-
siuose muzikos festivaliuose Lietuvoje ir uzsienyje.

Raimondas Sviackevicius (g. 1975) - profesionaliausiais Lietuvos akordeonistas, rimtos, modernios akademi-
nés muzikos akordeonui iniciatorius ir propaguotojas. Nors publika nepaprastai Zavisi ir jo meistriskai atlieka-
momis lengvo Zanro melodijomis, virtuoziskais ,misette” stiliaus valsais, tac¢iau klausytojus Robertas Sviacke-
vi¢ius lepina itin retai, atkakliai plétodamas intelektualios muzikos akordeonui linija.

1999 m. baiges Lietuvos muzikos ir teatro akademijos magistrantira, atlikéjas tobulinosi trijose Europos auks-
tojo mokslo jstaigose: Lodzés muzikos akademijoje, Sibelijaus muzikos akademijoje ir Karaliskoje konservato-
rijoje Hagoje, kur studijavo vieno garsiausiy pasaulio bajanisty prof. Fridricho Lipso klaséje. Raimondas Svi-

ackevic¢ius yra daugelio Lietuvoje ir Italijoje rengiamy akordeonininky konkursy laureatas. 2000 m. dalyvavo
IX tarptautiniame akordeonisty konkurse ,Premio Internazionale per fisarmonica Stefano Bizzarri” kur tapo
absoliu¢iu nugalétoju: be pirmos vietos, pelné auksciausig konkurso jvertinima —,Auksine lyrg”.

Raimundas Sviackevic¢ius sékmingai koncertuoja Lietuvoje ir uzsienio 3alyse, dalyvauja netradiciniuose projek-
tuose, bendradarbiauja su lietuviy autoriais ruoSdamas jy kariniy premjeras akordeonui.

Choras ,Vilnius” — profesionalus, misrus ir gausus balsy ansamblis, turintis 50 atlikéjy ir koncertuojantis su
Lietuvos bei uzsienio orkestrais ir solistais. 1970 m. jkurtam ,Vilniaus” chorui nuo 2001 m. vadovauja prof. Po-
vilas Gylys. Per savo ilga karybos laikotarpj kolektyvas parengé ir atliko apie 800 jvairiy epochy bei Zanry kom-
pozicijy. Lietuvos radijuje jis jrasé apie 300 kariniy, nemazai koncerty filmavo Lietuvos televizijos. Cia ir svetur
choras surengé bemaz 1500 koncerty. Tarptautiniy festivaliy dalyvis ir konkursy laureatas choras ,Vilnius”
koncertavo Danijoje, Ispanijoje, Kuboje, Olandijoje, Lenkijoje, Rusijoje, Sveicarijoje, Vokietijoje ir Baltarusijoje.
Gausiame ,Vilniaus” repertuare — uzsienio ir gimtyjy klasiky bei Siuolaikiniy kompozitoriy kdriniai. Per pasta-
rajj laikotarpj paruosta daug dideliy apimciy muzikos kariniy, tarp jy Giovannio Battistos Pergolesio ,Missa
Romana’, Johanno Sebastiano Bacho ,Kalédy oratorija“, Nicolo Jomelli ir Wolfgango Amadeuso Mozarto ,Re-
kviem’, pora Georgo Friedricho Handelio oratorijy, Ludwigo van Beethoveno Misios C-dur, Antono Brucknerio
Misios e-moll, Vidmanto Bartulio oratorija,Musy Lietuva’, Vytauto Miskinio ,Missa de Angelis”.

Siandien Robertas Servenikas (g. 1966) — bene daugiausia naujy simfoniniy lietuviy autoriy kariniy j gyveni-
ma paleidziantis dirigentas. Klausytojy samonéje tarsi suauges su Lietuvos nacionaliniu simfoniniu orkestru
ir nelengvai atsiejamas nuo Filharmonijos DidzZiosios salés, jis nuolatos bendradarbiauja ir su kitais Lietuvos
bei uzsienio orkestrais, jvairiais kameriniais ansambliais, vadovauja Lietuvos muzikos ir teatro akademijos Jau-
nimo orkestrui. Jo diriguojama gausy klasikinés muzikos repertuara kasmet praplecia naujy monumentaliy
lietuvisky opusy premjeros, rengiamos svarbiausiems kasmetiniams festivaliams, kaip ,Gaida’, ,Vilniaus festi-
valis”,,I$ arti” ar jprastiniam Lietuvos nacionalinés filharmonijos koncerty sezonui.
Partitry jgyvendinimo procesa dazniausiai lydi gyvas dirigento kontaktas su kompozitoriais. Jo iniciatyvos
nelieka nejvertintos — kartg uzsimezgusi dirigento ir kompozitoriaus draugysté ne tik nenutriksta, bet, ruo-
Siant premjeras, kaskart vis atsinaujina. Norint tai pailiustruoti, ko gero, tekty iSvardinti kone visas orkestrui
rasanciy lietuviy kompozitoriy pavardes - tiek paciy jauniausiy, kaip Raminta Serkinyté, tiek pripazinty, tarp
kuriy Roberto Serveniko repertuare ypatinga vieta uzima Onuté Narbutaité, Algirdas Martinaitis ir Anatolijus
Senderovas. Dirigento populiaruma tarp lietuviy autoriy lemia ir jo talentas jvaldyti stambias formas. Kritikai
daznai isskiria jo gebéjima apibendrinti ne skandinant ar niveliuojant smulkigsias partitiros detales, o atvirks-
ciai, jas iSryskinant.

Eglé Grigalitinaité Lietuvos muzikos link Nr. 10

Kompozitorius Feliksas Bajoras (g. 1934) net ir brandZiame amzZiuje nenuspéjamas, stebinantis originaliais
tradiciniy Zanry, formy rakursais bei savitais etninés ir Siuolaikinés muzikos deriniais. ,Sakmiy siuita” balsui

ir fortepijonui, sonata smuikui ir fortepijonui ,Prabége metai’, opera ,Dievo avinélis’, ,Missa in musica’; ,Exo-
dus” I ir Il simfoniniam orkestrui — Siuose ir daugelyje kity ryskiy autoriaus darby girdéti savojo garso, turincio
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intuityvy gyva rysj su kalba, paieskos. Bidamas tipiska neprisitaikancio, nepripazjstancio kompromisy, vieni-
so karéjo figura, Feliksas Bajoras maksimalias uzduotis kelia tiek sau, tiek savo muzikos atlikéjams.
Nuo pat savo karybinio debiuto 7-ojo desimtmecio viduryje Feliksas Bajoras i$siskyré i$ savo bendraamziy, o
juo labiau jaunesniy kolegy, giluminiu etninés muzikos pazinimu ir ypatingu gebéjimu derinti liaudiska atliki-
mo manierg su moderniy komponavimo techniky formuojama kalbésena. Kompozitorius daug raso vokalui ir
iki Siol tebéra vienas sios srities lyderiy lietuviy muzikoje.
Feliksas Bajoras Lietuvos valstybinéje konservatorijoje (dabar Lietuvos muzikos ir teatro akademija) baigé
Aleksandro Livonto smuiko (1957) ir Juliaus Juzelilno kompozicijos (1963) klases. 1966 m. Jaunimo teatre pra-
déjo dirbti Muzikinés dalies vedéju. Nuo tada kompozitorius gavo apie 40 teatro ir kino muzikos uzsakymy,
kurie pelné kompozitoriui daug apdovanojimy.

Lietuvos muzikos informacijos ir leidybos centras

LPromise” (2007) akordeonui ir simfoniniam orkestrui

Karinys sukurtas kaip protestas pries rimtosios muzikos nuvertinima siy dieny Lietuvoje.
Feliksas Bajoras

Zitos Bruzaités (g. 1966) karyba yra jvairialypé, susidaro jspadis, tarsi ji samoningai keisty braiza, tai prabil-
dama filosofine iSmintimi, tai pokstaudama lyg viduramziy $pylmanas. Kompozitoré savo kariniuose laisvai
jungia viduramziy asketizma ir moderno spalvinguma, liaudies muzikos intonacijas ir dziazines improvizacijas.
Zita Bruzaité savo muzika siekia emocinio kontakto su klausytoju, sugeba sudétingus technologinius proce-
sus pateikti zaismingai, intriguojamai. Ji tvirtina, kad kiekvienas jos karinys yra individualus, autonomiskas,
nepriklausomas nuo ankstesniyjy — tarsi posukis j kaskart nauja, gaivaliska garsy tékme. Jos muzikoje karinio
struktQriné organizacija yra tokia organiska, jog beveik nejauciamas grieZtai racionalus jos pradas. Kompozi-
toré, neseniai teigusi, kad anksciau jos muzika niekada neuzplisdavo garsy lavina ir ekspresyviu protrakiu,
Siandien prisipazjsta savo kiryboje nuolat svyruojanti tarp tylos, ramybés ir fovistinio polékio.

Zita Bruzaité 1994 m. baigé Lietuvos muzikos ir teatro akademijos prof. Juliaus JuzeliGno kompozicijos klase,
$iuo metu dirba Kauno Juozo Naujalio muzikos gimnazijoje, désto Lietuvos muzikos ir teatro Kauno fakultete
ir Kauno technologijos universitete. 1998 m. kompozitoré kartu su smuikininke llona Klusaite jkaré kintancios
sudéties kamerinj ansamblj,Collegium?’, populiarinantj XX a. muzika.

Lietuvos muzikos informacijos ir leidybos centras
.Der feierliche Marsch” (2007) sopranui, vyry chorui ir simfoniniam orkestrui, pagal Georgo Traklo eiles

Pavadinimas (,ISkilmingas marsas”) tarsi zada Sventiskg nuotaika, taciau poetinis tekstas, konfliktuojantis su
muzika, meta i$30kj klausytojo jZvalgai pajusti prasmiy polifonija. Todél Siame karinyje marso Zanras perpras-
minamas, o taskuota ritmika tampa ne tiek Zanriniu simboliu, kiek konstruktyviaja jungties lastele, padedan-

Cia,suristi” kintancias muzikos ir teksto prasmes.

Kompozitorés kiryboje dominuojanti polistilistika, aliuzijos j tam tikrus kultarinius Zenklus, iSlieka ir naujau-
siame karinyje. Tik ,haidniska” humora keicia ,maleriska” ironija, Zzmogaus konflikto ir darnos su jj supanciu
pasauliu paieskos, laisvés ir atsakomybés jprasminimas. Pats karinio ,gimimo” procesas, anot autorés, buvo
Siek tiek mistiSkas. Idéja, o tiksliau karybiné vizija visai nelauktai isplauké i$ sapno, ir tai tapo kirybos impulsu,
vedusiu nuo vizualaus karinio ,pamatymo” iki poetinés — muzikinés kompozicijos konstravimo. Karinio formos
daugiaplaniskuma apsprendé pasirinktas tekstas. Rondelis (Rondel) — ne tik Georgo Traklio eilérastis, bet ir
muzikinés kompozicijos struktira. Pasikartojantis tekstas, ,komentuojamas” leitritmo, iSaugina ir rondo for-
ma. Austry poeto Zodziai su pasléptu mirties leitmotyvu, leido autorei ,Zaisti” teksto ir muzikos kontrastais.
Triumfuojancio marso ritmas ir... “tylus Zmogus, kuriam i$ ranky bezadé asutiné saulé iSsprado”.. Autoré siuo
kariniu noréjo mus jvesti j kitokj muzikos ir teksto ,girdéjima” Asara akyse, ir Sypsena lupose - ar galéty taip
bati, isklausius,Der feierlich Marsch”?

Dainora Mercaityté

Bernhardas Langas (g. 1957) — austy kompozitorius ir kompiuterinés muzikos entuziastas, aktyviai bendra-
darbiaujantis su choreografais, video menininkais ir didzéjais. 2006 m. jo opera ,A$ nekenciu Mocarto’, atlikta
Vienoje, Mozarto metais, nepaprastai issiskyré griausmingame jubiliejiniy renginiy sraute. Jau deSimt mety
kompozitorius gilinasi j repetityvine estetika, kilpy technikg ir netradicinius garsinius objektus, be atvangos
kurdamas kariniy serijg vienodu pavadinimu ,Differenz / Wiederholung” (,Skirtumas / Pakartojimas”). Gilles'io
Deleuze'o filosofijos inspiruota serija $iuo metu sudaro daugiau nei 20 jvairios instrumentinés sudéties ka-
riniy. Bernhardas Langas atsiriboja nuo minimalizmo ir vengia tonalumo. Jis tarsi griebia Edgardo Varese'o,
Antono Weberno ar Igorio Stravinskio disonansinj kasnj ir jmantriai apdirba jj kilpy technika. Kompozitorius
nuolat balansuoja tarp tolygumo ir kintamumo, tarp kopijos ir variacijos.

Baiges fortepijono studijas Brucknerio konservatorijoje Lince, Bernhardas Langas persikélé j Graca, kuriame
studijavo dziazinj ir klasikinj fortepijona bei filosofija ir Vokieciy filologija. Véliau jis lanké kompozicijos pamo-
kas, kuriose susipazino su naujaja muzika. 1977-1981 m. Bernhardas Langas aktyviai bendradarbiavo su dzia-
zo grupémis. Nuo 1988 m. jis pats désto muzikos teorija, harmonija, kontrapunkta Muzikos ir dramos meny
universitete Grace. Sio miesto elektroninés muzikos institute, kartu su Winfriedu Ritschu ir Thomasu Musiluy,
jis sukonstravo kilpy generatoriy ir vizualinj kilpy generatoriy.

,Differenz / Wiederholung 11.2 (Orchestra Loops #2)" (2003) simfoniniam orkestrui

Si Differenz / Wiederholung (Skirtumy / Pakartojimy) serija radosi i$ kilpy technikos interpretacijy, kurias
kompozitorius jgyvendino kartu su jvairiais didzéjais, scratch meistrais ir eksperimentinio video menininkais.
Pagrindinis Sios serijos konceptas — nereguliarios, padrikos ir permainingos kilpos, artimos Sokinéjancios pa-
tefono adatélés ar sugadinto CD efektui. Sios asinchroniskos ir asimetriskos kilpos dekonstruoja klasikinio
orkestro skambesj. Jos sukasi apie savo a3}, liejasi su kitomis, juda skirtingais greiciais, kartojasi ir kaitaliojais.

Bernhard Lang
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Founded in 1940 by Lithuanian composer, conductor and pianist Balys Dvarionas, the Lithuanian National
Symphony Orchestra (LNSO) is one of the oldest and most reputable symphony orchestras in Lithuania. By
interpreting and spreading music almost seven decades, LNSO became indispensable orchestra in Lithua-
nian musical life.

Experienced and respectable the LNSO is a 96-piece orchestra which is led by the alumnus of St. Peters-
burg Conservatory, Prof. Juozas Domarkas since 1964. Other regular conductors with the Orchestra include
Robertas Servenikas and Modestas Pitrénas. The bulk of the LNSO’s repertoire consists of classical and
romantic masterpieces spiced by the most innovative 20th-century scores and nearly all the symphonic
works written by Lithuanian composers.

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. On its international 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. The roster of conductors who led the LNSO includes historical
figures and international celebrities, such as Balys Dvarionas, Sauliaus Sondeckis, Jonas Aleksa, Vladimir
Fedoseyev, Mstislav Rostropovich, Krzystof Pendereck, Kurt Masur, Justus Frantz, Christoph Spering, Rich-
ardas Hickox and many others. The Orchestra has partnered many instrumentalists and singers of various
generations and nationalities.

After completing her singing studies, Raminta Vaicekauskaité has been actively and successfully partici-
pating in the musical life of Lithuania. Distinct, daring and theatrical singer was unrivalled in the operetta
genre, receiving Golden Stage Cross award for her brilliant performance of Marica in Imre Kalman's oper-
etta Countess Marica in 2006.

In 2005, she completed her singing studies in the class of Prof. Regina Maciaté at the Lithuanian Academy
of Music and Theatre. Before that, she studied for a year at the University of Music and Dramatic Arts in
Graz, participated in artistic courses in Austria and Germany, won the First Price at Laubach International
Course in 2005. The singer actively participates in various international competitions, where she continu-
ously earns audience and jury prizes: 4th Place, special prize and Franz Schubert Award she won at the Solo-
ist Competition Amber Nightingale in Kaliningrad (2002); 1st Place she won in Jazeps Vitols Competition
in Riga (2004); Grand Prix at the 21st Century Art Competition in Kiev (2004); and in 2005, the singer was
awarded with the 1st Prize in the Vocalist and Pianist-Concertmaster Competition and a diploma for per-
formance of Lied. Recently, Raminta Vaicekauskaité received the 1st and Bravissimo Prizes at the Chamber
Singing Competition of Beatri¢é Grinceviciaté.

This year, Raminta Vaicekauskaité was commissioned as a soloist at the State Musical Theatre in Kaunas.
In addition, the singer gives solo concert programmes, sings with prominent Lithuanian artists, choirs and
orchestras, and participates in well-known music festivals in Lithuania and abroad.

Raimondas Sviackevicius (b. 1975) is the most professional Lithuanian accordionist, initiator and promoter
of a serious, modern academic music for accordion. Even though the audience is delighted to hear his mas-

terful performances of a light genre melodies, his virtuoso ‘misette’ style waltzes, the performer pleases
his listeners on a quite rare occasion, as he persistently develops the line of intellectual accordion music

After completing the Master degree program at the Lithuanian Academy of Music and Theatre in 1999, the
performed went on to improve his mastery at the three European higher schools: Music Academy in Lodz,
Sibelius Academy of Music and Royal Conservatory in Hague where he studied in the class of the world fa-
mous bayan player Prof. Friedrich Lips. Raimondas Sviackevicius has won many accordionist competitions
organised in Lithuania and Italy. In 2000, he took part at the 9th international accordionist competition
Premio Internazionale per fisarmonica Stefano Bizzarri where he became an absolute winner: besides the
First Prize, he received the top evaluation of the competition — a Golden Lyre.

Raimundas Sviackevicius is actively giving concerts in Lithuania and abroad, participates in a non-tradi-
tional projects, cooperates with Lithuanian composers in preparation of their composition premieres for
the accordion.

The Vilnius Choir is a 50-strong mixed voice ensemble who gives concerts with Lithuanian and foreign
performers and soloists. The choir was formed in 1970 and Prof. Povilas Gylys has led it since 2001. The Vil-
nius Choir has performed over 800 compositions of various genres and from various periods and has given
about 1,500 in Lithuania and abroad. It has toured Denmark, Spain, Cuba, the Netherlands, Poland, Russia,
Switzerland, Germany and Belarus. The choir has recorded about 300 compositions for Lithuanian Radio;
Lithuanian Television has filmed many of its concerts. It is a participant in various festivals and the winner
at various competitions.

Its extensive repertoire includes compositions by classical and contemporary composers. Currently, the
repertoire includes many large compositions: Giovanni Battista Pergolesi’s Missa Romana, Johann Sebastian
Bach’s Christmas Oratorio, Nicolo Jomelli's and Wolfgang Amadeus Mozart’s Requiem, couple Georg Friedrich
Héandel's oratorios, Ludwig van Beethoven'’s Mass in C major, Anton Bruckner’s Mass in E minor, Vidmantas
Bartulis’ oratorio Our Lithuania, Vytautas Miskinis’ Missa de Angelis and others.

Today Robertas Servenikas (b. 1966) is a conductor midwifing probably the most new symphonic works by
Lithuanian composers. In the consciousness of his listeners being inseparable from the Lithuanian National
Symphony Orchestra 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 conductor 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 major annual music events as
Gaida, Vilnius Festival, I3 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 com-
posers. His initiatives do not remain unrequited — once being born, the friendship between the conduc-
tor and a composer does not cease and renew each time when getting ready for a premiere. Almost all
the names of the Lithuanian orchestra composers should be enumerated for evidence, including both the
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youngest ones, such as Raminta Serkinyté, and the well-established ones, among which Onuté Narbutaité,
Algirdas Martinaitis and Anatolijus Senderovas occupy a prominent place in Robertas Servenikas' reper-
toire. 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 Grigalitnaité Lithuanian Music Link No. 10

Even at this venerable age, Feliksas Bajoras (b. 1934) remains unpredictable and surprises listeners with
his original takes on traditional genres and forms, and unique blend of folk music and contemporary ex-
pression. Suite of Stories for voice and piano, Sonata for violin and piano Years Gone By, the opera Lamb of
God, Missa in musica for ensemble, and Exodus | and Il for symphony orchestra — in these and many other
distinctive works, the composer reached the pinnacle of his consistent style. As befits a typical figure of an
uncomprising outsider, Bajoras gives utmost tasks both to himself and to the performers of his music.

From the very start of his creative career in the mid-1960s, Feliksas Bajoras differed from his contempo-
raries, and even more so from his younger colleagues, in his thorough knowledge of folk music, and his
particular ability to combine a folk-like manner of performing with modern composing techniques. The
composer writes a great deal for voice, and to this day is one of the leaders in this domain of Lithuanian
music.

Feliksas Bajoras studied violin with Alexander Livont (diploma in 1957) and composition with Julius
JuzeliGinas (diploma in 1963) at the Vilnius Conservatoire (present Academy of Music and Theatre). In 1966
he was appointed a music director of the Youth Theatre in Vilnius, since 1966 he has received about 40
commissions for theatre and cinema, the composer has got many awards for his music for theatre.

Lithuanian Music Information and Publishing Centre
Promise (2007) for accordion and symphony orchestra
The piece was written in protest against devaluation of serious music in today’s Lithuania.
Feliksas Bajoras

The music of Zita Bruzaité (b. 1966) is so manifold and varied that it seems as if the composer is conscious-
ly changing her style with every new composition, from philosophical eloquence to light-hearted tricks in
the vein of medieval minstrels. The composer blends medieval asceticism with modernist flamboyance,
folk intonations with jazz improvisations. The search for a direct emotional contact with the audience, and
ability to render complex technological processes in a playful and attractive manner - this is what makes
her music appealing. The composer claims that each of her works is a self-contained entity: it is always a
new turn towards different vital flow of sounds. The structural organization in Zita Bruzaité’s music is so

organic that the rationality of construction is almost imperceptible by ear. Although the composer used
to say that her music never comes as a torrent of sounds, and never interferes listener’s perceptions with
expressive outbursts, now she admits that her compositions are constantly fluctuating between tranquil-
lity and ‘fauvistic’ rush.

Zita Bruzaité graduated from the Lithuanian Academy of Music and Theatre (1994), composition class of
Prof. Julius JuzeliGinas. At present she teaches at the Juozas Naujalis Music Gymnasium, the Kaunas Faculty
of the Lithuanian Academy of Music and Theatre, and the Kaunas University of Technology. In 1998, to-
gether with the violinist llona Klusaité, the composer founded the chamber music ensemble Collegium of
variable line-up, performing 20th century repertoire.

Lithuanian Music Information and Publishing Centre

Der Feierliche Marsch (2007) for soprano, male choir and symphony orchestra based on the text by Georg
Trakl

The name of the piece (The Grand March) seems to promise a festive mood, but poetic text in conflict with
the music challenges listener’s perception to sense the polyphony of meanings. Therefore, the meaning
of the March genre in the piece is transformed, while the dotted rhythmic becomes a constructive cell in
the connection rather than a symbol of the genre, which helps in ‘tying together’ shifting meaning of the
music and text.

Poly-stylistics and allusions to some specific cultural signs dominating in the composer’s work, are preva-
lent in this work as well. Only the Haydn type humour is replaced by the irony of Mahler, giving meaning to
the human search of conflict and harmony, as well as freedom and responsibility in the world around him.
The very process of ‘birth’ of the composition was somewhat mystical according to the author. The idea,
or a creative vision to be more specific, came unexpectedly from a dream, which became an impulse for
the creation, which led the composer from visual ‘feeling’ of the piece to poetic and musical construction
thereof. The manifold arrangement of the piece was established by the selection of the text. A poem by
Georg Trakl Rondell has the structure of a music composition. Repetitive text, ‘commented’ by leit-rhythm
grows into rondo form. Words of the Austrian poet with the covert leitmotif of death, allowed the author
to ‘play’ with the contrasts in the music and text. The triumphant march rhythm and... “speechless man,
with the dumbstruck horsehair Sun slipping from his hands...” With the help of the piece, the author wanted to
give us a different ‘hearing’ of the music and text. A tear in the eye and a smile - could that happen after
listening to Der feierliche Marsch?

Dainora Mercaityté
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Bernhard Lang (b. 1957) is an Austrian composer and computer music enthusiast, actively cooperating
with choreographers, video artists and DJ's. In 2006, his opera | Hate Mozart performed in Vienna during the
Mozart Year stood out from a number of commemorative events. For the last ten years, the composer has
been exploring repetitive aesthetics, loop technique and non-traditional phonic objects, restlessly creat-
ing and updating series of music works under the same name Differenz / Wiederholung (Difference /Repeti-
tion). The series inspired by the philosophy of Gilles Deleuze currently include over 20 pieces of various
instrumental compositions. Bernhard Lang dissociates himself from minimalism and avoids tonality. He
seems to grab dissonance pieces from Edgard Varése, Anton Webern or Igor Stravinsky and elaborately
processes them with his loop technique. The composer continuously balances between uniformity and
variability, between the copy and variation.

After finishing piano studies at the Bruckner Conservatorium in Linz, he moved to Graz to study jazz and
classical piano, as well as philosophy and German philology. Later on, he took composition classes, where
he got acquainted with the techniques of the New Music. Between 1977 and 1981 he worked with various
Jazz bands. Since 1988 he has been working as a teacher for theory of harmony and counterpoint at the
University of Music and Dramatic Arts in Graz. At the Electronic Music Institute in Graz, he has built audio
and visual loop generator together with Winfried Ritsch and Thomas Musil.

Differenz / Wiederholung 11.2 (Orchestra Loops #2) (2003) for symphony orchestra

These series of Differenz / Wiederholung (Difference / Repetition) came from the interpretations of the
loop technique, brought to life by the author in collaboration with various DJs, scratch masters and experi-
mental video artists. The main concept of the series — irregular, scattered and shifting loops, similar to the
effect of jumping turntable needle or scratched CD. These asynchronous and asymmetric loops decon-
struct the sound of the classical orchestra. They rotate around their axis, interflow with other loops, move
in different speed, repeat and interchange.

Bernhard Lang

www.mic.lt - atnaujinta internetiné
Lietuvos kompozitoriy ir atlikéjy vitrina
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+Medéja” (1992) kameriné opera koloratiriniam sopranui, vokaliniam kvartetui, misriam chorui ir styginiy
orkestrui

Si nauja operos ,Medéja" versija atskleidzia ypatinga herojés arba anti-herojés paslaptinguma ir tragizma.
Medéja prieSinama vokaliniam kvartetui, chorui ir orkestrui, kurie, sekant baroko operos tradicijomis bei
Pascalio Dusapino partitdra, komentuoja ir reflektuoja pagrindinés veikéjos monologus.

Nepaisant intravertiskos aplinkos ir tam tikro meditatyvumo, operos siuzetas skleidziasi visa galia. Medéja
¢ia - vienisa ir gasdinanti, iSduota ir kerStaujanti, pribloskianti koloratira, tirpstancia auksciausiuose re-
gistruose. Ar dainininké tiesiog pasakoja Medéjos istorijag? O gal musy akivaizdoje rengia savo sukreciantj
rituala?

Pirma karta opera ,Medeamaterial” buvo pastatyta Belgijos nacionaliniame operos teatre (taip pat Zino-
mas kaip Karalidkasis ,Monnaie” teatras), Briuselyje, 1992 m. Siandieng ji tapo vienu svarbiausiy Pascalio
Dusapino darbuy, per trumpg laika realizuoty keliuose skirtinguose operos pastatymuose (1999 m. Bonoje,
2000 m. Nantere, 2002 m. Laussane ir 2005 m. Buenos Airése). Kompozitoriui leidus, opera pervadinta tie-
siog ,Medéja’, tarsi siekiant sugrazinti heroje j jos tikraja dimensija.

Pirmieji ,Medéjos” atlikimai buvo numatyti toje pacioje programoje, kaip ir Henry'o Purcell'o opera ,Dido
ir Enéjas”. Kurdamas savaja opera Pascalis Dusapinas atidziai atsizvelgé j §j fakta ir pasirinko atitinkama ka-
rybos strategija. Toks opery derinys atskleidZia nejprastos ,Medéjos” orkestruotés ir trukmés pasirinkimo
prieZastis. Apie valanda trunkancios kamerinés operos veiksmas gan statiskas, o muzika plétojasi létai ir
inertiskai. Baroko stilistikai artima ,Medéjos” muzika prioritetg teikia meditatyviniams aspektams, o in-
travertiska atmosfera apsiaucia naratyvo jtdZj. Pascalio Dusapino Medéja - tai kanas, draskomas vidiniy
spazmy, i$ kuriy iSvaduoja pavieniai akinami protrakiai, atkartojami choro.

Véliau opera ,Dido ir Enéjas” palikome nuosalyje, dar karta norédami pabrézti ,Medéjos” savarankiskuma,
unikaluma ir ypatingg saitg su Heineriu Mullerio tekstu, kuris taip pat yra gana savarankiskas, ir, tiesa sa-
kant, atskiles nuo autoriaus triptiko (,Medeamaterial’,,Despoiled Shore” ir,Landscape with Argonauts”).

Antoine Gindt

ParyZiaus Sorbonos universitete Pascalis Dusapinas (g. 1955) studijavo vaizduojamuosius menus ir estetika.
Pirmasis salytis su muzika jvyko vargony pamokose, taciau savo profesijos jis niekada neketino sieti su Siuo ins-
trumentu. Pascalis Dusapinas greitai pasuko kompozicijos link, i$ pradziy studijuodamas savarankiskai, o véliau,
1974-1978 m. lankydamas lannio Xenakio kursus Sorbonos universitete. Seminare jis sutiko italy muzika Fran-
co Donatoni, kuris savo idéjomis apie kompozitoriaus pasaukima be galo paskatino jaunajj autoriy. Ankstyvuo-
siuose Pascalio Dusapino darbuose gausu Siy dviejy kompozitoriy jtaky: ,Timee” (1978 m.) dedikuotas lanniui
Xenakiui, o ,Souvenir du Silence” (1976 m.) jkvéptas Franco Donatoni. I3 prigimties imlus kitoms meno rasims,
inspiracijy jis semiasi i$ dZiazo, grafiniy meny ar poezijos.

Nuo pat kompozitoriaus karjeros pradzios jj lydi sékmé jvairiausiuose konkursuose ir apdovanojimuose. Pascalis
Dusapinas intensyviai raso soline ir kamerine muzika, ne maziau aktyviai kuria orkestrams. Kamerinés muzikos

srityje jis iSsiskiria puikiu individualiy instrumenty subtilybiy suvokimu. Siandieng kompozitorius yra mazdaug
septyniasdeSimties kadriniy autorius, jskaitant ir penkias visame pasaulyje atliekamas operas. Pascalio Dusapino
karyba praturtinta jo isskirtinai platus kultarinis pazinimas, apimantis literatara, filosofijg bei poezija: nuo anti-
kiniy graiky-romény iki moderniausiy 3iy dieny autoriy darby. Pasaulis j jj plsta i$ visy pusiy, ir kartais tarp jo
partitdros penkliniy galima aptikti artimiausig masy kasdienio gyvenimo istorija.

Iki Vokietijos Demokratinés Respublikos Zlugimo Heineris Miilleris (1929-1995) visame pasaulyje ir abiejuose
Vokietijos Respublikose buvo vertinamas kaip ,svarbiausias Vokietijos dramaturgas po Brechto”. Europietiskoje
ir anglosaksiskoje scenoje jo pjesés (kuriy sukurta apie 30) keité ir formavo modernaus teatro supratima, o keli
svarbiausi darbai (,Hamletmachine’, ,Quartett’, ,Medeamaterial’, ,The Mission”) buvo iSversti ir pastatyti dau-
gelyje pasaulio 3aliy.

Kai jo téva suémé naciy karininkai, Heineris Miilleris buvo tik ketveriy. Stebédamas politinius Vokietijos per-
versmus: nuo hitlerinio fasizmo iki komunisty numalsinimo ir galiausiai Salies susijungimo; jis rasé kritinius
straipsnius apie pokario Vokietijos griuvésius ir socialing-ekonomine 3alies suirute. Kai 1961 m. iskilo Berlyno
siena, jo pjesé ,Emigrantas” buvo uzdrausta, o jis pats iSvarytas i Radytojy sajungos. Norédamas istrukti i$ tokios
slegiancios aplinkos, dramaturgas atsigrezé j Sofoklio, Euripido ir Sekspyro tekstus, ten ieSkodamas gyvujy ir
mirusiyjy, atminties ir uzmarsties perspektyvy. Liberali ,Makbeto” adaptacija sukélé didZiules kontroversijas,
karstus gincus ir galiausiai buvo apkaltinta ,istoriniu pesimizmu” Uzuominy kupinuose Heinerio Miillerio dar-
buose nevengiama tabu temy, o jo pjesiy estetika jkvépé ne viena garsy reZisieriy, kaip antai Robertas Wilsonas
ar Anatolijus Vasiljevas. Kaip ir Vokietija, per trumpa laika iSgyvenusi radikaliai skirtingas eras, taip ir Heinerio
Mullerio tekstai suspaudzia praeities bei dabarties jvykius j suskilusias Sukes, atspindincias chaotiska modernu-
mo Zmoniy tapatybe.

Kartu su Georges'u Aperghiu, Antoine’as Gindtas (g. 1961) yra ,I'Atelier” muzikinio teatro, jsikarusio ,Aman-
diers” Nanterre teatre (Pranclzija), reZisierius. Kaip konsultantas jis daznai kvie¢iamas dalyvauti jvairiuose
projektuose, kaip antai ,Pierrot lunaire et autres valses” pagal Arnoldo Schonbergo karinius (1991 m. Orleane),
JLyriko Friedricho Holderlino poezijos fragmenty” inscenizacijoje pagal Wolfgango Rihmo ir Hanso Wernerio
Henze's muzika (1992 m. Orleane) bei ,audros ir verzimosi” judéjimo rasytojo Jakobo Lenzo karinio pastatyme
pagal Wofgango Rihmo muzikg (1993 m. Strasblro operoje). Antoine’as Gindtas buvo Pascalio Dusapino (solo
muzikos, operos ,Romeo ir Dzuljeta”) ir Georges'o Aperghio muzikos jrasy meno vadovas. 1984-1986 m. Van-
doeuvre-les-Nancy mieste jis organizavo ,Musique Action” festivalj, 1987-1989 m. buvo Strasbiro muzikos fes-
tivalio organizatorius asistentas, o 1990-1993 m. dirbo Orleano teatro muzikos konsultantu. Jis para3é keleta
straipsniy apie Georges'a Aperghj, Mauricio Kagelj, Wofgangg Rihma, Charlesg Ivesa, Heinerj Goebbelsa, Pascalj
Dusaping ir kitus Siuolaikinius kompozitorius bei prisidéjo prie Georgeso Aperghio knygos ,Le corps musical”
(1990 m.) leidybos.

Hamburge gimes Klausas Griinbergas (g. 1969) scenos dizaing studijavo Vienoje, pas Erichg Wonderj. Nuo 1994
m. jis dirba laisvai samdomu dekoracijy ir Sviesy dailininku Berlyne, Hamburge, Frankfurte, Grace, Lozanoje, Lon-
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done, Paryziuje ir Kuveite. Klausas Grilinbergas bendradarbiavo su daugeliu jvairiy sri¢iy menininky, kaip antai
Heineris Goebbelsas (pavyzdziui, reZisuojant ,Landscape with a man being killed by a snake” (1997 m.) Kaselyje,
,Max Black” (1998 m.), ,Hashirigaki” (2000 m.) ir ,Eraritjaritjaka” (2004 m.) Lausanne ,Vidy" teatre, Sveicarijoje,
»Surrogate Cities” (2005 m.) Venecijos bienaléje), Sebastianas Baumgartenas, Tatjana Glrbaca (statant Giaco-
mo Puccini ,Turandot” Graco operos teatre, Igorio Stravinskio ,Mavra” Vokietijos valstybiniame operos teatre,
Berlyne ir Henry'o Purcell'c operg ,Dido ir Enéjas” Baden-Badene), André Wilmsas ar Markas Ravenhillas. Pirma-
sis Klauso Griinbergo darbas Komiskosios Berlyno operos teatre — scenos dekoracijos ,Figaro vedyby” spekta-
kliui (2004-2005 m. sezonas, reZisierius Barrie Koskis). 2006-2007 m. sezono metu jis karé dekoracijas naujam
Christopho Willibaldo Glucko operos ,Ifigenija Tauridéje” pastatymui. 1999 m. Hamburge jis jkaré MOMOLMA
muziejy (Museum of More or Less Modern Art / Daugiau ar maziau modernaus meno muziejus).

| mados pasaulj paryzieté Barbara Bui (g. 1956) jzengé 1983 m., atidarydama nedidele brangiy, moterisky, ja-
pony kabuki stiliaus drabuziy krautuvéle Turbigo gatvéje, Paryziuje. 1987 m. ji pristaté savo pirmaja kolekcija, o
1988 m. atidaré pirmaja parduotuve Paryziuje. Elegancijos ir rokenrolo kombinacija, laisvés ir pasitikéjimo deri-
nys, greitai sugundé Siuolaiking moterj pirkéja. 1999 m. Barbara Bui atidaré parduotuve Niujorke, 0 2000 m. su-
kuré pirmaja savo aksesuary kolekcija. Siandien dizaineré turi keturias parduotuves Paryziuje, Niujorke ir Milane.
Kostiumai,Medéjai” - jos debiutas meno projektuose.

Daugelio konkursy nugalétoja sopranas Caroline Stein pirmuosius muzikinius iSgyvenimus patyré fortepijono
ir klasikinio baleto pamokose. Véliau, 1983-1988 m. ji studijavo Kelno konservatorijoje, Claudio Nicolai dainavi-
mo klaséje. 1990 m. Vokietijos valstybiniame operos teatre ji debiutavo Wolfgango Amadeuso Mozarto operoje
JUzZburtoji fleita” (Nakties karaliené), o véliau, kartu su Siuo teatru, iSvyko | turné po Japonija. 2000 m. Caroli-
ne Stein debiutavo viename i ,Proms” ciklo koncerty, kur diriguojant serui Simonui Rattle'ui atliko Wolfgano
Amadeuso Mozarto Misias c-moll ir Albano Bergo cikla ,Altenberg Lieder”. Kartu su Claudio Abbado, ji apkeliavo
Berlyno, Zalcburgo, Liucernos ir Edinburgo operos teatrus, dainuodama Richardo Wagnerio operoje ,Parsifalis"
Kartu su Jonathanu Nottu ir Berlyno filharmoniniu orkestru, 2002 m. Caroline Stein atliko ir jrasé Gyorgy Ligeti
+Requiem”. 2003 m. solisté dainavo garsiajame Bairoite, Richardo Wagnerio operoje ,Dievy Zlugimas” 2004 m.
Vokietijos valstybiniame operos teatre ji interpretavo Hanso Wernerio Henze's ,Elegie fiir junge Liebende’, o
2005 m. atliko Violetos vaidmenj Giuseppe’s Verdi ,Traviatoje”. 2006 m. ji dar kartg buvo pakviesta j Vokietijos
valstybinj operos teatra, taip pat j didZigsias Liono, Paryziaus ir Madrido koncerty sales ir Edinburgo festivalj.

Penkiolikos tarptautiniy chory konkursy laureatas, 1993 m. Grand Prix Europeo laimétojas, Vilniaus miesto sa-
vivaldybés kamerinis choras ,Jauna muzika’, yra vienas ryskiausiy 3io zanro kolektyvy Lietuvoje. Sis aktyvus ir
profesionalus balsy ansamblis atlieka be galo turtinga bei vertingg choro muzikos a cappella lobyna. 1989 m.
kamerinj chorg jkaré Remigijus Merkelys ir Algimantas Gurevi¢ius. Nuo 1992 m. chorui vadovauja dirigentas ir
kompozitorius Vaclovas Augustinas.

,Jauna muzika” kasmet surengia daugiau nei 60 koncerty savo 3alyje ir uzsienyje: Europoje, Kinijoje, Japonijoje,
Izraelyje. Sis choras yra reikimingy projekty iniciatorius: tai kasmetiniai tarptautiniai choro muzikos interpreta-
vimo kursai (rengiami nuo 1995 m.), tarptautinis muzikos festivalis ,Amzinoji Jeruzalé” (1998 m.), koncerty ciklas

+Angly ir pranclzy baroko muzika” (2000 m.), ,Vokieciy ir lenky baroko muzikos dienos” (2001 m.), nuo 2002 m.
rengiamas koncerty ciklas, skirtas Evangeliky liuterony baznycios vargonams atstatyti.

Ypatinga démesj choras skiria Siuolaikiniai muzikai. Jo repertuare — Arnoldo Schénbergo, Olivier Messiaeno, Gyor-
gy Ligeti, lannio Xenakio, Alfredo Schnitkes, Krzysztofo Pendereckio ir kity kariniai, o taip pat lietuviy autoriy
kompozicijos: Osvaldo Balakausko, Mindaugo Urbaicio, Algirdo Martinaicio, Felikso Bajoro, Broniaus Kutaviciaus,
Vidmanto Bartulio, Onutés Narbutaités, Vaclovo Augustino.

1960 m. prof. Sauliaus Sondeckio jkurtas Lietuvos kamerinis orkestras (LKO) yra vienas iskiliausiy ir pasaulyje
ivertinty Lietuvos orkestry. LKO pirmasis i$ 3alies orkestry debiutavo Vakary pasaulyje. Kai 1976 m. ,Echter-
nacho” festivalyje Liuksemburge kritika puikiai atsiliepé apie jo pasirodyma, LKO atsivéré naujos galimybés ir
tarptautinis pripazinimas.

Siandieng LKO gastroliy marsrutuose fiksuotos beveik visos Europos 3alys, Siaurés ir Piety Amerika, Japonija,
Egiptas, Piety Afrikos Respublika. Orkestrui daugybe karty plojo Berlyno filharmonijos, ir Vienos ,Musikverein®,
Londono ,Royal Festival Hall“ ir Romos ,Santa Cecilia’, Amsterdamo ,Concertgebouw” ir Paryziaus ,Pleyel Hall’,
Leipcigo ,Gewandhaus” ir dar daugelio jspudingiausiy Europos koncerty saliy klausytojai. Gastroliy metu orkes-
tras ne vieng karta griezé su Mstislavu Rostropovic¢iumi, Jurijumi BaSmetu, Gidonu Kremeriu, Vladimiru Spivako-
vy, lgoriu Oistrachu, Jevgenijumi Kissinu, Davidu Garingu, Yehudi Menuhinu ir daugeliu kity.

Jau beveik penkis deSimtmecius gyvuojantis orkestras artimai bendradarbiavo su daugeliu garsiy solisty, diri-
genty ir chory ne tik nesuskai¢iuojamy koncerty metu, bet ir daugybe karty jrady studijoje. LKO jra3é daugiau
nei 100 jvairiausio repertuaro ploksteliy ar kompaktiniy disky, pagrindinj démesj skirdami Johanno Sebastiano
Bacho ir Wolfgango Amadeuso Mozarto kariniams. LKO interpretuoja ir naujus lietuviy kompozitoriy karinius,
taip pat atlieka pasaulyje gerai Zinomy autoriy kompozicijas.

Jvairiapusiskas ir krybingas dirigentas Franckas Ollu (g. 1960) Siandienos pasaulyje vertinamas kaip Siuolaikinés
muzikos ekspertas. 1990 m. jis tapo pagrindiniu ,Ensemble Modern” valtornininku, o diriguoti pradéjo 1999
m. (pirmasis jo diriguotas karinys — Charleso Iveso Simfonija Nr. 4). Dabar Franckas Ollu daznai bendradarbiau-
ja su jzymiausias nudienos kompozitoriais, kuriy kompozicijas atlieka visoje Europoje, Amerikoje ir Australijoje
(pavyzdziui, festivaliuose ,Berliner Festwochen’, ,Musica Nova” Miunchene, ,Festival d’Automne” ParyZiuje,
+Musica Nova" Helsinkyje, Lincolno meny centro festivalyje Niujorke, ,Colon” teatre Buenos-Airése). Jis aktyviai
koncertuoja su elitiniais Siuolaikinés muzikos ansambliais, kaip antai ,Ensemble Modern’, ,Remix Ensemble’,
,London Sinfonietta’, ,Elision Ensemble’, ,Birmingham Contemporary Music Group” 2000-2002 m. jis dirbo
antruoju prancizy grupés ,Ensemble InterContemporain” dirigentu, o prie$ keleta mety tapo Svedy naujosios
muzikos ansamblio ,KammarensembleN" meno vadovu.

Be to, Franckas Ollu yra puikus simfoninis dirigentas. Ryskiausiuose pastaryjy mety simfoniniuose koncertuose
jis dirigavo Bavarijos radijo orkestrui ir Nacionaliniam Liono simfoniniam orkestrui, taip pat Ispanijos nacionali-
niam, Islandijos simfoniniam ir Londono filharmonijos orkestrams.

Jis parengé daugelio Siuolaikiniy kompozitoriy kariniy premjeras; tarp paskutiniyjy — Hanso Zenderio, Peterio
E6tvoso, Emmanuelio Nuneso, Briano Ferneyhough, Wolfgango Rihmo kdriniai ir Heinerio Goebbelso opera
,Landscape with Distant Relatives”.
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Medea (1992) chamber opera for coloratura soprano, vocal quartet, mixed choir and string orchestra

This new Medea version displays the heroine’s or anti-heroine’s enigmatic and tragic dimension, placing the sing-
er in front of the vocal quartet, choir and orchestra, which, organised this way and in line with Pascal Dusapin’s
score, resonate with this long monologue.

In an unusually intimate relationship with the audience, Medea unravels fragments of memory, a solitary and
troubling figure, first betrayed and then seeking revenge, with a stupefying coloratura voice lost in the extreme
high notes of the music. Is the singer telling us the story of Medea? Is it Medea before us, preparing her ritual?
Premiered in March 1992 at the Théatre Royal de la Monnaie in Brussels, Medeamaterial is one of Pascal Dusap-
in's major scores. Several productions have been staged since (in Bonn in 1999, Nanterre in 2000, Lausanne in
2002, Buenos Aires in 2005). With the authorisation of Pascal Dusapin, we chose to rename it Medea, so as to
restore this role, one of the most powerful in recent opera, to its true dimension.

Initially, Medea was written to be included in the same programme as Henry Purcell’s Dido and Aeneas. This as-
sociation is enlightening in terms of the choice of orchestration and its length, which are unusual for a con-
temporary opera. Medea develops, with a generally slow overall tempo, over just less than an hour. This affinity
to the Baroque style gives priority to the meditative aspects and encloses the violence of the narrative in an
introverted atmosphere. Pascal Dusapin’s Medea is a body wracked with internal spasms, freed by sporadic and
dazzling outbursts that are echoed by the choir.

Leaving aside Dido and Aeneas — as we already chose to do for a previous production — we have chosen once again
to assert the singular nature of this score, its uniqueness, its special relationship with the libretto, the text by
Heiner Miiller, which is also quite singular, and, in fact, orphaned from the triptych it initially formed with De-
spoiled Shore and Landscape with Argonauts.

Antoine Gindt

Pascal Dusapin (b. 1955) studied fine art and aesthetics at the Sorbonne in Paris.He was an organist, but he
never really considered the organ seriously as a profession. He quickly turned towards composition, at first as an
autodidact. Later, at the Sorbonne, Pascal Dusapin attended the courses of lannis Xenakis from 1974 to 1978. At
a seminar, he met Italian musician Franco Donatoni who impressed upon the young writer the conception of the
composer's metier. The early works of Pascal Dusapin are rife with the influence of these two composers. Timee
(1978) is dedicated to lannis Xenakis, and Souvenir du Silence (1976) is inspired by Franco Donatoni. Naturally
receptive to other artistic media, he often takes as a starting point works of jazz, graphic arts, or poetry.

Right from the beginning of his career as a composer, he was the recipient of numerous prizes and distinctions.
Pascal Dusapin has written many pieces for orchestra, and most especially for soloists and for chamber forma-
tions, a domain in which he excels thanks to his intimate knowledge of the subtleties of individual instruments.
He is author of around seventy works, including five operas that have been performed worldwide. Composer’s
creative work is nourished by an exceptionally wide culture, which takes in literature, philosophy, and poetry,
and ranges across the centuries from the works of Greco-Roman antiquity to the most modern writers.The

world comes to him from all sides, and one may also observe from time to time, between the staves of his manu-
script scores, annotations dealing with the immediate history of our daily lives.

Before the collapse of the German Democratic Republic, Heiner Miiller (1929-1995) was widely regarded, in-
ternationally and in both German states, as “the most important German dramatist since Brecht”. His 30 plays
helped reconfigure the notion of modern theatre in European and Anglo-Saxon venues and a number of his
most important works (Hamletmachine, Quartett, Medeamaterial, The Mission) have been translated and staged
in many parts of the world.

Heiner Mdiller was four years old when the Nazis came to arrest his father. A witness to the political upheavals
of Germany, from Hitlerian fascism to Communist suppression and finally reunification, he wrote critical works
on the ruins of post-war Germany, on the socio-economic turmoil of his nation. In 1961, the year the Berlin Wall
was erected, his play The Emmigrant was banned and he was expelled from the Writer's Union. To escape his
oppressive environment, he turned to texts by Sophocles, Euripides and Shakespeare for a perspective on the
living and the dead, on memory and oblivion. His liberal adaptation of Macbeth sparked a heated controversy,
drawing accusations of ‘historical pessimism! His works are highly allusive, never shying from taboos, embody-
ing an aesthetic that has inspired such directors as Robert Wilson or Anatoli Vassiliev. Like Germany, which has
seen radically different eras in a short span of time, the writing of Heiner Miiller compresses past and present
into fragmented shards, reflecting the identity of a people swept along by the chaotic currents of modernity.

Antoine Gindt (b. 1961) is currently co-director of the I'Atelier Théatre et Musique with Georges Aperghis at the
Theatre des Amandiers in Nanterre (France). He has been artistic consultant for Pierrot lunaire et autres valses
to works by Arnold Schénberg (Orleans 1991), fragments of lyric poet Friedrich Holderlin to works by Wolf-
gang Rihm and Hans Werner Henze (Orleans 1992) and Jakob Lenz by Wofgang Rihm (Strasbourg Opera, 1993).
He has been artistic director for recordings of music by Pascal Dusapin (solo music, opera Romeo & Juliette)
and Georges Aperghis. He was director of the Musique Action festival atVandoeuvre-les-Nancy (1984-1986),
assistant director at the Strasbourg Musica festival (1987-1989), and musical consultant at the Orleans thea-
tre (1990-1993). He has written several articles on Georges Aperghis, Mauricio Kagel, Wofgang Rihm, Charles
Ives, Heiner Goebbels, Pascal Dusapin and other contemporary composers, and has contributed to a book on
Georges Aperghis, Le corps musical (1990).

Klaus Griinberg (b. 1969) was born in Hamburg and has studied stage design with Erich Wonder in Vienna. Since
1994 he works freelance as set designer and lighting designer in Berlin, Hamburg, Frankfurt, Graz, Lausanne,
London, Paris and Kuwait — amongst others with Heiner Goebbels (for example Landscape with a man being
killed by a snake (1997) in Kassel; Max Black (1998), Hashirigaki (2000), Eraritjaritjaka (2004) at the Théétre de
Vidy-Lausanne; Surrogate Cities at the Venice Biennale 2005), Sebastian Baumgarten, Tatjana Giirbaca (Giacomo
Puccini’s Turandot in Graz Opera, Igor Stravinsky’s Mavra at the Staatsoper Berlin and Henry Purcell’s Dido and
Aeneas in Baden-Baden), André Wilms, Mark Ravenhill. Klaus Griinberg’s first work at the Komische Oper Berlin
was the stage set for The Marriage of Figaro in the 2004-2005 season, which was staged by Barrie Kosky. In the
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2006-2007 season, he designed the stage set for the new production of Christoph Willibald Gluck’s Iphigenie on
Tauris. In 1999 he has inaugurated the MOMOLMA (Museum of More or Less Modern Art) in Hamburg.

Parisian Barbara Bui (b. 1956) enters the fashion world in 1983 by opening the boutique Kabuki on the rue
de Turbigo in Paris. In 1987, she shows her first collection and in 1988 she opens her first shop in Paris. The
combination of elegance and a rock'n’roll attitude, revealing freedom and self-confidence, quickly seduces the
contemporary woman. In 1999, she opens a shop in New York and in 2000, she creates her first accessories col-
lections. Today, Barbara Bui has four shops in Paris, New-York and Milan. Costumes design for Medea is her first
participation on a art production.

A winner of numerous competitions, soprano Caroline Stein started her musical education with lessons in pi-
ano and classical ballet and then studied with Claudio Nicolai at the Conservatory in Cologne (1983-1988). In
1990 she made her debut as the Queen of the Night (in Wolfgang Amadeus Mozart’s The Magic Flute) at the
Deutsche Staatsoper in Berlin and subsequently toured Japan. In 2000, Caroline Stein made her debut at the
Proms concerts under the baton of Sir Simon Rattle and performed Wolfgan Amadeus Mozart’s Mass in C minor
and Alban Berg’s Altenberg Lieder. Her engagements with Claudio Abbado have included Richard Wagner’s Par-
sifal in Berlin, Salzburg, Lucerne, and Edinburgh. In November 2002 she performed and recorded Gyorgy Ligeti's
Requiem with Jonathan Nott and the Berlin Philharmonic Orchestra. In 2003 she was seen in Richard Wagner's
Gotterddmmerung at Bayreuth. At the Berlin Staatsoper in 2004 she sang in Hans Werner Henze's Elegie fiir junge
Liebende and in 2005 performed in Giuseppe Verdi's La traviata (Violetta). Her 2006 engagements include the
Berlin Staatsoper, Lyon, Paris, Madrid, and the Edinburgh Festival.

Vilnius Municipal Choir Jauna Muzika is one of the most outstanding chamber choirs in Lithuania. It has won 15
international choir competitions, and in 1993 was awarded the Grand Prix Europeo. This professional group of art-
ists 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.

Jauna muzika performs more than 60 concerts in Lithuania and abroad: in Europe, 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 Ba-
roque Music (2000), The Days of German and Polish Baroque Music (2001), and concert series arranged for or-
gan renovation of Evangelical Lutheran Church.

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

Founded in 1960 by Prof. Saulius Sondeckis the Lithuanian Chamber Orchestra (LCO) is recognized as one of
the finest and most internationally acclaimed Lithuanian orchestras. The LCO was the first among Lithuanian
orchestras which made its debut in the West. The young group was to make their first very successful appear-
ance at the Echternach Festival in Luxembourg in 1976, which embarked them on an international career and
new possibilities.

The LCO has toured almost all the European countries, North and South Americas, Japan, Egypt, and the Repub-
lic of South Africa. Audiences at the Berlin Philharmonic, Musikverein in Vienna, Royal Festival in London, Santa
Cecilia in Rome, Concertgebouw in Amsterdam, Pleyel Hall in Paris, Gewandhaus in Leipzig and at many other
famous concert halls in Europe have applauded the orchestra. During the tours they have repeatedly appeared
with Mstislav Rostropovitch, Yusi Bashmet, Gidon Kremer, Vladimir Spivakov, Igor Oistrach, Yevgeny Kissin, David
Garingas, and Yehudi Menuhin among many others.

During almost five decades of its illustrious career, the LCO has collaborated closely with many famous soloists,
conductors and choirs in numerous performances and on more than 100 recording of diverse repertoire, with
special affinity for the works of Johann Sebastian Bach and Wolfgang Amadeus Mozart. The LCO has also given
a number of world premieres of works by many celebrated authors, including Alfred Schnittke, Arvo Pért and
Peters Vasks.

Franck Ollu (b. 1960) has an impressive career as a versatile and imaginative conductor, and is widely considered
an expert in the field of contemporary music. In 1990 he became principal horn player of the Ensemble Modern.
He started to conduct in 1999 (his first work — Charles Ives’ Symphony No. 4). Today he often works in conjunc-
tion with leading composers and has conducted throughout Europe, America and Australia (for instance he has
appeared at the Berliner Festwochen, the Lincoln Center Festival in New York, Teatro Colon in Buenos-Aires,
Musica Nova in Munich, Festival d’Automne in Paris and Musica Nova in Helsinki). He appears regularly with the
world’s most prestigious ensembles such as Ensemble Modern, Birmingham Contemporary Music Group, Remix
Ensemble, London Sinfonietta and Elision Ensemble and is Artistic Director of the Swedish ensemble for new
music KammarensembleN. In 2000-2002 he was the assistant conductor at the Ensemble InterContemporain
in Paris.

He is also an accomplished symphonic conductor, with recent highlights including concerts with the Bayerischer
Rundfunk and Orchestre National de Lyon, and future appearances with orchestras such as Orquesta Nacional
de Espafia, Iceland Symphony Orchestra and Philharmonia Orchestra London.

Franck Ollu has championed works by many contemporary composers and recent premieres include works by
Hans Zender, Peter E6tvos, Emmanuel Nunes, Brian Ferneyhough, Wolfgang Rihm and Heiner Goebbels with his
opera Landscape with Distant Relatives.
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PAUL HILLIER

ARVO PART

JUSTE JANULYTE

TOIVO TULEV

Spalio 30, antradienis, 19 val. Sv. Kotrynos bazny¢ia
30 October, Tuesday, 7 pm St. Catherine’s Church

ESTIJOS FILHARMONIJOS KAMERINIS CHORAS /
ESTONIAN PHILHARMONIC CHAMBER CHOIR

Paul Hillier - dirigentas / conductor

ARVO PART
Magnificat

Dopo la vittoria
Da pacem domine

JUSTE JANULYTE
Akvarelé / Aquarelle

*X¥

ARVO PART
2 Slavonic Psalms

TOIVO TULEV
Rejoice, rejoice, rejoice

ARVO PART
Triodion
Nunc dimittis
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Estijos filharmonijos kamerinis choras (Eesti Filharmoonia Kammerkoor) yra jzymiausias esty akademinés
muzikos atlikéjas ir vienas geriausiy chory pasaulyje. 1981 m. jj jkaré Ténu Kaljuste — choro meno vadovas
ir vyriausias dirigentas, kuris 2001 m. 3ias pareigas patikéjo Paului Hillierui. Garsus brity muzikas kaip mat
pagyvino choro perspektyvas: suaktyvino veikla muzikos jrasy sferoje bei praplété gastroliy geografija.

,Kai 1995 m. Estijos filharmonijos kamerinis choras atvyko j pirmajj savo turag po Siaurés Amerika, jie buvo
Zinomi tik kaip ,Grammy” nominantai uz perkamiausiag Arvo Parto kompaktine plokstele ,Te Deum®. Taciau
ju koncertas pademonstravo kur kas daugiau. Sis choras — virtuozy ansamblis galintis ,apakinti” bet kokio
pobudZio muzika: nuo grigaliskojo choralo iki folkloro, nuo Bacho iki kaimyny skandinavy dainy” - 2006 m.
ra$é ,The New York Times".

Choro repertuaras isties begalo platus: nuo viduramziy iki XXI a. muzikos; visada iSryskinant Siuolaikinius
esty autorius. Kolektyvas reguliariai koncertuoja Europoje, JAV, Kanadoje, Japonijoje ir Australijoje. Jis atliko
daugybe muzikos jrasy uz kuriuos ne karta pelné didziausias kritiky pagyras ir astuonias ,Grammy” nomi-
nacijas. Galiausiai 2007 m. jis laiméjo ,Grammy” apdovanojima uz geriausia chorinj atlikima (Arvo Parto ,Da
pacem”). Sis choras intensyviai bendradarbiauja su elitiniais pasaulio dirigentas ir orkestrais, yra ilgametis
Talino kamerinio orkestro partneris.

Intensyvia karjera besimégaujantis Paulas Hillieras (g. 1949) yra dirigentas, vokalistas, pedagogas, redak-
torius, muzikologas ir radytojas, atsidures choro dirigavimo specialisty smaigalyje. Siuo metu jis yra Estijos
filharmonijos kamerinio choro meno vadovas ir vyriausias dirigentas (iki 2008 m.), brity vokalinio ansamblio
,Balsy teatras” jkaréjas ir vadovas bei vyriausiasis kamerinio choro ,Ars Nova Copenhagen” dirigentas.

Savo karjera Paulas Hillieras pradéjo Londono Sv. Pauliaus katedros chore, véliau tapo Karaliskosios koply-
¢ios choro nariu. Daugelj mety jis energingai vadovavo Hilliardo ansambliui, buvo jo meno vadovu ir vienu
i$ jkaréjy. Paulo Hilliero vadovavimo laikotarpiu ansamblis tapo bene garsiausiu pasaulio vyrisku vokaliniu
kolektyvu.

Paulas Hillieras artimai bendradarbiauja su zymiais kompozitoriais, tokiais kaip Steve’as Reichas ir Arvo Par-
tas. Dirigentas jrasé daugiau nei simta kompaktiniy disky, kuriy daugelis pelné neregétg sékme ir prestizi-
nius prizus. Paulo Hilliero knygos apie Arvo Pérta ir Steve’a Reichg bei jvairios chorinés muzikos antologijos
buvo publikuotos Oksfordo universiteto leidykloje.

Esty kompozitorius Arvo Pdrtas (g. 1935) daznai tapatinamas su minimalizmo mokykla arba, kartu su am-
Zininkais Henryku Goéreckiu ir Johnu Taveneru, identifikuojamas kaip ,Sventasis minimalistas”. ,Net Estijoje
Arvo jauté ta patj ka ir mes visi. <..> Man patinka, kad jis toks drasus. <...> VisiSkai neatitikdamas zeitgeist
(laiko dvasios), jis vis tiek islieka nezmoniskai populiarus, o tai be galo jkvepia. Giliausiems zmogiskiems
poreikiams jo muzika teikia daug pasitenkinimo, kurie neturi nieko bendro su mada”, - Steve’as Reichas.
Paprastai Arvo Pdrto kdryba dalinama j du laikotarpius. Gan griezto neoklasikinio stiliaus ankstyvieji kari-
niai buvo paveikti Dmitrijaus Sostakovi¢iaus, Sergejaus Prokofjevo ir Béla Bartoko. Kiek véliau jis pradéjo
komponuoti remdamasis dodekafonija ir serializmu. Sios kompozicijos tapo ne tik sovietinio istebli$mento
jtdZio objektu, bet ir kompozitoriaus karybos aklaviete.

ISgyvenes gilia asmenine krize, Arvo Partas pasinéré j senosios muzikos pasaulj. Jis studijavo baznytines
giesmes, grigaliskajj chorala ir Renesanso polifonija. Tuo pat metu jis aktyviai doméjosi religija, galiausiai
priimdamas Rusijos Ortodoksy Baznycios tikéjima. Po $io atgaivos etapo gimusi muzika buvo i$ esmés kito-
kia. Arvo Pértas ja apibadina sgvoka ,tintinabuli” - tarsi varpeliy tilindziavimas. Siai muzikai badingi papras-
ti ritmai, nesudétinga harmonija, pavieniai nepadailinti tonai ir elementarus trigarsiai. Dar viena vélyvyjy
sakraliniy autoriaus kadriniy ypatybé, kad jie kuriami vien liturginiais tekstais, dazniausiai renkantis lotyny
ir slavy baznytines kalbas.

+Magnificat” (1989) misriam chorui a cappella

Siame karinyje nesunkiai atpazjstamos viduramziy ir minimalizmo muzikos idiomos. Nors komerciniais tiks-
lais Arvo Pdrto muzika siejama su minimalizmu, taciau viduramziy jtakos ¢ia ne menkiau akivaizdzios. ,Ma-
gnificat” jmanoma aptikti burdona; tusc¢iavidurius ir atvirus intervalus (kaip antai oktava, kvarta ir kvinta);
paprastas, nepadailintas modalines linijas, tarsi atkuriancias chorala; faktarinius kontrastus, primenancius
Ockeghema; stambias ritmines vertes; hoketo technika; ir Machaut bei Dufay budinga motyvinj plétojima.
+Magnificat” frazuoté artimai siejasi su Grigaliskojo choralo atlikimo praktika, neturin¢ia metriniy Zenkly,
takto braksniy (formuojanciy pastovius metrinius akcentus) ir jokiy pastoviy modeliy, lemianciy frazés ilgj.
Prioritetas Cia teikiamas paciam tekstui, kuris ir modeliuoja frazuote.

Kuklia, nesudétinga ir statiska ,Magnificat” harmonine kalba lemia ,tintinabuli” technika, kuri sukuria har-
moninés jtampos ir atoslagio laukus. ,Trigarsio skambéjima kompozitorius traktuoja kaip gamtos fenome-
na. Sis trigarsis neturi nieko bendro su struktdriniu tonalumu: jis nesukuria nei moduliacijos, nei konsonan-
siniy-disonansiniy verciy.” - teigia Paulas Hillieras.

Vis délto, ,Magnificat” atsiskleidzia ir minimalistiniy techniky jvairové. Visy pirma jis kruopsciai redukuoja
ne tik harmonine - ,para-tonalig”, bet ir visa kompozicine medzZiaga. Antra - i$ minimalisty jis perima is-
testo laiko koncepcija. Sig iliuzija kuria stambios ritminés vertés, tyla ir ,tintinabuli” technika, kada vienas
tonalinis laukas uzdengia visg karinj. Ir tre¢ia — kompozitorius naudoja minimalistams tipiska faktarinj vari-
javima, kada kiekviena trumpa padala kinta instrumentuotés, tesitiros ir tembro aspektais. Nepaisant to,
kad Sie elementai nesunkiai susekami Arvo Pdrto kariniuose, jo muzika radikaliai skiriasi nuo Glasso, Reicho,
Riley’o ir Adamso kirybos. Vargiai galima baty apibudinti Arvo Parto muzika ,pulsuojancia’, o repeticijos ir
tolygaus kitimo technika ¢ia visai nenaudojama. Tacdiau svarbiausias skirtingumo aspektas, kad Arvo Pdrto
muzika atskleidzia ir atpaZjsta kancia.

David Pinkerton
,Dopo la vittoria” (1997) misriam chorui a cappella

Priedingai nei Arvo Pdrto muzikai bldinga isplésta, homogeniska muzikiné erdvé ir tékmé, Sioje ,piccolo
kantatoje” aiskiai juntamos grieztos padaly ribos, artimai susijusios su tekstu. Pulsuojantis staccato judru-
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mas pradzioje ir pabaigoje uzsimena apie atkakly pasakotojo entuziazma. Zemi solo balsai i3siskiria seno-
viniu iskilmingumu, po kurio seka toks pat pagarbus, organumo tipo, paralelinis tenoro ir boso vedimas.
Trijuose kulminaciniuose taskuose kompozitorius ypa¢ pabrézia Zymaus Ambrozijaus religinio teksto Zo-
dzius: ,Te Deum laudamus’, ne menkiau akcentuodamas paskutine ,Te Deum” eilute, tokia pat didinga, kaip
ir pritariamasis,,Amen” pasazas, skambantis rafinuotai ir pompastiskai.

+A$ atradau sena, rusy kalba paradytg baznytinés muzikos enciklopedija. Joje aptikau Ambrozijaus pasa-
kojima apie Sv. Augustino kriksta, kurj atliko pats Ambrozijus. Sis aprasymas mane i$ karto suzavéjo ir a3
greitai apsisprendziau... Taigi, a§ panaudojau nepakeistg rusiska tekstg (iSversta j italy kalba), o jo pirmoji
eiluté tapo mano kirinio pavadinimu. Sis tekstas, datuojamas 1903 m., man skambéjo beveik kaip proziné
poema.

Naratyvo forma lemia dviejy asmeny ar jvykiy scenarijus. Ambrozijus krikstija Augustina. Nejprastas ir ypa-
tingas Sio pasakojimo posukis, kad paciame kriksto ceremonijos jkarStyje Ambrozijus pradéjo giedoti ,Te
Deum”. Augustinas visai netrukus prie jo prisijungé, lengvai pratesdamas giesme, lyg visad baty jg Zinojes. Ir
taip antifoniskai giedodami jie uzbaigia ,Te Deum”. Si scena, kurioje dalyvauja du vakary kultdros ir kriki¢io-
nybés milzinai, mane itin suzavéjo ir stipriai paveiké, nes ji kupina spontanisko dZiaugsmo bei inspiracijos. Ir
staiga a$ pajutau, kad $j kdrinj (uzsakyta Milano miestui) sugebésiu parasyti per santykinai trumpa laika".

Arvo Part
,Da pacem domine” (2004) misriam chorui a cappella

,Da Pacem Domine” - tai keturdalis, repetityvinis ir meditacinis Dievo malonés bei taikos prasymas, kuris
aidi choro balsy sraute, sumodeliuotame pagal 9-ojo amziaus grigalikajj chorala. Sis kirinys turi tipiskus
Arvo Part'o karybos bruozus: belaikiskuma, pladuriuojancio garso grozj (,tintinnabuli”), istaigingg modaline
harmonija, archainius sakralinius saskambius, asketizmg ir ramuma. Paulas Hillieras ¢ia prisimena uZuoming
apie akmenis, rafinuotai ir rapestingai isdéliotus Zen sode. Taciau kadrinys taip pat turi ir didingumo, kurj
jvardinti minimalistiniu nejmanoma. Net tokiuose nedidelés apimties kariniuose kaip $is, kompozitorius
geba koncentruoti milziniska energija. Efektas yra bemaz toks pats kaip ir Leonelo Powero bei kity XIV-XV
a. angly,Old Hall” manuskripto autoriy: atSiaurus, bet kartu ir didingas.

Lietuvos muzikos ir teatro akademijoje (pas prof. Osvaldg Balakauska) bei Milano konservatorijoje studijas
baigusi Justé Janulyté (g. 1982) démesj j save atkreipé jau diplominiu darbu - 2004 metais jos ,Balta muzi-
ka” 15-ai styginiy buvo pripazinta geriausiu kameriniu kariniu Lietuvos kompozitoriy sajungos rengiamame
konkurse. Dauguma autorés kariniy, parasyty monochrominiams ansambliams (4 fleitoms ar saksofonams,
15 styginiy, 2 fortepijonams etc.), yra létos faktariniy, dinaminiy, tembriniy, ornamentiniy gesty meta-
morfozés. Balansuodama tarp minimalizmo/sonorizmo estetiky, kompozitoré kuria akustines optiniy idéjy
metaforas (,Pakalbékime apie Sesélius’, 2004; ,Tekstile’, 2006; ,Akvarelé’, 2007; ,Krintancio sniego tyla’,

2006) bei tyrinéja vizualine muzikiniy reiskiniy prigimtj, garsa bei vaizdg sulydanciuose darbuose (,Kvé-
puojanti muzika” styginiy kvartetui, elektronikai ir oro skulptiroms, 2007; ,Uztemimai” smuikui, altui, vio-
loncelei, kontrabosui, gyvajai elektronikai bei garsui nepralaidaus stiklo instaliacijai, 2007).

Viena i priezas¢iy, kodél taip mégstu rasyti muzika, — tai galimybé realizuoti utopiskiausias idéjas, ne-
paisant jokiy logikos désniy ar juo labiau fizikos taisykliy: baltg atspindj veidrodyje, kuris priesais save regi
juoda spalva, zvelgiandia j savo atvaizda (,balta muzika”), ar objekty su nusidriekusiais 3eséliais virsma pa-
&iais $eséliais be jokiy objekty (,pakalbékime apie $e$élius’). Zinoma, tokia informacija klausytojas nevar-
ginamas, tai lieka tik tarp manes ir mano muzikos. Tarsi kazkur plaukiancios, nors vargu, ar krantas kur nors
yra” - Justé Janulyté.

Lietuvos muzikos informacijos ir leidybos centras
+Akvarelé” (2007) chorui

Karinys sukurtas Svariu repetityvinio minimalizmo stiliumi, faktira grindZiant reguliariy pulsacijy kontra-
punktais. Choras skaidomas j keturis mikroansamblius, reguliuojant teksttros skaidrumo-tirStumo laipsnj
bei interpretuojant senaja cori spezzati tradicija. Harmonija remiasi létomis diatoniniy dermiy sekvencijo-
mis, imituojant akvarelinius atspalviy persiklojimus be ryskiy pradzios-pabaigos kontdry. Kirinyje néra Zo-
dinio teksto, tik mormorando bei balsiai, taigi néra ir garso ataku, vokalinéje muzikoje prilygstanciy priebal-
siams: vienintelis Sios muzikos gestas — i$ tylos iSnyrantis ir j ja sugrjZtantis garsas, savotiska povandeninio
aisbergo virsiné, atskleidzianti tik maza dalelyte to, ko klausa nebegirdi, bet galbit gali jsivaizduoti.

Justé Janulyté

Arvo Pértas.,,Two Slavonic Psalms” (1984, 1997) misriam chorui a cappella
1984 m. sukomponuota Psalmé 117 akivaizdziai iSsiskiria Arvo Part'ui nejprasta Sokio ritmika, judriu ir Zva-
liu judéjimu bei ne daznai atpazjstama rusy muzikos savastimi. Siame karinyje kompozitorius pirma karta
panaudojo savajj ,tintinabuli” stiliy. Antroji Psalmé 131 buvo sukurta tik 1997 m. Kdrinys grjstas subtiliu
paprasto pentachordo tony eksponavimy, kaitaliojimu ir transformavimu.

Estijos muzikos panoramoje Toivo Tulevas (g. 1958) isryskéjo 10-ame desimtmetyje. Jau paciose anksty-
viausiose kompozicijose atskleidé jo polinkis j metafizika ir religija. |kvépimo autorius sémési i$ svarbiausiy
krikscionybés teksty, hagiografijos, Ryty filosofijos ir poezijos bei modernios Vakary metafizikos. Toivo Tu-
levo karyba taip pat smarkiai jtakojo aktyvus muzikavimas keliuose senosios muzikos ansambliuose.
Kompozitoriaus muzikoje siejasi skirtingos eros ir technikos: jvairios archaiskos monodijos ir polifonijos
formas lydosi su modernia sonoristika. Egzotiskos nuotaikos pastaryjy mety Toivo Tulevo kariniuose per-
teikiamos rytietiskais tembrais ir jmantria melodika. Ne veltui kompozicinis jo stilius buvo apibudintas kaip
neo-ekspresionistinis. Pagrindinj démesj autorius teikia mikrolygmeniui — motyvui, tembro subtilumui ir
ekspresyviai sonorikai.
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1998 m. Estijos muzikos akademijoje Toivo Tuvelas baigé kompozicijos aspirantdra. Pries tai jis studijavo
Sveno-Davido Sandstromo kompozicijos klaséje Stokholme, o Kelno auks$tojoje muzikos mokykloje gilino
elektroakustinés muzikos Zinias. 1981-1988 m. jis dainavo Estijos filharmonijos kameriniame chore. Toivo Tu-
levas yra liturginés muzikos ansamblio ,Scandicus” jkaréjas ir meno vadovas. Nuo 2005 m. jis vadovauja Estijos
muzikos ir teatro akademijos Kompozicijos katedrai.

Esty muzikos informacijos centras
+Rejoice, rejoice, rejoice” (2006) misriam chorui a cappella

Sj karinj uzsaké Didziosios Britanijos ambasada Jos Didenybés karalienés Elzbietos Il vizitui Estijoje pagerb-
ti. Toivo Tulevas kompozicija dedikavo Anglijos karalienei. Tekstai i$ XVII a. angly poeto ir religinio rasytojo
Thomo Traherne'o esé rinkinio ,Centuries of Meditation”:

Dziagauk!

Saulé... Saulé tik maza Jo begalinés meilés kibirkstélé...

Dziugauk!

Jura... Jara tik Jo dieviskumo la3as...

Tik kokios liepsnos... kokios meilés liepsnos reikia, kad jos kibirkstis uzdegty tavo $irdj.

Tu niekada teisingai nesuvoksi $io pasaulio dziaugsmo, kol tavo gyslom Jara netekés. <...>
Ir kokios meilés jaros turi nutekéti, dél vieno laso tavo sielai.

Iki dangus tave apgaubs...

Arvo Pértas.,Triodion” (1998) misriam chorui a cappella

Kaip atsaka j Benjamino Britteno (su kuriuo Arvo Pértas niekada nebuvo susitikes) mirtj, 1976 m. kompozi-
torius sukaré vieng iSraiSkingiausiy ir paprastumy tiesiog nuginkluojanciy kariniy - ,Cantus in memoriam
Benjamin Britten”. Po dvidesimt dviejy mety radosi dar vienas pretekstas priartéti prie Benjamino Briteno.
Arvo Pirtas gavo uzsakyma i$ Anglijos Lancingo koledzo (anks¢iau besivadinusio Sv. Marijos ir Sv. Nikolajaus
koledzu), Svenciancio 150-gsias metines. Kadaise ir Benjaminas Brittenas sukdré kantata ,Christman” Sio
koledZo 100-meciui. Tokios aplinkybés savaime sukiré tolimesnes Arvo Parto sasajas su brity kompozito-
riumi.

1$ Ortodoksy maldaknygés Arvo Partas pasirinko tris odes, kuriy paskutiné buvo malda, prasanti Sv. Nikola-
jaus uztarimo: ,0 Sventasis Nikolajau, melski Dieva uz mus”, Kiekviena odé savaip iskilminga, homofoniska,
o jy kulminacijos formuojamos mantrg primenanciy repeticijy pagalba. Tuo momentu visa tarsi apsinuogi-
na: harmoninis judéjimas sustingsta, tyla tampa tokia pat svarbi kaip ir garsas, o Arvo Partui komunikuojant
su senovine staciatikiy praeitimi, atsitraukia nesuprastas amziy misticizmas.

Arvo Partas.,,Nunc dimittis” (2001) misriam chorui a cappella

Pagal Sv. Luko Evangelijos ,Magnificat” teksta Arvo Pértas sukdré muzika Berlyno chorui. Anglikony muzi-
kos tradicijas Zinanc¢iam kompozitoriui atrodyty beveik privaloma sukurti ,Magnificat” antrinancia kompo-
zicija ,Nunc dimittis”.

Karinys paradytas pagal tris nepaprastus antrojo Sv. Luko Evangelijos skyriaus posmus. Sis romumo ir $vel-
numo kupinas, transcendentinio, kibirk$¢iuojancio dziaugsmo lydimas tekstas, regis, tiesiog lauké, kad jam
muzika sukurty toks jautrus kompozitorius kaip Arvo Partas. Tokj patj ramy, tyly ir nejudry grozj, kurj jis
sukdré antroje ,Tabula Rasa” dalyje (1977 m.) arba savo ,Stabat Mater” (1985 m.), jmanoma aptikti ir $io
+Nunc dimittis” pradzioje. Visiems trims kdriniams badingi tokie pat laipsniskai Zeméjantys dasavimai ir
besiplakanciy virSutiniy balsy disonansai. Nekintamai ramioje ,Gloria Patri” dalyje dvi virSutinés partijos
prieSinamos viena kitai. Jos laipsniskai kyla, leidziasi ir sukasi apie bosiniy partijy ,Cis” ir ,G", Zaismingai
varijuodamos tarp disonansy ir konsonansy saskambiy. Pac¢iame centre atsiduria kompozitoriaus paruostas
Svytincios ,lumen ad revelationem” kulminacijos pagrindas, kurj sudaro itin ritmiskas, laipsniskai issisklei-
dzianciy fraziy procesas ir prieslaikinis trumpas, bet didingas peréjimas nuo,,Cis” minoro j mazora.

The Estonian Philharmonic Chamber Choir (Eesti Filharmoonia Kammerkoor) is the best-known Estonian
classical music performer and one of the best choirs in the world. The Choir was founded in 1981 by Tonu
Kaljuste, its principal conductor and artistic director until 2001, when he invited Paul Hillier to take over
the post. The renowned British musician has widened the choir’s perspectives and continued their success
both in the recording field and as a performing group at prominent concert venues and festivals.

“When the Estonian Philharmonic Chamber Choir arrived for its first North American tour in 1995, they
were known only as the performers on the Grammy-nominated, best-selling CD of Arvo Pért’s Te Deum. The
concerts showed much more - a virtuosic ensemble who could dazzle in everything from Gregorian chant
to folk songs, from Bach to works by fellow Scandinavians.”— wrote The New York Times in 2006.

The Choir has an extensive repertoire ranging from medieval to 21st-century music, with special emphasis
on Estonian composers. The Choir tours regularly in Europe, the United States, Canada, Japan, and Australia.
In addition to concertising, it has made numerous recordings, many of which have received the highest
critical acclaim, including 8 Grammy nominations. In 2007 it won Grammy Award for Best Choral Perform-
ance with Arvo Pért’s Da pacem. The Choir works with many world-class conductors and orchestras, and has
a long-standing partnership with the Tallinn Chamber Orchestra.

Paul Hillier (b. 1949) enjoys a busy career as conductor, singer, teacher, editor, musicologist and writer.
He is one of the world’s foremost choral conductors. He is Artistic Director and Principal Conductor of
the Estonian Philharmonic Chamber Choir (till 2008), Founder and Director of Theatre of Voices and Chief
Conductor of Ars Nova Copenhagen.

He began his career in the choir of St. Paul’s Cathedral in London and later became a member of the Chapel
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Royal. For many years he devoted his energies to The Hilliard Ensemble, of which he was co-founder and
musical director. During his tenure the group rose to international prominence.

Paul Hillier enjoys close creative relationships with a number of living composers, most notably Steve Re-
ich and Arvo Part. His recordings, over a hundred CDs, have earned worldwide acclaim and won numerous
prizes. His books about Arvo Part and Steve Reich, together with numerous anthologies of choral music, are
published by Oxford University Press.

Estonian composer Arvo Part (b. 1935) is often identified with the school of minimalism and more spe-
cifically, that of ‘sacred minimalism, along with contemporaries Henryk Gérecki and John Tavener. “Even in
Estonia, Arvo was getting the same feeling that we were all getting. <..> | love the fact that he is such a
brave man. <..> He's completely out of step with the zeitgeist and yet he’s enormously popular, which is so
inspiring. His music fulfills a deep human need that has nothing to do with fashion” - Steve Reich.

Arvo Part's oeuvre is generally divided into two periods. His early works range from rather severe neo-clas-
sical styles influenced by Dmitri Shostakovich, Sergei Prokofiev and Béla Bartok. He then began to compose
using twelve-tone technique and serialism. This, however, not only earned the ire of the Soviet establish-
ment, but also proved to be a creative dead end.

Composer experienced a deep personal crisis. His response to this impasse was to immerse himself in early
music. He studied plainsong, Gregorian chant, and the emergence of polyphony in the Renaissance. At the
same time he began to explore religion and joined the Russian Orthodox Church. The music that began to
emerge after this period was radically different. Arvo Part describes it as ‘tintinnabuli’ - like the ringing
of bells. The music is characterized by simple rhythms, harmonies, often single unadorned notes, or triad
chords. Another characteristic of composer’s later works is that they are frequently settings for sacred
texts, although he mostly chooses Latin or the Church Slavonic language.

Magnificat (1989) for mixed choir a cappella

In the Magnificat connections with medieval and minimalist styles are easily made. While the popular labels
for Arvo Pért’s style point to minimalist influences, the medieval influences are primarily noticeable. In
the Magnificat, Arvo Part uses drones; white, open intervals (such as fourths, fifths and octaves); simple,
unadorned modal lines that are reminiscent of chant; textural contrast similar to that of Ockeghem; slow
rhythmic values; hocket sections; and motivic activity similar to that of Machaut or Dufay. Phrases in the
Magnificat is closely related to the performance practice of Gregorian chant, where there are no meter
signatures or bar lines to provide metric accent, and no consistent patterns in the length of phrases. All
elements point to and follow the text.

Simple and static harmonic language of Arvo Pért is governed by the use of ‘tintinnabulation, which cre-
ates all harmonic tension and release. “In his music, Arvo Part takes the sound of the triad as a phenomenon
of nature. This triad has little to do with structural tonality; there is no sense of modulation, or of the ten-
sion and release.” - Paul Hillier.

However, varieties of minimalist techniques appear throughout this work too. Arvo Péart's music is mini-

malist, first because he chooses to use very few notes, and the ‘para-tonal’ materials are restricted to a
certain mode. Second, he borrows from the minimalists the philosophy of extended time. This illusion is
accomplished through the use of slow rhythmic values, silence, and the application of the ‘tintinnabula-
tion’ technique. With this technique, a single tonality is prolonged for the duration of the piece. Third, the
composer uses textural variation which is typical of minimalists: each short section is different in its variety
of spacing, voicing, color and tessitura. However, although these minimalist elements exist in Arvo Pért’s
works, his music is radically different from that of composers such as Glass, Reich, Riley and Adams. Arvo
Part’s music can hardly be called ‘pulse music. The technique of repetition and gradual change does not

appear. And most important — Arvo Pért’s music points to suffering.
David Pinkerton

Dopo la vittoria (1997) for mixed choir a cappella

In contrast with the broader homogeneous sweep of many of Arvo Pért’s choral settings, this ‘piccolo can-
tata’ is sharply defined by sections closely related to the text. The pulsing, staccato briskness of the open-
ing and close suggest the urgent enthusiasm of a storyteller. Low solo voices mark out with antique solem-
nity, followed by equally reverential, organum-like parallel tenor and bass writing. And at three climactic
points, composer makes particular emphasis of the actual words form Ambrosius’ famous religious text:
“Te Deum laudamus” and the Te Deum’s final verse — a passage as majestic and affirmative as the ‘Amen’
that follows is exquisitely sonorous.

“I discovered an old church music encyclopedia written in Russian. In it | found the story of Ambrosius and
the scene of St Augustinus’ baptism, performed by Ambrosius. This description fascinated me, and my
decision was made promptly... So | used the unaltered Russian text (translated into Italian) and took its
first line to become the title of my work. Its phrasing, dating from the year 1903, sounded to me almost
like a poem in prose.
The depiction itself has the form of a short two-person scenario. Ambrosius baptizing Augustinus. What
| found particularly special and unusual in this story is the fact that Ambrosius, whilst the ceremony was
in full swing, began to sing his Te Deum and Augustinus joined in, easily continuing the chant as if he had
known it forever. And by singing antiphonally they finished off the Te Deum. | was fascinated and deeply
influenced by this scene with two giants of Western culture and Christianity full of spontaneous joy and
inspiration, and now felt able to accomplish the commissioned work for the City of Milan in a relatively
short time!”

Arvo Part

Da pacem domine (2004) for mixed choir a cappella

Da Pacem Domine is a four-part repetitive and hauntingly meditative plea for God'’s peace which is carried
by a stream of voices modeled on 9th century Gregorian chant. This work has a typically Pért-ian character-
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istic: timeless, floating beauty of sound (‘tintinnabulation’), sumptuous modal harmonies, sacred archaic
tones, austerity and stillness. Paul Hillier makes allusion to stones placed with exquisite care in a Zen gar-
den. But the piece also has a grand manner that can’t be described as minimal; even in small-scale pieces
like these there are moments where he brings forces together to heighten the music’s intensity. The effect
is like that of music by Leonel Power and the other composers of the Old Hall manuscript: stark, but also
big at times.

Graduated from the Lithuanian Music and Theater Academy (Prof. Osvaldas Balakauskas’ class) and Milan
Conservatoire, Justé Janulyté (b. 1982) first came into public view in 2004 when her graduation work White
Music for 15 strings was awarded as the best chamber piece at the competition held by the Lithuanian
Composers’ Union. Majority of the works by the author, written for ‘monochromatic’ ensembles (e.g. 4
flutes or saxophones, 15 strings, 2 pianos, etc.), represent slow metamorphoses of textural, dynamic, tim-
bre and ornamental gestures. While balancing between the aesthetics of minimalism and sonorism, she
composes acoustic metaphors of optic ideas (Let's talk about shadows 2004, Textile 2006, Aquarelle 2007,
Silence of the falling snow 2006) and researches the visual nature of musical phenomena in the works where
sound and image are fused together (Breathing music 2007 for string quartet, electronics and air sculp-
tures; Eclipses 2007 for violin, viola, cello, bass, live electronics and soundproof glass installation).

“One of the reasons why | like composing so much is that it allows embodying of the most utopian ideas, in
spite of any rules of logic or, all the more, laws of physics: white reflection in the mirror facing black colour
in front of its own image (white music), or objects casting shadows transforming into shadows without cor-
responding objects themselves (let’s talk about shadows). Certainly, the listener is not being troubled with
this kind of information. All this stays between my music and me. As if the music were drifting somewhere,
even though it is unlikely that there is a coast anywhere!” (Justé Janulyté)

Lithuanian Music Information and Publishing Centre
Aquarelle (2007) for choir

The piece is written in the style of clean repetitive minimalism, the texture is based on the counterpoint
of regular pulsations. The choir is split into four micro-ensembles by regulating the texture clarity-density
level and interpreting the old tradition of cori spezzati. The harmony is based on the slow sequences of
diatonic tones, imitating overlaps of watercolour hues without distinct beginning/end outlines. The piece
does not contain verbal text, only mormorando and vowels; hence there is no sound attacks paralleled with
consonants in the vocal music. The only gesture in this piece — the sound emerging and submerging into
silence, as if a tip of the iceberg revealing only a small part of what the hearing cannot grasp, but may be
able to imagine.

Justé Janulyté

Arvo Part. Two Slavonic Psalms (1984, 1997) for mixed choir a cappella

Psalm 117 written back in 1984 seems unusual for its dancelike rhythmic profile, its brisk and lively movement,
something one rarely associates with Arvo Part, as well as rarely noticed Russian music features. In this piece, Arvo
Part has used his original ‘tintinnabuli’ style for the first time. The second piece Psalm 131 was written later on in
1997.This Psalm is based on subtle exposition, interchange and transformation of a simple pentachord tones.

Toivo Tulev (b. 1958) came to prominence on the Estonian music scene in the early 1990s. Since the beginning
his compositions displayed a bent for the religious and metaphysical. He has drawn inspiration from the basic
texts of Christianity, hagiology, the philosophy and poetry of the East as well as the metaphysics of the modern
West.

Toivo Tulev’s musical idiom has been influenced by his active participation in several early-music consorts. His
compositions fuse different eras and techniques - first and foremost, various forms of archaic monody and po-
lyphony, and on the other hand, the modern sonoristic approach. Into his recent works exotic flavours have
been introduced through eastern timbres and melody development. It is not without reason that his composi-
tional style has been described as neo-expressionistic. His music highlights the compositional micro-level - the
expressiveness of sonority, timber and motif.

Composer finished his post-graduate course at the Estonian Academy of Music in 1998. Before that he studied
composition with Sven-David Sandstrdom in Stockholm and electro-acoustic music at the Cologne Hochschule
der Musik. Toivo Tulev was a member of the Estonian Philharmonic Chamber Choir (1981-1988). He is the found-
er and artistic director of the liturgical music ensemble Scandicus. At the present he is head of the composition
department (since 2005) at the Estonian Academy of Music and Theatre.

Estonian Music Information Centre
Rejoice, rejoice, rejoice (2006) for mixed choir a cappella

The piece was commissioned by the United Kingdom embassy for the visit of Her Majesty Queen Elizabeth
Il to Estonia. Toivo Tulev dedicated the composition to the Queen of England. The text is taken from the
collection of essays Centuries of Meditation of the 17th century English poet and religious writer Thomas
Traherne:

Rejoice!

The Sun... the Sun is but a little spark of His infinite love...

Rejoice!

The Sea... the Sea is but one drop of His goodness...

But what flames... what flames of love ought that spark to kindle in your soul.

You never enjoy the world aright, till the Sea itself floweth in your veins. <...>

What seas of affection ought to flow for that drop in your bosom.

Till you are clothed with the heavens...
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Arvo Part. Triodion (1998) for mixed choir a cappella

In 1976 Arvo Part responded to the death of Benjamin Britten (whom he never met) with the composition
of one of his most powerful - and disarmingly simple — works, the Cantus in memoriam Benjamin Britten.
Twenty-two years later, he was able to come close to Benjamin Britten again through a commission from
Lancing College to mark their 150th anniversary. Benjamin Britten had also written the Christman cantata
St Nicholas for the 100th year of the school. And so Arvo Part sought a further connection for his commis-
sion.

He selected three Odes from the Orthodox Prayer book, the last of them a plea for St Nicholas's interces-
sion: “O Holy Saint Nicholas, Pray unto God for us”. Each Ode is characteristically solemn, each is statically
homophonic, and each builds to a climax prior to the mantra-like repetition of the final entreaty. All is
stripped bare at this point: harmonic movement halts, silence becomes as important as important sound,
and centuries of mysticism are rolled back as Arvo Part communes with an ancient Orthodox past.

Arvo Part. Nunc dimittis (2001) for mixed choir a cappella

Arvo Pért set the Magnificat text from St Luke’s gospel for choral forces in Berlin. For a composer cognizant
of the Anglican music tradition, however, creating a Nunc dimittis to partner a Magnificat would almost
seem like an obligation.

This is a setting of three remarkable verses from Luke Chapter 2. It is a text just waiting to be set by com-
poser of Arvo Pért's sensibilities — one of serenity and tenderness, followed by transcendent, sparkling joy.
The same still beauty that he achieved back in 1977 with the second part of Tabula Rasa, or the Stabat Mater
in 1985, is present in the opening of his Nunc dimittis; and all three share the same stepwise downward
sighs and intermingling dissonances of upper voices. In the equally placid “Gloria Patri’, the two upper
parts work against each other in stepwise ascent, the descent, around a contra-bass C sharp / G harp pedal
- playing with dissonance and consonance. Centrally, the composer prepares the ground for a radiant cli-
max on ‘lumen ad revelationem’ with a measured procession of gradually expanding phrases and anticipa-
tions of the brief, majesterial shift from C sharp minor to major.
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Nigel Barr — bosinis trombonas / bass trombone

Ralph Harrison — garso reZisierius / sound engineer
John Greenough - vaizdo rezisierius / monitor engineer

MICHAEL NYMAN
Muzika i$ kino filmy / Music from the movies:

Jeigu ir Kodél? i$ Anos Frank dienorascio / If and Why? from The Diary of Anne Frank (1995)
Prospero knygos / Prospero’s Books (1991)

Memorial i$ Viréjas, vagis, jo Zzmona ir jos meiluzis / Memorial from The Cook, the Thief, His
Wife & Her Lover (1989)

Zmogus su kino kamera / Man With A Movie Camera

119



120

Ansamblis ,Michael Nyman Band’, anksciau besivadines ,Campiello Band’, debiutavo 1976 m. Nacio-
nalinio Ovilier teatro scenoje, Londone, kur naujame Carlo Glodoni pjesés ,Il Campiello” pastatyme at-
liko Michaelo Nymano muzika. Siam projektui pasibaigus grupé nenoréjo skirstytis, todél jos vadovas
Michaelas Nymanas pradéjo jai kurti muzika. Pirmasis ansambliui skirtas kdrinys buvo 1977 m. ,In Re
Don Giovanni“. Si jsivaizduojamos Venecijos gatvés grupé 3alia moderniy instrumenty naudojo unikalius
ankstyvosios ir liaudies muzikos instrumentus. Rebekus, Salméjus, citras, trombono (sackbut) ir fagoto
(curtal) pirmtakus jie derino su saksofonu ir bandza, taip, be stiprintuvy pagalbos, siekdami isgauti kuo
garsesnj skambesj. Kai dél jvairiy priezasc¢iy ankstyvieji muzikos instrumentai buvo pakeisti moderniais
atitikmenimis, ,Campiello Band” tapo naujaja ,Michael Nyman Band". Gerokai stipresnj garsa jgijusj an-
samblj dabar sudaré jprastesni instrumentai: styginiy kvartetas, saksofonai, trimitas, valtorna, bosinis
trombonas, elektriné gitara ir fortepijonas, nuo kurio pakéles galva diriguoja pats kompozitorius.

TrisdeSimt mety gyvuojancios grupés repertuara sudaro visa Michaelo Nymano muzika kino filmams:
nuo ,Dailininko kontrakto” (1982 m.), ,Fortepijono” (1993 m.) ir ,Pasileidélio” (2005 m.), pajvairinama
tokiais audiovizualiniais kompozitoriaus darbais, kaip ,Zmogus su kino kamera” (2002 m.), world music
projektais, kaip ,Sangam” (su tradiciniais Indijos muzikantais U Shrinivas, Rajan ir Sajan Misra, 2003 m.),
jvairias kultaras kryZminanciais sumanymais, kaip antai ,The Upside-down Violin” (su andalGzietisku Ma-
roko Tetouano orkestru, 1992 m.) ir Zymiais vokaliniais veikalais, kaip antai ,Se$ios Celano dainos” (1990
m.) ar,,opera”,Triukdmai, garsai ir saldZios melodijos” (1994 m.).

Sarah Leonard (g. 1953) yra viena jvairiapusisky ir labiausiai gerbiamy Britanijos sopranuy. Studijas ji bai-
gé Guildhallo muzikos ir dramos mokykloje, Londone. Nepaprastai pla¢iame Sarah’'os Leonard repertuare
ypatingas démesys skiriamas Siuolaikinei muzikai. Ji aktyviai reiSkiasi operos terpéje, atlikdama pacius
kontroversiskiausius vaidmenis tokiose sceniniuose veikaluose kaip Giacomo Manzoni ,Dr. Faustus” (,La
Scala” teatre, Milane), Luigi Nono ,Al Gran sole Carico d’Amore” (Hamburgo valstybiniame operos teatre),
Luciano Berio ,Laborintus II” (Carlo Felice’s teatre, Genujoje), Ellioto Carterio ,What Next?” (Amster-
damo ,Concertgebouw”), Pascalio Dusapino ,To Be Sung” (,Amandiers” teatre, ParyZiuje), Helmuto La-
chenmanno ,Das Madchen mit den Schwefelholzern” (Hamburgo, Stutgarto, Paryziaus ir Vienojos operos
teatruose).

Dainininké yra dirbusi su daugeliu garsiausiy dirigenty, kaip antai Pierre’as Boulezas, kurio diriguojamas
Birmingemo simfoninis orkestras kartu su Sarah Leonard atliko Antono Weberno Pirmaja ir Antraja kan-
tatas, o Pierre'oc Boulezo diriguojamas ,Ensemble Intercontemporain” kartu su vokaliste interpretavo jo
paties karinj ,Improvisations sur Mallarmé”. Kartu su dirigentu Michaelu Tilsonu Thomasu ir Londono
simfoniniu orkestru ji atliko Ernsto Krenecko ,Die Nachtigall, o su Peteriu E6tvosu koncertuojant Olan-
dijos ir Londono didZiosiose salése Sarah Leonard atliko Gyorgy Ligeti,Requiem®.

Ji nuolat dalyvauja paciy naujausiy kuriniy premjerose, dainuodama su jzymiausias Siuolaikinés muzikos
kameriniais ansambliais, kaip kad ,London Sinfonietta”, ,Ensemble Recherche” ir ,Musikfabrik”. O su ,En-
semble Modern” ir kitais kolektyvais ji daugiau nei dvidedimt karty atliko Gyorgy Ligeti ,Aventures et
Nouvelles Aventures”. Daugelj mety Sarah Leonard dirbo su ,Hilliard Ensemble”, interpretuodama Arvo

Parto kdrinius. Pastaraisiais metais ji intensyviai bendradarbiauja su ,Michael Nyman Band’, kartu jrasi-
nédama gausybe kompaktiniy disky ir kino filmy garso takeliy.

Nepaisant to, Sarah Leonard dar spéja rengti savo solo recitalius. Pastaryjy mety soline jos programa
sudaro Luciano Berio ir Luigi Dallapiccolos dainos, atliktos 2004 m. ,South Bank Berio” festivalyje, o 2005
m. ,VarSuvos dainy festivalyje” ji interpretavo septynias ankstyvasias Albano Bergo dainas. Sarah Leonard
ypac¢ domisi etninémis brity dainomis, kuriy koncertus yra surengusi visoje DidZiojoje Britanijoje. Vien jos
jrasy sarasas uzimty keletg puslapiy.

Michaelas Nymanas - zr. psl. 9
,Jeigu”ir,Kodél?” is filmo,Anos Frank dienorascio” (1995)

Dainos ,Jeigu” ir ,Kodél?” buvo sukurtos Rogerio Pulverso tekstais, pilnametraziam animuotam japony
filmui ,Anos Frank dienorastis” (rezisierius Akinora Nagaoka). Nors ,Kodél?” muzika simpatiska, lyriska ir
sentimentali, ta¢iau daina ,Jeigu” jau senai tapo viena populiariausiy Michaelo Nymano kompozicijy, kurios
garsai suvirpina, jsismelkia ir persekioja. Si daina nuolat jtraukiama j paciy geriausiy kompozitoriaus kariniy
rinktines, o kai ,Jeigu” atlieka Sarah Leonard, muzika dar smarkiau verziasi | jausmy gelmes. Mégdamas
leidélis” (2005).

James Barry

4Prospero knygos” (1991)

Kadangi Sios pjesés veiksmas vyksta ,triukSmy pilnoje saloje’, tad kaip ir dera kinematografiniai pjesés re-
konceptualizacijai, ,Prospero knygos” kupinos muzikos. Pries daugelj mety A lygiu a3 studijavau Williamo
Shakespeare’o ,Audra”, taciau dabar atmintis mane apgavo - Kalibano Zodziuose a$ tarsi iSgirdau uzuoming
apie sala pilng jvairiausiy balsy. llgainiui a3 suvokiau kad klydau (3i klaida nuo pat pradziy iSmusé mane i
véziy, nes garso takelj ketinau kurti i$ daugybés skirtingy garsu, signaly, triukmy ir balsy). Bendra karinio
idéja tapo i$ esmés vokaliné, muzika kuriant paties Williamo Shakespeare’o j pjese jtrauktais dainy tekstais.
Specialiai ,berniukiskam Sarah'os Leonard sopranui” a$ parasiau penkias Arielio dainas. Sioje pjeséje egzis-
tuojantis nedidelis maskos (masque) spektaklis (tuo metu populiari angly teatro rasis, kur sceninis vaizdas
grindziamas muzika, deklamacija, vaidinimais ir Sokiais) suteiké galimybe sukurti operine sceng, gan silpnai
aprasyta Williamo Shakespeare’o (?). Nors maskos scena galima traktuoti kaip tekstine interpoliacija, taciau
ji tampa centriniu ,Prospero knygy” koncepcijos elementu. Muzikine prasme $i Sventiska scena taip pat
iSsiskiria i$ visos likusios garsinés medziagos.

4Prospero knygy” muzikos stilistikos aspektu a$ nusprendziau nesivadovauti ,Dailininko kontrakto” karybos
badais (t.y. atkurti praeities garsine aplinka, remiantis to laikotarpio kompozitoriy karyba, muzikos tradi-
cija ir jos stilizacijomis). Siandieng nejmanoma tiksliai sukurti ar atkurti muzikos, vienalaikés su Williamo
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Shakespeare’'o pjese. (Uzbégdamas uz akiy citaty medziotojams, i$ karto prisipazinsiu, kad cia a$ vis dél-
to panaudojau vienintele Johno Dowlando dainos citata.) Galbut ,Prospero knygy” muzikos karimas ir jau
esancios naudojimas — nepiktnaudziaujant analogijomis — yra artimas toms dvidesimt keturioms knygoms,
kurias Gonzalas sukrové j valtj Prosperui, plaukian¢iam j tremties sala.

Michael Nyman
+Memorial” i$ filmo,Viréjas, vagis, jo Zmona ir jos meiluzis” (1989)

Si darni rezisieriaus Peterio Greenaway'aus ir kompozitoriaus Michaelo Nymano simbiozé yra viena ge-
riausiy kino istorijoje, nenusileidzianti Alfredo Hitchcocko ir Bernardo Herrmanno, Sergio Leone’s ir Ennio
Morricone’s, Davido Lyncho ir Angelo Badalamente’s kdrybiniams tandemames. Vis délto, riba tarp koncerti-
nés muzikos ir muzikos kino filmams dar niekada nebuvo tokia miglota, kokia ji yra Michaelo Nymano kary-
boje Peterio Greenaway‘aus filmams. ReZisierius ne kartg leido Michaelui Nymanui pirmiau parasyti muzika
ir tik tada imdavo pagal ja filmuoti filma. Jis taip pat daznai savo filmy garso takeliuose naudojo ankstesnius
koncertinius kompozitoriaus karinius, tarp jy ir ,Memorial’, kuris visy pirma buvo sukurtas 39-iy ltalijos
LJuventos” futbolo klubo gerbéjy atminimui, kurie 1985 m. Zuvo prie$ pat Europos ¢empionato rungtynes
tarp ,Juventos” ir Liverpulio kluby, Briuselio stadione. Si muzika kino rezisieriui padaré tokj stipry jspudij,
kad pagal ja jis nusprendé sukurti kelias savo filmo ,Viréjas, vagis, jo Zmona ir jos meiluzis” dalis.

+Memorial” - episkas, laidotuviy marsa primenantis kdrinys; vienas populiariausiy kompozitoriaus darby,
kas karta vis jtraukiamy j,,Michael Nyman Band” albumy serijas ,The very best of".

Savo ,Memorial” kompozitorius naudoja viena muzikine fraze i§ Henry'o Purcello karinio ,King Arthur” Si
frazé begale karty kartojama minimalistiniu stiliumi, kol galiausiai sukuria hipnotizuojantj poveikj. Pirmuo-
se dviejuose kompozicijos tre¢daliuose dominuoja styginiai ir valtorna, kuriems antrina elektriné gitara ir
perkusija. Sarah Leonard pasigirsta tik paskutiniame karinio tre¢dalyje, o jos partija sudaro ilgi ir dramatiniy
efekty kupini skundai. Jos daina visg laika skamba oktava auksciau nei viso orkestro garsynas, tokiu badu
sukurdama jstringantj ir skausminga jspudj, pritvinkusj Sirdgélos. Regis, kad jos daina tiesiog plaukia virs
muzikos, kaip Reino mergeliy balsai, nitniuojantys kreoly meilés daina.

Parengta pagal Clive Winston ir Waldemar Januszczak tekstus
+Zmogus su kino kamera” (2002)

,Zmogus su kino kamera” yra eksperimentinis Dziga Vertovo filmas, sukurtas 1929 m. TSRS. Tai kadry mon-
tazas, kuriuose atsiveria to meto jvairiy Rusijos miestieciy gyvenimas. Nors filmas beveik dokumentinis, jo
meniskumas atsiskleidZia temos pasirinkime, kadry isdéstyme ir bendrame galutiniame montaze. Cia Dziga
Vertovas panaudojo daugelj tipisky filmo karimo techniky: atgalinj judesj, 1éta ir greita eiga, sustabdyto
judesio principa, nejprastus filmavimo rakursus, vienas ant kito klojamus apgaulingus kadrus ir padalin-

ta ekrana. Jo scenose regima nepaprastai didziulé kasdienio gyvenimo jvairové: Zmonés, parduotuvés, ga-
myklos, gatviy eismas, laisvalaikio pramogos ir sportas, pajurio vaizdai, kosmetologai ir kirpéjai, vestuves,
laidotuvés, skyrybos ir gimimai. Kamera ir operatorius yra neatskiriama filmo dalis. Nuo savo trikojo stovo
ir i$ judanciy automobiliy jis jvairiausiais rakursais ir netikéciausiose vietose filmuoja supancia aplinka, de-
monstruodamas visa filmavimo procesg ir netgi paties filmo montavima.

Sis filmas yra juodai baltas ir begarsis, todél visas 68 jo trukmés minutes ansamblis groja Michaelo Nymano
muzika. Nors ji buvo kruopsciai kuriama, taciau kompozitorius nepradéjo nuo nulio, k3 jis daznai mégsta
daryti. Kai kurios temos, struktdros, ritminiai modeliai ir harmoniniai dariniai pasiskolinti bei adaptuoti i$
jau esamy kompozitoriaus kariniy. Energinga ir jautri Michaelo Nymano muzika pavercia j eksperimentinj
filma akustine poema. Diriguodamas i$ uz fortepijono, kompozitorius akyliai prizidri visus muzikantus, kad
garsas bty preciziskai sinchroniskas filmo veiksmui. Negailestingas muzikos mechaniskumas - tai akusti-
nis raSomujy masinéliy, tramvajy ir cechy atspindys. Vis délto, vietoj tiesioginés miesto gyvenimo sceny
garsinés interpretacijos, Michaelas Nymanas iesko kitokiy, gilesniy sasajy su filmo estetika.

Jim Paterson
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The Michael Nyman Band was formed from the on-stage band that performed Michael Nyman'’s score for
Carlo Goldoni’s play Il Campiello in the opening productions on the Olivier Theatre of the National Theatre,
London in 1976. The band did not wish to break up after the production ended, so its director, Michael Ny-
man, began composing music for the group to perform, beginning with In Re Don Giovanni, written in 1977.
This imaginary Venetian street band used uniquely early music and folk instruments alongside modern
instruments, so that rebecs, sackbuts, shawms and curtals were combined with saxophone and banjo to
produce as loud a sound as possible without resorting to amplification. When - for various reasons — the
early music instruments were replaced by modern equivalents, the Campiello Band became the amplified
Michael Nyman Band with the now ‘standard’ line-up of string quartet, saxophones, trumpet, horn, bass
trombone, electric guitar and piano, from which the composer directs.

30 years since it began and the repertoire of the band includes all Michael Nyman'’s film scores from The
Draughtsman’s Contract (1982) through The Piano (1993) to The Libertine (2005), alongside audio/visual
works like The Man with a Movie Camera (2002); ‘world music’ collaborations such as Sangam (with Indian
masters U Shrinivas, Rajan and Sajan Misra, 2003) and ‘cross cultural’ work The Upside-down Violin (with the
Moroccan Orquesta Andaluzi de Tetouann, 1992) and substantial vocal works like Six Celan Songs (1990),
and the ‘opera’ Noises, Sounds and Sweet Airs (1994).

Sarah Leonard (b. 1953) is one of Britain’s most respected and versatile sopranos. She studied at the Guild-
hall School of Music and Drama, London. Sarah Leonard has a wide repertoire with a particular interest in
contemporary music. In the field of opera her appearances include Dr. Faustus by Giacomo Manzoni at La
Scala (Milan), Al Gran sole Carico d’Amore Luigi Nono at Hamburg State Opera, Luciano Berio’s Laborintus Il at
the Teatro Carlo Felice (Genoa), What Next? by Elliot Carter at the Concertgebouw (Amsterdam), To Be Sung
by Pascal Dusapin at the Théatre des Amandiers (Paris), Das Madchen mit den Schwefelholzern by Helmut
Lachenmann (in Hamburg, Stuttgart, Paris and Vienna theatres).

She has worked with many leading conductors including Pierre Boulez in Anton Webern’s Cantata’s 1 & 2
with the Birmingham Symphony Orchestra, and his Improvisations sur Mallarmé with the Ensemble Intercon-
temporain. With Michael Tilson Thomas she has performed Ernst Kreneck’s Die Nachtigall with the London
Symphony Orchestra, and with Peter E6tvds Gyorgy Ligeti’s Requiem in Holland and London.

Sarah Leonard has performed many new commissions with well known chamber ensembles including Lon-
don Sinfonietta, Ensemble Recherche, Musikfabrik. She has performed Gyorgy Ligeti's Aventures et Nouv-
elles Aventures over twenty times with the Ensemble Modern and others. She has worked for many years
with the Hilliard Ensemble singing works by Arvo Pért, and the Michael Nyman Band, appearing on many
CD’s and film soundtracks.

She is an experienced and accomplished recitalist. Recent recitals include songs by Luciano Berio and Luigi
Dallapiccola in the 2004 South Bank Berio Festival, Alban Berg's Seven Early Songs in the 2005 Warsaw
Song Festival. She has a special interest in British songs and has given these recitals throughout Great
Britain. Her discography alone would fill several pages.

Michael Nyman - see page 10

If and Why? from The Diary of Anne Frank (1995)

The songs If and Why? were written to texts by Roger Pulvers for inclusion in the Japanese full-length
animated feature film The Diary of Anne Frank (1995), directed by Akinora Nagaoka. While the song Why? is
nice, lyric and sentimental, another is one of Michael Nyman’s most moving and hauntingly beautiful com-
positions essential for the composer’s fans and included in his The Very Best of Michael Nyman. If becomes
even more touching and tearful then it is performed by Sarah Leonard. Later, Michael Nyman used it in the
film The Libertine (2005).

James Barry
Prospero’s Books (1991)

As is appropriate for a cinematic reconceptualisation of a play set on an ‘isle full of noises, Prospero’s Books
is full of music. However, having studied The Tempest for A-level many years ago, my memory played me
false - | had remembered Caliban’s line as referring to an island full of voices. By the time | had discovered
this error (which had me initially down the path of creating the soundtrack entirely from sampled voices
taken from a multitude of sources), the overall conception of the score had become essentially vocal, with
settings of the majority of the song texts William Shakespeare included in the play. | wrote the five Ariel
songs specifically for Sarah Leonard's ‘boy soprano’ voice. The Masque presented the occasion to wrest
an operatic scene out of William Shakespeare’s (?) rather feeble text. In The Tempest the Masque can be
viewed as an interpolation, but it is central to the concept of Prospero’s Books; and musically it is both dif-
ferentiated from the rest of the score and also suitably celebratory.

For the score as a whole stylistically the initial decision not to ‘do a Draughtsman’s Contract’ was easy to
adhere to: no music would be written or re-written which was remotely contemporary with Shakespeare’s
play (apart from one single decorous whiff of a John Dowland song for the citation-hunters). And formally
the writing and use of the music for Prospero’s Books is - without straining the analogy — akin to Prospero’s
employment of the twenty-four books that Gonzalo had stowed in Prospero’s boat when he was banished
to the island from Milan.

Michael Nyman
Memorial from The Cook, the Thief, His Wife & Her Lover (1989)

The harmonious symbiosis between the director Peter Greenaway and composer Michael Nyman is one of
the greatest of cinema history, up there with Alfred Hitchcock and Bernard Herrmann, Sergio Leone and
Ennio Morricone, David Lynch and Angelo Badalamente. However the line of demarcation between music
for the concert hall and music for film has never been as blurry as it is with Michael Nyman soundtracks for
Peter Greenaway films. The director would let Michael Nyman write the music first and the cut the film to
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match it rather than vice versa. He also frequently used pre-existing concert works by the composer in his
soundtracks as in the case of Memorial which was originally composed to mourn the deaths of 39 Italian
soccer fans at a stadium in Brussels when the Juventas fans were killed in 1985 before the European Cup
match between Juventas and Liverpool. It had a strong effect on movie director, who decided to create
parts of his film The Cook, The Thief, His Wife and Her Lover after this composition.

Memorial is an epic funeral march-like piece which is one of the most praised in the work of the compos-
er and has been reprised in Michael Nyman Band’s The very best of. The composition borrowed a musical
phrase from Baroque composer Henry Purcell's King Arthur, but the phrase is repeated in countless times,
in a minimalist fashion until its effect becomes hypnotic. The composition is dominated for the first two-
thirds by the string and horn sections, backed up by electric guitar and a drummer. Soprano Sarah Leonard
comes in only in the last third of section, and her performance mainly consists of long complaints, adding a
dramatic effect to the composition. Her song is continuously an octave higher than the rest of the orches-
tra, thus creating a haunting effect that suggests pain and sorrow. Her song seemed to float just above the
music like a Rhinemaiden humming the Creole love song.

According to texts by Clive Winston and Waldemar Januszczak
Man With A Movie Camera (2002)

Man with a Movie Camera is an experimental film made by Dziga Vertov in the USSR in 1929. It is a montage
of shots showing normal life for the citizens of various Russian cities at that time. The film is almost docu-
mentary in nature but the artistry comes from the choice of subject, the setting up of the shots and the
editing together of the result. Dziga Vertov applied a number of typical film-making techniques on the
film with slow motion, fast motion, reverse motion, stop motion animation, unusual camera angles, super-
imposed trick shots and split screens. His choice of scene covers a broad range of everyday life: people,
shops, factories, traffic in the streets, leisure activities including sports and seaside scenes, beauticians and
hairdressers, weddings, funerals, divorces and births. The camera and cameraman are an integral part of the
film showing the entire process of filming, from all sorts of angles on stationary tripods and from moving
vehicles, and even shows the editing of the film itself.

The film is in Black and White and silent, so the band play Michael Nyman’s music throughout its 68 min-
utes duration. Although the music was carefully crafted to the film, as is Michael Nyman'’s frequent prac-
tice it was not all written from scratch. Some of the themes, figures, rhythms and harmonic patterns used
were borrowed and adapted from the composer’s existing portfolio. Michael Nyman's energetic and sensi-
tive music is turning the experimental film into an acoustic poem. Directing from the piano, the composer
ensured that the musicians were precisely synchronised with the film-track. The mechanical relentlessness
of the music was an aural reflection of the typewriters, trams, and assembly lines of the film. But instead of
a literal interpretation of Dziga Vertov's scenes of city life, the composer’s score finds a deeper connection

with the film’s aesthetic.
Jim Paterson
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