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Bipuri 94 Ilcanmy BTUTIOIOTBCS B PI3HOMAaHITHHX CHMBOJAx KynbsTypu: “De
profundis clamavi”, abo x “3 mmoOunu B3uBaro 1o Tebe, [ocnoan”. Lle yHiBepcanbHuMiA
MOTHB B JIUTOBCHKiH, JIaTBICBKil Ta €CTOHCBHKii My3ulli B mepiox “BiHM micis
BiliHM” (B IepLIi JeCATHIITTS paJsiHChKOT OKymamii 6anTiicbkux kpain micis Apyroi
cBiTOBOT). B miTepaTypi BigoOpaxaeTbcs TpaBMa BTPATH JEPXKABHOCTI Ta JIOMY,
o peaiizyeTbcs B kKaracTpodidHoMy MmopepHismi emirpantiB (b. Bpaxmxonic,
X. Hagic, A. Maxkyc, JI. Anxanuc, 1. Daiigenic Ta in.). Lle gocmimkenns aHamizye
TXHilf O17b Ta BTpaTy Ta ii BUpaKEHHs B MiCHAX “3a 3aJIi3HOIO 3aBicOor0” (JINTOBCHbKA
moesist A. Mimkinica, C. I'equ, M. MapriHaiitica, mapTU3aHCHKHX MICHAX, & TAKOXK
mysuii b. Kyrasiutoca, I1. Backca, O. HapOyTaiite, A. Kaneiica, I. 3em3apica, A. [Tspra
i T.1.). OCHOBHOIO METO0 JCHTMOTHBY “BOJIAHHS 3 TTHOMHHU € MPOOYIKEHHS yBark
0 Toro, “mo BinOyBaeTbcs”, 1 TAKMM YHHOM HAJMXHYTH Ha HPOTECTH Ta PyX
CIPOTHUBY, SIKi MOIIH O 3pyiHYBaTH PEeNpecUBHY PAASHCHKY CUCTEMY Ta BiJHOBUTH
mpaBWiIbHUE Xin icropii. HemiomaBHO mepion oKymarii crand Ha3WBaTH ‘‘dacoMm
nedopmarii”’, TOX apXeTHIH, NMOKJIMKaHi BiIHOBUTH iJEHTHYHICTH (hOpPMYBaHHS,
MOCTAI0YH 3 INIMOKH, CKEPOBYIOYHCH 10 TOPU30HTY BIYHOCTI Ta JOCSITar04y IPOCTOPY
cBoOoau. Bcei rinku Ta KOpeHi KyIbTYpH, 110 NpUiHsIM GopMy depesa scumms,
3aXMIIAIOTh 1€ Yy eKCHpPeCUBHHH, npodeciiiHuil Ta PeKOHCTPYKTHBHHH CIOCIO.
BaxIMBUM MOMEHTOM € CIIBBiIHECEHHS IUX PYXiB 3 IPO30pOI0 BIAnOI0 imei
MPOCBITHUIITBA.
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Teopist TpaBMH € HOBHM IOJIEM JOCII)KCHb, TOJIEM BiJHOBJICHHS, 1[0 BKJIIOYAE
inei pemnirii, ictopii, mcuxonorii, MidiB Ta KyIbTypH.

Kurouosi ciioBa: B3uBaHHs, NUOUHH, PYX, CIIPOTHB, TOPU3OHT, CBITIIO, MHigiHoM,
CTPYKTYypa, AeprKaBa.

Cruxu 94 IlcanMa BOIUIONIAIOTCS B PA3IMYHBIX CUMBONAX KynsTyphl: “De profundis
clamavi”, mim “W3 ny6uns! B3bIBato k Tebe, [ocnoau”. DTo yHHBEpCaIbHBII MOTHB
B JIMTOBCKOM, TATBUMCKONW M 3CTOHCKOM My3bIKe B IEpHOJ “BOWHBI IOCIE BOMHBI"
(B mepBbIE AECATHICTUS COBETCKOM OKKymanuu OanTHHCKUX CTpaH mocie Bropoit
MUPOBOM BOIHBI). B nuTeparype orpakaeTcst TpaBMa MOTE€PH rOCYJapCTBEHHOCTH
U J0Ma, 4YTO pealin3yeTrcss B KaracTpoGUueckoM MOJEpHH3ME IMUTPAHTOB
(B. Bpaxmxouuc, X. Hamuc, A. Makyc, JI. Ankanuc, M. Taitnenuic u ap.). dto
HCCIIeJOBAaHUE aHAJIU3UpPyeT MX OONb M MOTEPI0 M €€ BBIPAXKEHHE B IECHAX
“3a JKeJe3HBIM 3aHaBecoM” (JiMTOBCcKas mod3us A. Mumkwunuca, C. Tenu,
M. MapruHaiiTiuca, mapTU3aHCKUX IECHAX, a Taike My3bike b. KyraBuuroca,
I1. Backca, A. HapOyraiite, A. Kaneiica, 1. 3em3apuca, A. Ilapta u 1.1.). OCHOBHO#
LeJIBI0 JICHTMOTHBA “‘BO33BaHHE C DIyOUHBI” sBJIAETCA HPOOYKAEHHE BHUMAaHHS
K TOMY, ‘““dTO IPOUCXOAUT’, U TAKUM 00pa30M BIIOXHOBHUTH HA MIPOTECTHI U JABHIKEHHE
COIIPOTUBIICHHUS], KOTOPbIE MOIIIH OBl Pa3pyIIUTh PEIPECCUBHYIO COBETCKYIO CUCTEMY
1 BOCCTaHOBHUTH IpPaBWIIBHBIN X0# HcTOopud. HemaBHO mepuoj OKKyNAaIMM CTald
Ha3bIBaTh “BpeMeHeM JedopMannu’, MOITOMY apXeTHUIIbl MPU3BaHbI BOCCTAHOBUTH
UJICHTHYHOCTH (POPMHUPOBAHUS, SBISISACH C TyOHH, HAMIPBILSISICH K TOPU30HTY BEUHOCTH
U JloCTUras NMpoCTpaHCTBAa cBOOOIBl. Bce BeTBM M KOPHM KyNbTYPbI, HPHUHSIH
¢dopMy nmepeBa KM3HHM, 3aIIUINAIOT €0 JKCIPECCUBHBIM, NPOQGECCHOHATBHBIM
U PEKOHCTPYKTUBHBIM 00pa3oM. BaskHBIM MOMEHTOM SIBJIICTCS COOTHECCHHE ITUX
JIBIDKEHUH C TIPO3pAuHOM BIACTBIO UJIEU MPOCBELICHMUS.

Teopust TpaBMBI SBIISIETCSI HOBBIM IIOJIEM HCCIIEI0BAaHUIL, I0JIEM BOCCTAHOBJIECHMUS,
BKJIFOYAsi JICU PEITUTHHU, HCTOPUH, ICUXOJIOTHU, MU(OB U KYIBTYPHI.

KuroueBble c10Ba: BO33BaHNe, [NIyOUHBI, IBIKCHUE, CONPOTUBIICHUE, TOPU30HT,
CBET, IIOJIbeM, CTPYKTypa, FOCyAapCTBO.

The verse of Psalm 94 is expressed in various symbols of culture: “De profundis
clamavi” or “The call from the depths to Thee, oh Lord”. This is the universal
leitmotif in Lithuanian, Latvian and Estonian music and poetry during the time
of “war after war” (the early decades of the Soviet occupation in Baltic States after
WWII). The heart of literature is traumatised with the loss of state and home, which
was expressed in the catastrophic modernism of emigrants’ creative activities
(B. Brazdzionis, H. Nagys, A. Mackus, L. Apkalns, J. Gaidelis et al). This research
analyzes their pain and loss and its expression in plainsong “behind the iron curtain”
(Lithuanian poetry by A. Miskinis, S. Geda, M. Martinaitis, partisan songs, and music
by B. Kutavicius, P. Vasks, O. Narbutaité, A. Kalejs, I. Zemzaris, A. Pért etc.). The main
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purpose of the leitmotif “The call from the depths” is to draw attention to “what
is going on”, then to inspire protests, resistance and movement that could destroy
the oppresive Soviet system and restore the right course of history. Recently
the occupation period has been named “the deformation time”, so archetypes
are going to restore the identity of formation, rising from the depths and stretching
towards the eternal horizon, and reaching the space of freedom. All branches and
roots of culture, which grew in the shape of the tree of life, defend it in an expressive,
professional and graphically reconstructive way. The important point is to relate all
the movements to the transparent power of the idea of enlightenment.

The Trauma theory is a new research area and the field of revival that embraces
ideas of religion, history, psychology, myths and culture.

Keywords: call, depths, movement, resistance, horizon, light, rise, structure, state.

The call from the depths is raised by the myth of Arion paradigm: a rescue
by music through song and play. Musician Arion was supposed to be killed
by pirates, but he asked to play his last song, staying in front of the ship
heading among the waves and was allowed to do this. Dolphins swimming
around the ship heard his song and were inspired to come to his rescue.
In the end they saved his life. In myths it is the music that is often interpreted
as a magic saviour from the other world, that has the power to make things
right. [10]

Rescue by music

In the situation of Baltic states we see two similar points: the darkness
(demonic chaos of evil power) and the mystery of Saviour, who was allowed
to stay here alive. Only poets and musicians in emigration could express
in a straight manner this painfully twisted phase as a complaint of the loss
of homeland. The first signs of the call emerge here — leitmotif and its first
step to rise De profundis clamavi. Bernardas Brazdzionis's (1907-2002)
poetry verses are dedicated to occupied Lithuania: “are you still alive?”
(“Ar tu gyva?”) “I am looking for you in the deepest darkness...” [2, 122].
Pain inspires the impulse to rise from the dark as “the call from the depths”.
The step forward goes to the higher lever of figuratively clear events.
We even can see this in works of music, particularly in organ works following
its common genre of passacalgia (variations on the basso ostinato). The basic
step forward is expressed in the interval of quinta or quarta, interval of will,
which stimulates processuality of figuration in cycles (the circulation). Here
the music reaches abstract forms of life, which means that the ideal immunity
is saved against deformations.
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Processes of “the call from the depths” are expressed in various ways
in works of emigrant composers (Longins Apkalns, Julius Gaidelis) as in music
of occupied Baltic states, their composers calling for revival and resurection
of the state. It could be mentioned here that the most important works
by Bronius Kutaviéius (*1932), Peteris Vasks (*1946), Arvo Péart (*1935)
and others were having the same idea: the call from the depths. The bells are
ringing, the sound is rising and transforming the style of minimalism,
the meditation is going to reach the field of eternal light — the transcendental
being in “other space”. The idea of Baltic minimalism of enlightened simplicity
became a paradigm in their music.

In poetry the call from the depths is transformed in different ways —
looking towards globalisation. In music we can mention the sacral minimalism
as a summoned prayer, but in poetry it opens unlimited global transcultural
space to join the nation's power of cultural solidarity. Here it means
a possibility to mark the leitmotif “The call from the depths” as a universal
impulse of Psalm 94 “Domine, clamavi ad te” going in two directions
of developing movements: one descending to the archaic world, where all
nations are equal, pure and close to the nature; the other ascending to the sacral
space of heaven (transcendence), where we join the real peace and light.
Both directions are going to clear the space for the nation's revival (or survival),
self-confidence, rights for resistance and restoration of the State. This one
word “State” became a paradigm in the texts of emigrants' poetry. The words
calling for the State in Algimantas Mackus (1932-1964) poetry are: “the former
citiziens of state...”. [11, 144]. It could be compared with the psychotherapy
of the Nation, when being repeated as a prayer, or healing, like a procession
marching from the other side. We can state that in the contemporary world
we have damaged and insulted nations, even ill nations, which sometimes
could lead to catastrophic events.

In part “the call from the depths to the Lord” as in Psalm 94 was the
leitmotif for epic works in the musical world used by J. S. Bach, J. Reubke,
F. Mendelssohn, F. List, M. Reger, M. K. Ciurlionis et al. The processuality
of passacaglia maintained the rhythm of steps, images of the piligrims'
procession going to pray for forgiveness and enlightenment. This became
the main idea of Baltic composers, who recognised the need of Self,
its restoration and the way to reach immunity and eternal structure in culture
to defend the State.
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Rising from the depths

The very important movement is to go from the impulse or the step out
of the depths into a higher level. Interval of the first step is a quint in basso
ostinato continuo of passacaglia, imitation of the ancient ritual of mourning
procession, praying for life from nature. The basic sign of this movement
and its destination is light and enlightenment. It could be called an antinomy
of light and dark, a basic conflict and salvation through the process of
contradictory movements flowing into enlightenment. In music it is a figurative
formation, in poetry it is a Psalm's text seen as a prayer in all possible
transformations to reach and touch hearts. These are the words that enter
into myths.

The Words in Bernardas Brazdroionis's texts point to the occupied
Lithuania. The movement is a painful song, asking for the imprisoned homeland,
calling for her, and it is repeated many times: “I call the Nation, destroyed
by GPU!” (“Saukiu a3 tauta, GPU uroguita!”) [2, 5]. The poetry has many links
with Psalm, prayer and plainsong. We can follow the same line in Lithuanian
poetry (on the other side of the ocean) though it has been metaphorically
transformed and in music where the line carries an abstract sign of meaning,
supported by philosophy [8]. There are works of music, which radicalise
metaphors in antinomic contradictions and expose the gaps of truth. One
is found in music by Bronius Kutavi¢ius (*1932): “Two birds in the wood's
darkness” (1974) after Rabindranath Tagore's (1861-1941) “The Gardener”,
where the conflict opens between “a free bird” and “a bird in the cage”. Who
is safer in life? Which bird can swap its way of existence to the other one?
Why can't they persuade each other? In music the most crucial signs of loss
we hear in B. Kutaviuius's “Prutena” (1976) — the trio for organ, violin
and bells. Its text is about the village called Prutena (Preussen) buried under
the sand. Its code is the metaphor of a dead nation and restricted homeland
(symbolized by the sand buried village), created by poet Ludwig Rhesa
(1776-1840). This text resembles the situation of Lithuania in Soviet
occupation as well as its static and hopeless memories of the past.

Prutena. Nuskend:ks kaimas

Mielas keleivi, sustok prie sity liidnugy grinvesiy!

Vos pries keleta mety ties pirkiom ¢ia sodai zydéjo,

Ir kaimelis nuo misko tgsés lyg mariy pakrantés.

Siandien ka ¢ia matai? Vien véjo neiojama smélj... [16]
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Prutena. Buried village

Dear traveller, stand by these sad ruins!

There was a garden, full of blossoms a few years ago

And a village rolling away from the forest to the shores of the sea.
What can you see now? Only the wind blown sand... (by Ludwig Rhesa)

All processes of rising signs are in the music: wind — air and sand, its
transparent space in vibration (continuous organ sound — air vibration),
exactly like sound images of desert dunes on the Baltic sea coast in West
Lithuania (Prussia), the place historically related to Germany. Music with
its leitmotifs raises the historical awakening of Lithuanian archetypes:
the bells, the church tower, mentioned in Rhesa's text, the violin, playing some
motifs of the melody of forgotten folksong. The organ reminds us of not
just church choral music, but of a dynamic explosion of nature's power,
an expression of total sound of force majeur, its apocalyptic push into darkness.
The passing time [9] is compiled of four music archetypes or leitmotifs
of Lithuania's Self: church (organ), nature (organ), human history — family,
homeland (violin) and transcendence, when the world is turned into “other
space” of being, into non-systematic sacrality of heavenly nature (organ and
bells). The symbols of sound and their movements opened the eternal space
of Self, of Nation's identity which did “not vanish” from the world but was
buried in the sand. It is the most powerful turning point [1, 64] in Baltic
archetypes, or their genetic impulse “to rise from the dead”.

It could be compared with other works by Kutavicius expressing other
question — nation's existence involving historic intrusion into the deformation
times — “The last Pagan Rites” for choir, soloist, organ and horns (1978) with
text written by Sigitas Geda. We can see how poet Sigitas Geda (1943-2008)
influenced composer B. Kutavicius, the words and music here inspired each
other [7]. Oratorium “The last Pagan Rites” is constructed by parts of rituals —
prayers to nature — calls to life, to an Oak Tree, to a snake (“Don't bite
my brother!”), to St Mound of Medvégalis. The organ remains as a sound
of nature until the last part — the protestant choral, a symbol of Christian church
and power of crusades, a statement of global world structure. This symbol
is empowered by organ sound up to its apocalyptic power at the final.
The wakening effect is constructed in the best way “to stir up the listeners”
(it was explained by the author himself) [3, 73]. The main goal of the
composer's idea is reached here: to awaken the mind of the nation (to shake
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the nation mentally for its ability to change). It is reached in total culmination
which has been enabled by the power of the organ sound and the effect
of the silence after. The trauma is healing in this way when reaching the depths
of musical drama. There is the start of processes of unlimited quality. We have
the new Baltic phenomenology by looking at the universal trans-national
roots as an archaic depth and hardness of the stone, by going to culture and
politics, by global and local determination of returned Self. These processes
have various possibilities to develop their ideas, but inspiration should be
at the beginning. Baltic experience is to rise from the “shadow area” of blocked
darkness (or grey zone) and step out into the limitless line of horizon.

The means of space obtain more and more in dimension and power.
The culture's “body” — text of music, poetry and dramaturgy converts into
symbolic event, instrument of revival, returning Self, into existential “weapon
of self-defence” and is going to be immune against the “deformation times”
by its idealistic quality. This instrument of revival became here a paradigm
as a “call from the depths” — the first sign of resistance by some works
in music. Phases of this process are universal:

Step, developing

In process of impulse;

Movements outgoing from darkness to light,

Reaching the line of the horizon

— the way to unlimited

transcendental “other space”,

Continuing in minimalism, saved for sacrality and peace.

The means of sacrality could be a structure of form in visual arts, music,
literature and drama. But there is a combination of procedures and impulses
inspiring the deepest sound, which is possible to achieve only by an
“air instrument”. The organ opens the transformation and imagination
of transcendental space.

The other space in Baltic project for revival and resurection as a State

The other space is paradigmatic name made by Polish emigrant poet
Czeslaw Milosz (1911-2004) [12]. His philosophical poetry is an intellectual
research how to deal with statement of “absolute occupation™: Enslaved
Mind, Search for Homeland and a driving need for “other space”. The same
idea was revolving in the Baltic humanists minds just before WWIL. In his
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books Lithuanian philosopher and politician Kazys Pakstas (1883-1960)
described the idea of Lithuania being transferred to the “other space” in case
to survive its destiny “to vanish from the world's map”. There is a utopian
link thought out in idealistically rational way how to “survive the worst”
(or “the red flood” — that is how a catastrophe of occupation was called by
the writer Ignas Seinius in emigration). Pakstas named the “other space”
as Dausuva (which means “the land of soul”), later it became non idealistic,
the real space for the refugees of war, the emigrants in the form of a continent,
meaning America (by an emigrant poet Algimantas Mackus) and the North,
meaning Lithuania and later Siberia. At the end of the XX century “the other
space” became a reason for universal pilgrimage, permanent transformation
of homeland by Cz. Milosz. In the XXI century the other space united its
religious means and approached to transcendental space in Baltic culture.
The space of eternal North, thus, again — a methaphoric code for deportation,
became a paradigm — a style of minimalistic music which was outlined
in the horizon as the strong bond of archaic and visionary quality.
Minimalism is like a scenography, featuring idealism to its alternatives,
or like a contradictory paradigm to Marxism as to the darkness of pure
materialism. Marxism lost its perspective there. It blocks the extent of Baltic
development. This architecture of sacrality exposes timelessness and hardness
of a stone as a weapon for cultural immunity and in the structure of the future.
The Baltic style is about filling up this structure with archetypes “calling
from the depths”, overlooking the European sensibility and instability
of the image with straight tempered line towards the North and Oriental space.

The Silence

The archetype of the Baltic's ancient power is “sleeping in the roots
of the oak tree” (S. Geda “The Trush — Green Bird”, 1968) [6]. Here is also
darkness of a being as a natural point of Lithuanian, Latvian and Estonian
instinct for resistance: going towards the silence to avoid the deformation.
There we have the musical work called “The Road to Silence” (1981)
by Onuté Narbutaité (*1956) [15]. In this work a very clear and powerful
resistance line is expressed as: a) the drops from “the other space” (motifs
of church song in Gregorian style), b) the power of Shadow, the push of black
darkness (deep convulsion hits in the rhythmic pulse from the bass, the deepest
layer of facture), c) breathing and crushing in passages of illuminated

360



Landsbergyte-Becher J. “The call from the depth” as the leitmotif in baltic poetry and music
in the era of soviet occupation

figurative chaos, d) the cosmic piece of the “other space” with pointilistic
blinking stars in easy “light” pulsation, e) the total darkness by absolute
power of Shadow, falling down from heaven in apocalyptic explosion,
f) the limitless horizon of Enlightenment, fluent in the melody of church
song — mega archetype by metaphor of Gregorian chant. “The Road to silence”
was like the complicated freedom code of protest by this particular generation
of Baltic composers, which was called Baltic sacral minimalism. The words
of famous Latvian composer Peteris Vasks (*1946) are: “the road to silence
is our road in the music out of destructive system”, when speaking about
methods, how to reach the sphere of unlimited space by imagination, poetry,
philosophy and sound. And there is the instrument that helps to achieve this
attitude — the organ — instrument of the “other space” in its idealistic ways
of sound using air as an expression of freedom and transcendence.

“The Road to silence” is obviously the work of protest piece going
“to break the ice”, that blocked the archetypes of the Baltic Self. The process
of breaking, overdoing and collapsing the system is the most important
expression of organ sound. The music here is transformed into the field
of signs for the fight for freedom, the way to reach idealism opposing
to materialism like silence contradicting explosion. This is an example
of a turning point in Baltic music as going to silence, to the other space
transforms into special existence deep inside the image full of mythological
immunity of sacral minimalism.

Here silence is like a natural simplicity of music radiating the eternity
and space. The silence is the answer to apocalypse, the field for inspiring
the existence in sleeping roots. We can see this almost in every work of music
as its Finale. O. Narbutaitna's “The Road to silence” Finale is a dynamic
collapse — a total cluster of organ (Tutti) sound as an “explosion” and silence
afterwards, Gracijus Sakalauskas's (*1955) “Domine, clamavi ad te...”
creates a Finale from total Tutti to a vanishing sound. The same is observed
in B. Kutavicius's “Ad patres”, P. Vasks's “Musica serva”: like “silence
between the ringing bells”, in Aivars Kalejs's (*1951) “Via dolorosa”, which
is dedicated to victims of the Soviet occupation. Silence is the image
of pulsating limitless space of Siberia, the North and horizon. Apocalypse
and its consequences — the silence, is the most important turning sign
of this type of music, symbolising the Baltic determination to revive the
world's reconstruction.
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The globalism

In the poetry we have different paths to revive the rights from history.
The preferred way is through the pathetics of chaos in a global contemporary
world and poet's claims about the past, restoring of the Self as the home
for citizens of State. The most important position of cultural resistance
is expressed by talented Lithuanian poet Sigitas Geda. He introduced Lithuania
to the world as an ancient place like an anchor to Caucasus, an ocean full
of ice featuring leitmotifs of mixed nations from ancient to recent past,
the global space of random and circling ideas and heroes. All creativity
is helping us to be not completely alone and not to feel like “vanishing
from the earth”. This is hard to describe, how Baltic nations managed
to collect total power of humanity for battle against totalitarianism.
The words are repeatedly raising waves, rescuing mythical instruments,
the organ sounds, touching deepest layers of dreams, where archetypes are
sleeping and waiting for an inspiring movement. B. Kutavicius: “My inspiration
is not in what happens today, but in that one bone which lies deep for
several thousand years and which is carefully dug out and cleared only
now” [13]. And S. Geda's poetry pointed out exactly the same situation
in the contemporary world:

A shovel digs dirt over

Beautiful faces of dead nations

(“Unknown painting on the street”, 1972) [5, 87]

The silence is broken by words of globalised traumatism:

In Asia is the sea

In water snakes move

But on the coast we can see:

Little brothers — just two

Human beings hanged [5, 34]

(from “Japan seas”, 1972).

The flute of the global stories and heroes, wars and legends is the most
powerful stream of Geda's text to show Lithuania as borderless and timeless
place, as a state crossing paths in world history. The Baltic archetypes
overturn this system of views: the world is “vanishing” in the transformed
Lithuania, but not “Lithuania is vanishing from the map of the world”.
The new line of the globalisation philosophy became the [lithuanisation
of the world [4] in the words by contemporary philosopher comparatyvist
Antanas Andrijauskas (*1948). It starts with music (B. Kutavicius). In Geda's
poetry the depths are global and timeless. The globalisation helps Lithuania
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to reach its own space of freedom. In music there is the way out to the architecture
of sacrality and joy of the other space and Enlightenment. Apocalyptic
experience of revival, silence and hymn — all this is the Baltic way to go along
with the history of the world. And maybe it is its mission to find the way
from shining in the dark to the horizon of Enlightenment.

The Enlightenment paradigm in Baltic minimalism: transformation
versus deformation

The music is borderless by itself. There is more space for transformation,
for avoiding apocalypse or deformation — the visible line to the transcendental
horizon. Unlimited space is reached by the transformation of sound.
As the clearest example of this kind of music we have top works of the Baltic
minimalism created by Estonian composer Arvo Pirt (¥*1935, who lives
in Germany): Tabula rasa (1976), Annum per annum (1980), Trivium, Fratres
(1976-7). His works show the clear space of sacrality in sound: tintinabulli
style, with the bells and their call for eternity and purity (pulsating syncoptic
rhythm). Arvo Part's organ work “Trivium” is constructed in three parts:
the first one rising from the depths, the second is culminating with ringing
bells, the third is a calming enlightened piece vanishing in space. They
all seem very simple in their repetitive monotony, allowing a perspective
of existing space and time to fill past and future. The method of pulsating
facture brings out the unconscious power of the depths. There are no sensitive
feelings only the sound of the striking clock, like standing on the road
to eternity. The achieved line is pure, which is very important for immunity
in space and time, hard and simple as stone. Baltic minimalism became
a symbol, rising like a weapon for the fight for freedom in an idealistic way.
Nothing of the darkened quality of materialism can stand in its way. This
is the Baltic phenomenon of the culture of revival: mysterious myths about
musical rescue, power in rhythmic monotony of waves, ready to defend
the damaged structures of life and Self.

Conclusions
1. The archetypes in the Baltic culture, particularly in music and poetry
are the important instruments to restore the situation in contemporary history.
2. The archetype the call from the depths is the first movement for
the restoration of state. This early step is made in emigration culture by poets,
writers and composers, who were the ex-citiziens of State.
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3. In music the text “the call from the depths” is developed as a methaphor
of sacrality, leading to Baltic sacral minimalism by A. Pért, B. Kutavicius,
P. Vasks, L. Apkalns, 1. Zemzaris, A. Kalejs, O. Narbutaité, G. Sakalauskas,
V. Bartulis, et al.

4. Baltic minimalism exposes the leitmotifs of psalm, Gregorian, protestant
choral and folks song, as well as plainsong and rhythm of steps and ringing
bells.

5. Poetry created the Lithuanisation of the world — the codes for transcultural
space.

6. Music created the other space — a line of horizon of light avoiding
deformation.

7. Both links enriched the damaged Self, enlightened its signs for the history
of the recent world and its relation to creativity of other nations.

This is a crucial suggestion of the new philosophy of Baltic phenomenon
based on ideas of nations as sisters with the same destiny. There are Caucasian
and Ukrainian motifs, a discourse with Western post-structuralism [14] and
concentration on methods of revival and resistance. This is now even more
important in the contemporary world, where it is an actualised hybridisation
of Self or false identity.

8. The Baltic music philosophy shows another way of achieving Western
social leftism: to restore the idealistic structure of humanity, based on archaic
depths, to reach the totality and the harmony in reconstructing a nation's
rights.

9. The past and its trauma is never going to be forgotten. It is the right
basis for the impulse fo call and to rise from the depths, to reach the unblocked
space as the dream of the other space.
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OBPA3 TUUIA Y CTAHI MY3UKHU B POMAHAX
“TOKTOP ®AYCTYC” TOMACA MAHHA 1
“CMEPTbB BEPILJIISI” TEPMAHA BPOXA

Ceéimnana MAIJEHKA
JIbBiBCcHKHIT HalliOHATIBHUH YHIBEpcUTET iMeHi IBaHa Ppanka

IMoustra P. Bapra “rino y crani My3uku” i moB’s3aHa 3 HUM iles TEKCTY
SIK CUTHI(iKaIiT OCMUCITIOIOTHCS Ha MPUKITAI I7ICHHO CrIOpigHEeHHX poMmaHiB “J[okTop
daycryc” Tomaca Manna i “Cmepts Beprinis” I'epmana Bpoxa. V npoMy 3B°s3Ky
3ayBa)KEHO TIIyMauyeHHs1 000Ma MICbMEHHHUKaMH POJIi TUIECHOTO Y MY3HII SIK 3aC00y
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