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Vytautas Bacevicéius (1905-1970)
Orchestral Works * 2

The life of Vytautas Bacevicius is defined by exile.

He chose a first form of exile when, in 1926 at the age of 21, he left the Poland of his birth, his mother’s country, abandoning the Polish style of his name,
Witold, to accompany his Lithuanian-born father Vincas (Wincenty) to the then-capital of Lithuania, Kaunas. Eastern Lithuania (including the historic capital of
Vilnius, founded in 1322) was at that time occupied by the Second Polish Republic, as was much of western Ukraine. Bacevi€ius almost immediately became
a key figure in the musical life of this small nation, barely eight years after its independence from Imperial Russia, in 1918.

He chose exile again when, in 1927, he began to spend substantial parts of each year in Paris, studying piano with Santiago Riera at the Russian
Conservatoire that had been set up there by Nikolay Tcherepnin; the latter became his composition teacher. In subsequent years he followed a dual existence
between Kaunas and Paris, developing a fine reputation as a pianist, and beginning to imprint himself upon concert programmes with early works such as his
Piano Concerto No. 1 (1929) Piano Concerto No. 2 (1933), both subtitled ‘on Lithuanian themes’, Symphony No. 1 and Poéme électrique for orchestra (1934).
His relationship with his sister Grazyna grew closer during these years, as she too studied composition and violin in Paris during the same period; Vytautas
often featured her music on his piano recital programmes.

Finally and conclusively, he had exile forced upon him while in the midst of a tour of piano recitals in Buenos Aires, Argentina, when the Second World
War broke out. Within days, the Nazis had thrust northwards from Poland to invade Lithuania, effectively obliterating the country. Bacevi€ius’s passport was
soon rendered worthless, and he found himself a stateless person; a situation that, if anything, worsened when Soviet control of his homeland superseded at
the end of the war. By September 1940, he had succeeded in obtaining papers to allow him to settle in New York, finding work there and at the University of
Bridgeport, Connecticut. Although he visited Paris in 1961, reuniting there with his two sisters for a few weeks, he was never again to see either Poland or the
country for which he yearned as a native, Lithuania.! He died on 15 January 1970, at the Queens Jewish Hospital, New York, and is buried in the Cypress Hills
Cemetery in Queens.2 Despite the optimism of his arrival, he had never loved America; from a vast correspondence, merely those letters that survive total
1,600, written on an almost daily basis to his sisters and to various friends in Poland and Lithuania. They offer a vivid record of his inability, unwillingness even,
to lay down new roots in this alien land.

Vytautas Bacevi€ius was born in £6dz, Poland on 9 September 1905, the second child of a Polish mother, Maria Modliriska (1871-1958) and her slightly
younger Lithuanian husband Vincas (1875-1952), his name inherited from his paternal grandfather, Witold Stanistaw — Vytautas Stanislaus in Lithuanian (St
Stanislaus is the patron saint of Lithuania). In February 1909, his younger sister Grazyna, also destined to become a composer, was born, with a last sibling
Wanda to follow in August 1911. His elder brother Kiejstut, born a year earlier in 1904, was a successful concert pianist, too; while Wanda became a journalist
and published twelve volumes of poetry.

In the second half of the 19th century and until the Second World War, £6dz was a major cultural and university centre, a status that it has vigorously
recovered today. A generation before Bacevicius, the great Polish-American pianist Arthur Rubinstein (1887—-1982) was born in £6dz; it is also the birthplace of
film director Roman Polanski (b. 1933), the conductor Paul Kletzki (1900-1973), the architect Daniel Libeskind (b. 1946), and a distinguished roster of writers,
mathematicians and physicists, including some who worked on the Manhattan Project. BaceviCius’s mother Maria Modliiska was descended from an
aristocratic family of architects, who chose to settle in £6dz rather than in Warsaw precisely because it was such a forward-looking centre for the arts.

BaceviCius’s pedigree as pianist was impeccable. His primary teacher in his teenage years at the conservatory in £6dz had been Joézef Turczynski, a
student of Anna Yesipova and Ferruccio Busoni, thus making him an artistic ‘descendant’ of Liszt; while Santiago Riera, his professor in Paris, had enjoyed an
illustrious career as a virtuoso, upon which he was launched by Georges Mathias, one of the brightest pupils of Fryderyk Chopin.3 Bacevi€ius’s piano recitals
in Paris in his mid-twenties attracted admiring, if small audiences, not least because of his forward-looking programming. For instance, at the Salle Gaveau on
23 November 1931, he performed a challenging programme of Scriabin — a selection of Etudes and Poémes and the Tenth Sonata — Albeniz, Szymanowski,
Prokofiev’s Fifth Sonata, five of his own works, four of them, like the Scriabin, entitled Poéme, and ended with Ravel’s Toccata. He frequently played Debussy,
Ravel, Rachmaninov, Falla, Granados, Ciurlonis, and the Petite Suite of Alexander Tcherepnin, son of his teacher, holding up Debussy in particular as a
‘kindred spirit’ and as particularly demanding. In a review in Le Ménestrel, a week after his recital of 14 December 1928, the critic Joseph Baruzi wrote:



| wasn’t disappointed. It doesn’t mean that we can [yet] regard BaceviCius as a pianist who had completely mastered his technique: most of his
interpretations of Beethoven, Chopin and Liszt were marked by some kind of stiffness and weakness. Nevertheless, he played six preludes by
Debussy and two poems by Scriabin (Masque and Etrangeté) with much exaltation and, in some places, energy; besides, he introduced a very
expressive piece Katarinka by J. Gruodis.4

Clearly, his youthful ‘weakness’ in the classics had been mastered by the time BaceviCius was playing regularly at Carnegie Hall in the 1950s, for the American
reviewers repeatedly praised him for his lightness of playing and called him ‘a genuine specialist of spiritualised interpretation.’> One anonymous critic wrote of
him in the New York Herald Tribune in 1956 that he played with ‘steel fingers’ but ‘enveloped Chopin’s lullaby with the soft breathing of spring.’¢

His pianistic gifts and standing achieved during his Paris years were such that he was invited to sit as a jury member with his compatriot Arthur
Rubinstein, with Emil von Sauer, Francois Casadesus, Walter Gieseking, Carlo Zecchi and others of the great names of the day for the 1938 Ysayé
competition. The laureates launched on their careers that year were no less than Emil Gilels and Jakob Flier.

But the key remark of Joseph Baruzi’s prescient review of December 1928 must surely have been: ‘However, what | seem to recognise in him as a
pianist is a really talented composer.’”

For, from his very earliest years in £6dz, BaceviCius was intent upon acquiring skills and a presence as a composer. His earliest ‘romantic’ efforts as a
teenager rapidly evolved once he reached Kaunas, and he was almost immediately assessed as a talent to reckon with by colleagues such as Jeronimas
Kacinkas, initially on the basis of works that extolled the value of a Lithuanian folk music heritage. His Parisian experiences rapidly made themselves felt,
however, and — stimulated by Honegger’s Pacific 231 and Rugby, by Mosolov’s Zavod (‘The Iron Foundry’), and by a Prokofiev whose recitals and whose
highly personal brand of polytonality he had much admired — his brief orchestral work Poeéme électrique, premiered in Kaunas in January 1934, became a
landmark in Lithuanian music of the time.8

Clearly, his pianistic immersion in Scriabin’s music had risen to the surface of his own creative impulse as early as 1926 and 1927, in three Poémes for
solo piano entitled successively Contemplation, Mystique and Astral, followed in 1928 by an unperformed orchestral work Poeéme symphonique for an
unprecedented 188 instruments. These early works already convey resonances of Scriabin’s Universe Symphony, the first part of the latter’s Preparation for
the Final Mystery.

Crystallizing gradually over the next 20 years, Bacevicius arrived at his concept of a ‘cosmic music’, perceiving his artistic heritage in common with the
aesthetic of Scriabin, Bartok, Jolivet, Varése and latterly Stockhausen. There is no evidence one way or the other whether Bacevicius ever met Varése while
he lived in New York; his somewhat self-effacing nature, under-confident bordering on paranoid, would tend to suggest that he almost certainly did not. During
his Paris visit of late 1961 he heard Messiaen at the Trinité, but rather than waiting to introduce himself, he sent a note and did not follow up. At the same time,
his inner self-confidence knew no bounds, crystallizing at the time he wrote his Symphony No. 6 ‘Cosmique’in this declaration in a letter to his sister Grazyna:

What | am trying to create is a new theory of musical creation, based on the philosophy of [American occultist] Claude Bragdon, who maintains that
music is the most important element of the existence of the Universum. ... The Thought or the Light of Wisdom is the product of the perpetual
vibration of the universe, which, in turn, is responsible for the magnetism that maintains the balance (both material and spiritual;) of the Universum.
... Music, the symbol of supreme Thought strives towards the core and the source of existence, of the Universum.®

Three years later, he was even clearer about his creative methodologies and objectives:

From now on I'm going to write pure and atonal music. I’'m going to draw all my ideas from my own Universe and filter them through my own
mentality guided by my own knowledge. Since | hate mathematical puzzles, systems and techniques, | reject and have no intention of borrowing
from others; my logic will be naturally based on the strictest discipline, which will take into account all conditions necessary to create purely atonal
music — not serial, however, since my music will be virtually unrepeatable, yet with much stress on structures rhythmiques. ... | hope you believe
me, [Grazyna], that | need no intuition to enter my extra-material Universe, its purely abstract spheres, higher and higher into the light, the apex
of perfection.10



His existence in the now hated north-eastern corner of the United States became ever more withdrawn and iconoclastic even as he continued, of desperate
necessity, giving piano lessons.

... for all Americans, culture equals the luxury appliances in their kitchens, the air-conditioner, refrigerators, cars, excellent roads, colour TVs etc.!
In their stupid reasoning, this is followed by science and art and spiritual culture, and you could never convince them that science and the fine arts
could be superior in countries ‘behind us’ in terms of civilization.12

Despite his negativity about the world around him, his productivity as a composer continued to blossom; much of his solo piano music was published by
Mercury Music Corporation in 1967, and in 1969 he even received an ASCAP award.

But he had paid the costs himself of Mercury’s publication of his works to the imprint’s owner, Rabbi Milton Feist, which is probably the circumstance
behind the outburst in yet another letter: ‘In America, you buy friendship with money, and disinterested friendship in the European style is unthinkable.’13

He was doubtless thinking back to the sense of promise and opportunity he had experienced in 1938, when the prestigious publisher Universal Edition of
Vienna — publishers of Schoenberg, Berg, Webern and Bartok — had brought out his Deux Grotesques and Premier mot.14 His existence in America was that
of a lonely and increasingly socially isolated man; never married, culturally alienated, ever more nostalgic for the Europe he had lost, close only in his
epistolary relationships with his brother and sisters; his orchestral music unperformed and ignored. Yet he kept on writing, and the conviction of his artistic
vision is all the more remarkable given his hostility to the American musical environment and his isolation from all that he felt had formed him as a young man.

Piano Concertos Nos. 1 and 2

Chronologically close together, these youthful piano concertos could almost be considered a single work, with much continuity of thematic material and a
broadly similar manner. By the time of the Concertos Nos. 3 and 4 (released on Naxos 8.573282), the composer has evolved a completely different stylistic
approach, much informed by his exposure to Bartok and to Scriabin. Studying in Paris, aged 24 when the Concerto No. 1 was written, BaceviCius is highly
nostalgic for his homeland — a homeland that, in fact, he had only recently discovered, after growing up primarily in Poland. Thus it is that he populates these
scores with a rich selection of well-known Lithuanian folk melodies; ‘tunes’ that, to every Lithuanian, evoke instantaneous recognition. In the scores, they are
usually marked simply (especially in Concerto No. 1), ‘Le théme lithuanien’ (in his still imperfect beginner’s French), and some of these took a fair bit of
tracking down. While rehearsing for these recordings, the members of the Lithuanian National Symphony Orchestra were often ‘singing along’, and | was
readily able to gain from them knowledge of the first lines of the texts. Only one stumped everyone — the very first melody used in the First Concerto (Devynias
sodas isjojau — ‘I rode through nine homesteads’), and this, being an older melody that has fallen into relative disuse, took some detective work. | am thankful
to Mr Linas Paulauskis of the Lithuanian Music Information Centre for his invaluable assistance in tracking down this melody and its accompanying text.

In neither concerto are the movements marked as such, and they flow continuously on from each other. But their contrasts are unambiguous, as are the
tempo markings that separate them. These de facto movement divisions are reflected in the track markings we have adopted for these recordings.

Piano Concerto No. 1 ‘Sur les thémes lithuaniens’, Op. 12 [sic]: both the first and second movements open with quite lengthy solo cadenzas, the first of
which, as early as bar nine introduces the folk song Devynias sodas isjojau, niekur mergelés neradau in the tenor voice, highly decorated by filigree work in the
right hand; this melody will be further elaborated in the orchestral music that follows. Perhaps these opening solo cadenzas are testimony to the composer’s
significant identity as a solo pianist, who is essaying for the first time an orchestral presence.

The Lithuanian themes are not at all used as primary thematic materials of the music. Rather, they are present in a fragmentary way, as ‘head motifs’ that
emerge here and there as if always present as a background to the music. In both the first movement and the finale, we hear fragments of the same,
unidentified théme lithuanien that corresponds to the text Devynias sodas isjojau. Then, a new theme enters the finale, whose text Oi tu ieva, ievuze is now
written into the score, referring to the ‘bird cherry’ tree (Prunus padus?5), with its riot of small white flowers in the spring; known throughout Lithuania as the
‘Eve’ (ieva) tree, especially in the Suvalkija region, where this song originates.

Bacevicius proudly writes ‘452 measures’ at the conclusion of the score, one of his earlier large-scale achievements.



Piano Concerto No. 2, Op. 17: Again, the ‘movements’ of the work are continuous, though they fall into clearly differentiated sections; in this case, four
movements. In this Second Concerto, he is consistent in writing within the score the words of the folk songs that are featured: for example, in the first movement,
Einu per dvarelj (1 am walking through the manor’), and Saltysius (‘The Elder’). The poem of this latter is quite subtle in its lightly implied message that the
Village Elder spent at the public house all the money with which he was supposed to purchase musical instruments, and a pie, for his sons waiting at home. The
music grasps with both hands the opportunity to make much fun of this, with jaunty rhythms, depicting the gradually encroaching effects of the drink.

A sustained cello C leads without a break into the Andante, couched in a manner of musing melancholy highly typical of the composer in his slow
movements, in which a harmonically ‘dull’ or ‘depressed’ orchestral part is contrasted with an elaborately decorated solo part.

The third movement is a spirited de facto Scherzo, alternating the de rigueur 3/4 music of this form with 2/4 piano interpolations, in lieu of any kind of
formal ‘B’ section. A concluding, long sostenuto A flat in the piano is loudly interrupted by the fourth movement, where assertive chords from the orchestra lead
to a fugato for the solo piano that is recapitulated four times, the third and fourth initiated by bassoons. Per Sila jojau (‘l rode through the forest’) is the main
focus of attention here.

Throughout both concertos, the use of the folk melodies is unselfconscious, fluent and spirited, contributing greatly to a spirit of lightness and celebration
in these youthful works.

Symphony No. 3, Op. 33

The Symphony No. 3 is one of the very first works BaceviCius wrote after his arrival in the United States in 1944, following his period ‘in limbo’ in Buenos Aires
at the conclusion of a tour of piano recitals that saw him stranded, suddenly stateless, a distant victim of the Nazi invasion of Lithuania. In this music, he
expresses his early optimism for his refuge and new home, that would only later turn to alienation and bitterness.

Thus, the tone of the work is overall energetic, positive and confident, culminating in the citation of The Stars and Stripes Forevertowards the conclusion
of the fourth movement.

The Symphony No. 3 was never performed in BaceviCius’s lifetime, though there are documentary records showing that he pursued a possibility with the
Sudwestfunk in Stuttgart in the mid-1950s, that came to naught. These performances and recording in Vilnius in 2021 constitute the world premiere of the work.

Following a somewhat mysterious introduction, the allegro and the moderato of the first movement alternate five times; the propulsive energy of the
Allegro molto always dominating the more cantabile passages.

In the second movement, strangely, the harp does not participate at all in the texture as a whole, and yet has a lengthy cadenza in the middle of the
movement, which then returns to the doloroso of the opening.

And now we meet a true Scherzo, with the entire string body pizzicato, alternating with moderato sections arco, in which the solo oboe doubles the
plangent string melody. This vigorous and highly confident piece of orchestral writing is a great stride ahead for the composer.

The finale is a rather more miscellaneous assemblage of assertive music, not quite sure of its direction until, at the final maestoso, the dominating
momentum of the 4/4 headstrong music is subsumed into the 3/4 of The Stars and Stripes Forever, leading to a quick conclusion. This most quintessential of
American patriotic melodies gives a clear insight into Bacevi€ius’s gratitude at having secured relief from his stateless ‘limbo’, and his initial optimism as he set
out on a life, still of unknowns, that awaited him in his new country.

BaceviCius’s music deserves a place in the wider repertoire, not only as a shining representative of his numerically small nation’s disproportionately
influential presence in the world, but also for moments of melting lyrical beauty and fascinating harmonic originality that draw one to repeated hearings of his work.



The Poems of the Lithuanian Folk Songs cited in the Concertos

A brief note on the Lithuanian language: Lithuanian belongs to an ancient group of non-Slavic languages designated by the broad term Indo-European — of
which the now extinct East Prussian is the most distinguished cousin — part of whose heritage derives ultimately from Sanskrit and ancient Greek. At least
3,500 years ago, a persecuted religious minority left northern India and walked to the then sparsely inhabited shores of what is now called the Baltic Sea,
joining the thin numbers of Nordic peoples already there. Words like ugnis (‘fire’ — agni in Sanskrit) testify to this heritage. Lithuanian remains highly inflected,
requiring declension in seven cases (plus three additional cases in archaic versions of the language), and complex verb conjugations. However, apart from a
few words like draugas (‘friend’ — drugh in Russian) Lithuanian has largely resisted incursions from the languages of its neighbours. Today, two primary
dialects survive (each with regional sub-variations): Aukstaiciy (Aukstaitian), spoken in the capital city of Vilnius and the East; and the more ancient, quirky and
irregular Zemaiciy (Samogitian), spoken in the coastal regions of Klaipéda and the West.

The folk songs here utilised by BaceviCius are instantly recognisable to modern-day Lithuanians, just as Mary had a little lamb or O Waly, waly would be
to English ears. The poems are ancient creations, in various dialects and many versions, of a world view that precedes the exceptionally late arrival of
Christianity in Lithuania, in slow stages between 1322 and 1387. Instead, they gloriously exalt the still tenacious rural, peasant traditions that have their roots
in the rich pagan religions that spring from knowledge of, and reverence for the earth.

As in so many ‘peasant’ traditions, the poems are often ‘risqué’ in ways completely in harmony with a simple, rural lifestyle that predates machines and
mechanical tools of any kind, electricity, travel beyond a few miles from home, and any form of communication beyond the immediate community. Images like
‘horse’ for male sexual energy, ‘garden’ or ‘homestead’ for the welcoming embraces of the female are common to many cultures. In these poems, they are
heartily and liberally employed! But these images are ambiguous, and while they may at times be openly erotic, they can also be simply humorous, or, in the
context of forced enlistment for war, carry a charge of tragedy.

© MMXXIV Christopher Lyndon-Gee



1 This nostalgia is not a little reminiscent of that of Poland’s national poet Adam Mickiewicz
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trzeba cenic, ten tylko sie dowie, Kto cie stracit.” (‘Lithuania my country! My homeland! You
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BaceviCius at the Salle Pleyel, Paris, 1929 Bacevigius getting into a taxi, Chicago, March 1941




Devynias sodas iSjojau

Devynias sodas iSjojau,

niekur mergelés neradau.

DeSimtg sodg prijojau,
suzvingo mano Zirgelis.

O ko suzvingai, Zirgeli,
ar €ia jau junti mergelé?

Vidury sodziaus kiemelis,

visy prascioji trobelé.

Visy prasc€ioji trobelé,
visy grazioji mergelé
uz balto stalo sedéjo,
raudona roze zydeéjo.

Oi, tu ieva ievuzé

Oi tu ieva, ievuze,
Ko nezydi ziemuze?
O-ja, o-ja-ja.

Ko nezydi ziemuze?

Kaip zydésiu ziemuze?
Salna kando Ziedelius.
O-ja, o-ja-ja.

Salna kando Ziedelius.

Salna kando Ziedelius,
Vétra lauzo lapelius.
O-ja, o-ja-ja.

Vétra lauzo lapelius.

Nine Homesteads

I rode through nine homesteads,
Could not find a maiden anywhere.
I came to the tenth homestead,
And my little horse neighed.

Why did you neigh, precious horsie,

Is this where you sense a maiden?

In the middle of the homestead there is a courtyard,
And a simple little hut.

A simple little hut,

The most beautiful maiden
Sitting at a white table,

And blossoming like a red rose.

[paraphrased in Piano Concerto No. 1, first movement.]

Oh, you fair bird-cherry

Oh you fair bird-cherry,

Why don’t you bloom in winter?
Oh-ya, oh-ya-ya.

Why don’t you bloom in winter?

How can | bloom in winter?

The frost has bitten my blossoms.
Oh-ya, oh-ya-ya.

The frost has bitten my blossoms.

The frost has bitten my blossoms,
The storm is breaking my leaves.
Oh-ya, oh-ya-ya.

The storm is breaking my leaves.

[paraphrased in Piano Concerto No. 1, third movement.]



Einu per dvarelj

Einu per dvarelj,

Pro zirgy stainele:
Eisiu, eisiu pazitreéti,
Kg veikia bernelis.

Ar Zirgelj Seria,

Ar balnelj Sveicia.

Oi, kur josi, bernuzéli,
Kam rengi zirgelj?

Merguzéle mano,

Balta lelijéle,

Siandien gavau a$ rastelj
Joti j vainele.

Einu per dvarelj,
Pro raty darzelj,
Girdziu verkiant merguzéle
Rateliy darzely.

Cit, neverk, mergele,
Balta lelijéle,

Kai sugrjSiu i$ vaineles,
Uztversiu darzelj.

Saltysius

Salia kelio viegkelélio
Gyveno Saltysius.

[Refrain: Vai duda ir vél duda,

Vai tai duda dudytéle
Gyveno Saltysius.]

Jis turéjo tris sunelius,
Visus tris, kaip vieng . . .

Walking Through the Manor

I'm walking through the manor,
And through the horse stall:
I'll go, I'll go see

What is my boy up to?

Is he feeding his horse,

Or maybe scrubbing the saddle.

Oh, where shall you go, dear boy?
What are you preparing your horsie for?

Dearest maiden mine,
Whitest blooming lily,

| received a note today,
Calling me to war.

I'm walking through the manor,
Through the rue garden,

| hear a maiden crying

In the rue garden.

Hush, do not cry, my maiden,

Whitest blooming lily —

When I'm back from war,

I shall put a fence around the rue garden.

[paraphrased in Piano Concerto No. 2, first movement.]

The Elder

Just beside the highroad
Lived an elder.

[Refrain: Reedpipe here and there again,
Oh that little reedpipe,
There lived an elder.]

He had three dear sons,
All three as one . ..



Vienas Jonas, antras Baltrus,
Trecias MatijoSius . . .
Nuvaziavo j Alvitg

Pirkti Jonui dudg . . .

Jonui didg, Baltrui skripka,
MatjoSiui pyragsg . . .

Jis uzéjo pas Mausiukg
Ir nieko nebliko . . .

Anei dudos, anei skripkos,
Anei pyrageélio . . .

Verkia Jonas, verkia Baltrus,
Verkia MatijoSius.

Du broliukai kunigai

Du broliukai kunigai,

Du broliukai uredai.

[Tik as viena vargo dieng
Grébiau lankoj Sienel].]

Man Sienelj begrébiant,
Kirtimélj bekertant

[Ir nulGzo greéblelis,
Naujo greéblio kotelis.]

Bégsiu greitai tekina
Pas brolelj uréda:
[—Mesk, brolelj radyti,
Imk gréblelj taisyti!]

— Mesk, brolelj rasyti,
Imk gréblelj taisyti
[Kyla juodas debesélis,
Sulis lankoj Sienel;.]

The first one was Jonas, then Baltrus,
The third one — Matijosius . . .

And he rode to Alvitas
To buy a reedpipe for Jonas . . .

Reedpipe for Jonas, violin for Baltrus,
And a pie for Matijosius . . .

He visited Mausiukas
And then nothing remained . . .

No reedpipe, no violin,
Not even a pie . . .

Jonas is crying, Baltrus is crying,
Matijosius too is crying.

[paraphrased in Piano Concerto No. 2, first movement.]

Two priest brothers

Two priest brothers,

Two forest stewards.

[I'm the only one who, on a day of misery,
Raked hay in the field.]

As | raked the hay,

As I cut the straw

[And the rake broke,

The shaft of my tiny new rake.]

I'll run fast

To my brother, the forest steward:
[Cease your writing, brother,

Take this rake, mend it!]

— Cease your writing, brother,

Take this rake, mend it!

[The dark cloud is rising,

The hay in the field shall be soaked.]



— Nei as$ mesiu radyti,
Nei a8 mesiu skaityti:
[Tekyl’ juodas debesélis,
Tekyl’ lankoj Sienel].]”

Per Silg jojau

Per Silg jojau

Sile $éka roviau

Ir pasériau bérg Zirgg
Po zalia eglele,

Po zZalia egle(le).

O kai nujojau

Pas savo mergele
PasistaCiau sau Zirgel]
UoSvelio dvarely.

ISein‘ uoSvelis,
Senasis tévelis,

Ima mane uz rankelés
Veda uz stalelio.

Sédziu uz stalelio,
Ziariu pro langelj:
Sniegti, lyja, rasa krinta
Ant mano Zirgelio.

Oi uosvi, uosveli,
Senasai téveli,

Kad priémei mane jauna,
Priimk ir zirgel].

— I shall not stop writing,

I shall not stop reading:

[Let the dark cloud rise,

Let it rise over the hay in the field.]

[paraphrased in Piano Concerto No. 2, second movement.]

I rode through the forest

I rode through the forest,
I pulled up grass in the forest
And fed my sorrel horse
Under the green spruce,
Under the little green spruce.

And when | rode

To my maiden,

I left my little horse

In my father-in-law’s manor.

The father-in-law arrives,
Dear old father,

Takes me by the hand,
Leads me behind the table.

I'm sitting at the table,

I'm looking out the window:

It’'s snowing, it’s raining, the dew is falling
On my precious horsie.

Oh father-in-law,

Dear old father,

If you've accepted me, a youngster,
Please accept my horsie too.

[paraphrased in Piano Concerto No. 2, fourth movement.]
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Vytautas Bacevicius’s life was defined by exile and migration during the turbulent first half of the 20th
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