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IVADAS

Meno, kultaros, mokslo srityse produktyviai ir originaliai kairusios asmenybés
palieka turtingg pédsaka savo epochoje, neretai tampa ateinanciy karty korifé-
jais, reflektuojanciais tam tikry idéjy, mastysenos, pasauléziaros, gyvensenos
jsteigty meno paradigmy simbolius. Jy karyba naujasias kartas inspiruoja
proverziui, gali jkvépti karybai, inicijuoti naujy mokykly, kryp¢iy ar meno
kanony jsteigima. Sitaip muzikos pasaulyje nuolat ,atgimsta“ J. S. Bachas,
G. E Handelis, W. A. Mozartas, L. van Beethovenas, F. Schubertas, R. Schuman-
nas, F. Chopinas ir jy muzika. Jiems ir kitiems meno paradigmas diktuojantiems
karéjams skiriamas démesys pasizymi testinumu, tyrimy daugiaaspektiskumu,
nebléstanciu aktualumu. Siy menininky kiirybine tapatybe signifikuojantys
7odzZiai neretai tampa bendrinémis kasdienés vartosenos sgvokomis, tokiomis
kaip, pavyzdziui, ,mocartiskas lengvumas®, ,,bethoveniska valia®, ,,Sopeniskas
lyrizmas®, ,¢iurlioniskas maslumas® ir pan. Charizmatiskyjy genijy meno
atpazinumo Zenklai pastebimi ir kity karéjy opusuose, o tai liudija jy karybos
aktualumo bei daromos jtakos galig. Karybinio saly¢io arba meninio kontakto
poveikj sugérusiy meniniy teksty tyrimas tampa provokuojan¢iu uzdaviniu
muzikos meno tyréjams.

Moksliniai tyrimai, skirti Mikalojaus Konstantino Ciurlionio (1875-1911)
gyvenimui ir karybai, didZigja dalimi susitelkia ties $io menininko karybos
originalumo, i$skirtinumo zenklais ir jy atsiradimo istorijomis. Kalbant apie
Ciurlionio kiiryba fortepijonui, tik trumpai paminimos, pristatomos arba visai
uzribyje paliekamos kompozitoriaus muzikos istaky, jtaky zonos. Ciurlionis
laiske (1902 m. vasario 17 d.) Eugenijui Morawskiui i§ Leipcigo | VarSuva ragé:

»butinai reikia, kad gerai pazintum tas formas, kurios jau yra, nes tiktai tada
turési teise jomis $vaistytis ir iSradinéti naujas“ (Ciurlionis 1960, 93). Neatsi-
tiktinai Ciurlionis ¢ia susieja du aspektus - senyjy formy pazinima ir naujy
keliy paieska. Galima teigti, kad tyréjai Ciurlionio surastus naujosios kirybos
kelius, ju individualumg placiai aptaré. Dabarties aktualija tampa atviras,
tyrimais nepagrijstas karybiniy jtaky klausimas, ypa¢ aktualus ankstyvosios
(1896-1904) Ciurlionio kiirybos poziiiriu. Siame darbe aktualizuojamas asme-
nybinio lygmens karybinio kontakto fenomenas. Keliamas klausimas, kaip ir
kuriuose M. K. Ciurlionio kiiriniuose galima jzvelgti kity kompozitoriy jtaky
jo karybai, kaip $ios jtakos koreliuoja su autentisko stiliaus zenklais.

Daugelis muzikinés ¢iurlionianos tyréjuy (A. Venckus, V. Landsbergis,
A.J. Ambrazas, J. Bruveris, G. Daunoraviciené, D. Kucinskas, D. Staskevicius,
E. Tarasti ir kt.), nagrinédami Ciurlionio kiiryba fortepijonui (ypac¢ ankstyvojo
periodo), mini $openiskus elementus, ta¢iau placiai $io klausimo negvildena.
Triikstant i$samios Ciurlionio ir Frédérico Chopino opusy kiirybines parale-
les atskleidziancios analizés, stokojama ir recepciniy santykiy tyrimy. Darbe



taikomos metodologiniy prieigy jungtys: kompoziciniy teksty tyrimai grin-
dziami aspektiniu analitiniu, lyginamuoju, struktaralistiniu ir kitais metodais,
o gauti rezultatai interpretuojami taikant naujojoje muzikologijoje paplitusias
karybinio kontakto - recepcijos, jtakos ir kanono - teorijas.

Sio tyrimo idéja remiasi siekiu Zvelgti j ankstyvaja Ciurlionio fortepijonine
kiryba stebint joje Sopenisky muzikos Zenkly apraiskas. Tai suponavo E Cho-
pino ir M. K. Ciurlionio meniniy asmenybiy sugretinima bei jy kiirybos paly-
ginima. Pirma kartg fokusuojamas ir i$samiai aptariamas probleminis aspektas
tampa $io tiriamojo darbo naujumo ir originalumo argumentu. Pastebésime,
kad apie Frédérico Chopino karybos sklaidg Lietuvoje iki $iol labai triksta lie-
tuviy muzikology darby. Tai kompensuodama, tiriamojo darbo autoré surinko,
i$verté ir panaudojo daug Lietuvoje dar nezinomos jvairiy tyréjy medziagos
apie lenky kompozitoriy.

Pagrindiniais $io tyrimo objektais pasirinkta F. Chopino ir ankstyvoji
M. K. Ciurlionio kiiryba fortepijonui. Siekiant paruogti $iy objekty kiirybinio
kontakto tyrimy lauka, trumpai aptarti bendrakultariniai aspektai, meni-
ninky asmenybés bruozai, apzvelgtos teorinés jtakos, karybinio kontakto ir
recepciniy rei$kiniy tyrimo prieigos. Tyrimo metu remtasi anks¢iau meno-
tyrininky (A. Venckaus, V. Landsbergio, J. Bruverio, G. Daunoravicienés ir
kity) ikelta prielaida, kad Chopino muzikos refleksijos Ciurlionio kiiryboje
telkiasi ankstyvajame laikotarpyje, siejamos su romantinés, lenkiskos, saloni-
nés kultaros aprai$komis. Darbo autoré taip pat atsizvelgé j Chopino muzikos
kalbos inovacijy universaluma, jy aktualumg individualios raiskos ie$kantiems
pradedantiems kompozitoriams.

Darbo tikslas — pateikti ir kompleksigkai istirti ankstyvuosius M. K. Ciur-
lionio fortepijoninius karinius, kirybinio kontakto pozitriu sietinus su
E Chopino muzika. Tuo tikslu buvo siekiama identifikuoti $openisky muziki-
niy elementy kompleksus ir nustatyti jy jtakos zonas ankstyvojoje Ciurlionio
karyboje fortepijonui.

Darbo uzdaviniai:

1. Pateikti ir glaustai aptarti bendrakultarinius Choping ir Ciurlionj sie-

jancius aspektus, bendrasias $iy kompozitoriy stiliy tendencijas.

2. Surinkti ir susisteminti svarbiausig informacija apie Chopino ir Ciurlio-
nio muzikos atpazinumo zenklus.

3. Pristatyti teorines prieigas, padedancias jvardyti ir interpretuoti kary-
binio kontakto recepcinius procesus muzikoje.

4. Atlikti (skambinti fortepijonu) Chopino ir Ciurlionio kitrinius fortepi-
jonui, kurie atspindi $iuos kompozitorius siejancius aspektus ir apiben-
drinti meninio tyrimo jZvalgas.

5. Atrinkti Sopeniskus muzikos zenklus. Nustatyti ankstyvojoje Ciurlionio
karyboje fortepijonui aktualius $openisky zenkly kompleksus.



6. Atsekus Sopenizmy atspindzius Ciurlionio fortepijoniniuose kiiriniuose,

identifikuoti Chopino ir Ciurlionio meninio kontakto formas.

7. Interpretuoti $openiskos jtakos M. K. Ciurlionio kiirybai pobad] ir mastg,

numatyti tolesniy tyrimy perspektyva.

Platus darbe keliamy uzdaviniy spektras skatino taikyti jvairius tyrimo me-
todus. Istoriografinis, analitinis ir aprasomasis metodai buvo taikomi renkant,
apzvelgiant medziagg apie bendrakultiirines Chopino ir Ciurlionio sasajas. Prak-
tinis (atlikimo fortepijonu) ir sisteminis metodai taikyti ie$kant $iy kompozitoriy
karybos salycio tasky, apibendrinant ir suskaidant medziaga j potemes. IeSkant
individualiy kompozitoriy muzikos atpazinumo Zenkly, taikyti apraSomasis ir sis-
teminis metodai. Rengiant teoriniy prieigy lauka, taikyti analitinis ir sisteminis
tyrimo metodai. Analizuojant Ciurlionio ir Chopino muzikos tekstus, dominavo
apraSomasis, kompleksinés analizés ir komparatyvistinis (lyginamasis) metodai,
o apibendrinant gausig medziagg - sisteminis ir interpretacinis.

Tyrimo $altiniai. Aptariant Chopino ir Ciurlionio kirybos bendrakul-
tarinius aspektus panaudota daug biografiniy $altiniy: kompozitoriy laiskai,
Ciurlionio straipsniai bei literatariné karyba (E. Chopin, 1989; M. K. Ciurlionis,
1960, 1997, 2011), amzininky atsiminimy medziaga (F. Liszt, 1956; M. Toma-
szewski, 1999; J. Ciurlionyté, 1994; V. Landsbergis, 2011), kity tyréjy darbai
(R. Petzold, 1960; J. Chominski, 1980; J. Milsteinas, 1987; A. Varga-Behrer,
2010; A. Grudzinski, 2011; H. Loos, 2011; L. Kiauleikyté, 2010; J. Bruveris,
1973, 2004, 2011; J. Trilupaitiené, 2013; M. Vorobjovas, 2012; R. Okulicz-Ko-
zaryn, 2009). Sisteminant abiejy kompozitoriy muzikos atpazinumo Zenklus
remtasi monografijomis ir straipsniais (S. Skrebkov, 1973; J. Chominski, 1980;
J. Milstein, 1987; V. Cukkerman, 1989; Z. Denisov, 1989; V. Gornostajeva,
1999; M. Tomaszewski, 1999; A. Varga-Behrer, 2010; A. Grudzinski, 2011;
A. Edler, 2003; V. Kalisch, 2003; J. Samson, 1985; K. Zenkin, 1995, 1997, 2013;
A. Korto, 2005; L. Mazel, 2008; A. Venckus, 1975, 1977; V. Landsbergis, 1965,
1980, 1986, 2008, 2011; J. Bruveris, 1973, 2004, 2011; G. Daunoraviciené, 2010,
2013; J. Trilupaitiené, 2013; M. Vorobjovas, 2012; R. Okulicz-Kozaryn, 2009;
D. Ku¢inskas, 2004). Teorinés dalies aspektai pateikti remiantis teoriniy darby
knygomis ir straipsniais (A. J. Ambrazas, 2010; C. Dahlhaus, 1991; G. Dauno-
ravi¢iené, 2006, 2010, 2013; Z. Chechlinska, 2000; T. Eagleton, 2000; R. Howat,
2000; H. Jauss, 1991; A. Jurgutiené, 2006; L. Kasciukaite, 2010; D. Katkus, 2013;
A. Krasnovas, 2009; S. Mauser, 1991; I. Melnikova 2003; D. Petrauskaite, 2013;
J. Samson, 1985; R. Staneviciaté, 2006; M. Tomaszewski, 1999, 2000, 2010;
A. Versekénaité, 2008, 2013). Analizuojant ir gretinant Chopino bei Ciurlionio
karinius fortepijonui buvo remtasi minéty tyréjy jzvalgomis jy moksliniuose
darbuose (J. Bruveris, 1973,2004, 2011; A. Venckus, 1975, 1977; V. Landsbergis,
1965, 1980, 1986, 2008, 2011; G. Daunoravi¢iené, 2010, 2013; J. Trilupaitiené,
2013; D. Katkus, 2013).



Darbo struktiirg lémeé iskelti tyrimo uzdaviniai. Tiriamaji darba sudaro
jvadas, penki skyriai, i$vados ir literatiiros sarasas.

Ivade yra pagrindziamas darbo naujumas, aktualumas, apibudinama
problematika, pristatomi tiriamojo darbo objektai, jvardijami darbo tikslai ir
uzdaviniai, i§déstomi tyrimo metodai, pristatomi naudoti $altiniai ir moksliné
literatiira.

Pirmajame $io tiriamojo darbo skyriuje ,Teksty santykiai karybinio
kontakto pozitriu® interpretuojama teoriné medziaga karybinio kontakto
pozitriu, aptarimi jtaky reiSkiniams nusakyti taikytini terminai ir sgvokos.
Pristatomos ir aptariamos recepcijos teorija ir muzikos kanono samprata,
intertekstualumo ir jtakos teorijy salytis. Iskeliama juos vienijanti karybinio
kontakto sgvoka.

Antrajame skyriuje ,,F. Chopino ir M. K. Ciurlionio asmenybiy paralelés’
aptariami aktualtis bendrakultariniai, menininky pasauléjautos ir asmens
bruozy aspektai. Atskiri poskyriai (1.2, 1.3) pristato individualios F. Chopino
ir M. K. Ciurlionio stilistikos tendencijas. Remiantis Guido Adlerio sistema
sudaromi aptariamy kompozitoriy muzikinés stilistikos modeliai, i$skiriantys
bendruosius tipologinius aspektus.

Treciajame skyriuje ,,Pagrindinés F. Chopino muzikinés kalbos konstantos*
pristatomos susistemintos Chopino muzikinés kalbos konstantos. I$samiausiai
tyrinéjama Chopino melodika, kituose poskyriuose - tonacinés sferos lygmuo,
metroritmika, agogika ir amzininky nesuprasta harmonija. Minétuose posky-
riuose jvardijamos ir analizuojamos tipinés Chopino harmoninj sagskambiy
pasaulj identifikuojancios detalés.

Ketvirtojo skyriaus ,M. K. Ciurlionio kiirybos fortepijonui muzikinés
kalbos bruozai“ poskyriuose pristatomos susistemintos Ciurlionio muzikinés
kalbos konstantos: melodikos, tonacijy ir dermiy, ritmikos bei harmonijos
ypatybés. Tyrinéjama, kaip formavosi originaliis Ciurlionio melodikos bruozai
romantinés bei lietuviy liaudies muzikos jtaky erdvéje. Kita vertus, stengtasi
nuosekliai susipazinti su jau atliktais Ciurlionio kiirybos fortepijonui tyrimais
ir tikslingai taikyti jy rezultatus.

Penktasis skyrius ,,F. Chopino jtaky zemélapis M. K. Ciurlionio karyboje
fortepijonui® pristato daugiasluoksne lenky kompozitoriaus atbalsiy lietuviy
menininko muzikoje fortepijonui sklaidg. Daugiausia démesio skiriama
Ciurlionio ankstyvajai kiirybai. Tyrimo medZiaga pateikiama septyniuose
poskyriuose, kuriuose aptariami $ie aspektai: nacionaliné karyba, muzikos
Zanry (valsai, noktiurnai, polonezai, mazurkos, preliudai) santapos, muzikos
kalbos saly¢io taskai, Chopino akordas ir F. Chopino muzikos Zenkly likimas
M. K. Ciurlionio kiiryboje fortepijonui po 1904 mety. Teikiamos kirybinj
kontaktg signalizuojan¢iy kompleksy kilmés ir sasajy su lenky kompozitoriaus
muzika interpretacijos.
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Darbo priede supazindinama su M. Tomaszewskio pateikta Chopino recep-
cijos formy apzvalga, aptariamos kompozicinés Chopino recepcijos ir jtakos
sistematizavimo galimybés. Priedas suformuotas medziagos uzsienio kalbomis
pagrindu, todél turéty buti jdomus lietuviy skaitytojui.

1. TEKSTY SANTYKIAI KURYBINIO KONTAKTO POZIURIU

Tiriant galimas kiirybines F. Chopino muzikos M. K. Ciurlionio muzikai daro-
mas jtakas, darbe aptariama Ciurlionio kiirybos pradzia ir ankstyvoji kiryba.
Karybinio saly¢io problema fokusuoja persiklojan¢ius meninés inspiracijos
(Chopino muzikos jtaka ankstyvajai Ciurlionio kiirybai fortepijonui) ir rezo-
nanso (Chopino kiiriniy atgarsiy formos konkreciuose Ciurlionio kiiriniuose
fortepijonui) diskursus. Karybos saly¢io fenomeng paranku tyrinéti remiantis
muzikologijoje i$populiaréjusiomis recepcijos, intertekstualumo bei jtakos
(originale ,jtakos baimés® teorija) teorijy idéjomis. Visos trys teorijos — lyg
susisiekiantys indai: viena kitg papildo, daro jtaka, veikia; jy diskursai neabe-
jotinai persikloja. ] kiekvieng i$ jy galima Zvelgti atskirai, taciau jos specifine
forma konkretizuoja giminingg karybinio kontakto savoka.

Sio darbo autoré igkelia ,, kiirybinio kontakto® savokos turinio reik$me, kuri
dél savo turinio talpumo pajégia aprépti kirybinio poveikio teorijy koncepta. Ir
recepcijos, ir intertekstualumo, ir jtakos teorijos yra vertingos bei rezultatyvios
ieskant muzikoje kiirybinio salyc¢io Zenkly. Pvz., tiriamas Chopino muzikos
poveikis G. Fauré karybai (W. Landowska, 1946) — kompozicinés recepcijos
reiskinys - gali bati jvardytas kaip kirybinis kontaktas; kai J. S. Bacho muzikos
metamorfozés M. Urbaicio karyboje (L. Kasc¢iukaité, 2010) interpretuojamos
taikant intertekstualumo sgvokas, §i situacija gali buti jvardyta karybinio
kontakto sgvoka. Bloomo ,jtakos baimés“ teorija taikoma kalbant apie vieno
karéjo jtaka kitam (ar kitiems), o tai irgi vadintina karybiniu kontaktu. Ben-
dresnés sgvokos ,,kirybinis kontaktas pasirinkimas karybinio poveikio tyrimo
procese suteikia galimybe laisvai naudotis jvairiy teorijy zvalgos taskais bei
sgvokiniu aparatu.

Tokia apibendrinanti pozicija gali tapti rezultatyvi tyrinéjant F. Chopino
jtaka M. K. Ciurlioniui, siekiant atpazinti kiirybines, kultirines paraleles ar
jtakos zenklus. Pozitris j visas tris teorijas kaip j vieno diskurso ,pokalbio
dalyvius® padéty atsitraukti nuo analizuojamy teksty ir pazvelgti j juos kitu -
bendresniu rakursu, nes vienos teorijos artina Zvilgsnj prie muzikos teksto, o
kitos padeda geriau jsiziaréti j uz teksty ,,stovinc¢ius“ autorius ir jy asmenybiy,
gyvenimy, kultariniy, socialiniy konteksty svarbg.



1.1. Recepcijos teorija ir muzikos kanono samprata

Etimologiskai recepcija, recepavimas (lot. receptio — priémimas; nuo lot. reci-
pere) reiskia ,perimti, priimti, todél Zvalgos laukas perkeliamas arc¢iau aktu-
alaus tagko - kompozicinés, placiau - kiarybinés recepcijos. Teorija veikiant
filosofinei hermeneutikai susiformavo Konstancos literatarologijos mokykloje.
Jos darbe dalyvavo Hansas Robertas Jaussas, Wolfgangas Iseris, Raineris War-
ningas, Jiirgenas Habermas, Peteris Szondi. Iki $iol aktualios dvi metodologinés
recepcijos teorijos kryptys:

1. W.Iserio ,,poveikio teorija“ (Wirkungstheorie), kuri susijusi su Ingardeno
fenomenologija bei Prahos lingvisty darbais ir poetika; $iy tyrinéjimy
pagrindas - tekstas;

2. H. R. Jausso istoriniai ,skaitymo ir suvokimo poky¢iy“ tyrimai (Rezep-
tionstheorie, Rezeptionskritik), kuriy pagrindu yra pasirenkami istoriniai
skaitytojy vertinimai.

Abi 8ias kryptis susiejo bendra metodologiné nuostata, kad ,,tekstas impli-
kuoja potencialias prasmes, kurios gali bati realizuojamos tik skaitymo metu
(Jurgutiené 2006, 53). Recepcijos teorijoje $alia autoriaus ir jo teksto iSkyla tre-
¢iasis démuo - skaitytojas (muzikoje — klausytojas), o tai ikelia ir intertekstua-
lumo teorijos. Ausra Jurgutiené savo straipsnyje ,Recepcija - komparatyvistiné
metodologiné inovacija“ (2006) teigia, kad $iuolaikinéje komparatyvistikoje i§
esmeés pasikeité recepcijos samprata — ji tapo metodologiskai grieztesné; butina
skirti labai placig, reiskianci jvairiausiy kultiry jtakas vélesnéms, ir konkreéig
metodologine recepcijos sampratg bei kitg - atsiradusig Konstancos mokyklos
veikloje ir reiskiancig suvokimo estetika (Jurgutiené 2006, 64-65). Taigi galima
daryti prielaida, kad platesnis recepcijos savokos suvokimas teoriskai integruoja
jtakos fenomeng.

Muzikos recepcija grindzia poreikis identifikuoti imanentiskas karybos
prasmes, o vienas recepcijos padariniy - klausytojy samonéje susiformave
muzikos kanonai. Vidiniy, prigimtiniy kirybos prasmiy ieskojimas priartina
recepcijos teoretikus prie karinio (kanono) ir kompozitoriaus, kuris sgmoningai
arba nesagmoningai renkasi arba nesirenka kitos karybinés asmenybés (kano-
nizuoty kompozitoriy) Zenklus, juos pripazjsta arba isreiskia jiems pagarba.
Kaip zinome, su recepcijos ir kanono reiskiniu dazniausiai glaudziai susijusios
kompozitoriy karybos pradzios ir ankstyvosios karybos fazés, kai ieskant
individualaus karybinio braizo ir komponavimo metodo savitai jtekstinami
praeities kanonai.

M. Tomaszewskio karinio modelio schema ,,Nuo genezés iki rezonanso*
pateikia recepcijos savoka ir jos veikme kaip kiirinio prasmés iskodavima kitoje
plotméje (pvz., kito kompozitoriaus karyboje), muzikiniy simboliy ir reik§miy
atgarsj jpédiniy karyboje. Galimi Chopino karybos (ar konkreciy kariniy) re-
zonanso Zenklai ankstyvojoje Ciurlionio kiiryboje fortepijonui biity natiiralaus
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recepciniy désniy intertekstualioje kulttiros erdvéje atspindys. Tokiu atveju bity
kalbama apie organiska konteksta (Iémusj karinio formg ir pobudj, jo funkcija
ir ekspresija), kuris karinj nusviecia ir pagrindzia. Taikant kontekstualumo
principg aptariama, kaip vidiniai karinio rysiai papildo tar p-karininius
(Tomaszewski 2000, 60). Remiantis kitu muzikos karinio modeliu (Toma-
szewski 2000, 60), | Chopino kiriniy recepcijos formas ankstyvojoje Ciurlionio
karyboje fortepijonui galima Zvelgti kaip j transformuotus meniniy, kompo-
ziciniy idéjy simbolius, kaip j naujas pirminio teksto koncepcijas arba savitai
interpretuotas ir panaudotas menines intencijas.

1.2. Intertekstualumo ir jtakos teorijy salytis

Aptariant intertekstualumo ir jtakos teorijy zvalgos laukus, galima sugrjzti prie
imanentinio kanono ir muzikos recepcijos schemos, atkreipti démesj j savoky
skirtumus (ar bendrumus), jvardyti persiklojancius diskursus, atskirties zonas.
Monografijoje ,,Chopin® (1999) tyrinédamas Chopino kirybos atgarsius, jtakas
kity kompozitoriy opusams, M. Tomaszewskis vartoja recepcijos savoka, taciau
tyrinédamas ir prieSprie§indamas muzikinius tekstus pasitelkia jprastas ana-
litinés teorijos savokas (panaudojo, perémeé, priespriesino, varijavo, adaptavo
Chopino muzika ir t. t.). M. Tomaszewskio recepciné teorija ir jos sagvokos
pateikiamos nustatant intertekstualius santykius. Kalbant apie ankstyvosios
M. K. Ciurlionio kiirybos fortepijonui ir F. Chopino muzikos teksty santyki,
aktualusis intertekstualumo aspektas gali i$kilti kaip jtakos fenomenas. Kadangi
ziniy apie sgmoningg Ciurlionio sekima Chopinu néra, korektiskiausia biity
taikyti reminiscencinés muzikos (M. Tomaszewskio sgvoka) savoka, priklau-
sancia recepcijos teorijos sistemai.

1.3. Chopino recepcijos formy apzvalga

Minétini keli radytiniai $altiniai, kurie yra geri Chopino asmenybés ir kiirybos

jtakos XIX a. Europos kultariniam elitui pavyzdziai, ta¢iau tai yra tik menkas
»gyvos® jtakos, refleksijos ir recepcijos at§vaitas. Chopino recepcijos reiskinius

darbo autoré sitlo traktuoti keliais i$§ esmés skirtingais aspektais, fokusuojant

démesj j keturis meno sklaidos sluoksnius:

1. Chopino jtaka kitiems kompozitoriams - per juos siejancius kiarybinius,
samoningai ar nesagmoningai perimtus, adaptuotus karybos Zenklus - kom-
poziciné recepcija. Dazniausiai jos tyréjai atsigreZia ir j kultarinius, socialinius
recepcijos aspektus, juos susiedami su kompoziciniais, kiirybiniais aspektais.
Sis muzikinés recepcijos sluoksnis yra aktualus tiriant F. Chopino muzikos
sasajas su ankstyvaja M. K. Ciurlionio muzika fortepijonui;

2. Chopino (jo asmens ir kariniy) ir sociumo (publikos, kritiky) recepcinis
santykis — per publikacijas, kritinius straipsnius, prisiminimus ir kitus ragytinius
$altinius (socialiné recepcija);
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3. Chopino jtaka jo muzikos atlikéjams. Dazniausiai méginama rekonstruoti
Chopino pianisto-atlikéjo individualybe, unikaly interpretatoriaus stiliy ir
siekiama tai atpazinti kity atlikéjy skambinime. Kartais §i recepcija suvokiama
kaip socialinés recepcijos atSaka;

4. Chopino jtaka kitoms meno $akoms (estetiné, idéjiné recepcija, kuri gali
bati traktuojama kaip dar viena socialinés recepcijos at$aka).

Vienas sékmingy muzikinés Chopino recepcijos tyrinéjimams skirty pavyz-
dziy yra Zofios Chechlinskos straipsnis ,,Chopino recepcija XIX a. Lenkijoje“
(1992). Kalbant apie Chopino recepcija Ciurlionio kiryboje, aktuali tampa
Z. Chechlinskos pateikta Chopino recepcijos klasifikacija XIX amziaus kom-
pozitoriy muzikoje. Ji siejama su:

1) muzikos Zanrais,

2) atskiromis kompozicinémis priemonémis,

3) kompoziciniy priemoniy rinkiniu (kompleksu),

4) muzikinio karinio konceptu ir jo sgveika su muzikinémis priemonémis,

5) i8tisy pjesiy arba fragmenty imitavimu (Chechlinska 2000, 218).

Nustatydamas tikslius karybinio kontakto tarp Chopino muzikos ir kity
kompozitoriy kirybos tipus M. Tomaszewskis monografijoje ,,Frederikas
Chopinas ir jo laikas“ (1999) sitlo atkreipti démesj j tris, jo manymu, svar-
biausius aspektus:

1) istorinio laiko faktoriy, kai buvo sukurtas su Chopino muzika siejamas
kito autoriaus opusas;

2) emocine kompozitoriaus nuostatg, kuri gali atspindéti susizavéjimg arba
priesingai — jausmine distancija originalo atzvilgiu;

3) kompozicines sgsajas: ar naujas opusas skamba kaip vienas konkreciy
Chopino kariniy, ar kiirybinis kontaktas lie¢ia tik bendruosius rezonanso
momentus: stiliy, i$raiSkg arba idiomatika.

Lenky muzikologo pasitlytas recepcinio poveikio sistematizavimo princi-
pas gali biti jdomus ir naudingas tiriant Ciurlionio ankstyvaja kiiryba $ope-
niskumo poveikio aspektu bei interpretuojant jtaky kompleksus konkreciuose
kariniuose.

2. F. CHOPINO IR M. K. CIURLIONIO ASMENYBIU PARALELES

2.1. Bendrakultiiriniai aspektai

Lenky kompozitorius F. Chopinas ir lietuviy kompozitorius, dailininkas, ra-
$ytojas ir nacionalinés kultiiros zadintojas M. K. Ciurlionis uzima savo tauty
istorijoje beveik adekvaty nacionaliniy kompozitoriy - ,,tautos emblemos® —
statusa. Neabejotina genialumo raiska ir aiski patrioto pozicija nulemia, kad

tautos anksciau ar véliau jvertina savo genijus ir naudojasi jy karybos rezultaty

$love. Meno pasaulyje originalumu ir charizmatiskumu i$siskiriancios Chopino
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ir Ciurlionio figiiros skatina ieskoti galimy paraleliy ir saly¢io tasky jy kiryboje
ir gyvenime. Tyrimo objektu tampa aktualas istoriniai, kultariniai kontekstai
bei $iy menininky karyba. Jdomas, j akis krintantys abiejy asmenybiy kalbos ir
tautinés savimoneés, $eimos, kultarinés aplinkos, dvasiniy normy, romantinés
pasauléjautos, rysiy su liaudies karyba ir kiti aspektai. Jie nuosekliai aprasomi
$iame meno tyrime, i§rySkinant sasaukas ir skirtumus.

2.2. Bendrosios individualaus Chopino stiliaus tendencijos

Kaip teigia daugelis Chopino muzikos analitiky ir atlikéjy, kiirybinés roman-
tinés jo meno istakos remiasi individualiy jausmy ir minties raiskos laisve, ji
kontroliuojama i$radingai derinant kompozicinius parametrus. ,,Chopino ro-
mantigkasis visumingumas (kaip sudétinga, ta¢iau organiska sintezé) pasiekia
auksciausia i8raiska, jo stilius — pats asmeniskiausias ir pats vientisiausias visoje
muzikos istorijoje, — teigia Konstantinas Zenkinas (3enkun 1995, 211). Dau-
gelio Sopenisty (L. Mazelio, J. M. Chominskio, M. Tomaszewskio, S. Skrebkovo
ir kt.) teigimu, Chopino stilius nataraliai perémé ne tik ankstyvojo romantizmo
(E. Schuberto, C. M. von Weberio, J. Fieldo, lenky: K. Kurpinskio, J. Elsnerio
irkt.), betirJ. S. Bacho, W. A. Mozarto, L. van Beethoveno muzikinio mastymo,
fortepijoninés technikos tradicijas. Jos koegzistuoja su ankstyvajam lenkiska-
jam romantizmui buadinga romantine nacionalinio tapatumo (folkloristine)
tradicija ir ,,briliantinio - Zérin¢iojo“ stiliaus bei operinio bel canto jtakomis.
Remiantis Guido Adlerio sistema, darbe suformuotas koncentruotas Chopino
muzikinés stilistikos modelis.

2.3. Bendrosios individualaus M. K. Ciurlionio stiliaus tendencijos

2.3.1. Holistinés idéjos. Meninio intelekto bruoZai

Ciurlionio kiiryba fortepijonui susijusi tiek su visa muzikine jo kiryba, tiek ir
su nemuzikinémis jos plotmémis (daile ir literatara, fotografija ir kritika) bei
dvasine karéjo-genijaus prigimtimi, kuri sunkiai pasiduoda apibadinimams.
Sie rysiai gali bati gyvybingi laike lygiagreciai, gali i§ry$kéti véliau, taip pat
gali bati dar neatpazinti ar nejvardyti. Ciurlionio straipsnyje ,, Apie muzikg“
(1910) vienareik$miskai teigiama: ,,Musy credo - tai muasy seniausios dainos
ir muasy ateities muzika. Ir tuomet nebus mums skaudi teisybé, j akis pasakyta,
eisime kits kita gelbédamies ir atsiminsime, jog lietuvio kompozitoriaus vienas
tikslas - Lietuviy muzika“ (Ciurlionis 2013, 80). Kad $i idéja buvo Ciurlio-
niui aktuali, atskleidZia jau pirmieji ilike jo kariniai, sukomponuoti beveik
penkiolika mety anksc¢iau (1896 m.), negu menininko aiskiai suformuluota
mintis ir karéjo pozicija. Tai jrodo trumpucdiai, akivaizdziai romantinei ir
kontrapunktinei tradicijai ,,paklastantys® pavienes liaudies dainy intonacijas
prezentuojantys preliudai (VL 106-109) ir kanonai (VL 110-118) fortepijonui.
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Ciurlionio puoseléty meny paraleles galéty atstovauti jiiros tematikos kitriniai:
1908 m. sukurtas mazy peizazy ciklas fortepijonui ,,Jirra“ (Ciurlionio pavadintas
»Marés“) ir 1908-1909 m. nutapytas keturiy daliy ciklas ,,Jaros sonata“ Vidinius
meno (meny) idéjy saitus atskleidziantys reiskiniai persmelkia visus Ciurlionio
karybos sluoksnius ir leidZia (ar net jpareigoja) Zvelgti j jo palikimg i$ jvairiy
analitiniy perspektyvy. Taigi akivaizdu, kad Ciurlionio meng vienija bendra
dvasia, vienas meninis intelektas.

2.3.2. Karybos Saltiniai. Pirminiy jtaky zonos

Kiekvieno menininko karybos impulsus ir inspiracijas lemia ne tik jo asme-
ninés savybés, meninis intelektas (meniné valia ir dvasinis pradas), ta¢iau ir
jo laikmetis, asmeniniai potyriai, likimo skirtos gyvenimiskos aplinkybés. Dar
namy aplinkoje isryskéjusj Ciurlionio polinkj j groj ir meng, net ir konkreias

temas bei idéjas atpazjstame visose jo kirybos plotmése: dailéje, muzikoje, lite-
rataroje. Ypatingg vaidmenyj, lemiantj menininko santykj su kulttirine aplinka,
atliko Ciurlionio atvirumas, imlumas ir jautrumas gamtos groziui, dvasinéms

liaudies kiirybos apraiskoms. Greta lietuviy liaudies dainos ir Ciurlionio impro-
vizacijy tre¢iuoju jo kiirybos $altiniu laikytina aplink skambéjusi muzika. Kaip

teigia M. Michailovas, kalbédamas apie atramine stiliaus funkcija menininko

karybinio kelio pradZioje, pradedanciojo kompozitoriaus i$eities taskas — jau

egzistuojancios stilistinés sistemos. Karybiné kompozitoriaus valia yra aiskiai

apribojama aktualios meno raidos, o kg jau kalbéti apie jos priklausomybe nuo

bendry istoriniy faktoriy (Muxaiios 1981, 184-185).

3. F. CHOPINO MUZIKINES KALBOS KONSTANTOS

3.1. Melodika

Melodika laikoma svarbiausiu Chopino muzikos elementu; ypac savitas, indivi-
dualus melodikos traktavimas leidZia atpazinti jos autoriy i$ vos keliy muzikos

takty, kartais — ir i§ keliy motyvy. ,,Chopinas - vienas genialiausiy melodisty,
kuriuos pazino istorija“, - teigia Leo Mazelis (Masenn 2008, 189). Mieczystawas

Tomaszewskis vieng originaliausiy Chopino melodikos savybiy apibudina taip:

laisva nuo taisykliy, ta¢iau sugebanti jy neignoruoti (Tomaszewski 1999, 92).
Anot Jozefo M. Chominskio, butent $ioje muzikos kalbos srityje Chopino pa-
daryti didziausi atradimai - sukurtas naujas melodikos tipas (Chominski 1980,
159). Chopino melodijy i$raiskos, dinamikos, plasti$kumo ir intonacinés jtaigos

jvaldymas yra viena sudétingiausiy ir daugiausia studijy, meninés iStvermes,
darbstumo, intuicijos ir Ziniy reikalaujanciy uzduociy kompozitoriaus muzika

atliekantiems pianistams.
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3.2. Tonacinés sferos lygmuo

Frédérico Chopino muzikos pagrindas yra tradiciné mazoro-minoro sistema, ja
kompozitorius savitai praplété kiirybingai naudodamas jvairias dermes (lydine,
eoling, frygine ir kai kurias baznytines) bei jy modalizmus (J. N. Cholopovo
savoka). Sitaip jo opusai nuspalvinami kartais nelengvai atpazjstamomis, spe-
cifinémis horizontaliomis ar vertikaliomis slinktimis. Chopino kompozicijose
vyrauja heptatoniné diatonika. Natarali jy struktira dazniausiai pasirodo
lyrizmo pazenklintose vietose, $alutinése temose, Trio dalyse, kupletuose, kur
dominuoja papildomos kompozitoriaus nuorodos sostenuto, dolce, cantabile, piu
lento ir yra kuriamos susikaupimo, ramybés ar atsipalaidavimo busenos. Visa
Chopino karyba tokiu badu organizuojama diatonikos pagrindu. Palaipsniui
arba ir sinchroniskai kompozitorius diatonikg chromatiskai tir$tina arba - retais
atvejais — dechromatizuoja (dealteruoja) (Tomaszewski 1999, 95).

3.3. Metroritmika, agogika

Metro pojutis ir formali faktiné jo iSraiska Chopino muzikoje nuolat i§laikomi.
Tacdiau kompozitoriaus stiliy Zymi nedideli nukrypimai tam tikram laikui, kai
metras netenka esminés laiko valdymo jtakos. Individualy Chopino stiliy
nuzymi atpazjstamas nuolatinis ,,Zaidimas“ balansuojant tarp metrinio pulso
ir neretai prie$prie$§inio motyvinio ritminio judéjimo. Su daline ritmikos
nepriklausomybe (nuo metrikos) siejamas ir rySkus Chopino polimetrijos
fenomenas, kuris atpazjstamas gerai jsiklausius i skirtingy faktariniy sluoks-
niy judéjimg laike. Kartais bosas, akompanimentas grupuojamas vienu metru
(pvz., trys ketvirtinés), o melodiné slinktis — kitu (pvz., dvi ketvirtinés). Tuo pat
metu gali egzistuoti ir tre¢ias parametras, kai greito tempo muzikos naratyvas
organizuojamas dar papildomu (nei$rasytu, kompozitoriaus nepazymétu)
metru (pvz., dvi antrinés). Keliy metry vienalaiki$kumas, muzikiné vienybé
bei kartu skambantis ,,disonansiskas®, nereguliarus ritmas sukuria keliy atlikéjy
ir rafinuotos gausos jspudj. Chopino muzikos ritmikos pagrindg sudaro inte-
gruoti Sokio, dainos, marso ritminiai kompleksai bei instrumentinés prigimties
tokatinio pobudzio ritmai. Muzikinio naratyvo eigoje jie keic¢ia arba i$stumia
vienas kitg. Viena svarbiausiy Chopino lyrinés muzikos agoginiy savybiy
yra rubato fenomenas. Jo Saknys slypi liaudies muzikoje, senojoje vokalinés
muzikos tradicijoje, baroko ir klasicizmo epochos kadencijy improvizuotése
ir bel canto dainavimo manieroje.

3.4. Harmonija

Nuodugnus Chopino kiirybos tyréjas ir vertintojas Jézefas M. Chominskis savo
monografijoje (1980) teigia, jog butent Chopino harmonija daré didele jtaka
kitoms Europos kompozitoriy kartoms. Kiekvienas karinys atskleidzia kom-
pozicine Chopino intuicijg ir pianisto jzZvalguma. Jo harmonija yra nuoseklaus
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mastymo, pagrijsto funkciniy ir derminiy-tonaciniy struktiry saveika, ir jkvép-
ty improvizacijy rezultatas. Funkcinio mastymo kategorijos Chopino karyboje
rémesi generalboso tradicija (K. A. Simon, J. D. Heinichen, J. Ph. Kirnberger),
o daznas liaudies dermiy modalizmy taikymas atspindi lenky folkloro muzikos
poveikj (Tomaszewski 1999, 95).

Budamas meniskai improvizuojantis pianistas, kompozitorius puikiai jauté,
girdéjo ir suprato ne tik jvairy saskambiy harmonines potencijas, bet ir tai,
kurios ,,gerai skamba“ ir gerai ,,guli po pir$tais“ Nejtikétinai plati Chopino
harmoninés kalbos skalé aprépé nuo aiskios, ,,$varios“ diatonikos iki intensy-
vios chromatikos. Naudodamasis salygiskai nedideliu pamatiniy akordy kiekiu
Chopinas sugebéjo sukurti nesuskai¢iuojamas jy realizavimo formas - nuo pa-
prasciausiy iki komplikuodiausiy. Vyraujanti variantiné harmonijos kaita (ypa¢
rafinuota vélyvuosiuose noktiurnuose, Berceuse, Barkaroléje) tampa jautriu
lyrinés iSraiskos instrumentu. Jau Chopino kiryboje atpazjstami disonansai,
kuriuos dél jy funkcinio nesavaranki$kumo galima apibadinti kaip antrinius
harmoninius jvykius. Dél nekonvencionalaus Chopino pozitrio j disonansus
jo kariniai buvo amzininky kritikuojami Vokietijoje ir Anglijoje. Dar nebuvo
pasirengta toleruoti ty harmoninés kalbos bruozy, kurie véliau turéjo tapti
vienais pagrindiniy stiliaus elementy Claudeo Debussy ir Mauriceo Ravelio
muzikoje. Diatonika ir chromatika Chopino kiryboje tampa dinaminémis
muzikinio mastymo kategorijomis. Ludwikas Bronarskis knygoje ,,Harmoni-
ka Chopina“ (Vars$uva, 1935) analizuoja ir interpretuoja Chopino vartojamy
akordy struktarg ir specifika. Chopino akordu Bronarskis pavadino sgskambi,
pasirodantj ai$kiai eksponuojamose kirinio vietose: D7 (arba D9), kurio
kvinta pakeista j sekstg (seksta skamba vir§utiniame balse). IeSkant karybiniy
paraleliy jvairiy kompozitoriy muzikoje, Chopino akordas ir jo naudosenos
situacijos gali tapti tiksliu instrumentu nustatant galimas jtakas bei karybinio
kontakto santykius.

4. M. K. CIURLIONIO KURYBOS FORTEPIJONUI
MUZIKINES KALBOS BRUOZAI

4.1. Melodika

Ankstyvoji Ciurlionio kiiryba melodikos poZitiriu buvo neutralesné - roman-
tiné, Sopeniskesné, atliepé raSomy Zanry stereotipus, o lietuviskos intonacijos
rei$kési ne taip ekspansyviai. Melodikos parametras savyje koduoja nemenka
intonacinj liaudies muzikos potenciala, o kiekvienas kompozitorius sagmo-
ningai ar nesgmoningai atsirenka i$ jo intervalus, intonacines slinktis ir kitus
melodinius darinius, kurie labiausiai atitinka jo individualybe ir karybine
pozicija. Kompozitoriui laisvai interpretuojant melodikos ir metroritmikos bei
tonacing-dermine sferas, kuriami unikalas garsiniai pasauliai.
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4.2. Harmonija

Romantinés harmonijos ir stiliaus pajauta ryski jau 1896 m. sukurtuose pir-
muosiuose Ciurlionio preliuduose. Taciau kiirybos procese pirmaeilé i3raiskos
priemoné Ciurlioniui buvusi ne harmonija, bet polifonija. Kaip dailéje, taip
ir muzikoje budingas jo stiliaus bruozas yra ,,plona linija, 0 ne stambi démé“
(Venckus 1977, 170). Trylika Ciurlionio kirybos mety (1896-1909) liudija
itin greita muzikinés kalbos kaita. Per §j trumpg karybos kelia ypa¢ plétota
horizontalé. Nors vertikalés sandaros principai kito nezymiai, bet jvairéjo
saskambiy santykiai. Vélyvuosiuose kompozitoriaus kariniuose harmonija
organizuojanciu faktoriumi tapo balsy intonaciné medziaga, j kurig kuo toliau,
tuo labiau buvo zvelgiama modernisto-konstruktyvisto zvilgsniu. PaZzymétina,
kad Ciurlionis labiau mégo horizontalias ostinatines slinktis (melodinj vingj,
ritmine figaira) nei ostinatinj harmonijos déstymo budg (tai labiau budinga
Chopino kompozicijoms).

4.3. Tonacijos ir dermés

Visos 24 tonacijos Ciurlionio ,,i§mégintos* jau iki 1901 mety. Mazurka Ges-dur
(VL 193) parasyta Druskininkuose 1901 m., dar prie$ pradedant studijas Leip-
cigo karaliSkojoje konservatorijoje. Pagal kariniy skai¢iy minorinés lenkia - jy
net 87, mazoriniy - 75. Taciau tonacijy jvairové nusveria | maZorine puse:
13 mazoriniy ir 11 minoriniy tonacijy. Apibendrinant teigtina, kad skirtumai
néra drastiski, o tai liudyty kompozitoriaus pusiausvyra pasirenkant tonacijas ir
$velny polinkj j minorine spalva. Kaip ypatinga skambesio ,,nusvitima“ Chopi-
nas naudoja enharmonine vienvardziy tonacijy kaitg; $iuo aspektu i$skirtiniau-
sia ir dazniausia cis-moll bei Des-dur tonacijy traktuoté. Matyt, M. K. Ciurlionis
buvo pastebéjes ar isgirdes $ig Chopino muzikos ypatybe, nes Ciurlionio
Noktiurne cis-moll (VL 183, 1901) jvyksta batent $iy tonacijy sugretinimas
(viduriné noktiurno dalis skamba Des-dur). ,,Nusvitimo* Ciurlionio muzikoje
fakta pazymi ir Venckus, kalbédamas apie kulminacijas, kuriose pereinama j

»hauja tonacija i$ diezinés pusés. Tokia kulminacija budinga visiems karybos
laikotarpiams* (Venckus 1977, 177). Ciurlionio démesys natiralioms derméms
matomas gana anksti. Tai eolinés, lydinés, pentatoninés spalvos, kurios gali bati
siejamos su folkloro jtaka. Véliau kompozitorius pamégsta ir frygine derme.
Modernéjantj Ciurlionio kompozicinj zvilgsnj nuzymi dirbtinés dermés.

4.4. Ritmika

Apibtidindamas ritmo monotonij lietuviy liaudies dainose (Ciurlionis 2013,
69), Ciurlionis viena po kitos viename sakinyje vardija tris skirtingas pasaulio
dimensijas: gamtg (,amzinas jaros bangy judéjimas®), Dieva (,,religiskas ilgé-
jimasis“) ir zmogy (,,zemiskas nulitdimas®). Kitame sakinyje kompozitorius
jvardija $ios triados poveikj klausytojui: jos ,nuramina ir pajudina jo sieloje
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$velniausias stygas®. Ciurlionio mintys leidzia daryti prielaida, kad sekdamas
lietuvisky dainy (kurias jis puikiai pazino nuo vaikystés) dvasia savo karyboje
jis sieké kurti panasias daugiamates erdves. Akivaizdu, kad kompozitorius
labai vertino ir gerai iSmané ritmikos galias ir poveikj muzikai, todél jo kom-
pozicijose jos negaléjo biiti atsitiktinés ar menkavertés. Zvelgiant i§ dar toliau,
biitina paminéti, jog cituotieji Ciurlionio zodziai jpareigoja ieskoti jo muzikoje
lietuviy liaudies dainy pédsaky, jy intonacijy ritminiy formuliy ar minéto
»monotonijos grozio, prakilnaus rimtumo, gilaus mistiko bado® Kita vertus,
Ciurlionio kiiryboje galima jzvelgti ir kitokiy muzikos kalbos jtaky. Ritmikos
sferoje kompozitoriaus pirmojo karybos laikotarpio opusuose geriausiai
atpazjstamas konkreciy Zanry (mazurkos, noktiurno, mar$o, valso) ritminiy
modeliy poveikis.

5. F. CHOPINO ITAKU ZEMELAPIS M. K. CIURLIONIO
KURYBOJE FORTEPIJONUI

5.1. Nacionaliné karyba

Viena akivaizdZiausiy Chopino ir Ciurlionio kiirybos paraleliy, sietiny su ro-
mantizmo estetikos bruozu, - tai rysys su savo liaudies karyba. Darbo autorés
pateikti Ciurlionio kiiriniy ir jo paties uzrasyty lietuviy liaudies dainy paralelés
leidzia daryti prielaida, kad jau karybinio kelio pradzioje jis samoningai ar
nesamoningai ieskojo, atkurdavo ir fiksavo lietuviy liaudies dainy intonacijas.
Siuo poziiiriu Chopino ir Ciurlionio muzikos paralelés akivaizdZios. Iskel-
tini skirtumai: Chopino kelias itin nuoseklus, santykis su folkloro jtakomis
diferencijuojantis, generuojantis kiréjo originaluma romantinéje plotméje.
Ciurlionio kelias ,,aibiskas®, santykis su folkloru sintezuoja naujas koncepcijas.
I$saugodamas liaudies muzikos intonacine lastele kaip implikacija, jis pateikia
ja kaip originalias prasmes kuriantj nepakitusj zenklg. Atkreiptinas démesys,
kad rysys su liaudies kiiryba Chopino ir Ciurlionio mene atsiranda jau jy
karybinés biografijos pradzioje, ankstyvojoje kuryboje.

5.2. Muzikos Zanry santapos: valsai, noktiurnai, polonezai, mazurkos,
preliudai

Sistemingai apzvelgus Chopino ir Ciurlionio kiirybos zanrus, galima atpazinti
centro—periferijos opozicijos apraiSkas zanry plotméje. Vertinant individualaus
stiliaus pasireiSkimo intensyvuma ir karybinés laboratorijos funkcijg atliekan-
¢ius Zanrus, $iuo pozitiriu Chopino kiirybos pagrindiniai Zanrai Ciurlionio
karyboje tampa periferiniais, ir atvirk$¢iai ($i tendencija atspindéta 5 schemoje).
Ciurlionio kiiryboje paminétieji periferiniai Zanrai nesignifikuoja brandaus,
»2ydinc¢io® zanro, kita vertus, jie néra ryskiai pakite, mutave Zanrai. Atvirks-
diai, jie atitinka pirminius - formalius i$orinius ir vidinius Zanro poZymius,
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detalémis sietini su tradicija. Salia pirmyjy Ciurlionio kanony, fugy, po-
ros mazurky (VL 119, VL 143, 1897) atsiranda Valsas-paskyrimas b-moll
(VL 144) - bene aiskiausiy muzikiniy sgsajy su Chopinu turtingas karinys.
Daugelis zanriniy ir muzikos kalbos atitikmeny Ciurlionio ankstyvojoje ki-
ryboje fortepijonui eksponuoja romantinés tradicijos muzikos kalbos Zenklus
ir gana konkrec¢ius Chopino karybos detaliy atspindzius. Tai paradigminiai
noktiurno Zanro bruozai: ry$kus melodinis pradas, vyraujantys homofoniniai
santykiai, romantinés intonacijos, poeti$kas turinys, diferencijuota faktara,
»minkstas“ skambesio koloritas. Minéti i§raiskos priemoniy kompleksai epizo-
digkai ir jvairiu intensyvumu eksponuojami bei atpazjstami ne tik Ciurlionio
Noktiurnuose cis-moll, VL 183, ir fis-moll, VL 178, bet ir Preliude b-moll,
VL 169, Preliude H-dur, VL 186, Preliude f-moll, VL 197. Sie kariniai kartu
reprezentuoja pirmasias individualaus Ciurlionio muzikos stiliaus bruozy
uzuomazgas: polinkj j kairés rankos akompanimento virsmg savarankisku
kontrapunktu, kontrapunktiniy detaliy pasklidima visoje fakttroje, akordiskai
sodry instrumento skambesj, ¢iurlioni$kus harmonijos postkius, melodiniy
linijy atkarpy dubliavimg oktava.

5.3. Ivairiy 7anry elementai Ciurlionio kiiryboje

Ivairiy Chopino kuriamy Zanry jtaka labiausiai idryskéja ankstyvosios Ciur-
lionio karybos fortepijonui atskiry elementy semantikoje: gedulingo marso
(Preliudas h-moll, VL 182a, Preliudas a-moll, VL 188), ekspromto (Preliu-
das fis-moll, VL 185, Ekspromtas fis-moll, VL 181), pastoralés (Preliudas
b-moll, VL 270), etiudo (Preliudas b-moll, VL 269) ir kt. Zvelgiant muzikos
kitrinio genezés aspektu jau koncepcijos fazéje Ciurlionio uzkoduojami ir
savaip adaptuojami Vakary Europos muzikos tradicijos ir muzikinio kanono
elementai. Pastarieji vientisai susipina su Ciurlionio muzikoje integruotais
lietuviy liaudies dainy elementais. Kompozitoriaus stilistiniy paraleliy
spektre i§ry$kéty baroko tradicija (J. S. Bacho), jos tasa L. van Beethoveno,
E. Chopino, R. Schumanno, P. Caikovskio, R. Strausso karyboje. Taciau kiek-
vieng Zanrinj elementg Ciurlionis perskaitydavo savitai, tad ilgainiui $iuos
elementus jZvelgti jo kuryboje darosi vis sunkiau. Jie tarsi praranda santykj su
konkretaus kompozitoriaus kiiryba, tampa vientiso individualaus Ciurlionio
muzikos stiliaus Zenklais.

5.4. Muzikos kalbos salycio taskai

Remiantis F. Chopino ir M. K. Ciurlionio muzikos fortepijonui pavyzdziais,
tyrime pristatomos $ios kompozicinés kalbos aspekty salyciy paralelés: boso
pedalas (vargoninis bosas), ritmo ir intonacijos monotonija, ostinato principas,
melodinés intonacijos, intervalika bei chromatizmai. Chopino ir Ciurlionio
ankstyvyjy kariniy faktariniy sprendimy panagumas buvo nulemtas $iame
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meno tyrime pristatyty muzikos kalbos elementy, Zanry detaliy paraleliy ir
kultariniy jtaky, kurios badingos daugeliui pradedanciy kompozitoriy. Pa-
zymeétinas Chopino muzikinio rasto - komponavimo budy - universalumas,
»atvirumas®, sugeriantis tradicijas, tac¢iau kartu palankus isreiksti originalias
muzikines idéjas.

5.5. Chopino akordas

Aptariant Chopino akordo pavyzdzius Ciurlionio kitriniuose fortepijonui,
reikia atkreipti démesj i $iy kariniy atsiradimo datas - tai i$skirtinai anks-
tyvojo laikotarpio muzika. Daugiausia, net 11, Chopino akordo saskambiy
rasta Ciurlionio Sonatoje fortepijonui, VL 155 (1898), kuri parasyta laikantis
neoromantinés tradicijos, dar studijuojant Var§uvos muzikos institute. Chopino
akordai ¢ia kartojasi neretai, jie iSdéstyti gana placiai ir aigkiai (kaip ir Cho-
pino akorde, seksta ¢ia suskamba auk$c¢iausiame balse). Neretai D7 susidaro
po virSutiniame balse, melodijoje, uztaréta seksta - taip parengtas saskambis
tampa nuosaikesnis, praranda dramatizmg ir su$velnéja. Kiti su Chopino
akordu susije Ciurlionio kiiriniai paminéti ankstesniuose skyriuose, aptariant
su Zanrais, muzikos kalbos elementais siejamas detales, harmoninés kalbos,
faktiiros elementus. Ciurlionio kiiryboje tai: Noktiurnas cis-moll (VL 183),
Valsas-paskyrimas (VL 144), Mazurka (VL 119), Mazurka (VL 222), Mazurka
(VL 193), Polonezas A-dur (VL 173) ir kt. Nors Chopino akordo pavyzdziy
juose pakanka, reikia pastebéti, kad paciy kariniy yra nedaug. Mazai tikétina,
kad Ciurlionis Chopino akorda bty sgmoningai pasirinkes kaip ypatinga
harmoninés kalbos ,jrankj“ Veikiau jis buvo suvokiamas klausa kaip inte-
gralus Chopino stiliaus elementas. Siuo atveju néra atpazjstamas sgmoningas
sekimas; daugiau tikétinas palankiy muzikiniy salygy sukurtas nesamoningas
atkartojimas, o gal net atsitiktinumas.

5.6. Ateities nuojautos. Chopino Preliudas B-dur, op. 28 Nr. 21, ir
Ciurlionio muzika

Kaip Ciurlionio Valsa-paskyrima b-moll (VL 144, 1897-1899?) vadiname
Chopino jtakas vientisiau atspindin¢iu kariniu, taip Chopino Preliudg B-dur,
op. 28 Nr. 21 sglygiskai galétume pavadinti ¢iurlionisku. Si Chopino pjesé
stebétinu biidu sutelké nemazai Ciurlionio perimty, véliau savitai naudoty
muzikos kalbos elementy:

- melodijos ir gana komplikuoto akompanimento (kairés rakos partijoje
vienu metu skamba diatoniniy virSutiniame balse ir chromatiniy apa-
tiniame balse garsaeiliy motyvai) santykis, véliau Ciurlionj nuvedes j
konstruktyvia polifonine mastysena;

- chromatizmai, Chopino preliude saikingai, bet nuolat girdimi - placiau
pasklide Ciurlionio kiiryboje (aptarti ankstesniuose skyriuose);
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- tercijos intervalo sklaida, kuri ir véliau daznai sutinkama lietuviy kom-
pozitoriaus kiryboje, tac¢iau jo harmoniniu intervaliniu Zenklu tampa
decima - tercijos ,giminaité;

- netikéti tonacijy sugretinimai (atliepia vélyvojo romantizmo harmonijos
tendencijas);

- hemioliy judéjimas;

- muzikinés medziagos bei sluoksniy dubliavimas ($iuo atveju kulmina-
cijoje);

- identiskos intervalikos ostinatinio motyvo judéjimas: ostinato véliau taps
paradigminiu Ciurlionio muzikos kalbos bruozu.

5.7. Chopino muzikos zenklai M. K. Ciurlionio kiiryboje fortepijonui po
1904 m.

Aptariamy Ciurlionio opusy muzika savo muzikine i$raiska ir skambesiu ats-
tovauja vélyvojo romantizmo pakraipai, o dél joje slypinciy konstruktyvaus
mastymo zenkly Zengia kur kas toliau. Ta¢iau uzmojo, koncentruotos minties
ir emocijos turtingas karinys, Variacijos ,,Sefaa Esec tema (VL 258, 1904),
pasirodes karybinio virsmo metais, atspindi ir kelias romantiniam Chopino
stiliui badingas detales. Pirmuose taktuose unisonu judanti intensyvi, chro-
matizmais praturtinta melodija $estoje variacijoje recepciskai primena lenky
kompozitoriaus Preliudg es-moll, op. 28 Nr. 14, ir jo Sonatos Nr. 2 b-moll, op. 35,
Finala. Siuose kitriniuose unisonas kuria ypatingos koncentracijos ir verzlumo
melodine linijg, kuri kaip idéja islieka per visg karinj, iki pat paskutiniy akordy.
XIX a. muzikoje tai buvo ypac¢ drasi idéja, ir kiekvienas, kad ir menkiausias, jos
atspindys kity autoriy kariniuose intonaciskai asocijuojasi su Chopino muzikos
stiliumi. Variacijy kontekste nuskamba dar vienas, romantiky kompozitoriy
daznai naudotas, muzikinis jvaizdis - sujaudinto dialogo, vykstancio savotis-
kame ,,bégime*, modelis. Chopino muzikoje jis ypa¢ raiskus Preliude g-moll,
op. 28 Nr. 22. Ostinatiskas visos faktaros judéjimas — visa fortepijono faktira
vienu metu ,,i$judinantis“ komponavimo biidas - labai badingas visai Chopino
karybai fortepijonui, aptinkamas jo etiuduose, koncertuose, sonatose, scherzo
ir kituose kariniuose. Toks virtuoziskai fortepijono faktirg interpretuojantis
komponavimo biidas M. K. Ciurlionio kiiryboje sutinkamas ne ankstyvojoje jo
karyboje, kur dazniausiai girdimos vientisesnés homofonisko $openisko stiliaus
ir muzikos kalbos pagavos (jvairas karybinio kontakto atvejai), bet pradedant
1904-aisiais — karybinio lazio metais. Darbo autoré tokiy pavyzdziy visoje
publikuotoje Ciurlionio kiiryboje fortepijonui rado tik penkis: VL 261 (1904),
VL 266 (1905), VL 269 (1905), VL 296 (1906) ir VL 309 (1907).
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ISVADOS

M. K. Ciurlionio kiiryboje fortepijonui vyrauja romantinio turinio opusai,
taciau jy kompoziciniai sumanymai perzengia romantizmo slenkstj — $alia
linearaus mastymo ir itin kondensuoto (daznai nutrakstancio, lyg nepabaigto)
medziagos i§déstymo laike atpazjstami ir modernesnio mastymo Zenklai. Tai
dirbtinés dermés, serijos ar mikroserijos, bazinés struktaros ir konceptualios
jy transpozicijos, viska apimantis ostinatikumo principas, kriptografijos,
secesijos elementai muzikoje. Nepaisant $iy Ciurlionio kiiryboje fortepijonui
ry$kéjanciy aspekty, jo muzika skamba darniai, romantiskai; joje gausu lietuviy
liaudies dainy intonacijy, pastoraliniy, idiliniy, dramatisky, kity romantizmo
epochai artimy charakteristiky.

Kaip parodé §is tyrimas, F. Chopino jtaka M. K. Ciurlionio muzikai frag-
mentiska: pavieniai su Chopino muzikos Zodynu siejami aspektai dazniausiai
atpazjstami ankstyvojoje Ciurlionio kiiryboje. Pradedant 1904 m., jy kiekis
ir intensyvumas ryskiai pakinta. Vienos muzikos kalbos savybés (noktiurno,
mazurkos, skaidriy faktary iSdéstymo pladioje faktaroje ir kt.) visai dingsta,
kitos (monotonisky intonacijy ir ritminiy figary, chromatizmy, fortepijoninés
faktaros ,,uzpildymo“) jgyja originalias formas ir naujas kompozicines funkcijas,
beveik neatpazjstamai integruojasi j ¢iurlioni$kg muzikos kalbos leksika.

Atsakydama j iSkeltus tyrimo tikslus bei uzdavinius, darbo autoré padaré
$ias iSvadas:

1. Bendrakultiiriniai Choping ir Ciurlionj siejantys aspektai aprépia platy
potemiy spektra. Vienos jy iryskino glaudzias abiejy menininky asmeny-
biy, karybos impulsy, adoracijy ir gyvenimo kelio paraleles, kitos atskleidé
kontrastus. Siame darbe paraleles, vidinj gimininguma i$ryskino romantiné
pasauléjauta ir tautiné savimoné, rysiai su Seima, dvasinés nuostatos ir mo-
ralés normos, pamatinis ry$ys su liaudies karyba. Istorinius kontrastus ir
kultiirinius neatitikmenis parodé kultarinés aplinkos, kuriose augo Ciurlionis
ir Chopinas; juy talenty spektras, kuris ypac ryskiai atsiskleidé jvairialypéje
Ciurlionio kiiryboje: muzikoje, dailéje, literatiiroje, fotografijoje. Chopino ir
Ciurlionio gyvenimus lydintis ty paciy kompozitoriy ir literaty pripazinimas
parodé intriguojanéius Lenkijos ir Lietuvos, Choping ir Ciurlionj jungian¢ius
istorijos momentus. Poskyriai, kuriuose sistemiskai apraSomos bendrosios $iy
kompozitoriy stiliy tendencijos, tapo savaiminémis i§vadomis.

2. Antrame ir tre¢iame skyriuose i$ jvairiy $altiniy surinkta ir susistemin-
ta svarbiausia informacija apie Chopino ir Ciurlionio muzikos atpazinumo
zenklus paskatino ja déstyti kuo glausciau, daugelj aspekty iddéstyti teziskai.
Darbe buvo atrinktos $ios pamatinés kiirybinius kontaktus Ciurlionio muzikoje
padésiancios atskleisti muzikos kalbos plotmés: melodika, ritmika, harmonija
ir tonacinés sferos lygmuo.
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3. Trumpai aptarus recepciniy rei$kiniy esme, pristatytos juos analizuoti
padedancios keturios kirybinius santykius muzikoje interpretuojancios
teorijos: recepcijos, intertekstualumo ir jtakos (H. Bloomo ,,Jtakos baimés®),
muzikos kanono. I$skirti $ias teorijas vienijantys aspektai — tyrimo fokusavimas
ne j vieng kompozicinj unikumg, bet maziausiai i du ir i jy salytj, Sio salyc¢io
rezultata; visy keturiy teorijy kryptj atliepiantis giminingas karybinio kontakto
diskursas. Kadangi $ios teorijos taikomos tiriant jvairias meno sgveiky formas,
jas darbo autoré traktuoja kaip viena kita papildancias, karybinius kontaktus
tiriancias teorijas bei metodologines prieigas. Tyrime pabréziama, kad kary-
binio kontakto konceptas yra tarsi bendras vardiklis, aprépiantis visy keturiy
aptarty teorijy reiSkinius ir jy turinio talpas. Sio bendro vardiklio jvedimas
leido darbo autorei laisviau naudotis tyrimo instrumentais, savokomis, parinkti
tikslesnj, teorija papildantj bei praplediantj terming.

4. Glaustai aprasyta ir susisteminta Chopino recepcija kity kompozitoriy
muzikoje. Sia tema parasyta nemazai studijy, kurios jvairiu gyliu ir skirtingomis
metodikomis tyrinéja Chopino ir kity kompozitoriy karybos sgveikas. Lenky
kompozitoriaus recepcija jvardyta skirtingy teorijy sagvokomis. Paminéti skir-
tingy Chopino jtaky formy tyrimai - pavieniams kompozitoriams: G. Fauré
(W. Landowska, 1946), J. Brahmsui (W. Siegmund-Schultze, 1960), M. Re-
geriui (P. Andraschke), A. Liadovui ir A. Skriabinui (Z. Lissa, 1966), lietuviy
muzikologijoje - J. Gruodziui ir V. Bartuliui (G. Daunoraviciené, 2010) ir t. t.
Muzikos tyrinéjimuose démesys skiriamas ir Chopino recepcijai atskiry $aliy
kompozitoriy kartoms (lenky, rusy, prancizy, angly ir t. t.).

5. Beveik du $imtmecius besitesiantj Chopino kompozicinés recepcijos
reiskinj apibendrinti yra keblu ir sudétinga. Tai reikalauja ilgameciy i§samiy
studijy, gilaus nesuskaic¢iuojamy dokumenty ir takstanc¢ius valandy skamban-
¢ios muzikos pazinimo. Kadangi lenky muzikologas M. Tomaszewskis atliko §j
titanigka darba (1999), tyrimo autoré daznai rémési jo studijomis ir svarbiausia
ju dalj pateiké santrauky pavidalu. Kai kurias Tomaszewskio jzvalgas galima
pildyti (tai ir buvo padaryta), galbat ir motyvuotai koreguoti. Siame darbe
pateiktas kompozicinés recepcijos — kurybinio kontakto - sistematizacijos
modelis gali tapti atrama tiriant analogiskus kity kompozitoriy karybinio
kontakto ar recepcijos atvejus.

6. Darbe buvo atrinkti $openiskus muzikos Zzenklus atspindintys Ciurlionio
kariniai fortepijonui ir, taikant lyginamuosius, struktaralistinius bei komplek-
sinius metodus, atlikti i$samus aspektiski jy tyrimai. Atskleistos ir motyvuotos
akivaizdZios konkreciy Chopino ir Ciurlionio kiriniy sgsajos. Darbo autorés
buvo nustatyti ankstyvojoje Ciurlionio kiiryboje fortepijonui idryskeéje Sope-
nisky zenkly kompleksai: sutampantys metroritmikos, intervalikos, melodijos
intonacijy, akompanimento ir melodijos santykio, ostinato elemento taikymo,
zanro traktuotés atvejai. Siuo poziiiriu jvardyti ryskiausi Ciurlionio ,,Sopeniski*
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kariniai: ,,Valsas-paskyrimas“ b-moll (VL 144), Noktiurnas cis-moll (VL 183),
Preliudas h-moll (VL 182a), Sonata fortepijonui F-dur (VL 155), Polonezas
A-dur (VL 173), Pjesé A-dur (VL 246), Mazurka h-moll ( VL 234), Mazurka
Ges-dur (VL 193), Mazurka es-moll (VL 222), Mazurka-muzikinis momentas
(VL 180a), Noktiurnas fis-moll (VL 178), Preliudas f-moll (VL 197), Mazurka
b-moll (VL 119), Preliudas fis-moll (VL 181).

7. Atskleistas Ciurlionio ir Chopino kiirybos paraleles bei jtakas galima
jvardyti jvairiomis jtaky pobudzio bei proceso Zymomis. Nesgmoningai, taciau
apciuopiamai realizavesi Ciurlionio kirybinés tapatybés tapsmo momentai
tiesiogiai siejasi su Chopino karyba, pavyzdziui, klinameno fenomenas atpa-
Zjstamas Ciurlionio Noktiurne fis-moll, Preliude h-moll; askezé - realizuotas
apsivalymas nuo Chopino jtaky akivaizdus (ryskiausias Ciurlionio fugoje
b-moll, VL 345).

8. Pastebésime, kad Chopino tercijos / decimos, jy gausa ir jvairové susi-
siekia su M. K. Ciurlionio tercijomis jo noktiurnuose, juose jgaudamos kitokia,
¢iurlioniskai originalig semantika. Lietuviy kompozitorius tercija placiai nau-
doja Noktiurne cis-moll (VL 183), kuris atspindi logiskai nuoseklig, organiska
Chopino noktiurny paradigmy skale, ta¢iau neornamentuotoje faktaroje $ie
intervaliniai Zenklai jgyja nauja prasme. Pazymétina, kad jau ankstyvojoje
kiiryboje semantinis Ciurlionio intervalas — decima (Chopino tercijos vir§
oktavos reminiscencija) — persmelkia abu noktiurnus. Koncentruotos, labai
dinamigkos, placiaspektrés emocinés Chopino noktiurny nuotaikos neranda
atgarsio minétuose Ciurlionio kiiriniuose. Sioje muzikoje lietuviy autoriui
budingos nattralesnés, emociskai santtiresnés, dinamiskos maslumo busenos.
Tai savoti$ka klinameno pobudzio kiirybinio kontakto biisena - ,,neteisingas®
pirmtako idéjos pranesimas.

9. Kiirybinio kontakto faktas Ciurlionio muzikoje sietinas ir su kultiirine
XIX-XX a. sandaros aplinka Var$uvoje, lenky kompozitoriaus poetikos ir
muzikos kalbos, kuriamy Zanry universalumu, sudaranciu palankia terpe
savos — unikalios muzikinés kalbos paieSkoms. Chopino muzikos atspindzius
Ciurlionio muzikoje galime jvardyti kiirybinio kontakto diskursa atliepiancia
M. Tomaszewskio sgvoka — reminiscencijomis — praéjusiy laiky muzika, prasi-
skverbusia tarsi nesgmoningai.

Atliktas tyrimas nei$sémé visos su darbo tematika susijusios medziagos ir
problematikos. Ja galima gausinti, konkretinti, jvairiai pateikti bei interpretuoti.
Chopino ir Ciurlionio kiirybiniy paraleliy tematika galima plésti isskleidziant
j estetineg, filosofine, istorine ir kitas bendrakultirines arba muzikines plotmes.
Lauktini ir Ciurlionio bei kity kompozitoriy - J. S. Bacho, L. van Beethoveno,
R. Schumanno (ir kity) kirybines paraleles, galimas jtakas gvildenantys tyrimai
ir moksliniai darbai.
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INTRODUCTION

Personalities being devoted to productively and originally creating works in
the various spheres of social activity such as art, culture and science leave an
invaluable trace in their epoch; every so often do they become coryphaei for
the coming generations who reflect the symbols of art paradigms established
by certain ideas, mindset, world outlook and lifestyle. Their creative works
inspire new generations to make a breakthrough, imbue them with the spirit
of creation and initiate the establishment of new schools, trends or canons of
art. Thus, in the world of music, ever and anon “revives” Johann Sebastian Bach,
George Friedrich Hindel, Wolfgang Amadeus Mozart, Ludwig van Beethoven,
Franz Schubert, Robert Schumann, Frédéric Chopin, and so does their music.
The focus being placed on the afore-mentioned creators and others who dictate
paradigms in art is characterized by continuity, multifacetedness of scientific
investigations and universal topicality. As often as not the adjectives signifying
a creative oneness of these artists become common notions used on a daily
basis such as “Mozart’s lightness”, “Beethoven’s willpower”, “Chopin’s lyricism’,

“Ciurlionis’ thoughtfulness” and the like. The signs of recognizing creative
works of charismatic geniuses can also be traced in opuses of other creators,
thereby testifying the power of influence and topicality of their creations. The
research conducted into artistic texts absorbing the influence of creative con-
tiguity or artistic contact becomes a provocative task for those investigating
the art of music.

The scientific research devoted to Mikalojus Konstantinas Ciurlionis’
(1875-1911) life and oeuvre focuses largely on signs of his creative originality
and idiosyncrasy, as well as on stories of their existence. Speaking of Ciurlionis’
pieces for piano, the areas of influence and origin of the composer’s music are
shortly mentioned, presented or just left aside. In a letter to Eugeniusz Morawski
from Leipzig to Warsaw, Ciurlionis (on February 17, 1902) wrote: “It is essential
to fully understand those forms that already exist, only then you will have the
right to lavish them and discover new ones” (Ciurlionis, 1960, 93). It is no
mere chance that here Ciurlionis interconnects two aspects - a recognition of
old ways and a search for new ones. One can maintain that researchers have
conducted a comprehensive scientific investigation into Ciurlionis’ discovered
ways of creating new works and their individuality. Today’s topicality becomes
an open question pertaining to the influence of creative works that has not
been researched yet and is especially urgent in terms of Ciurlionis’ early oeuvre
(1896-1904). The present research paper actualizes the phenomenon of creative
contiguity on a personality level. The questions arise in what way and in which
works by Ciurlionis one can envisage other composers’ influence on his pieces
of art and how such influence correlates with signs of authentic style.
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Exploring Ciurlionis’ pieces for piano (especially of the early period), many
researchers into musical Ciurlionis studies (A. Venckus, V. Landsbergis, A. Am-
brazas, J. Bruveris, G. Daunoravic¢iené, D. Kucinskas, D. Staskevicius, E. Tarasti,
etal.) mention Chopin’s elements but do not ventilate broadly this question. One
encounters a deficiency in details and analyses disclosing creative parallels of
Ciurlionis’ and Frédéric Chopin’s opuses, as well as in investigations into recep-
tive relations. A combination of methodological approaches is exploited in the
present thesis: a research of compositional texts is grounded by aspect-related,
analytical, comparative, structural and other methods; the results obtained are
interpreted by applying theories of creative contiguity — reception, influence
and canon that are widely spread in new musicology.

The idea of this research aspires one to cast an insight into Ciurlionis’ early
works created for piano, observing in them possible manifestations of Chopin’s
music elements. This created a prerequisite for juxtaposing F. Chopin’s and
M. K. Ciurlionis’ artistic personalities and comparing their creative works. For
the first time a problematic aspect that has been focused on and thoroughly
discussed becomes an argument of novelty and originality of this artistic re-
search. We will discover that until now we have experienced a substantial lack of
Lithuanian musicologists’ works on dissemination of Frédéric Chopin’s creative
pieces in Lithuania. To compensate for it, the author of the present research
has translated and used a lot of material — written by various researchers and
not known to Lithuania yet — about the Polish composer.

E. Chopin’s and M. K. Ciurlionis’ pieces for piano are treated as the main
objects of this research. Seeking to prepare the scope of scientific investigations
into creative contiguity of these objects, we briefly discuss cultural aspects com-
mon to the mentioned artists, their personality traits, and overview theoretical
influences and approaches to the research of creative contiguity and receptive
phenomena. While conducting the research, it was referred to the assumption
being previously put forward by art critics (A. Venckus, V. Landsbergis, J. Bru-
veris, G. Daunoravicieng, et al.) that Chopin’s music reflections in Ciurlionis’
oeuvre accumulate in early period, and are associated with manifestations of
Romantic, Polish and salon culture. The author of the present research also
referred to universality of Chopin’s musical language innovations being topical
with young composers searching for individual expression.

The aim of this research is to present and integrally examine Ciurlionis’
early works for piano that are connected with Chopin’s music in terms of
creative contiguity. It was sought to identify complexes of Chopin’s musical
elements and determine the areas of their influence in Ciurlionis’ early works
for piano.

The tasks of the research paper are the following:
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« To present and briefly discuss cultural aspects shared by Chopin and
Ciurlionis and common trends of both composers’ styles.

« To compile and systematise essential items of information regarding the
signs of recognising Chopin’s and Ciurlionis’ music.

« To present theoretical approaches helping one name and interpret recep-
tive processes of creative contiguity in music.

« To perform (play the piano) Chopin’s and Ciurlionis’ pieces for piano
which echo the aspects these composers share and to generalise the
insights of the artistic research.

« To select the signs of Chopin’s music. To determine urgent complexes of
Chopin’ signs in Ciurlionis’ early pieces for piano.

« To identify Chopins and Ciurlionis’ forms of creative contiguity, once
having traced Chopinism in Ciurlionis’ pieces for piano.

« To interpret the nature and extent of Chopin’s influence on Ciurlionis’
oeuvre, to provide a perspective for further research.

A wide spectrum of tasks set in this research paper urged one to apply
the various research methods. Historiographical, analytical and descriptive
methods were utilised in compiling and reviewing the material focused upon
Chopins and Ciurlionis’ common cultural interrelationship. Both practical
(playing the piano) and systematic methods are applied while searching for
the points of these composers’ creative contact, generalising and dividing
a complex whole (material) into subtopics. Seeking for individual signs of
recognising the composers’ music, one exploits descriptive and systematic
research methods. Analytical and systematic research methods are applied
in the preparation of the scope of theoretical approaches. In the analysis of
Ciurlionis’ and Chopin’s music texts there prevailed descriptive, comparative
methods and that of complex analysis, while in the generalisation - systematic
and interpretive ones.

The research sources. While discussing the cultural aspects being common
to both Ciurlionis and Chopin, a lot of biographical sources were used: letters
written by the said composers, Ciurlionis’ articles and literary works (F. Chopin,
1989; M. K. Ciurlionis, 1960, 1997, 2011), the material that covers the contempo-
raries recollections (F Liszt, 1956; M. Tomaszewski, 1999; J. Ciurlionyté, 1994;
V. Landsbergis, 2011), works by other scholars (R. Petzold, 1960; J. Chominski,
1980; J. Milshtein, 1987; A. Varga-Behrer, 2010; A. Grudzinski, 2011; H. Loos,
2011; L. Kiauleikyté, 2010; J. Bruveris, 1973, 2004, 2011; J. Trilupaitiené, 2013;
M. Vorobjovas, 2012; R. Okulicz-Kozaryn, 2009). In systematising the recogni-
tion signs of music written by both composers one refers to monographs and
articles (S. Skrebkov, 1973; J. Chominski, 1980; J. Milshtein, 1987; V. Cukker-
man, 1989; Z. Denisov, 1989; V. Gornostayeva, 1999; M. Tomaszewski, 1999;
A. Varga-Behrer, 2010; A. Grudzinski, 2011; A. Edler, 2003; V. Kalisch, 2003;
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J. Samson, 1985; K. Zenkin, 1995, 1997, 2013; A. Korto, 2005; L. Mazel, 2008;
A.Venckus, 1975, 1977; V. Landsbergis, 1965, 1980, 1986, 2008, 2011; J. Bruveris,
1973, 2004, 2011; G. Daunoraviciené, 2010, 2013; J. Trilupaitiené, 2013; M. Vo-
robjovas, 2012; R. Okulicz-Kozaryn, 2009; D. Kucinskas, 2004). The aspects of
the theoretical part are presented, referring to books and articles focusing on
theoretical works (J. Ambrazas, 2010; C. Dahlhaus, 1991; G. Daunoraviciené,
2006, 2010, 2013; Z. Chechlinska, 2000; T. Eagleton, 2000; R. Howat, 2000;
H. Jauss, 1991; A. Jurgutiené, 2006; L. Kasciukaité, 2010; D. Katkus, 2013;
A. Krasnovas, 2009; S. Mauser, 1991; I. Melnikova, 2003; D. Petrauskaite, 2013;
J. Samson, 1985; R. Staneviciuté, 2006; M. Tomaszewski, 1999, 2000, 2010;
A. Versekénaité, 2008, 2013). Analysing and juxtaposing Chopin’s and Ciurlionis’
pieces for piano, one appealed to the above-mentioned researchers’ insights in
their scientific works (J. Bruveris, 1973, 2004, 2011; A. Venckus, 1975, 1977;
V. Landsbergis, 1965, 1980, 1986, 2008, 2011; G. Daunoravidiené, 2010, 2013;
J. Trilupaitiené, 2013; D. Katkus, 2013).

The work structure was determined by the tasks of the research. The
research work includes introduction, five parts, conclusions and the list of
scientific literature.

Introduction approves novelty and topicality of the study, describes its ur-
gent issues, presents the objects of the research work; it also outlines the aims
and tasks of the thesis. In Introduction the research methods applied are stated
and the sources and scientific literature are presented, as well.

Part 1 “The relationship of texts from the standpoint of creative contiguity
of the research work interprets the theoretical material in view of creative con-
tact, discusses the terms and notions used to outline the phenomena of influ-
ence. It also presents and discusses the theory of reception and the conception
of a canon in music, as well as a contact of the theories of intertextuality and
influence. The notion of creative contiguity uniting them is put forward.

Part 2 “Parallels of F. Chopins and M. K. Ciurlionis’ personalities” of the
study talks about urgent common cultural aspects of the artists’ world outlook
and personality traits. Separate subparts (1.2., 1.3.) present trends of Chopin’s
and Ciurlionis’ individual stylistics. Referring to Guido Adler’s system, the
models of the afore-mentioned composers’ musical stylistics are constituted
which distinguish common typological aspects.

Part 3 “The principal constants of F. Chopin’s musical language” presents
the systematised constants of Chopin’s musical language and provides a com-
prehensive investigation into Chopin’s melodics; subparts touch upon a level
of tonal sphere, metronomics, agogics and harmony inapprehensible to con-
temporaries. In the mentioned subparts the details being typical of identifying
Chopin’s harmonious realm of accords are named and analysed.

»
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In subparts of Part 4 “The features of musical language used in M. K. Ciur-
lionis’ pieces for piano” the systematised constants of Ciurlionis’ musical lan-
guage are presented: peculiarities of melodics, tonality and tunes, rhythmics
and harmony. It is explored how original features of Ciurlionis’ melodic or-
ganisation were formed in the space of influence of Romantic and Lithuanian
folklore music. On the other hand, it is attempted to get familiarised with
already conducted scientific investigations into Ciurlionis’ creative woks for
piano and to purposely apply their results.

Part 5 “Mapping of F. Chopin’s influence in M. K. Ciurlionis’ pieces for piano”
presents a multilayered dissemination of the Polish composer’s repercussions in
the Lithuanian artist's music for piano. The major attention is paid to Ciurlionis’
early works. The research material is presented in seven subparts wherein the
following aspects are discussed: national creative works, coincidences of music
genres (waltz, nocturnes, polonaises, mazurkas, and preludes), the points of
musical language contiguity, Chopin’s accord and predestination of his music
signs in Ciurlionis creative works for piano after 1904. Interpretations of the
origin of complexes signalling a creative contiguity and that of the relationship
with the Polish composer’s music are also presented.

In the research appendix one gets familiarized with an overview of Chopin’s
forms of reception, presented by M. Tomaszewski; moreover, the possibilities
of systematisation of Chopin’s compositional receptions and influence are dis-
cussed. The appendix is created on the basis of the material presented in foreign
languages, and therefore it must be of great interest to Lithuanian readers.

1. THE RELATIONSHIP OF TEXTS
FROM THE STANDPOINT OF CREATIVE CONTIGUITY

Analysing possible creative influences of Chopin on Ciurlionis’ music, the
research paper discusses the beginning of Ciurlionis’ creative works and his
early pieces. The topicality of interconnected creations focuses on interlayered
discourses of creative inspiration (the influence of Chopin’s music on Ciurlionis’
early works for piano) and resonance (the forms of repercussions of Chopin’s
works in concrete Ciurlionis’ pieces for piano). The phenomenon of creative
contiguity is useful to be examined in accordance with popular musicological
ideas derived from the theories dealing with reception, intertextuality and
influence (in the original the theory of the “anxiety of influence”). These three
theories are like interrelated vessels supplementing, influencing and affecting
each other; their discourses are undoubtedly entwined. One may look at each
as a separate entity; however, they concretise a related notion of creative con-
tiguity with the help of a specific form.
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The author of this work defines the notion “creative contiguity” which, with
the help of its content capacity, is capable of encompassing the concept of crea-
tive contiguity theories. Reception, intertextuality and influence theories are
valuable in searching for the signs of creative contiguity in music. For instance,
an impact of Chopin’s music on G. Fauré’s works is being examined (W. Lan-
dowska, 1946) - the phenomenon of compositional reception can be named as a
creative contact; when J. S. Bach’s music metamorphoses in M. Urbaitis’ creative
works (L. Kasciukaité, 2010) are interpreted by applying the concept of intertex-
tuality, this situation can be treated as a notion of creative contiguity. Bloom’s
theory of the “anxiety of influence” is applied when referring to the influence
one creator has on another (or others); it is also known as creative contiguity.
Selection of a more general notion “creative contiguity” during the process of
investigating a creative influence provides one with a possibility to freely use
the perspectives of various theories as well as a conceptual apparatus.

Such generalising position might become useful in examining Chopin’s
influence on Ciurlionis, in seeking to identify creative and cultural parallels
or the signs of influence. Treating three theories as “interlocutors” of one dis-
course could help one resile from the texts being analysed and view them form
another more general angle as some theories get closer to a musical text while
others enable one to contemplate the authors beyond texts and the importance
of their personalities, life, cultural and social context.

1.1. Reception theory and the conception of a canon in music
Etymologically, the term reception (from Latin receptio - a receiving) means

“receive’, so a field of viewing is transferred closer to an urgent point — compo-
sitional or in a broader sense — creative reception. Being under the influence
of philosophical hermeneutics, this theory was formed at the Konstanz School.
In its work participated Hans Robert Jauss, Wolfgang Iser, Rainer Warning,
Jiirgen Habermas, Péter Szondi. Until now there have been two urgent trends
of methodological reception theory:

1. W.Iser’s “reader-response” (Wirkungstheorie) theory, which is related to
Ingarden’s phenomenology as well as to the works and poetry written
by Prague linguists; the basis of these investigations is a text;

2. H. R. Jauss’s historical research of “reader-response changes” (Rezep-
tionstheorie, Rezeptionskritik) on whose basis historical evaluations of
readers are presented.

These two trends were united by a methodological provision which states
that “a text implies potential meanings that can be realised only when reading”
(Jurgutiené, 2006, 53). Reception theory incorporates the third constituent
along with the author and his text — the reader (in music - the listener), so
does the theory of intertextuality. Ausra Jurgutiené in her article “Reception —
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a comparativistic methodological innovation” states that in today’s compara-
tivistics the notion of reception has virtually been changed and assumed a
more rigid methodological conception; it is indispensable to distinguish
a very broad conception meaning the influence that various cultures have on
later ones, the concrete methodological concept of reception, as well as the
notion that came into being at the Konstanz School, implying an aesthetic
of perception (Jurgutiené, 2006, 64-65). Thus one can make an assumption
that understanding a broader concept of reception theoretically integrates the
phenomenon of influence.

Music reception is approved by the need to identify immanent meanings of
creative works while one of the consequences of reception is the musical canons
formed in the mind of a listener. A search for intrinsic and natural meanings
of creative works enables scholars of reception theory to approach closer to the
piece (canon) and the composer who consciously or subconsciously selects or
does not select the signs of another creative personality (canonised compos-
ers), acknowledges or pays tribute to them. It is known that the phases of the
composers’ early and later years of creation are often inextricably entwined with
the phenomenon of reception and canon; when searching for an individual
creative touch as well as for a compositional method the canons of past times
are distinctively embodied in texts.

M. Tomaszewski’s scheme of a work’s model “From provenance to resonance”
presents the notion of reception and its efficacy as a decoding of the meaning of
a piece on another plane (e.g. in other composer’s creative works), as a repercus-
sion of musical symbols and meanings in the works of successors. Verisimilar
resonance signs of Chopin’s creative works (or concrete pieces) in Ciurlionis’
early pieces for piano would be a natural reflection of receptive laws in the
intertextual cultural space. In that case one would speak of an organic context
that determined the nature and form of a piece, its function and expression; the
one that also elucidates and grounds a piece of work. Applying the principle
of contextuality it is discussed how a workK’s in t e r n alrelations supplement
those existing between pieces (Tomaszewski, 2000, 60). Referring to another
model of a musical piece (Tomaszewski, 2000, 60), it would be possible to view
the reception forms of Chopin’s pieces in Ciurlionis’ early works for piano as
transformed symbols of artistic and compositional ideas, as new concepts of a
primary text or distinctively interpreted and used artistic intentions.

1.2. Relationship between the theory of intertextuality and that of influence
Discussing the perspectives of viewing the theory of intertextuality and that of
influence, one can recur to a scheme of immanent canon and music reception,
draw his/her attention to the differences (or similarities) in concepts as well
as name interlayered discourses and areas of discernment. In his monograph

31



“Chopin” (1999), while examining the repercussions of Chopin’s creative works
and the impact those works had on other composers’ opuses, M. Tomaszewski
uses the concept called reception; however, when exploring and juxtaposing
musical texts, he refers to common notions of analytical theory (used, inter-
cepted, juxtaposed, varied, adapted Chopin’s music, etc.). M. Tomaszewski’s
reception theory and his concepts are presented in establishing intertextual
relations. Speaking of the relationship between Ciurlionis’ early works for piano
and Chopin’s musical texts, an urgent aspect of intertextuality can emerge as
a phenomenon of influence. As there exists no information concerning a con-
scious tracing of Chopin in Ciurlionis, then it would be worthwhile applying
the mentioned concept (devised by Tomaszewski) of reminiscent music that
is dependable on the system of reception theory.

1.3. An overview of Chopin’s reception forms

One must mention several written sources which are regarded to be useful
examples of the influence of Chopin’s personality and his works on the cultural
elite of nineteenth century Europe; it is, however, only an insignificant mirror of
a “live” influence, of reflection and reception. The author of this research work
suggests treating Chopin’s reception phenomena in several essentially different
aspects by focusing attention on four different layers of art dissemination:

1. Chopin’s influence on other composers through consciously and subcon-
sciously underpinned, adapted and interrelated signs of their creative works is
a compositional reception. Most often, its researchers recoil upon cultural and
social reception aspects by relating them with compositional and creative ones.
This layer of musical reception is urgent in exploring ties of Chopin’s music with
Ciurlionis’ early music for piano.

2. Receptive relationship between Chopin (his personality and works) and
society (the public, critics) that occurs through publications, critical reviews,
recollections and other written sources (social reception).

3. Chopins influence on the performers of his music. It is chiefly attempted
to reconstruct Chopin’s individuality as a pianist-performer, an interpreter’s
unique style and is also sought to identify all this in the music played by other
performers. At times this reception is conceived as a ramification of social
reception.

4. Chopin’s influence on other branches of art (aesthetic and ideological
reception can be treated as one more branch of social reception).

One of the successful examples devoted to analysing Chopin’s music recep-
tion is Zofia Chechlinskas article “Chopin’s reception in nineteenth century
Poland” (1992). Speaking of Chopin’s reception in Ciurlionis’ creative works,
Chechlinska’s classification of Chopin’s reception in the music of nineteenth
century composers becomes urgent. It is related with:
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1) music genres,

2) particular compositional means,

3) acompilation (complex) of compositional means,

4) the concept of a musical composition and its interaction with musical
means,

5) imitation of complete plays or fragments (Chechlinska, 2000, 218).

Establishing the exact types of creative contiguity between Chopin’s music

and other composers’ creations, M. Tomaszewski in a monograph “Frédéric
Chopin and his time” (1999) suggests paying attention to three most important
aspects:

1) The factor of historical time, i.e. when another author’s opus related
with Chopin’s music was created;

2) The composer’s emotional state which can echo the feeling of admiration
or, on the contrary, — an emotional distance with regard to an original
piece;

3) Compositional relations: whether a new opus sounds as one of the
concrete Chopin’s pieces, or whether a creative contact incorporates
only general resonance moments: style, expression or idiomatics.

Suggested by the Polish musicologist, the principle of systematising the

reception influence can be of interest and valuable in investigating Ciurlionis’
early works in the aspect of Chopin’s influence as well as in interpreting the
influence complexes in concrete pieces.

2. THE PARALLES OF F. CHOPIN’S AND
M. K. CTURLIONIS’ PERSONALITIES

2.1. Common cultural aspects

Polish composer E. Chopin and Lithuanian composer, artist, writer and awak-
ener of national culture M. K. Ciurlionis occupy in the history of their nations

almost an adequate status of a composer-“national symbol”. An undoubted

expression of genius and a clear patriotic position determine the fact that na-
tions sooner or later evaluate their own geniuses and use the fame brought by
the results of their creations. In the world of art Chopin’s and Ciurlionis’ figures

distinguished by originality and charisma prompt one to search for feasible

parallels and the points of contiguity in their works and life. Topical historical

and cultural contexts as well as these artists’ creative works become the object

of the research. Their personalities, language, national self-consciousness,
families, cultural environment, moral principles, Romantic world outlook,
creative works and other aspects are of great interest. They are consistently
described in this artistic research, emphasising the composers’ common fea-
tures and differences.
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2.2. General trends of Chopin’s individual style

According to many theorists and performers of Chopin’s music, creative and

Romantic origin of his art appeals to the freedom of expressing individual feel-
ings and ideas; it is controlled by resourcefully harmonising compositional pa-
rameters. “Chopin’s Romantic completeness (as a complex but organic synthesis)

reaches its highest expression, his style - the most individual and integral in the

whole history of music,” states Konstantin Zenkin (3enxns 1995, 211). Many

devotees to Chopin’s music state that Chopin’s style naturally intercepted not

only the traditions of early Romanticism (E Schubert, C. M. von Weber, . Field,
Polish authors K. Kurpinski, J. Elsner, et al.) but also musical thinking and piano

techniques of ]. S. Bach, W. A. Mozart, L. van Beethoven. These traditions coexist

with the Romantic tradition of national identity (folklore) which is inherent to

early Polish Romanticism and with the influence of “brilliant - sparkling” style

and that of opera bel canto. Referring to Guido Adler’s system, the concentrated

model of Chopin’s musical stylistics has been formed in this work.

2.3. General trends of Ciurlionis’ individual style

2.3.1. Holistic ideas. The features of artistic intellect

Ciurlionis’ creative output for piano is related with all his musical compositions
and with non-musical fields of creation (art and literature, photography and
critics), as well as with spiritual nature of a creator-genius which is difficult
to describe. These relations may be vital parallels in time or emerge later, or
they can be left unidentified and undetermined. It is unambiguously stated in
Ciurlionis’ article “About music” (1910): “Our credo is our oldest songs and
music of our future. And then the truth will not be painful to us, told to our
face, we will go saving each other and will always remember that one aim of
the Lithuanian composer is Lithuanian music” (Ciurlionis, 2013, 80). This
idea being central in Ciurlionis’ works is revealed by his very first remain-
ing pieces that are composed almost fifteen years before (in 1896) the artist’s
clearly formulated idea and the creator’s position. This approves short preludes
(VL 106-109), being obviously “obedient” to a Romantic and contrapuntal
tradition and representing individual intonations of folk songs, and canons
(VL 110-118) for piano. Being fostered by Ciurlionis, art parallels could be
represented by pieces under the theme of the sea: in 1908 a cycle of small
landscapes was created for piano “The Sea” (named as “Marés” by Ciurlionis)
and in 1908-1909 a cycle of four parts was painted “Sonata of the Sea”. The
phenomena uncovering inward boundaries of art ideas transfuse all layers of
Ciurlionis’ creative works and allow one to look at his heritage from the vari-
ous analytical perspectives. It is thus obvious that Ciurlionis’ art is united by
common spirit, one artistic intellect.
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2.3.2. The sources of creative works. The areas of primary influence

Every artist’s impulses and inspiration are determined not only by their per-
sonality traits, artistic intellect (artistic will and spiritual origin) but also by
their period of time, personal experience, life circumstances conditioned by
destiny. We can recognise Ciurlionis’ proclivity towards beauty and art that
was already displayed in his domestic surroundings, and even some concrete
themes and ideas in all his planes of creative works: art, music and literature.
Ciurlionis’ openness, susceptibility and sensitivity to the beauty of nature, to
spiritual manifestations of folk art play an important role determining the
artist’s relationship with cultural environment. One must treat all the music
that was being played in his environment as the third source of Ciurlionis’
creations alongside Lithuanian folk songs and his improvisations. Speaking
of a supporting function of style at the very beginning of the artist’s creative
way, M. Mikhailov states that a point of departure for a young composer is
already existing stylistic systems. A creative will of a composer is unequivo-
cally restricted by topical development of art, not to mention its dependency
on general historical factors (Muxaitnos, 1981, 184-185).

3. THE CONSTANTS OF E. CHOPIN’S MUSICAL LANGUAGE

3.1. Melodics

Melodics is acknowledged as the most significant element of Chopin’s music;
a very peculiar and individual treatment of melodics permits identifying its
author by several bars, sometimes - by several motives. “Chopin is one of
the most ingenious melodists that history has ever known,” stated Leo Mazel
(Masens, 2008, 189). Mieczystaw Tomaszewski describes one of the most
original characteristics of Chopin’s melodics as free from rules but being able
not to ignore them (Tomaszewski, 1999, 92). According to Jozef M. Chominski,
it is exactly in the sphere of musical language where Chopin made his biggest
discoveries — a new type of melodics (Chominski, 1980, 159). The ability to
master expressions, dynamics, flexibility and intonation infusions of Chopin’s
melodics is one of the most complex tasks, requiring a lot of study, artistic
stamina, perseverance, knowledge and intuition that pianists will have to deal
with while performing the composer’s music.

3.2. The level of tonal sphere

The foundation of Frédéric Chopin’s music is a traditional major-minor system
which the composer extends in his own way by using creatively the various
modes (Lydian, Aeolian, Phrygian and some other ecclesiastical) and their
modalisms (Y. N. Kholopov’s concept). In this manner his opuses are coloured
by specific horizontal or vertical displacements that are sometimes difficult to
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recognise. In Chopin’s compositions there prevails heptatonic diatonics. Their
natural structure mostly emerges in places marked with lyricism, in secondary
themes, in Trio parts, in couplets where the supplementary composer’s refer-
ences sostenuto, dolce, cantabile, piu lento dominate and the states of reflection,
tranquillity or relaxation are created. In this way all creative works by Chopin
are organised on the basis of diatonics. Gradually and/or synchronically, the
composer coagulates diatonics in a chromatic manner, rarely does he dechro-
matise it (Tomaszewski, 1999, 95).

3.3. Metrorythmics, agogics

The sense of metre and its formal factual expression in Chopin’s music are

always being sought for. However, the composer’s style is marked by minor
deviations for a certain time, when the metre looses the essential influence of
time management. A particular style of Chopin is registered by a recognisable

constant “game” balancing between metric pulses and, as often as not, oncom-
ing motive-related rhythmic movement. A striking phenomenon of Chopin’s

polymetrics is also associated with partial independence (from metrics) of
rhythmics; it is recognised when listening attentively to the movement of
separate textural layers in time. Sometimes, bass or accompaniment is grouped

in one metre (e.g. a three quarter), while melodic displacement - in another
(e.g. a two quarter). At the same time there can also exist the third parameter,
when a musical narrative endowed with a fast movement is organised by us-
ing an additional (unwritten and unmarked by the composer) metre (e.g. two

seconds). Synchronicity of several metres, musical unity as well as a “discordant”
irregular rhythm sounding altogether creates an impression of four perform-
ers and refined abundance. The basis of the rhythmics of Chopins music is

constituted by integrated rhythmical complexes of dance, song and march, as

well as by rhythms of toccata character and instrumental nature. In the process

of a musical narrative they alter or replace each other. One of the most crucial

agogical peculiarities is a rubato phenomenon. Its roots lie in the folk music,
in an ancient tradition of vocal music, in improvisations of cadences of the

Baroque and the Classical period as well as in bel canto singing manner.

3.4. Harmony

Jozet M. Chominski, a profound researcher and appraiser of Chopin’s crea-
tive works, in his monograph (1980) states that it was Chopin’s harmony that
exerted a great influence upon other generations of European composers.
Every single piece discloses Chopins compositional intuition and a pianist’s
perceptiveness. His harmony is nothing but interplay of consistent thoughts
supported by functional and tonal structures, as well as the result of inspired
improvisations. The categories of functional thinking in Chopin’s works rested
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on the basso continuo, or Generalbass, tradition (K. A. Simon, J. D. Heinichen,
J. Ph. Kirnberger), while a frequent application of folk tones and modal melodies
reflect an influence of Polish folklore music (Tomaszewski, 1999, 95).

Being a pianist endowed with great artistic improvisational skills, the

composer felt, heard and knew very well the potential of harmony of various
accords, i.e. which of them “sound good” and “lie smooth under the fingers”
An incredibly wide scale of Chopin’s harmonious language is from clear
“clean” diatonics to intensive chromatics. Using a relatively small quantity of
fundamental accords, Chopin was capable of creating infinite forms of their
realisation — from the simplest to the most complex ones. A prevailing variant
fluctuation of harmony (especially refined in later nocturnes, Berceuse, Bar-
carolle) becomes a sensitive instrument of lyric expression. One can recognise
dissonances in Chopin’s works; due to their functional dependency, these dis-
sonances can be described as secondary events of harmony. Due to Chopin’s
non-conventional attitude towards dissonances, his pieces were criticised by
contemporaries in Germany and England. People were not prepared to toler-
ate those features of the harmonic language which later had to become one of
the essential elements of style in Claude Debussy’s and Maurice Ravel’s music.
Diatonics and chromatics in Chopin’s works become dynamic categories of
musical though. Ludwik Bronarski in his book “Chopin’s Harmony” (Warsaw,
1935) analyses and interprets the structure and particularities of accords used
by Chopin. Bronarski named as ‘Chopin’s accord’ the harmony clearly appear-
ing in exhibited places of a piece: D7 (or D9), whose fifth is transformed into
a sixth (a sixth sounds on the upper tone). Searching for artistic parallels in
the music of various composers, Chopin’s accord and the moments of its use
can become an accurate instrument in establishing possible influences and the
relations of creative contact.

4. THE FEATURES OF MUSICAL LANGUAGE USED
IN M. K. CIURLIONIS’ PIECES FOR PIANO

4.1. Melodics

From the standpoint of melodics, Ciurlionis’ early works were more neutral -
romantic, assuming more features common to Chopin’s music and echoed cer-
tain stereotypes of written genres, while Lithuanian intonations were expressed
not so expansively. A parameter of melodics encodes in itself a considerable
potential of intonation in folk music, while every composer consciously or
subconsciously extracts intervals from it, intonation displacements and other
melodic formations which best correspond to his individuality and creative
position. When a composer interprets freely melodic and metrorhythmic as
well as tonal spheres, unique realms of sounds are created.
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4.2. Harmony

The sense of the Romantic harmony and style is already conspicuous in the first
preludes created by Ciurionis in 1896. Yet, in the creative process Ciurlionis
selected polyphony not harmony as the primary means of expression. The
feature of his style inherent to both art and music is “thin lines not large
dabs” (Venckus, 1977, 170). Ciurlionis’ thirteen years of creation (1896-1909)
evidence a very rapid transformation of musical language. The horizontal is
particularly developed through this short creative path. Although the prin-
ciples of vertical structures underwent minor changes, the relations between
accords varied. The intonation-related material of voices became the factor of
organising the harmony used by the composer in later pieces; the further it
went the more this material was viewed from the standpoint of a modernist-
constructivist. It is worthwhile mentioning that Ciurlionis was keen more on
ostinato horizontal displacements (a melodic curve, rhythmic figure) rather
than on the ostinato way of enunciating harmony, which is more characteristic
of Chopin’s compositions.

4.3. Tonalities and modes

All twenty four tonalities had already been “tried” by Ciurlionis until 1901. The

Mazurka G-flat major (VL 193) was written in Druskininkai in 1901 before

studying at the Leipzig Conservatory. Referring to the number of piano pieces,
minors overtake — there are eighty seven, majors — seventy five. However, a
variety of tonalities outweighs towards the majors’ side: thirteen major and
eleven minor tonalities. In summarising one should state that differences are

not drastic; it would testify the composer’s balance in the selection of tonali-
ties and a subtle tendency towards minor colouring. A special “enlightenment”
of sound Chopin uses as an enharmonic change of homonymous tonalities;

in this aspect the treatment of C-sharp minor and D-flat major tonalities is

exceptional and mostly used. It is apparent that M. K. Ciurlionis might have

noticed or heard this peculiarity of Chopin’s music as in Ciurlionis’s Nocturne

in C-sharp minor (VL 183, 1901) one can observe juxtaposition of exactly these

tonalities (the middle part of the nocturne is presented in D-flat major). The

fact of “enlightenment” in Ciurlionis’ music is also acknowledged by Venckus

speaking of culminations wherein it is moved to a “new tonality from the side

of sharps. Such culmination is inherent to all periods of his creative process”
(Venckus, 1977, 177). Ciurlionis’ attention to the diatonic modes is seen in his

relatively early period. These are Aeolian, Lydian and pentatonic colours which

can be associated with the influence of folklore. Later the composer takes a

lovely interest in the Phrygian mode. Ciurlionis’ compositional aspect getting

more modernised is marked by artificial modes.
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4.4. Rhythmics

Describing the monotony of rhythm in Lithuanian folk songs (Ciurlionis,
2013, 69), Ciurlionis in one sentence recites one after another three different
dimensions of the world: nature (“an eternal motion of the sea waves”), God
(“a religious longing”) and man (“earthly sadness”). In another sentence the
composer names the impact of this triad on the listener: they “assuage and
vibrate the most tender strings in his soul”. Ciurlionis’ thoughts allow one to
presume that following the spirit of Lithuanian songs (which he knew very
well since his childhood) in his creative works he might have sought to create
similar multidimensional spaces. It is obvious that the composer appreciated a
lot and understood very well the powers and influence of rhythmics in music,
and therefore these powers in his compositions cannot have been accidental
or of little value. It is necessary to mention that Ciurlionis’ cited words commit
one to search in his music for traces of Lithuanian folk songs, their intonation
rhythmic formulae or for the above-mentioned “beauty of monotony, serious-
ness and a profound mysterious nature”. One can, on the other hand, observe
in Ciurlionis’ works other influences in the spheres of music language. In the
domain of rhythmics, the influence of rhythmic models of concrete genres
(mazurka, nocturne, march or waltz) can best be recognised in the first period
of the composer’s creative process.

5. MAPPING OF F. CHOPIN’S INFLUENCE
IN M. K. CIURLIONIS’ PIECES FOR PIANO

5.1. National creative works

One of the most apparent parallels (related to the feature of Romanticism
aesthetics) of Chopin’s and Ciurlionis’ works is a relationship with their folk
creations. Presented in this research paper, the parallels between Ciurlionis’
works and Lithuanian folk songs written down by Ciurlionis himself allow
one to assume that at the very beginning of his creative path he consciously or
subconsciously was searching, recreating and recording the intonations being
inherent to Lithuanian folk songs. In this respect, Chopin’s and Ciurlionis’ music
parallels are evident. One should put forward the differences: Chopin’s way is
extremely consistent; the relationship with folklore influences is differentiat-
ing, generating the creator’s originality at the level of Romanticism. Ciurlionis’
way is “lightning’, the relationship with folklore synthesises new conceptions.
Preserving an intonation cell of folk music as an implication, he presents it as
an unaltered sign creating original meanings. It is necessary to draw our atten-
tion to the fact that the relationship with folk music creations comes into being
in Chopin’s and Ciurlionis’ art at the beginning of their creative biographies,
early period of creative works.
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5.2. Coincidences of music genres: waltzes, nocturnes, polonaises,
mazurkas, preludes

Having systematically overviewed Chopin’s and Ciurlionis’ genres of creation,
one can recognise manifestations of centre—periphery opposition at the genre
level. Evaluating the intensity of individual style expression as well as the genres
performing the function of creative laboratory, in this respect one must say that
the main genres of Chopin’s works in Ciurlionis’ compositions become peripheral
and conversely (this tendency is reflected in Scheme 5). In Ciurlionis’ works,
the mentioned peripheral genres do not signify a mature “blooming’ genre; on
the other hand, they are not dramatically changed or mutated genres. On the
contrary, they are consistent with primary - formal external and internal fea-
tures of the genre; they are to be related to the tradition by details. Along with
the first Ciurlionis’ canons, fugues and a couple of mazurkas (VL 119, VL 143,
1897) there emerges Waltz-Dedication in B-flat minor, VL 144 - a rich piece
with, perhaps, the clearest musical relations with Chopin. Many equivalents of
genre and that of musical language in Ciurlionis’ early works for piano exhibit
the signs of the musical language of the Romantic tradition and fairly concrete
reflections of the details of Chopin’s works. These are paradigmatic features of
nocturne genre: the springs of vivid melody, prevailing homophonic relations,
romantic intonations, a poetic content, a differentiated texture, a “smooth”
colouring of sound. The mentioned complexes of expressive means are identi-
fied and displayed episodically and in various intensity not only in Ciurlionis’
Nocturnes in C-sharp minor, VL 183, and F-sharp minor, VL 178, but also in
his Prelude in B-flat minor, VL 169, Prelude in B major, VL 186, Prelude in
F minor, VL 197. These pieces altogether represent a starting point of Ciurlionis’
individual music style: a tendency to the left hand accompaniment transforma-
tion into an independent counterpoint, to the dissemination of contrapuntal
parts in the whole texture, to the full-bodied sound of an instrument, to the
harmonic curves inherent to Ciurlionis, as well as to the duplication of intervals
of melodic lines by octave.

5.3. The elements of various genres in Ciurlionis’ works

The influence of the various genres created by Chopin is mostly expressed in
the semantics of separate elements of Ciurlionis’ early creations for piano: the
Funeral March (Prelude in B minor, VL 182a, Prelude in A minor, VL 188), the
Impromptu (Prelude in F-sharp minor, VL 185, Impromptu in F-sharp minor,
VL 181), Pastorale (Prelude in B-flat minor, VL 270), Etude (Prelude in B-flat
minor, VL 269), and others. Speaking of a musical piece from the standpoint
ofits origin, Ciurlionis’ conceptions are encoded and the elements of a musical
canon as well as the musical traditions of Western Europe are adapted in their
own way. The said elements interweave seamlessly with the Lithuanian folk
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songs’ elements that are integrated in Ciurlionis’ music. The Baroque tradition
(J. S. Bach) and its continuity in the works by L. van Beethoven, F. Chopin,
R. Schumann, P. Tchaikovsky, R. Strauss would show up in a spectrum of the
composer’s stylistic parallels. However, Ciurlionis read every genre element in
his own way, thus it is getting more complicated to envisage these elements in
his works. They sort of loose connection with the concrete composer’s works
and become signs of an integral individual style of Ciurlionis’ music.

5.4. The points of musical language contiguity

Referring to the examples of Chopin’s and Ciurlionis’ music for piano, the
research presents the parallels of interconnectedness between the following
aspects of compositional language: a bass pedal (organ pedal), the monotony
of rhythm and intonation, the ostinato principle, melodic intonations, inter-
vals and chromaticisms. Propinquity of the textural solutions to Chopin’s
and Ciurlionis’ early works was conditioned in this artistic research by the
musical language elements, parallels of genre details and cultural influences
which are characteristic of many young composers. One must mention a
universality of Chopin’s musical pattern, i.e. compositional ways and their
“openness” in absorbing traditions and being favourable to express original
musical ideas.

5.5. Chopin’s accord

Discussing the examples of Chopin’s accord in Ciurlionis’ works for piano, one

must draw attention to when these pieces were created - the music of exception-
ally early period. Actually, Chopin’s 11 accords are found in Ciurlionis’ Sonata

for piano VL 155 (1898) which was composed by following neo-Romantic

traditions when he was still studying at the Institute of Music in Warsaw.
Here Chopin’s accords recur as often as not; they are quite broadly and clearly
presented (here a sixth twangs in the upper voice like in Chopin’s accord).
Not rarely is D7 formed by the detained sixth beneath the upper voice in a

melody - an accord formulated in this way becomes more temperate, looses its

tension and softens. Other Ciurlionis’ pieces associated with Chopin’s accord

are mentioned in the previous chapters while analysing the details related to

the genres and musical language elements and exploring the elements of har-
mony and texture. In Ciurlionis’ works these are: Nocturne in C-sharp minor
(VL 183), Waltz-Dedication (VL 144), Mazurka (VL 119), Mazurka (VL 222),
Mazurka (VL 193), Polonaise in A major (VL 173), and others. Although

they have enough examples of Chopin’s accord, one must notice that the very
number of pieces is not big. Ciurlionis is unlikely to have consciously selected

Chopin’s accord as a particular “tool” of harmony. It is more understood by
ear as an integral element of Chopins style. In this respect a conscious tracing
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is not recognizable, rather it is believed that it was an unconscious recurrence
created under favourable musical conditions, or even a coincidence.

5.6. A presentment of the future. Chopin’s Prelude in B-flat major,

Op. 28 No. 21, and Ciurlionis’ music

In the same way as we treat Ciurlionis’ Waltz-Dedication in B-flat minor
(VL 144, 1897-1899?) as a piece reflecting Chopin’s influence, we could
conditionally regard Chopin’s Prelude in B-flat major, Op. 28 No. 21 as one
possessing Ciurlionis’ features. Surprisingly, this piece by Chopin accumulates
a fair amount of the musical language elements, absorbed and later used by
Ciurlionis in his own way:

- therelationship between melody and quite complicated (the motives of dia-
tonic sound sequences in the upper voice and chromatic sound sequences
in the lower voice run simultaneously in the left-hand part) accompaniment
which later lead Ciurlionis to polyphony and constructive thinking;

- chromaticisms, being abstemiously but constantly heard in Chopin’s
Prelude, — widely spread in Ciurlionis’ works (as discussed in the previ-
ous parts of the thesis);

- the spread of the third interval, which later is often found in the Lithua-
nian composer’s works; however, décima becomes his harmony-related
interval sign - a third’s “relative”;

- unexpected juxtapositions of tonalities (echo the trends of harmony of
the later Romanticism);

- the movement of hemiolas;

- musical materials and duplication of layers (in this respect in the culmi-
nation);

- the movement of identical interval ostinato motive: ostinato will later
become a paradigmatic feature of Ciurlionis’ musical language.

5.7. The signs of Chopin’s music in Ciurlionis’ works for piano after the
year of 1904

In its musical expression and sound, the music of Ciurlionis’ opuses being
analysed represents the late Romanticism departure that steps much further
with the help of the signs of constructive thinking residing in it. However, a
very dimensional, thoughtful and emotional piece, i.e. Variations for piano on
the theme “Sefaa Esec” (VL 258, 1904) that emerged in the period of creative
transformations, also reflects several details inherent to Chopin’s Romantic
style. In the first measures an intense melody moving in unison and, filled
with chromaticisms in the sixth variation, resembles receptively to the Polish
composer’s Prelude in E-flat minor, Op. 28 No. 14, and Finale of his Sonata No. 2
in B-flat minor, Op. 35. The unison present in these pieces creates a melodic
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line of a particular concentration and precipitation which is like an idea that

runs throughout the whole piece up to the last accords. In nineteenth-century

music it was quite a daring idea and any reflection of it in other authors” works is

intonationally associated with Chopin’s style. In the context of Variations there

is one more musical image being very often used by the Romantic composers -
a model of an excited dialogue developing in a peculiar “motion”. In Chopin’s

music it is especially expressive in the Prelude in G minor, Op. 28 No. 22.
The ostinato movement of the whole texture — a compositional way “stirring”
contemporaneously the whole piano texture; this way is particularly intrinsic

to all Chopin’s works for piano and can also be found in his études, concertos,
sonatas, scherzos and other pieces. Such compositional way of virtuosically
interpreting the piano texture in Ciurlionis’ works is observed not in his early

creative period wherein one can mostly hear seamless realisations (various

occurrences of creative contact) of homophonic Chopin’s style and musical

language, but from the year 1904 - a turning point in creative life. The author

of the research found only five such examples in all published piano works by

Ciurlionis: VL 261 (1904), VL 266 (1905), VL 269 (1905), VL 296 (1906) and

VL 309 (1907).

CONCLUSIONS

In Mikalojus Konstantinas Ciurlionis’ works for piano there dominate opuses
with the Romantic content, yet their compositional ideas cross the threshold
of Romanticism - along with a linear thinking and very condensed (often
intermitted as if unfinished) presentation of the material in time, one can also
recognise the signs of modernistic thinking. These are artificial modes, series
or microseries, basic structures and their conceptual transpositions, the overall
principle of ostinato, cryptographies, and the elements of Secession in music.
Regardless of these aspects articulated in Ciurlionis’ works for piano, his music
sounds in a harmonious and romantic manner; it is filled with intonations
of Lithuanian folk songs, as well as with pastoral, idyllic, dramatic and other
characteristics being close to the epoch of Romanticism.

As the research has shown Frédéric Chopin’s influence on Ciurlionis’ music
is fragmentary: several aspects related to Chopin’s music vocabulary are mostly
recognised in Ciurlionis’ early works. From the year 1904 their number and
intensity dramatically changes. Some features of musical language (an allocation
of nocturne, mazurka, transparent textures in a broader texture, and others)
completely disappear, while others (monotonous intonations and rhythmic
figures, chromaticisms, “filling” the piano texture) assume original forms and
new compositional functions, almost unrecognisably integrating themselves
into the lexis of Ciurlionis’ musical language.
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Addressing the aims and tasks set in the research, the author of the research
has arrived at these conclusions:

1. Common cultural aspects of Chopin and Ciurlionis encompass a wide
spectrum of subthemes. Some have highlighted close parallels drawn between
their personalities, their creative impulses, adorations and way of life, whereas
others have revealed contrasts. In this research paper the parallels and their
intrinsic congeniality are determined by the Romantic attitude and national
self-consciousness, relations with family, spiritual values and moral norms,
as well as by a fundamental relationship with folk art. Historical contrasts
and cultural discrepancies were demonstrated by cultural milieus wherein
Ciurlionis and Chopin grew up and by a broad spectrum of their artistic ca-
pabilities which found their vivid expression in miscellaneous creative works
of Ciurlionis: music, painting, literature, photography. Chopin’s and Ciurlionis’
recognition accompanying their lives showed integral Polish and Lithuanian
cultural moments, unifying Chopin and Ciurlionis. Subparts in which com-
mon tendencies of both composers’ styles are systematically described become
self-drawn conclusions.

2. Part 2 and Part 3 present the most important information, accumulated
from different sources and systematised, about the signs of recognising Chopin’s
and Ciurlionis’ music; this information encourages the author of the research
to enunciate more concisely and develop many aspects by using theses. In this
work the following fundamental planes, helping one disclose creative contacts
in Ciurlionis’ music, of musical language were chosen: melodics, rhythmics,
harmony and the level of intonation sphere.

3. Having briefly discussed the essence of receptive phenomena, we have
presented four theories, helping to analyse the mentioned phenomena and
interpreting creative relations in music: these are the theories of reception,
intertextuality and influence (H. Bloom’s “The Anxiety of Influence”), and that
of musical canon. The aspects unifying these theories were distinguished - the
research focuses not only on one compositional unique, but at least on two
and on their contiguity, as well as on its result; a related discourse of creative
contact, echoing the direction of all four theories. Since these theories are
applied in exploring the various forms of art interconnectedness, the author
of the research treats them as theories supplementing each other, having crea-
tive contacts and methodological approaches. It is highlighted in the research
that the conception of creative contact is like a common denominator being
capable of encompassing the phenomena of four discussed theories and the
capacities of their content. The introduction of this common denominator
enabled the author of the research paper to more freely apply the research
instruments and concepts, to select a more precise term supplementing and
broadening the theory.
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4. Chopin reception is concisely described and systematically presented in
other composers’ music. There is a lot of research conducted on this theme;
the research explores a creative interrelationship between Chopin and other
composers on various depths and by using different methodologies. The Polish
composer’s reception is named by the conceptions of various theories. The
mentioned research is on different forms of Chopin’s influence: on individual
composers G. Fauré (W. Landowska, 1946), J. Brahms (W. Siegmund-Schultze,
1960), M. Reger (P. Andraschke), on A. Liadov and A. Skriabin (Z. Lissa, 1966),
on J. Gruodis and V. Bartulis in Lithuanian musicology (G. Daunoraviciené,
2010), et al. The research into music pays attention to Chopin’s reception in
the generations of composers (Polish, Russian, French, English, and the rest)
from various countries.

5. To generalise Chopin’s compositional reception phenomenon that
has lasted for almost two centuries is difficult. It requires a comprehensive
scientific study, a profound understanding of innumerable documents and
music being performed for thousands of hours. Since Polish musicologist
M. Tomaszewski conducted this colossal work (1999), the author of the research
often has referred to his study and presented its most prominent part in the
form of summaries. Some of Tomaszewski’s insights can be supplemented, or
even may reasonably be corrected. This work represents the systematisation
model of compositional reception (creative contact) that may become a sup-
porting one in investigating analogous occurrences of other composers’ creative
contact or reception.

6. In the present study, Ciurlionis’ works for piano that echo the signs of
Chopin’s music are selected and their exhaustive aspect-related research has
been carried out while applying comparative, structural and complex methods.
An apparent relationship between concrete Chopin’s and Ciurlionis’ pieces has
been disclosed and motivated. The complexes of Chopin’s signs highlighted in
Ciurlionis early works for piano have been established, i.e. congruous cases
related to metrorhythmics, intervals, melodic intonations, the accompaniment
and melody relationship, the ostinato element application, and genre treatment.
In this regard the most striking “Chopinian” pieces of Ciurlionis are named:

“Waltz-Dedication” in B-flat minor (VL 144), Nocturne in C-sharp minor
(VL 183), Prelude in B minor (VL 182a), Sonata for piano in F major (VL 155),
Polonaise in A major (VL 173), Piece in A major (VL 246), Mazurka in B minor
(VL 234), Mazurka in G-flat major (VL 193), Mazurka in E-flat minor (VL 222),
Mazurka - a musical moment (VL 180a), Nocturne in F-sharp minor (VL 178),
Prelude in F minor (VL 197), Mazurka in B-flat minor (VL 119), Prelude in
F-sharp minor (VL 181).

7. Chopin’s and Ciurlionis’ creative parallels and influences disclosed can be
named by various marks of the nature of influence and process. Unconsciously
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but tangibly realised moments of Ciurlionis’ becoming a creative personality
are directly associated with Chopin’s works, e.g. the clinamen phenomenon
is recognised in Ciurlionis’ Nocturne in F-sharp minor, Prelude in B minor;
ascesis — the realised purification from Chopin’s influence is apparent (the most
striking one is Ciurlionis’ Fugue in B-flat minor, VL 345).

8. We will notice that Chopin’s thirds/tenths, their abundance and versatil-
ity are connected with M. K. Ciurlionis’ thirds in his nocturnes wherein they
assume different original semantics inherent to Ciurlionis. The Lithuanian
composer uses the third in the Nocturne in C-sharp minor (VL 183) which
echoes alogical consistent and organic scale of the paradigms of Chopin’s noc-
turnes; however, in non-ornamented textures these interval signs communicate
anew meaning. One has to note that even in his early creative works Ciurlionis’
interval - the tenth (a reminiscence of Chopin’s third above the octave) - per-
meates the two nocturnes. Condensed, very dynamic, multidimensional and
emotional moods of Chopin do not find their repercussions in the mentioned
Ciurlionis’ pieces. In this music more natural, emotionally restrained and dy-
namic states of thoughtfulness are characteristic of the Lithuanian composer.
This is a specific state of creative contact of the clinamen’s nature - a “false”
message of the pioneering idea.

9. The fact of creative contact in Ciurlionis’ music is also related with the
cultural milieu of the nineteenth-twentieth century interface in Warsaw, as
well as with universality of the Polish composer’s poetics, musical language
and genres that created a favourable environment for Ciurlionis to search for
his individual - unique musical language. The reflections of Chopin’s music
in Ciurlionis’ pieces can be named referring to M. Tomaszewski’s concept
echoing a discourse of creative contact - reminiscences - as if unconsciously
permeated music of the past times.

The conducted artistic research has not exhausted all the material and urgent
issues dealing with the work’s topicality. It can be supplemented, concretised,
variously presented and interpreted. The topicality of Chopin’s and Ciurlionis’
creative parallels can be extended by developing them into aesthetic, philo-
sophical, historical and other cultural or musical dimensions. One is to expect
scientific works and investigations to be carried out into possible influences and
creative parallels of ]. S. Bach, L. van Beethoven, R. Schumann, and others.
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