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Transformation of Resources in Creative Process:
Homage to Fryderyk in Onuté Narbutaité's Aufumn Rifornello

In 1999, Onute Narbutaité was commissioned by the Vilnius Festival to write a chamber piece
for violin, viola, cello, and piano, which was eventually given a double title — Autumn Ritornello.
Hommage a Fryderyk. On June 20 of the same year, the work had its world premiere at the
National Philharmonic Hall in Vilnius performed by Vadim Repin, Yuri Bashmet, David Geringas,
and Miuza Rubackyte.

This paper examines what kind of homage to Chopin Narbutaité creates in her Autumn
Ritornello. Hommage a Fryderyk, and how this is made by using borrowed material from a number
of Chopin's works. The composer herself lends a helping hand by providing exhaustive notes for
the piece: "This work, referring to Chopin's year, also extends the calendar of my musical touches:
Chopin's autumn finds place between Mozart's summer (Mozartsommer 1991) and Schubert's
winter (Winterserenade). These touches are not as light as they might appear from a detached
view. The interesting and tempting play is always followed by a painful reflection and inevitably
leads to Heraclitus' riverside. As one watches its ever-changing stream, imitation seems fruitless,
juxtaposition senseless, while the distant autumn — Chopin died in October of 1849 — does not
seem to request for any markedly ironic dissociation. I try to model my own musical gestures,
which are nevertheless based on Chopin's details in melody, rhythm, harmony, texture, and
determined by his spiritual suasion. In the ritornello motifs that recur in each time modified form
listeners will hardly hear any precise quotations, yet they should feel Fryderyk's shadow passing
by. A good reason for this shadow to extend over this particular work written for the Vilnius
Festival is related to a broad gamut of romantic half-tones that appears to be quite fitting the
musicians that are going to perform it."

According to the Chopin scholar Mieczystaw Tomaszewski, the use of positive, expressive
semantics and Chopin's music-related idioms as if 'resurrect’ Chopin; and the authors of works
honouring Chopin are well aware of that.! They include the following idioms pianistic, folkloric,
lyrically nocturnal, nostalgic, narrative-balladic, and dramatically heroic.”> Due to multifarious
nature of Narbutaité's piece, it would be difficult to concentrate on any single idiom. They interact
getting closer to one or another, creating the homage to Chopin and at the same time keeping
distance with the extraneous material.

Autumn ritornello... is based on variant repetition of the three episodes. Presented below is
the letter diagram of this work (the second row shows pages of the score?):

A (pf, rubato) B (strings, Vivo) C (tutti, Largo)... A, .. -B,.. C .. A,.. C,.. ~-B,.. C
1 5 8 11 15 16 20 2229 36

Episode A is written for piano solo (indicated as pf). The piano timbre and Chopin's vocabu-
lary (the aggregate of ‘words' characteristic of him) most distinctively opening in this section
signify the pianistic idiom of composer's music that is first of all related to timbre and also the
texture. Episode A is undoubtedly perceived as a Hommage a Fryderyk, and it also appears to be
the surface of a hommage, while the more profound side is going to reveal itself later. Now we can
easily recognize the composer who inspired Narbutaité. While turning over the pages of the score
we realize that the initial piano scale (Example 1a, score p. 1) came from Chopin's Waltz in C
sharp minor, Op. 64 No. 2 (Example 1b).

In episodes A and A, we hear quick runs and the 'dropping’ (Example 2a: p. 12) from the
Prelude in D flat major, Op. 28 No. 15 (Example 2b).

Other motifs (Example 3b) from the Waltz in D flat major Op. 64 No. 1, dedicated to Delfina
Potocka, resembling Igor Stravinsky's variation of ostinato motifs and phases, are also woven into
the turbulent movement of episodes A and A, (Example 3a: p. 2; also 7a: p. 21), resembling the
texture of Narbutaité's Climber for two pianos.
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In episodes A and A, used as a leitmotif, the melodic turn used also in episode B (Example 4a:
p. 29) is coming from the Nocturne in C minor, Op. 48 No. 1 (Example 4b), as well as other salient
thematic unit (Example 5b) (Lento rubato, Example 5a: p. 14). The rhythmic values of the latter
are extended (augmented) and the harmonic vertical is given an added melodic figuration. Al-
though Narbutaite renders the above-mentioned Chopin's texture in diminished rhythmic values,
the latter is augmented. This way its expressive semantics — nocturnal idiom - is accentuated.
Narbutaite makes the romantic reverie even more distinct in the following sections.

The end of episodes A and A, (Example 6a: p. 5, also pp. 7, 22) is reminiscent of the first
Ballade in G minor, Op. 23 (Example 6b), the passage of which would naturally weave in the
texture of Narbutaité's Climber. An impetuous unit becomes the leitmotif for episodes A and A,
(Example 7a: p. 21; see also Example 3a and Example 4a). Its model can be found in the Etude in
E major, Op. 10 No. 3 (Example 7b), which appears to be opposed to the first dreamy leitmotif
(Example 4a). This second leitmotif — or, more specifically, its metrorhythmic variant with rhyth-
mic augmentation and displacement of metric accents — serve as a basis for the piano part in the
energetic episode B,.

While varying the same material, the piano episodes in section A get shorter until they vanish
completely. Fragments repeated in section A, do not recur in section A , with the exception of
several archetypically Chopinian melodic turns and the leitmotifs discussed above (Examples 4a
and 7a).

To sum up the musical fragments from Chopin used by Narbutaité in sections A, A1v and A2
we see that they represent different phases of creative path® of the composer described by
Tomaszewski as post-romanticism in spe (Waltz in C sharp minor, Op. 64 No. 2, and Waltz
in D flat major, Op. 64 No. 1, dedicated to Delfina Potocka); dynamic romanticism (Prelude in
D flat major, Op. 28 No. 15); and pre-romanticism (the first Ballade in G minor, Op. 23, and Etude
in E major, Op. 10 No. 3).

Irrespective of the selected source — be it a waltz, a prelude, a ballade, or an etude, — these
fragments of Chopin's music are transformed into a passage movement of very short rhythmic
values; they sound brilliant as etudes and definitely reflect Chopin's expressive pianistic semantic
idiom (Examples la, 2a, 3a, 6a, 7a); the texture of the Etude E major, Op. 10 No. 3 is more freely
developed with the introduction of an instrumental ensemble (Examples 8a and 8b). As a fragment
plaited into the work of other composer (of Narbutaité, in this particular case), the pianistic idiom
resonates in a number of different ways. Most often there is a balancing on the verge of reminis-
cence and allusion as well as allusion and quotation.

According to Tomaszewski, a reminiscence, which is subconscious and often perceived as
such in the work of Narbutaite, still reconstructs very precisely Chopin's melodic and, sometimes,
harmonic writing. This brings it closer to the allusion. However, the short duration of the fragment
which displays the choice of embellishing, passing notes, and introductory, evolutionary, rather
than expositional (beginning of the theme) type of material returns a shade of the 'subconscious’
to such music. Moreover, a profound sensitivity to and interiorization of Chopin's music is closer
to the reminiscence.

The "phase of reflecting romanticism" in Chopin's works acquires exceptional significance
already in section A, because the text contains several fragments of the Nocturne in C minor,
Op. 48 No. 1 (Examples 4a, 5a). Reflection becomes more distinct as the work develops.

The invariant of Chopin's style, based on his early nocturnes, can be also traced in Schu-
mann's Carnaval, while his lyric nocturnal idiom is evident in Franz Liszt's Liebestrdume. In
Narbutaite's work, this idiom is applied in a refined manner, keeping the distance between the
borrowed and the original text. Chopin's passage seems to be spaced out using the principles of
nocturnal texture — the melody (legato cantabile) is accompanied by sparse supporting notes
(cf. Examples 5a and 5b). It seems nearly a quotation, but it is still an allusion. Thus a fragment of
particular work is reformed and developed. And it is difficult to say which of the methods propo-
sed by Tomaszewski is deployed — transcription, arrangement, vocalization, variation, paraphrase,
fantasia, or metamorphosis.” In transcription, arrangement, or paraphrase, the authorship is so-
mewhat depreciated. This, incidentally, was aptly noted by one German critic who, failing to find
exact genre definition of Narbutaite's Winterserenade, called it a paraphrase and admitted to have
thus “abased"® the work.
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By the way, Chopin's lyric nocturnal image is not entirely new in Lithuanian music. For
example, Juozas Gruodis, in his ballet Jaraté and Kastytis, orchestrated his piano piece A la
Chopin (1920-1921) for the Adagio section of the Pas de deux. According to Gruodis' biographer
and researcher Algirdas Ambrazas, he did occasionally use elements characteristic of romantic
music and sometimes even employ pure stylisation.’

Turning back to Narbutaité's work, it can be noticed that when the chamber ensemble comes
to the foreground, it is not the pianistic or lyrically nocturnal idioms of Chopin's music that
prevail, but rather the nostalgic idiom, close to the earlier one, especially considering its occasio-
nal grounding on echoes of nocturnes (Examples 9a, 9b, 9¢). The ensemble episodes (i.e. those
without the piano solo) also abound with reminiscences, allusions and quotations, which, not
sounding in the piano part and being more expanded, are more difficult to identify as Chopinian.
The fragments of works created in different creative periods emerge here in different shape — from
ordinary motif to the metamorphosis, as in examples provided below.

In Piu mosso section of the episode B, (Example 8a: p. 32) a different motif replaces that of
the Etude in E major, Op. 10 No. 3 (pre-romantic phase; Example 8b). While the piano part of the
Largo episode (Example 9a: p. 45) displays augmented figurations from the Nocturne in D flat
major, Op. 27 No. 2 (phase of virtuoso brilliance; Example 9b) and quick runs from the Nocturne
in F sharp major, Op. 15 No. 2 (Example 9c). The piece ends (Example 10a: p. 47) with intonations
from the Prelude in F minor, Op. 28 No. 18 (phase of dynamic romanticism; Example 10b). In the
violin part (Example 1la: p. 44, also pp. 9, 18), a motif from the Nocturne in D flat major, Op. 27
No. 2, is heard (phase of virtuoso brilliance; Example 11b).

In string trio episode (Example 12a: p. 46) the main motif of the same Nocturne and its
harmony based on figurations (Example 12b) are rhythmically augmented and spaced apart; they
appear to freeze in suspense full of Chopin's presence. This shows perhaps the most perfect
synthesis of a model and an individual style, when the original 'source’' becomes unrecognisable.

The cello solo part (Example 13a: pp. 18, 19) consists of motifs from several Chopin's works:
Waltz in A flat major, Op. 64 No. 3 (Example 13b), and the fourth Ballade in F minor, Op. 52
(Example 13c; both examples illustrate the phase of reflecting romanticism).

The pianistic idiom resumes and reaches its climax at the end of the work, with the passage
from the Etude in C minor, Op. 10 No. 12 (the pre-romantic phase; Example 15).

The intertextual vocabulary that penetrates the text plays an important role in shaping the
semantic processes, and those of intertextual and interstylistic communication.®? The implications
of Chopin's text provoke discovery and verbalisation of not only the syntactical nature, but also
the semantic level of Narbutaité's music. In the opening sections of the work, Narbutaité presents
Chopin as a shining romantic and dreamer. We are listening to the music of sophisticated style.
According to the composer, Chopin's music fascinates her "with a combination of refined elegan-
ce, beauty and deep, simply and moderately expressed sadness. They do not contradict each
other."?

As a performer Chopin did not like and was afraid of the concert stage. The sparkling,
resplendent beauty of his music (that is also characteristic of the beginning of Narbutaite's work)
was nurtured by the aristocratic environment. Probably this is why we sometimes encounter a
narrow, 'salon’ interpretation of Chopin's music. Probably because of that the classic of the 20™
century music, Polish composer Witold Lutostawski, maintained: "a few people acknowledge all
that is contained in him [that is, in Chopin — A. Z.].”lo Superficial feelings, outer virtuosity,
posing and indulgence in gracefulness of external form (to name just a few features describing the
‘salon’ quality of his music) are after all inconsistent with Chopin's true nature. The graceful and
trimmed form of Chopin's works is always full of calm and feeling, and this not only agitates, but
sometimes even shocks the listener. Such shock might be experienced by listening to Narbutaite's
Largo from Autumn Ritornello... (see section C in the diagram).

Four sections of Largo reveal the essence of both Chopin's creation and Narbutaité's work.
Before Largo there is a contrasting episode B (Vivo) where the texture is written in triplets
characteristic of etudes, in 6/8 time, which is very characteristic of Chopin. Such musical fabric
also reminds an archetypically romantic Schubertian texture of Winterserenade by O. Narbutaite.
In the Autumn Ritornello..., however, such texture is scored for strings and tinged with dissonant
harmonies, which makes it sound more contemporary and is much harder to identify as Chopinian.
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The short Chopinian cadence from the Ballade in G minor, Op. 23, stops this process (pp. 7, 8) and
marks the beginning of the new section — the first Largo begins (B, Vivo; there is also a similar
cadence on p. 5; Example 6a).

Characteristically to the instrumental ritornello, the extent of four Largo episodes (C, C1v sz
and C,) increases and expands, as opposed to the diminishing sections A. All Largo episodes
create the image of emerging and eventually coming death, and reveal the painful and tragic
encounter of romantic Chopin with reality.

Such treatment is also encouraged by Narbutaité herself who said that Largo episodes were
inspired by the legend related to Chopin's last days when Delfina Potocka miraculously sang to the
dying composer. His death and dying vision form the emotional basis of Largo, while Chopin's
Prelude in A minor, Op. 28 No. 2, constitutes the source of musical material for Largo sections.
The prelude was created in the “phase of dynamic romanticism" — in the years of Chopin's creative
maturity. According to Tomaszewski, this is the style of pianistic prowess and extremely conden-
sed emotional energy'' — a description, which is commonly applied to Chopin's style as such.

The influence of Prelude in A minor, Op. 28 No. 2, can be felt the in the musical language of
Narbutaite: it makes no claim for virtuoso display and stands out for its extraordinary mysterious-
ness, lingering Tristan chords and dissonant harmonies, and a surprisingly modern sound, presa-
ging the music of the future. This is one of a few examples of Chopin's music that would illustrate
and corroborate the statements of Claude Debussy and Witold Lutostawski, maintaining that the
music of Chopin contained the seeds of Wagner's great harmonic discovery. It can be viewed as
an avant-garde piece of the time, introducing bold harmonic innovation, such as the quartal
intonation that became widespread in late romanticism. The rhythm of sustained dotted notes
brings about the associations with the funeral march from Sonata in B flat minor. It becomes the
leitrhythm (pp. 8, 16, 27) in Narbutaité's work as well (Example 14: p. 27). This rhythmic pattern
performs a special and independent function at the end of the third Largo episode (C,) where it
seems to be related to the semantics of the mass Elevation'2 It might seem that all has been said,
but the power of composer's imagination is inexhaustible.

Detached from section A (piano episodes) and incorporating elements of the episode B, the
Largo episodes (C) are given special emphasis, because Narbutaité considers this mournful Hom-
mage a Fryderyk more important than the one with which the work begins.

In his book, Tomaszewski relates the nostalgic idiom of Chopin's music to the Polish word
zal, which is translated into French as tristesse, into German as Wehmut, and which is not identical
to the English spleen or Russian khandra. It is not melancholy, and is entirely different from elegy.
The word Zal is translated into Lithuanian as pain, sorrow, complaint, or mourning. However, this
word encompasses more: it is related to the expression of existential reflection and deep pensive-
ness". The meaning of Polish word zal, describing the nostalgic idiom, also unveils the national
uniqueness of Narbutaité's music.

The essence of Chopinian ‘phraseology’ in Largo sections are completely integrated in the
text of Narbutaité!, which makes a resourceful use of strings not characteristic of Chopin. It is
astonishing to notice how the prevailing role of strings unites the Largo episodes that best reveal
Chopin's image. The gradually descending viola part is prominent in the first Largo episode (C).
The second Largo (C,) features sustained and downward running notes on cello, soon forming a
livelier episode performed with piano accompaniment. In the third Largo (C,), the violin enters in
uppermost register (p. 25) and, contrary to the cello part, this section is more active at the
beginning, then runs downwards and slows down. This way the light Chopinian flight is conveyed.
Chiaroscuro play enlivens the Lento leggierissimo episode (p. 27).

Prominent in the Largo episodes is also the penetrating glissando, first performed by solo
violin (p. 23) and later (p. 39) expanding to all strings, which drives tension to the extreme. This is
achieved by engaging various string registers of different intensity and asynchronously sliding
romantic harmonies. Charging piano runs and jarring Chopinian chords are heard in the back-
ground of non-subsiding tension (p. 42) until the linear flow gives way to the complementary
(that is, a combination of horizontal and vertical layout) texture in the final dreamy Largo sognan-
do (p. 44). The recurring violin's glissando creates an impression of final extinction, which is
enhanced by piano farewell, or rather greeting from the other world (similar to the final scene in
Igor Stravinsky's Petrouchka where the hero 'sends regards' while rising to heaven - his leitmotif is
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heard for the last time in the orchestra). It comes in the form of quotation from the Etude in C
minor, Op. 10 No. 12, and flies away ‘to nowhere' (Example 15: p. 48).

The Largo episodes involve much improvisation, as if bridled by regular mournful rhythm and
constant spawning of romantic melodies. Not only we hear allusions to Chopin's melodic patterns,
but also recognize the contours of his piano texture, coloured with contemporary intonations.

While listening to Mozartsommer, Winterserenade, and Autumn Ritornello. Hommage a Fry-
deryk by Narbutaite, we sense the load of cultural and historical associations; they nearly become
programmatic (that is, verbal), appealing to the educated listener. The discursive (that is, substan-
tiated by reasoning) cognition of the 20™ century is often considered to be the attribute of
thinking. In such cases the context plays a determining role, both from a broad and narrow
perspective. Historical and cultural background and the ability of the listener to actively perceive
the associations are equally important. All the more that such associations rise from the art of the
past rather than from the life itself. In addition, it can be said that the text created by Narbutaite
attracts elements from the "intertextual universe" that once belonged to the texts of other authors,
and the context absorbs such elements into its own universe. Here the context is perceived not as
an ordinary environment or a fragment of text, but rather as a system of relations which determi-
nes the "behaviour" of individual elements in the text."

All of the above-mentioned works of Narbutaité are obviously contextual. Speaking about the
Autumn Ritornello..., the signs of Narbutaité “style” or those of Chopin's, taken individually, make
no sense — it is their interaction that is important. According to the philosopher Michael Oakes-
hott, new discoveries may not be applied to the old world (and we might add, vice versa — A. Z.).
They exist only when the world is changed as a whole; and the nature of new discoveries is not
fixed, they are determined by their position in the world as a whole.'®

The works of Narbutaite containing elements or fragments from other texts sound just as
authentic as those where no borrowings are employed. All works by Narbutaité are linked with her
highly individual approach to the ‘events' of the text, as well as the ability to arrange them in
original and authentic sequences. Relying on numerous sources of Chopin's music, Narbutaite
retains the necessary balance, without which a movement to one side would destroy Chopin, and a
movement to another side would destroy Narbutaité herself. The history of music has many
examples of idiostyles formed from style synthesis. It is difficult to remain authentic under such
circumstances, yet the composer succeeds in doing so both due to the ability to shape an organic
whole of the work (as the universe created by her) and due to harmony between own and extrane-
ous material.

Understanding of the processes inherent in the music of both Chopin and Narbutaite is
facilitated by the recent semiotic theory and ideas about the corporeality of music, its gender-
relatedness (genderness), and other related transcendental, essential and authentic aspects. Eero
Tarasti raises an issue: are corporeal signs represented in music iconic, or is the actual body of
Chopin ‘speaking’ to us when he uses the military rhythms and signals, galloping horses, and other
conventionally masculine signs? These signs undoubtedly evidence that “the body in his music is
often a socialized 'body’ of norms and stylistic constraints”. As the composer often tries to
transgress such constraints, we move to the sphere of the transcendental .'” It is this sphere that
Narbutaite tries to grope in her work (namely, in Largo sections) honouring the author, while we
try to capture the essence of Narbutaite's work.

Tarasti admits that "whatever we mean by ‘body’ in music, in Chopin it always appears via
the piano and its idioms"; it is represented, for instance, when he wrote piano passages which best
suited his abilities as a pianist'®. The above analysis of Narbutaité's work (episodes of the section A)
shows her original use of these idioms by adding the etude-like virtuosity to Chopin's works of
different genres, which serves to enhance the pianistic idiom and without which her dedication to
Chopin would seem altogether impossible. However, Narbutaité is consciously or unconsciously
aware, to paraphrase Tarasti, of that even indexical signs of Chopin's body as a performer or socially
"constrained" body, do not necessarily reflect his individual body. Therefore, the strings revealing
the individuality of Chopin play an essential rather than minor role in Narbutaite's Hommage a
Fryderyk. For episodes of the section A and all work in general, except for waltzes, Narbutaite
selects socially less defined genres — not polonaises or mazurkas, but preludes, etudes, nocturnes,
and ballades — by granting special significance to Chopin's "phase of reflecting romanticism".
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So what is that individual body of Chopin represented in the texts of his works — masculine or
feminine?'® According to the researchers, Chopinian body is in a constant struggle against the
conventions. True authentic meaning emerges only when the body breaks with social conventions.
They are overcome by the breakthrough of the khoratic body, to use the terminology of Julia
Kristeva. For Kristeva, the khoratic realm, not the symbolic or patriarchal order, is the essential
one.” According to Tarasti, "in music, this would signify moments when the topical logic of the
surface levels collapses, as well as the syntax of other musical parameters, and normal tonal logic
gives way to something else."* Narbutaité transfers these novelties to the centre of her work by
selecting the works (e.g. Prelude in A minor, Op. 28 No. 2, for the Largo episodes) and by
penetrating into the authentic khoratic space of Chopin's music. The outer, civilized '‘body’ of
Chopin seems to remain in the margins of Hommage a Fryderyk, but it provides a chance to
recognize it through external signs (piano idioms). The presence of the authentic khoratic body in
Chopin's music allows for its expansion through natural expression of Narbutaité's modernism.
Sections B and C contain much improvisation: fragments of Chopin's pieces written in different
creative periods emerge here in different shapes — from simple motif to metamorphosis, and the
nostalgic idiom of Chopin's music, related to the Polish word Zal, prevails over the pianistic idiom.

In music, both Chopin and Narbutaité are struggling to establish the individual khoratic body
and to transfer the social dependency (while Narbutaité moves the dependency from Chopin) onto
certain generalized, transcendental level. We may eventually bring together this play among the
various types of “Chopinian bodies" and their metaphors existing in his music into a genuinely
romantic journey, from the material world to the spiritual sphere. This is very distinctively revealed
in the work of Narbutaité. The increasing duration of four Largo episodes (contrary to the trunca-
ting pianistic, or ‘socialized’ sections A) creates, as already mentioned before, an image of appro-
aching and finally arriving death, and reveals the tragic encounter of Chopin as a romantic with
‘social’ reality as well as the transcendental existentiality in his music.
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social norms". See Eero Tarasti, Signs of Music, op. cit., p. 138.

Santrauka

galtiniq transformacija kurybos procese:
O. Narbutaités Hommage a Fryderyk ,,Rudens riturnelé"

PraneSime analizuojama, koki hommage Chopinui sukiiré O. Narbutaité, pasitelkusi daugybe
jo kiiriniu. SugriZtanciy triju padalu struktiroje — A (fortepijonas), B (vyrauja styginiai instru-
mentai), C (visi instrumentai), A;, B;, C,, Ay C, B, C; — viena i$ ju (A) aiSkiai suvokiama kaip
hommage a Fryderyk, salygiSkai kalbant — iSoriné hommage pusé, nes véliau atsiskleis ir kita —
gilioji. A padaloje sureikdminta pianistiné Chopino muzikos idioma (M. Tomaszewskio terminija)
pirmiausiai sietina su tembru, taip pat faktira. Panaudoti Chopino muzikos fragmentai priklauso
jvairioms kompozitoriaus ,kurybinio kelio fazéms" — postromantinei in spe (Valso cis-moll, op. 64,
Nr. 2 pasazu pradedamas ir baigiamas kiirinys bei Delfinai Potockai dedikuotas Valsas Des-dur
op. 64 Nr. 1), dinaminio romantizmo (Preliudas Des-dur, Nr. 15), preromantinei (Pirmoji balade
g-moll ir Etiudas E-dur, op. 10 Nr. 3). Nepriklausomai nuo pasirinkto ,Saltinio" — valso, preliudo,
baladés ar etiudo, Sie Chopino muzikos fragmentai skamba virtuoziskai (brillant), yra transformuo-
ti i itin smulkiy ritminiy verciy pasaZini judéjima, kuris neabejotinai atspindi ekspresyvigja seman-
tine Chopino pianizmo idioma. Tac¢iau iSskirtine reikSme jau A padaloje igyja refleksuojancio
romantizmo Chopino kiirybinio kelio fazé, lyriné noktiurniska idioma. Ji rezonuoja ivairiais biidais,
daZniausiai balansuodama ant reminiscencijos ir aliuzijos bei aliuzijos ir citatos ribos.

Skambant kameriniam ansambliui (B, C) vyrauja ne pianistiné, lyriné noktiurniSka Chopino
muzikos idioma, bet nostalgiska, artima ankstesnei, tuo labiau kad kartais ir ji grindZiama noktiur-
ny ataidais. Taciau ,Saltiniai” Cia labiau iSplétoti, tampantys metamorfozémis. Skambédami ne
fortepijono partijoje, jie sunkiau identifikuojami kaip Sopeniski. Kirinio pradzioje Chopinas Nar-
butaités parodytas kaip romantikas, svajotojas. Tac¢iau palaipsniui brillant dinamizmas prieSinamas
su gilia refleksija, muzika jgauna maleriSkos létuju tempu ekspresijos. Nutole nuo A — fortepijoni-
niy epizoduy, pripinti B epizodo elementu, Largo epizodai (C) ypac¢ sureikSminami.

Mirtis ir prieSmirtiné vizija — tai keturiu Largo emocinis pagrindas, o Chopino Preliudas Nr. 2
a-moll — Largo padaly muzikos Saltinis. Kiekvienas Largo palaipsniui didéja, pleciasi, pateikia vis
nauja artéjancios ir galiausiai atéjusios mirties ivaizdj. Largo atskleidZia skausminga, i nebitj
atvedusj romantiko Chopino susidiirima su aplinka. Jie semantiskai ypac¢ svarbas ir rodo, kad
kompozitorei svarbiausias toks gedulingas hommage a Fryderyk, o ne romantiskai virtuoziskas,
kuriuo prasidéjo kiirinys (nors klausytojai lengviau suvokia ,iSorine" hommage puse).

Suprasti Chopino ir Narbutaités muzikos esme padeda ir semiotiky (E. Tarasti, J. Kristeva)
svarstymai apie muzikos kiiniSkuma (body), lytiSkuma (gender), ,khoratine erdve" ir su tuo susiju-
sias transcendentines, esmines, autenti$kas jos ypatybes. Chopino muzikoje egzistuojantis jvairiu
.klnu" ir ju metafory Zaidimas yra apibiidintas kaip geniali romantiné kelioné iS materialaus
pasaulio i dvasine sfera (E. Tarasti). Tai rySkiai atsiskleidZia ir O. Narbutaités kiirinyje. Didéjanti
keturiu Largo apimtis (prieSingai mazéjan¢ioms pianistinéms, salygiskai kalbant, ,,socializuotoms"
A padaloms) sukuria artéjancios ir galiausiai atéjusios mirties jvaizdi, atskleidzia tragiSkq Chopino
romantiko akistatg su realybe, drauge iprasmina esmine transcendentine jo egzistencijg muzikoje.

Visiems O. Narbutaités kiriniams biidingas individualus poZiiris i tekste vykstancius ,ivy-
kius", originalus ju formavimas, déstymas, suteikiantis opusams autentiSkumo. Naudodama gausy-
be Chopino muzikos Saltiniy, kompozitore iSlaiké biiting pusiausvyra: pakrypus i vieng puse nebe-
likty Chopino, i kitg — Narbutaités.
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PRINCIPLES OF MUSIC COMPOSING: Creative Process / MUZIKOS KOMPONAVIMO PRINCIPAI: kiirybos procesas

Example 1a. O. Narbutaité, Autumn ritornello, score p. 1.

Example 1b. F. Chopin, Waltz in C sharp minor, Op. 64 No. 2.

Example 2a. O. Narbutaite, Autumn ritornello, score p. 12.
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Example 2b. F. Chopin, Prelude in D flat major, Op. 28 No. 15.
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Audroné Ziaraityte

Example 3a. O. Narbutaité, Autumn ritornello, score p. 2.
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Example 3b. F. Chopin, Valse in D flat major, Op. 64 No. 1.

Example 4a. O. Narbutaité, Autumn ritornello, score p. 29.
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29.

Example 4b. F. Chopin, Nocturne in C minor, Op. 48 No. 1.
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PRINCIPLES OF MUSIC COMPOSING: Creative Process / MUZIKOS KOMPONAVIMO PRINCIPAL: karybos procesas

Example 5a. O. Narbutaité, Autumn ritornello, score p. 14.
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Example 5b. F. Chopin, Nocturne in C minor, Op. 48 No. 1.
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Example 7a. O. Narbutaité, Autumn ritornello, score p. 21.
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Example 8a. O. Narbutaité, Autumn ritornello, score p. 32.
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Example 8b. F. Chopin, Etude in E major, Op. 10 No. 3.




PRINCIPLES OF MUSIC COMPOSING: Creative Process / MUZIKOS KOMPONAVIMO PRINCIPAI: karybos procesas

Example 9a. O. Narbutaité, Autumn ritornello, score p. 45.
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Example 10a. O. Narbutaité, Autumn ritornello, score p. 47.

Example 10b. F. Chopin, Prelude in F minor, Op. 28 No. 18.

Maeltte allegre.
’ L4 ]
r = e
“t 3’ - .
e 34 -3
il - ='
___—-‘=”_—
= i
- s

33



PRINCIPLES OF MUSIC COMPOSING: Creative Process / MUZIKOS KOMPONAVIMO PRINCIPAI: karybos procesas

Example 11a. O. Narbutaité, Autumn ritornello, score p. 44.
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Example 11b. F. Chopin, Nocturne in D flat major, Op. 27 No. 2.
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Example 12a. O. Narbutaité, Autumn ritornello, score p. 46.

Example 12b. F. Chopin, Nocturne in D flat major, Op. 27 No. 2.
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PRINCIPLES OF MUSIC COMPOSING: Creative Process / MUZIKOS KOMPONAVIMO PRINCIPAI: kirybos procesas

Example 13a. O. Narbutaité, Autumn ritornello, score p. 18, 19.
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Example 13b. F. Chopin, Waltz in A flat major, Op. 64 No. 3.
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Example 14. O. Narbutaité, Autumn ritornello, score p. 27.

Example 15. O. Narbutaité, Autumn ritornello, score p. 48.
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Valse cis-moll op. 64, Nr. 2



