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THE FIGURATIVE AND IMAGINATIVE WORLD
IN THE PICTORIAL ART AND MUSIC OF M. K. CIURLIONIS*

he name of Mikalojus Konstantinas
I Ciurlionis (1875-1911) is primarily
associated with his picturesque visual
canvases, which are unique, impressive and
enigmatic. His music is much less known (in
comparison to his paintings), even though,
according to the fundamental research of
Vytautas Landsbergis “M. K. Ciurlionis” Oeuv-
res (The Spring Sonata)™', the master’s musical
legacy consists of 345 musical opuses!

M. K. Ciurlionis” artistic “countenance” has
been defined by two lines of character having
motivated V. H. Karatygin, the outstanding
musical critic of the beginning of the 20"
century, to title his article “In the memory of
the Artist and Composer M.K. Ciurlionis™?.
And still, do those two lines really coexist
in a harmonious manner in the imaginative
world of Ciurlionis? This question must be
raised, because the balance between the two art
forms is rather ambiguous. For example, there
are frequent declarations of the congeniality
between Ciurlionis’ music and visual art
works, which justifies direct parallels between
works pertaining to different various pieces
of art various pieces of art. Such parallels are
most often evoked by the “musical” names
of his pictures: sonata (“Sonata of Starts,”
“Sonata of Sun,” “Sonata of Sea,” ‘“Sonata
of Summer,” “Sonata of Spring,” “Sonata of
Serpent,” “Sonata of Pyramids”), symphony
(“Funeral Symphony”), ballade (“The Black
Sun Ballade”), and prelude.

Among the varied and controversial
viewpoints regarding the significance of various
types of art presented in the works of Ciurlionis,

the musical dominant was the one to excel
during the lifetime of the master. “They seemed
to me to be music fastened to the canvases
with paint and lacquers,” — this is what artist
A. P. Ostroumova-Lebedeva asserted about his
paintings®. The poet, literary critic and founder
of the journal “Apollon” S. K. Makovsky
considered his paintings to be “nothing else but
graphic illustrations for musical compositions”,
thereby, evaluating Ciurlionis” musical works
higher than his paintings®.

The opposite opinion was expressed in a no
less distinct manner, suggesting that Ciurlionis’ art
work was considerably different from his music
and that Ciurlionis the artist was more significant
than the composer, as was asserted, among other
people, by early 20™ century literary critic and
poetry theorist V. F. Chudovsky, who said: “He
is an artist to such an extent that he must be
understood particularly as a painter, after which
the rest of his works would become clear™.

The significant literary figure, symbolist
poet, playwright, literary critic and philosopher
Vyacheslav Ivanov took up the middle position,
advocating synthesis of the arts: “The pictorial
elaboration of elements of visual contemplation,
following a principle derived from music — this
is, in our opinion, what his method comprises.
<...>. The visual impression for him becomes
the equivalent of a musical theme and develops
itself analogously to the development of the
latter. We remain in the world of forms, but they
are unfolded before us as musical sounds™.

Such apparent contradictions of evaluation
are hardly surprising, since the question of
interaction of the arts presented in Ciurlionis’

* This translation into English is by Aziz S. Gyuliev, edited by Dr. Anton Rovner.
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heritage presents a challenging and complex
issue. Without making any pretence of
disclosing the issue, I shall touch only upon
one of its aspects: that of artistic imagery, i.e.
to what extent are the images generated by the
different forms of art similar or different.

We must start with the question of what kind
of images do they present in themselves, and what
are their characteristic features. In order to find
the answers to these questions, it is worthwhile
to focus on those images which, on the one hand,
are revealing for the master and, on the other
hand, induce to a comparison with each other.
In Ciurlionis’ oeuvres, the themes of the “forest”
and the “sea” are especially indicative.

Forest-images in the works by Ciurlionis

The forest is one of the most penetrating
themes in Ciurlionis’ creative works, which
is understandable enough, since, according to
the folk perceptions he was brought in, all of
Lithuania was essentially a forest.

In 1900-1901 the master composed the
symphonic poem “Miske” [“In the Forest”],
and in 1903 he painted the oil picture “The
Music of the Forest.” Their chronological
proximity presumes a congeniality of images,
but does this really happen in this case? The
music is inelaborate and does not conceal its
song sources of intonation (Example I), though
developed symphonically in an unhampered
way. One can perceive in it open space and the
gentle fluctuation of air. The composer used
the following words to describe the music to
his friend: “It begins with soft, widely spaced
chords resembling the quiet and broad whisper
of our Lithuanian pine trees™’.

The lyrical utterance unfolds itself in a calm
and unhurried way. The atmosphere formed in
it reminds both a description of nature and the
emotional effect caused by its contemplation. At
the same time, the general emotionally balanced
state admits some agitation and calming down,
albeit, avoiding drastic transformations of
the overall statistic image. The impression
conveyed to us by the symphonic poem is
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that of emotionally specified musical scenery
permeated by a sense of delicate romantic
lyricism, which the composer admires and
marvels in.

Does one of Ciurlionis® first paintings
“The Music of Forest” (“The Murmur of the
Forest”, “Forest Music”, 19048) (Painting 1)
correspond to the sound of the aforementioned
music? Its coloration is perceptibly gloomier
than that of its musical prototype, since almost
the entire canvas is intersected by dark concise
vertical lines of “ship-like” pine trees. However,
besides the age-old mighty trees, another image
calls to our attention — that of Light, will and
warmth. It streams from a great distance away,
looking through the trees and cutting through
the stockade formed by them. The dark forest
presents merely one of two images here,
moreover, contrasting ones.

While making an effort to describe the forest,
one observes that it is “not real”. The straight
lines of trees stretching out to the firmament
are too flawless in shape, and their contours,
bereft of branches with pine-needles, are too
schematic in appearance. The images of the
hardly predictable Baltic expanse and scattered
sunshine are, likewise, too generalized. With
a minimal amount of realistic details, the
images acquire significance and metaphoricity.
M. H. Etkind makes the assumption that “the
black vertical lines are not tree trunks at all,
but the strings of a wondrous harp, which are
strummed by the wind™. It is possible that these
are depictions of symbols of the everlasting
entities of the Existence, while the contrasting
images present nothing other than the richness
of Existence. In any case, the landscape was
not drawn “from nature” and is not a realistic
reproduction of life.

The bent tree in the foreground creating a gap
of light in the midst of other trees is especially
expressive and “stereo-metric.” Does this not
present a symbol of decay and withering? One
can hardly fail to notice a striking resemblance,
both visual and conceptual, between the
painting and the third pastel from the cycle
“Funeral Symphony”: the same bare stems
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disappearing upwards in the skies, along with a
bent large tree, the sun shining from afar; only
in the latter picture there is a funeral procession
walking in a mournful mood (Painting 2). The
death images of and destruction of powerful,
native and original elements making way for
renewal hovered in the air at the beginning of
the 20™ century, especially on the threshold of
the revolution. They were also present in the
consciousness of Ciurlionis, who in many of
his paintings, including “The Music of Forest,”
was also trying to break away from the chains
of the departing past and look into the bright
expanses of his native Lithuania and Mankind.

As we can see, the imaginative world of
the painting is completely different and, one
can say, more complicated: as opposed to the
musical composition, which is monolithic in
its imagery; two figures live there, moreover,
contrasting ones, and their natures are distinct —
symbolic and giving rise to the mutual reflection
of various semantic meanings. For this reason,
it does not suffice for us to concur prematurely
with Etkind and assert that “the painting is either
an illustration to this (the musical symphonic. —
L. K.) poem, or an artistic parallel to it.”

Ciurlionis is the creator of another eminent
work of art—a pastel drawing titled “The Forest”
(Painting 3). The pine trees with lengthy tree
trunks depicted on it are even more conventional
with their contours vanishing in the hazy mist.
Appearing ghostlike, they remind to a greater
degree of kings adorned with crowns walking
ceremoniously (this favourite theme of the
artist also comes back in “The Journey of the
King’s Son” and “The Journey of the King’s
Daughter”). The symbolically depicted forest
becomes a source for fairytale and mythological
associations.

The comparison of paintings with ‘‘forest-
related” subject matter has proven that the
living milieu and environment depicted in the
master s creative works, so dear to the heart
of Ciurlionis and the Lithuanian people, is
perceived in different ways: the music delivers
a direct impression, coloured with vivid human
emotion, while painting is associated with
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the visualization of images of another type —
symbolic, fairytale, fantastic and mythological.

Images of the Sea
in the Works by Ciurlionis

Let us analyse the way M.K. Ciurlionis
managed to disclose another subject, which he
was no less fond of — that of the sea.

The painter devoted much of his time and
artistic endeavour to the sea. As a result of this
he created his paintings “Sonata of the Sea”,
“The Seacoast”, “The Sea at Night”, “Ships”,
“The CIliff Over the Sea”, “Yachts,” as well
as a few sketches called “The Sea.” The sea
constantly merges together in his pictures with
other subject matter, as well. The musician also
eternalized the sea in his musical symphonic
poem “Jura” [“The Sea”], his three-movement
piano cycle with the same name and the prelude
for piano, “By the Sea”.

The symphonic poem “Jura” [“The
Sea”] (1903-1907) is a large-scale musical
composition for orchestra and organ lasting over
30 minutes in duration. Nevertheless, it is not
possible to discover in it a number of images,
which is typical for a large-scale opus. The
entire symphonic poem presents an explication
of the sea. Herein is presented the element of
water, manifesting itself as unending, powerful,
eternally existent and capable of changing
constantly its mood, involves some elements of
illustration (the figurations in the high-pitched
registers of the wind instruments recreate the
effervescence of the sea foam). The composer
managed to mould a rather realistic and integral
image of powerful, omnipotent force. Once
again, just as in the case of the musical image
of forest, notwithstanding the mobile character
of the depicted phenomenon of nature, the
image depicted is static; it does not undergo
any thorough development or transformation.
Veneration and admiration for the titan strength
— therein lies the musical hypostatis of the sea
characteristic for Ciurlionis.

Three emotional states of the sea succeed
each other in the three-movement cycle of piano
pieces, “The Sea,” opus 28 (1908). In this music
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the sea is not as powerful or entrancing as in the
symphonic poem. It is “chamber-like”, lyrical
and deeply felt by the human being (Example
2). The prelude for piano “By the Sea,” likewise,
resembles pictorial sketches of landscapes.
However, the principle of depicting the sea by
means of the piano in many respects remains the
same as that in the symphonic poem.

So how did Ciurlionis the artist perceive
the sea? His famous “Sonata of the Sea”
(“Sea Sonata,” 1908) can tell us about his
apprehension.

At first sight, the triptych of paintings seems
to be absolutely musical, and the pictures
themselves were endowed with typically
musical titles: Allegro, Andante, Finale. In
reality, one deals with the three stages of
unfolding of an artistic concept, quite remote
from the idea conceived for and implemented
in the musical composition.

Ciurlionis does not draw plein-airs, and
his sea is remote from possessing realistically
depicted landscapes. The image he has created
is complex and polyphonic', since it is possible
to find “concealed voices” in it, standing
for the association of the main image with
accompanying ones (for example, the shadow
of the seagull in “Allegro” (Painting 4): this is
an ordinary sea bird, a common attribute of a sea
landscape, but this also presents a personifica-
tion of an idea — particularly as a seagull. It is
particularly the “seagull as a splendid idea” is
how the artist interpreted this sea bird. Finally,
the seagull for him is an autobiographic creatu-
re (the depiction of a bird spreading its wings
was used by him as a graphic element for the
first letter of his signature. Ciurlionis called his
beloved wife Sophia “my white bird”. Allusions
to the emotional depression experienced by
him obtained the poetic comparison to “the
bird of darkness”). This semantic stratification
expands the boundaries of the image, making it
more volumetric, which was not necessary for
the musical “marine work”.

The polyphonic qualities inherent in
Ciurlionis” work are also revealed by “scale
counterpoint,” displayed in the enigmatic
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underwater world of “Andante,” in which a
sailing ship is resting on somebody’s attentive
soft palm of the hand (Painting 5), the
“counterpoint of temporal situations,” which is
disclosed in the selfsame “Andante” by the light
shining out from the windows of houses of a city
sunk under the sea a long time ago; this is the
phosphorescence of lights of ships swaying on
the horizon or giant candelabrums, appearing as
the shining of two suns simultaneously, “spatial
counterpoint,” which can be observed in the
combination of independent compositions
overlapping one on top of another and
shining through each other, and it provides a
combination of two perspectives in which the
sea is represented in “Allegro”: from a bird’s
eye panorama, disclosing distant hills with
trees growing on them; in the direct immersion
into the seething waves; upon the viewing of
its minutest “quantas,” resembling either water
drops or pearl and amber necklaces, or, perhaps,
bundles of fishing net entwined together (the
preserved pencil sketch of this painting evokes
such an analogy). The sea is depicted as being
overly close, relatively close and overly distant
on the canvas, but the three expositions hulking
up over each other violate the law of perspective.

A musician looking at the paintings would
also notice imitations: the repetition of the idea
expressed in the triptych the spatial and temporal
shift. Thus, in “Allegro” the wave crests multiply
in the contours of the hills, while the bubbling
foam devolves into a chain of drops (“imitation
in augmentation”). In “Finale” the powerful,
distraught wave bulwark virtually recreates in its
appearance the outlines of the boats resurfacing
from out of the sea depths (once again, in
multiple augmentation) (Painting 6), while in
the wave peaks crowning the bulwark one could
recognize the curves of waves consolidated in
the foreground of the ripples.

Since the analysis of the triptych discloses a
series of consistent patterns, it might seem that
the sea depicted in the painting is very musical. In
truth, the graphic techniques applied by the artist
and the arrangement of artistic space resemble
musical techniques in many ways. Nonetheless,
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the result of these techniques is distanced from
the domain of music: the resultant image does
not unfold in time, does not live in a “linear”
fashion, and essentially does not “live” — it is
stock-still and abstractive, acquiring the status
of a sign or symbol. Another meaning-bearing
process manifests itself, as a result of which the
picturesque image of the sea expands and leads
to the point at infinity in terms of its semantics.
Such symbolism is likewise apparent in many
of Ciurlionis’ other paintings.

In this respect, another detail poses itself as
being remarkable. In “Finale” the powerful all-
shattering wave discloses the graphic symbol of
Ciurlionis’ initials — MKC. (Painting 7). Their
location (in the middle of the painting) does not
correspond in the least with a typical attribute
of the visual arts — the artist’s signature,
which is usually placed at a peripheral side of
a canvas. In the painting the force of nature,
ready to descend, resembling a certain raving,
possessed mythological divinity, seems to
identify the victim it has chosen to chastise —
in this connection, there appears yet another
conceptual aspect of the image — namely, the
autobiographical. Thereby, the monogram in
the “Sonata of the Sea” paves the way for the
comprehension of the philosophic problem of
life and death.

From the Artistic Image -
to the Artistic Subject

The aforementioned comparisons provide
sufficient material for further reflection, in
which I shall try to base myself on theoretical
elaborations of music content. The theoretical
ideas of musical content, which are expounded
as an integral concept in a special study' as
an integral conception, also deal with musical
depiction. For instance, the “subject matter”
for musical images is classified by me as
something aimed at the Human Being, the
World and the specificity of Music as an art. If
we examine Ciurlionis’ artistic imagery of the
musical and artistic works compared by us in
terms of their subject matter, we will discover
that the musical images are localized within the
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paradigms of “the Human Being” and, partly,
“the World,” whereas the images present in his
paintings are contained exclusively within the
aspect of “the World.”

Let us go onwards. The artistic images are
aimed at disclosing a certain artistic theme
(topic). The author’s classification within
the sphere of music has disclosed three types
of topics: purely musical ones, existent
solely in musical compositions (advancing
something specifically musical, for example,
clearly demonstrated means of expression, a
demonstrated musical technique, etc.); the pan-
artistic subject matter applied in different types
of art (“emotion”, “portraiture”, “landscape”,
“artist and society” or “artist and power”);
universal, panhuman themes developed not
only in art, but also in science, religion, ethics,
philosophy (“human beings and fate”, “the fight
of Good and Evil”, “self-affirmation in action”).

If we correlate Ciurlionis’ works examined
above withtheclassification of subjectmatter, we
discover that Ciurlionis’ musical compositions
are “pan-artistic,” since the imagery connected
with them is typological and traditional for
different types of art. The composer is not
interested in the prospect of either researching
the language of music or in demonstrating his
virtuosic ingenuity — in other words, the purely
“musical” theme is not in the least attractive
for him. Likewise, his musical images, as
it had been proven earlier, are not inclined
towards any kind of generalization. In regards
to his paintings, the situation is quite different:
offering the artist’s personal visions of what is
Life and Death, Good and Evil, Ideals, History,
Culture, the native land etc., his paintings refer
in their subject matter to the pan-human sphere
of religion and philosophy, gravitating towards
the highest level of generalization and equating
art with other forms of human cognition.

One more methodological angle — the
Aristotelian triad of “lyricism-epos-drama”
— helps reflect on Ciurlionis’ legacy. These
categories have been thoroughly elaborated in the
domain of aesthetics, according to which epos is,
as a rule, a narration about real or mythological
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events which happened long ago, taking place
within the chronotope of infinity and eternity,
drama is a dynamic unfolding of action based
on cause and effect in a restricted structured
space and the present time, while lyricism is the
perception of the world by the human being and
his response to reality in the space correlated to the
human being and to the time modes of “present”,
“past” and “future”. In examining Ciurlionis’s
oeuvres through the prism of significant aesthetic
categories, one must acknowledge that his music
is the embodiment of lyrics, whereas the images
in his painting are picturesque, significant and
symbolic, which relays them to epos.

The principal difference of image-related
artistic reference points in his music and his
paintings becomes especially evident in the
ambiguous situations of choice. Thus, Sophia
Kymantaitée-Ciurlioniené’s  literary text for
the choral fughetta “Autumn” (“The Falling
of Yellow Leaf”), besides containing traits of
lyrical landscape (“Autumn. The yellow leaf
flies, flies... brought up by the sun and chased
by the wind”), disposes to a transition into
the realm of philosophizing (“And the earth
accepts all those who have completed their
earthy course... our life is just a moment”).
However, the music does not yield to this kind
of temptation, but preserves its image-bearing
artistic paradigm, retaining the sad feeling
caused by the withering of nature (Example 3).

On the other hand, some of the themes
revealed in the paintings, which assert the
implementation of emotion “Anger I”
and “Anger II”, “Grief (I)” and “Grief (II)”
(“Sadness”, “Yearning”) — turn out to be
aimed at expressing something different from
the movements of the soul or the heart. The
subject matter aspiring to lyricism is resolved
by means of symbols, abstractions and an
ambivalent mysterious atmosphere developing
in utterances of epic amplitude.

So, let me sum up.

Starting out from similar titles and com-
paring opuses which unwittingly “having
something in common” with each other, the
conclusion can be drawn that there is hardly
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any direct correspondence present between
paintings and musical compositions. In music
there is the “forest”, the “sea” and “autumn”,
there are preludes, sonatas and fugues, but
these do not correspond in a straightforward
manner with the paintings bearing identical
names. Ciurlionis seems to have felt the
sufficient “musical quality” of his paintings and
the “viewable” illustrative quality, presented in
his music in harmless dosages. Consequently,
he did not indulge in the vain hope of creating
of literally perceivable images of his favourite
subject matter.

So, is the distance between his music
and paintings veritably enormous and
insurmountable? Of course, it is not so.
Our intuitive perceptions of “musical” and
“picturesque” qualities in the related arts are
not groundless, but, nonetheless, we must
remember that the aforementioned categories
are revealed in certain ways.

Indisputably, the interpenetration of music
and pictorial art is evident in many aspects.
Thus, the musicality displayed in paintings is
apparent in the incorporation of some genres
(sonatas, symphonies, fugues and preludes),
compositions (the sonata-symphonic cycle
and fugues), techniques of form-generation
(imitation) and dramaturgy (“polyphonic”
versatility). It is also appropriate to mention
about the picturesque qualities displayed in the
music, bearing in mind the influence of genre
(strict graphic elements of a melodic pattern,
the soft “watercolour effect” of his short
instrumental pieces) and techniques (polished
linearity). Nevertheless, analysis of imagery
and subject matter displayed quite different
results: art is rather autonomous in them. For this
reason, when speaking of the “musical quality
of the paintings” and the “picturesque quality
of the music,” one must be aware of where and
how the aforementioned features are revealed.
Bearing this in mind, we cannot but agree
with Lithuanian poet Eduardas Miezelaitis,
who asserted the following: «... Ciurlionis is
everything: music, colours and poetry. But the
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key point of his legacy is the idea">.
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Painting 1. The Music of the Forest Painting 2. Funeral Symphony (lll)

Painting 3. The Forest
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Painting 4. Sonata of the Sea (1) Painting 5. Sonata of the Sea (II)

Conlivil

Painting 6. Sonata of the Sea (IIl) Painting 7. Ciurlonis’ signature
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XyAo)xecTBeHHbI 06pas3:
napanAeAm xusonucu u Mmy3biku M. K. Yiopaénuca

B crarbe npeanpuHAT CpaBHUTENbHBIN aHAIN3 TPYTII JKUBOMUCHBIX M MY3bIKJIIBHBIX Ipou3BeieHui Mukanoroca Kon-
cra"TrHaca YropiaéHuca Ha OfJHy TeMy («JIEC», «KMOPE»), CBUAETEIBCTBYIOIINNA O TOM, UTO MPSIMOTO COOTBETCTBHSI Kap-
TUHBI U MY3BIKaJIBHOTO TPOU3BEACHUS HE MOJTyuaeTcs. AHAJIN3 TOKa3bIBACT, 4TO YIOPIEHHUC TOHKO OIYIIAET J0CTaTOu-
HYIO «MY3bIKQJIbHOCTB» KapTUH U 0€30I1acHYIO JUIsi MYy3bIKH «3pUMYIO» WILIIOCTPAaTHBHOCTB. beccrnopHo, pymaercs,
B3aMMOINIPOHUKHOBEHUE MY3BIKU U )KUBOIIHCH B IIEJIOM PsiJie aCHEeKTOB. Tak, My3bIKaJIbHOCTb B KAPTHHAX OMO3HAETCA B
UCIIOJIb30BAaHUU HEKOTOPBIX )KaHPOB (COHATHI, CUM(OHUH, (PYTH, IPENIIONUH), KOMIIO3UIIUH (COHATHO-CUM(POHUYECKO-
ro nukia, pyru), npuéMoB GopmMooOpazoBaHus (MIMUTALU), ApaMarypruu («oiaroHUYECcKas» MHOTOINIAHOBOCTD).
[TpaBoMepHO TOBOPUTH 1 00 N300PA3UTENBHOCTH B My3bIKE, UMEs B BUJLY BIIMSHHUE XKaHpa (CyXOBaTyI0 «rpa)uuHOCTb»
MEJIOIUYECKOTO PUCYHKA, MITKYIO «aKBAPEIbHOCTEY) MHCTPYMEHTAIbHBIX MUHHUATIOP), TEXHUKY (OTTOYCHHYIO JTHHE-
apHOCTbH). AHAJIN3 k€ 00PAa3HOCTH U TEMATHKH T0Ka3aj IPyroe — B ’TOM OTHOLIEHUU HCKYCCTBA IOBOJIBHO aBTOHOM-
Hbl. [ToTOMy, TOBOPS O «MY3BIKaJIBHOCTH KapTUH» U «GKUBOMUCHOCTH MY3BIKH», CIIeyeT OTJaBaTh ce0e OTUET B TOM,
I7ie ¥ KaK UMEHHO MPOSABIIIOTCA AT KauecTBa. Ha ocHOBe cOmocCTaBieHHsS CTAHOBUTCS SCHBIM, YTO MHTYUTHBHbBIE
YyBCTBOBaHHS «MY3bIKAJIbHOCTH» U (GKUBOIMKMCHOCTH» B POJICTBEHHBIX BHJAaX MCKYCCTBA MMEIOT 110JI COOOI0 MOYBY,
OJTHAKO MPSIMbIE aHAJIOTUU HEMIPABOMEPHBI.
KitoueBbie cnoBa: Hiopné€Huc, My3bIKaiabHast )KUBOIHCH, «JIeC» U «Mope» B TBopuyecTBe Htopnénuca

The Figurative and Imaginative World
in the Pictural Art and Music of M. K. Ciurlionis

The article carries out a comparative analysis of the categories of artistic and musical compositions by Mikalojus
Konstantinas Ciurlionis on one subject (“the forest” and “the sea”), bearing witness to the fact that no direct
correspondence between the respective paintings and musical composition comes out. Analysis shows that Ciurlionis
perceives in a delicate manner the “musicality” of his paintings and the “visible” illustrative qualities present in music
in harmless doses. There is a sense, however, that the mutual penetration of music and painting is indisputable in a
whole set of aspects. Thus, the musical quality present in the paintings is discerned in the artist’s appellation to a
number of musical genres (sonatas, symphonies, fugues and preludes), compositions (the sonata-symphonic cycle,
the fugue), form-generating techniques (imitation) and dramaturgy (“contrapuntal” polyvalence). It is, likewise,
appropriate to speak of depictive qualities in music, having in mind the influence of genre (the dryish “graphical”
quality of the melodic line, the soft “watercolor” quality of the short instrumental pieces) and technique (well-turned
linearity). However, analysis of the imagery and the subject matter showed otherwise — in this regard, the two arts are
absolutely autonomous from each other. For this reason, when speaking of the “musicality of the paintings” or the
“pictorial quality of the music,” one must realize in full, where and how precisely do these qualities reveal themselves.
On the basis of this juxtaposition it becomes clear that the intuitive perception of the “musical” and “pictorial qualities”
in these related arts hold some validity, however direct analogies are essentially invalid.
Keywords: Ciurlionis, musical painting, “the forest” and “the sea” in the music of Ciurlionis
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