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IVADAS

Sulamita Aronovsky (Sulamita Kaporaité Zitiraitiené-Aronovsky) yra Londono Karaliskosios
muzikos akademijos fortepijono déstytoja, tarptautinio Londono pianisty konkurso jkiiréja ir ziuri
pirmininké, pripazintas pianizmo ugdymo autoritetas. AukStai vertinama Vakary muzikos
pasaulyje, ji, deja, palyginus menkai zinoma Lietuvoje, nors ¢ia gimé, mokési, pradéjo kiirybine
veikla, désté, gyveno daugiau nei 30 mety, o véliau, jau gyvendama Jungtinéje Karalystéje, pasieké
dideliy auk$tumy. Paskata menininam tyrimui ,,Sulamitos Aronovsky pianizmo ugdymo mokykla —
atlikimo meno tradicijy tgsa“ parengti tapo tai, kad, i$skyrus keletg radijo laidy ir interviu, nesama
jokiy mokslo ar reik§mingesniy populiarinimo darby jos gyvenimui ir meninei bei pedagoginei
veiklai misy Salyje ir Jungtinéje Karalystéje nusviesti.

Sio darbo objektas— S. Aronovsky pianizmo ugdymo principai, jy reik§mé ir vieta
nacionaliniy mokykly kontekste.

Sio meninio tyrimo autorius 2008-2010 metais studijavo pas S. Aronovsky Karaliskosios
muzikos akademijos magistrantiiroje, susipazino su jos fortepijoninio atlikimo metodika, klausési
jos pamoky ir mokiniy koncerty, dalyvavo Akademijos koncertiniame ir kultiiriniame gyvenime bei
iki Siol pas S. Aronovsky tobulinasi. Si patirtis papildyta darbo autoriaus interviu su pianistais ir
fortepijono pedagogais — buvusiais S. Aronovsky mokiniais, pacios pianistés teiginiais, jOS
mokytojy darby studijomis. Tai padéjo perteikti S. Aronovsky pianizmo ugdymo turinj ir prieiti prie
iSvados, kad ji ne tik priklauso rusy pianizmo mokyklai, bet $iandien yra vienas ryskiausiy XX a.
vidurio rusy pianizmo tradicijy tgsos pavyzdziy, uzimanciy deramg vietg Salia jos kartos rusy
mokyklos atstovy — Veros Gornostajevos, Sergejaus Dorenskio, Michailo Voskresenskio,
Dmitrijaus Baskirovo ir kity.

Darbo aktualumas ir naujumas. Darbe pirmgkart kompleksiskai pazvelgiama |
S. Aronovsky pedagoging veikla, tiriami jos pianisty ugdymo ir muziko asmenybés formavimo
principai, aiskinami jos individualaus pianizmo ugdymo turinio bruozai bei istakos.

S. Aronovsky pianizmo ugdymo principai buvo rekonstruoti, pasitelkiant:

e S. Aronovsky mokiniy studijy metais sukauptg patirtj, nuostatas ir vertinimus, uzraSytus
darbo autoriaus pokalbiuose-interviu;

e darbo autoriaus fiksuotg asmening patirtj i§ S. Aronovsky pamokuy, taip pat uzraSytus jos
teiginius;

e S. Aronovsky mokytojy Levo Barenboimo ir Aleksandro Goldenveizerio mokslinius ir
metodinius darbus, detalius A. Goldenveizerio pamoky apraSymus, Aleksandro
Vicinskio interviu su Grigorijumi Ginzburgu.

Darbe sukaupta medziaga gali turéti vertés pianistams, besigilinantiems j fortepijoninio

atlikimo problemas.



Darbo tikslas — istirti S. Aronovsky pianizmo ugdymo sistemos visumag kaip meno reiskinj,
atskleisti jo iStakas, jrodyti, kad XX a. vidurio rusy fortepijono mokyklos tagsa yra vienas esminiy
S. Aronovsky pianizmo ugdymo bruozy, iSryskinti $ios pianistés ir pedagogés savitumg ir pagristi
prielaida, jog S. Aronovsky pianizmo ugdymo principy reikSmé, vientisumas ir autentiSkumas
suteikia pagrindo juos vadinti individualia pianizmo ugdymo mokykla.

Siekiant Sio tikslo, keliami uzdaviniai:

1. Pateikti mokyklos ir tradicijos sampraty interpretacijas jy apibrézties lauke;

2. lvertinti laiko ir vietos veiksniy poveikj meninés asmenybés ugdymui vykdomo tyrimo
kontekste;

3. Aptarti nacionaliniy fortepijono mokykly jvairove; jvardinti ir jvertinti mokykly
unifikacijg lemiancius veiksnius.

4. Atskleisti S. Aronovsky pianizmo formavimosi iStakas, démesj koncentruojant j:
studijas, fortepijono pedagogus, teorinio ir praktinio fortepijono technikos diegimo
mokiniams standartus.

5. Isryskinti S. Aronovsky pianizmo ugdymo principy salyCio taskus su jos mokytojy
A. Goldenveizerio, G. Ginzburgo ir L. Barenboimo meninémis nuostatomis.

6. Istirti S. Aronovsky pianizmo ugdymo principus svarbiais muzikos kiirinio atlikimo
aspektais: garsas ir frazé, atlikimo stilius, kiirinio struktiira, atlikimo psichologija
(panaudojant darbo autoriaus interviu su vienuolika S. Aronovsky mokiniy).

7. Pateikti S. Aronovsky pamokos su darbo autoriumi atvejo analize, atskleidziancig jos
pianizmo ugdymo principy taikymo efektyvuma bei aktualumg pianisto darbe su kiiriniu
ir kiirinio interpretacijoje.

Tyrimo metodai. Darbe taikomi metodai: istorinis lyginamasis, lyginamoji muzikologiniy

teksty analizé, muzikos teksty ir interpretacijy analizé, atvejo analizé, interviu, apraSomasis.

Literatiiros ir Saltiniy apZvalga. Rengiant teoring tyrimo dalj pasiremta filosofy,
kulttrology, muzikology lietuviy ir uzsienio autoriy darbais, i§ kuriy paminétini T. Kuhno
(2003), R. Taruskino (1992), H.Schonbergo (1987), W. Wisniewski’o (2015),
C. J. Martiensseno (1966), Ch. Timbrello (1999), E. Mach (1987), D. Katkaus (2006),
L. Navickaités-Martinelli (2013, 2014), L.Melniko (2000, 2008), JKermano (1983),
S. Lourenco (2010), J. Lotmano (2004), V. Kavolio (1995), J. Aleknavic¢iaus (2019), taip pat
Saltiniais rusy k.: JI. I'akkens (1990) ir JI. I'puropses, . [Tnarex (1990).

Darbo antrajame skyriuje remiamasi G. Ginzburgu (Vitsinsky (1946-1949)), L. Barenboimu
(Bapeu6oiim (1979)), A. Goldenveizeriu (Ypoku Tombaenseiizepa (2009)), darbo autoriaus
pokalbiais su S. Aronovsky ir interviu su jos mokiniais. Juose pasisako: Vovka Ashkenazy’is,
Stefanas Ciri¢ius, Niklasas Oldemeyeris, Davidas Fanningas, Ianas Flintas, Maria Canyigueral,

Peteris Lawsonas, Johnas Parras, lanas Fountainas, Zrinka Mikelic Bottrill, Janina Neniskyteé.



Tyrime pasinaudota ,,Estetikos enciklopedijoje” skelbtais staraipsniais, daugiausia
A. Andrijausko, J. Mureikos, bei informacine medZziaga i$ ,,Muzikos enciklopedijos®, daugelio kity
autoriy straipsniais mokslo leidiniuose, zodynais, interneto publikacijomis.

Darbo struktiira. Darba sudaro jvadas, du skyriai, iSvados, literattiros ir Saltiniy sgraSas, 6
priedai.

Pirmajame skyriuje ,,Mokykla ir tradicija atlikimo mene* pateikiama teoriné¢ tyrimo
ekspozicija, analizuojamos mokyklos apibrézties lauko sampratos —,mokykla®“, ,tradicija®,
»stilius®, ,,nacionaliné mokykla“; apzvelgiamas atlikimo mokyklos kontekstas, aprépiantis tokius
reiSkinius kaip muzikos interpretacija, atlikimo technika, pedagogika, kultiirin¢ aplinka ir t. t.;
aptariamas laiko ir vietos poveikis interpretacijos tradicijai; gvildenama nacionaliniy mokykly
identifikavimo problema, daugiausia démesio skiriant rusy fortepijono mokyklai; gilinamasi j
mokykly unifikacijos procesg. Siekiant nustatyti S. Aronovsky vieta nacionalinés mokyklos
prieskyros prasme, nagrin¢jama nacionalinés fortepijono mokyklos samprata. Tyrime démesys
telkiamas | rusy mokyklg iki XX a. vidurio (S. Aronovsky studijy Leningrado konservatorijos
jaunimo skyriuje ir Maskvos konservatorijoje laikas). Konkre¢ios mokyklos identifikavimo bruozai
charakteringiau atskleidziami kity mokykly kontekste, todél reikSmingesni rusy mokyklos aspektai
lyginami su vokieciy ir pranciizy mokyklomis.

Antrajame darbo skyriuje ,,Sulamitos Aronovsky pianizmo ugdymo mokykla“ apzvelgiamos
jos meninio formavimosi i$takos ir profesinés veiklos pasiekimai; atskleidziamas S. Aronovsky
mokytojy pianizmo ugdymo bendrumas ir individualumas, analizuojant tokias fortepijoninio
atlikimo kategorijas kaip stilius ir meninis jvaizdis, ritmas ir tempas, frazavimas, judesiy
koordinacija. Sio meninio tyrimo erdis — interviu su pianistés mokiniais analizé, kurioje pristatomi
ir nagrinéjami S. Aronovsky pianizmo ugdymo principai; remiantis mokiniy jzvalgomis apie
fortepijoninj atlikimag ir jy patirtimi per S. Aronovsky pamokas, iSrySkinama jos vieta rusy
fortepijono mokyklos kontekste; iSgryninamas S. Aronovsky pianizmo ugdymo principy turinys
pagal garso ir frazés, atlikimo stiliaus, kirinio struktiiros ir atlikimo psichologijos parametrus;
pateikiama S. Aronovsky pamokos su darbo autoriumi isklotiné.

Meno tyrime pateikta darbo autoriaus parengta S. Aronovsky profesiné geneaschema.

Pridedami 6 priedai: darbo autoriaus interviu su S. Aronovsky mokiniais; S. Aronovsky
teiginiai i$ darbo autoriaus pokalbiy; archyviniai duomenys apie S. Aronovsky moksla, studijas ir

darbg, mokinius Lietuvoje, koncertinj repertuarg ir publikacijas bei rankrascius.



1. MOKYKLA IR TRADICIJA ATLIKIMO MENE

Esama daugybés mokykly ir tradicijy apibréz&iyl, todél keblu atrinkti priimtinas
universalias definicijas visiems kulttiros, tarp to ir muzikos bei jos atlikimo, tyrimams, kaip ir
mokslo tyrimams apskritai. Siame darbo skyriuje sickiama pasinaudoti tuo, kas daugybés
autoriy jau sukurta: apzvelgti mokyklos, tradicijos, stiliaus, nacionalinés mokyklos ir kity
sgvoky vartojimo laukg, pateikti XX a. vidurio rusy fortepijono mokyklos apzvalgg kity
mokykly kontekste, aptarti mokykly unifikacijos procesa, nesiekiant kurti naujy ar revizuoti

seny mokykly ar tradicijy teorijy.
1.1. Atlikimo tradicijy ir mokykly samprata, jy kaita

JAV mokslininkas ir mokslo istorikas, filosofas Thomas Kuhnas, tyrinéjes daugiausia
gamtos ir fizikos moksly raidos periodus nuo seniausiy laiky iki XXI a., mokslo mokykly
analizei sitlo taikyti paradigmos savoka. ,,Paradigmomis, — sako T. Kuhnas, — a$ laikau
visuotinai pripazintus mokslo pasiekimus, tam tikru metu suteikian¢ius mokslinei
bendruomenei problemy kélimo ir jy sprendimo modelj* (Kuhn 2003: 10). Jo supratimu,
,Paradigma yra tai, kg pripazjsta visi mokslinés bendruomenés nariai, ir, atvirksc¢iai, moksling
bendruomen¢ sudaro zmonés, pripaZjstantys paradigma® (Ten pat: 205). SusiklosCius
aplinkybéms, teigia T. Kuhnas, ,,gali taikiai koegzistuoti dvi paradigmos, nors, mano nuomone,
labai retai* (Ten pat: 11).

Mokslo istorijoje, sako T. Kuhnas, ,,svarbu suvokti, kaip perimamos senosios paradigmos
ir kuriamos naujos‘. Prieinama prie i§vados, kad bet kokids paradigmos kismas téra pasaulio
amzinojo kismo pasekme ir dalis. T. Kuhno teiginiai apie paradigmas grindZziami i§ esmes

gamtos ir fizikos moksly raidos istoriografine ir tiriamgja medZiaga, taiau esminiai jo principai

! Mokykla, kaip vienos reik§mingos asmenybés — mastytojo — ir jo pasekéjy pripazjstamy ir skleidziamy

mokslo tiesy sambiiris, radosi antikos laikais: pla¢iai zinomos filosofinés asmenybinés Aristotelio, Platono,
Pitagoro bei tam tikras specifines filosofines idéjas propaguojanéios peripatetiky ar stoiky mokyklos. Zodis
»~mokykla®“ kildinamas i§ graiky zodzio oyoAr [scholi], reiskiancio poilsj, mat antikos mastytojai filosofinius
uzsiémimus laiké turiningo laisvalaikio praleidimo budu (Mazeikis 2014: 55). Véliau mokyklos terminas imtas
vartoti, apibiidinant mokslo ir filosofijos kryptis, kurios atstovus sieja bendri esminiai pazinimo, tyrimo principai,
metodai, kai kada ir bendra pasaulézitira; jis taikomas ir jvardijant menininky aplinka ar menininky grupe, turincia
bendry, tik jai budingy, stiliaus bruozy (Visuotiné lietuviy enciklopedija, skaitmeniné versija). Kaip glaudziy
asmeniniy santykiy bei tiesioginio tam tikry doktriny ir metody perdavimo susieta sambiirj mokykla apibrézia
Siuolaikinis vokieciy filosofas Hansas-Johannas Glockas (Glock 2008: 220). Dabartiniame lietuviy kalbos zodyne
viena pateikiamy mokyklos reik§miy yra mokslo, meno, literatiiros pakraipa ar srové (DLKZ 2000: 404).

Pasak kulttirologo Antano Andrijausko, ,.tradicija [yra] viena pamatiniy [...] estetikos savoky, Zyminti jvairiy
estetikos ir meno normy, simboliy ilgalaikio atgaminimo bei perdavimo i§ kartos j karta mechanizmus. Dauguma
tam tikroje civilizacingje erdvéje ar kultliroje jsitvirtinusiy estetiniy tradicijy formuojasi i§ atsitiktiniy gyvenimo,
estetinés patirties, meno reiSkiniy, kurie, peréje¢ griezta socialing atrankg, véliau kanonizuojami, jsitvirtina
socialinéje atmintyje, estetikoje ir mene*. Andrijausko teigimu, ,tradicija visuomet nukreipta j praeities kultiiros,
estetikos, meno modeliy arba elementy pakartojimg, siejasi su jvairiomis sociokultiirinio palikimo formomis,
materialiomis ir dvasinémis vertybémis bei simboliais, Sociokultiirinio paveldéjimo procesais ir biidais. Tradicijos
savoka jungia sudétingg jvairiy tradicijy ir inovacijos elementy bei simboliy fonda, kuris atlicka pagrindines tam
tikros tradicijos funkcijas“ (Andrijauskas 2010: 610).



padeda suprasti bei atskleisti ir meno reiskiniy, tokiy kaip mokykla ir tradicija, turinj. Jis teigia,
kad ,,Zmonés, kuriy moksliniai tyrinéjimai grindziami tomis paciomis paradigmomis,
vadovaujasi ir tomis padiomis mokslinés veiklos taisyklémis bei standartais. Sis kriterijy
bendrumas ir i$ to kylantis aiSkus sutarimas yra normalaus mokslo, t. y. tam tikros mokslinio
tyringjimo tradicijos genezés ir testinumo prielaidos™ (Ten pat: 25). T. Kuhno nuomone, jo
tyrimy esmé gali biiti ir yra pritaikoma jvairioms mokslo ir kiirybos sferoms, tarp to literatiiros,
muzikos, meno, politinés raidos ir kitoms sritims, kuriy istoriografijos tyréjy instrumentai buvo
periodizacija, pagrjsta stiliaus, skonio ir institucinés struktiiros liziais (Ten pat: 242).

Daugelis Lietuvos ir uzsienio autoriy sitilo ne tik visuotinai susiformavusj, bet ir
individualy tos problemos matyma. Tokios sgvokos kaip ,,mokykla®, ,tradicija“ ar ,,stilius* dél
tiksliai neapibréziamos semantikos daznai persidengia, jy ribos issitrina. Kaip ir nemazai kity
sgvoky humanitariniuose moksluose, taip ir §i0S yra artimos, néra sterilios, bet néra ir tapacios.
Donatas Katkus, kalbédamas apie atlikimo meng ir pagrindinius jj apibréziancius terminus,
dazniausiai vartoja sgvoka ,,stilius®. Jis sako: ,,Pagrindiné sgvoka, kuria remiantis apraSoma
atlikimo reikSmiy sklaida, yra stilius*, kuris suprantamas kaip ,,sgvoka, iSaugusi i§ Leonardo
Meyerio muzikos prasmés teorijos, kuri stiliy apibrézia kaip tam tikry muzikos elementy
atrankos principa“ (Katkus 2006: 13).

Tarp stiliaus ir to, kg priimta vadinti mokykla ir kas sudaro mokyklos sgvokos turinj,
esama artimos giminystés. Juozas Mureika tikina, kad mokykla meno kiirybos poziiiriu yra
kondensuota stiliaus raiska?, taciau ji, Wojciecho Wisniewski’o pastebéjimu, ,,nuo stiliaus
skiriasi tuo, jog dar ir nurodo sagmoningus veiksmus (mokyma ar mokymo procesa), skirtus
iSsaugoti ir ateinan¢ioms kartoms perduoti tradicijas, ko nenurodo ,stiliaus® sgvoka“
(Wisniewski 2015: 4). Mokymo procesas negali vykti be mokytojo — traukos centro, apie kurj
buriasi jo mokiniai tiek lokaliniu lygiu (konkretus muzikas ir mokiniai, kuriuos jis tiesiogiai
ugdo, arba zymus atlikéjas, i$ kurio skambinimo mokosi kiti), tieck simboliniu (pvz., Antonas
Rubinsteinas (1829-1894) ir jo pasekéjai, t.y. visi rusy fortepijono mokyklos tradicijy
perémeéjai).

Atlikimo mokyklos savoka aprépia gan skirtingus dalykus, tokius kaip mokytojas,

mokiniai, muzikos interpretacija, atlikimo technika, kultariné aplinka ar net valstybés politika.

2 Estetikos ir meno tyréjo Juozo Mureikos nuomone, ,,Stilius — estetinés ir meninés kalbos vartojimo biidas,
lemiantis atskiry jo segmenty vienove ir darng. Stiliaus paskirtis — skatinti pajautas jtaigiai reiksti arba vaizduoti
trok§tama prasmiy, vertybiy sistema®, sekima mada arba priklausymga elitinei kultiirai. Istoriné stiliaus sgvokos
raida glaudziai susijusi su estetine veikla. Retorika, poezija yra tos sritys, kuriose susiklosté stiliaus sampratos
prielaidos ir atsirado normatyvinimo tendencijy, véliau ir stiliaus kanonizavimo apraiSky (akademizmas,
klasicizmas, romantizmas, modernizmas [...]). ,,Kaip tokiy tendencijy iSdava vyko raiskos ir vaizdavimo formy
kaita, reikéjo vis naujos, meno kiirybai budingos estetinés kalbos, inovacijy, naujy dirgikliy, naujy minciy, kartu
aktualizuoti pasikeitusiag jausena. Tada kurdavosi nauja, vis kitokia kiekvienos meno $akos stilistika, o jos
refleksija formavo teorinés stiliaus sampratos pokycius. Tam tikra mokykla meno kiirybos pozitriu buvo
kondensuota stiliaus raiSka“ (Mureika 2010: 571).



Kai kalbama apie mokykla, svarbus yra ne tik intelektinis jos turinys, kurio reikSmingg dalj
sudaro perduodamos tradicijos, bet ir to turinio kilmé, kuri dazniausiai biina susijusi su aplink
vykstanciais kultiiriniais, socialiniais, politiniais, technologiniais ir kitokiais reiskiniais.

Norédami jvardinti vienos ar kitos mokyklos bruozus, tyréjai daznai susiduria su Sio
reiSkinio nekonkretumo ir neapciuopiamumo problema. Mokykla save iSreiSkia tam tikru
interpretacijos stiliumi, bet, kaip teigia muzikologé Lina Navickaité-Martinelli mokslo
straipsnyje ,,Mokykla kaip tradicija ir inspiracija: apie lietuviy pianisty kulttirines tapatybes®,
,be galo sunku jvardyti esminius bruozus darinio, kuris neabejotinai i§ prigimties yra
heterogeniskas, patiriantis nuolating kaita” (Navickaité-Martinelli 2013: 113). Dél Sios
priezasties ir mokykly kultivuojamos estetikos, o daznai ir technikos, apibiidinimai yra gan
platis ir abstraktas.

D. Katkus savo fundamentinj darbag — monografija ,,Muzikos atlikimas®“— paskyré
muzikos kiirinio atlikimo istorijai nuo seniausiy laiky iki misy amziaus. Jo pastebéjimu,
,»Atlikimo menas pas mus nesulaukia teoretiky démesio. Neturime lietuviy muzikos atlikimo
meno istorijos, o ka jau kalbéti apie nuodugnesnes §io meno stiliy, teorijy studijas. Net ir
pasaulio muzikos atlikimas pas mus gyvuoja vos keliy populiariy atlikéjy biografijy pavidalu®
(Katkus 2006: 8). Taciau darby apskritai apie muzikos stilius, kompozitoriy mokyklas, apie

atskiry asmenybiy mokyklas Lietuvoje ir kituose kraStuose gausud. Daugelis jvairiy Saliy

8 Kompozicijos mokykly problemoms skirtas atskiras (19—asis) tomas Lietuvos muzikos ir teatro akademijos

testinio leidinio ,,Lietuvos muzikologija“, kuriame 16 muzikology i§ Arménijos, Latvijos, Lenkijos, Lietuvos,
Rusijos, Serbijos ir Vokietijos skelbia savo tyrimy medziagg. Vertingy straipsniy panaSia tematika pateikiama ir
kituose Sio leidinio tomuose. Vien tik vieno kompozitoriaus mokyklai skiriami keli darbai. Pavyzdziui, Margarita
Katunyan (Rusija) pristato kompozitoriaus Nikolajaus Sidelnikovo kompozicijos mokykla, jo pamokose taikomus
unikalius pedagoginius metodus (Katunyan 2018: 62—70); Baiba Jaunslaviete (Latvija) raSo apie latviy
kompozitorés Maijos Einfeldés mokiniy iSskiriamg kompozicing mokyklg (Jaunslaviete 2018: 86—94). Tamara
Vainauskiené tyrinéja Virgilijaus Noreikos dainavimo mokykla, jos susiformavima, iStakas (Vainauskiené
2012: 165-174). Janis Kudin$ (Latvija) kelia klausimg dél kompozitoriaus Jazepo Vitolio prieskyros —
kompoziciné mokykla ar ry$ki asmenybé? (Kuding 2018: 70—76). Su lietuviskaja vargony mokykla 1894-1949
metais supazindina Eglé Seduikyté-Koriené, §ig mokyklg interpretuodama kaip ,,savarankiska struktiirinj vieneta“
(Seduikyté-Koriene 2009: 114-126). Ji, kaip ir daugelis lietuviy muzikology, platiai remiasi muzikologo
Algirdo Ambrazo tyrimais, ypa¢ jo pateikiama kurybinés mokyklos bei mokyklos sgvoky apibréztimi
(A. Ambrazas apie lietuviy kompozicing mokykla yra apgynes menotyros kandidato ir daktaro disertacijas, kuriose
iSkeliama tautinés kompozitoriy mokyklos sgvoka, o $ios mokyklos pagrindéju jvardijamas Juozas Gruodis
(AmbOpaszac 1969 ir 1991)). Iryna Tukova svarsto apie Vakary Europos jtakas Kijevo kompozicinés mokyklos raidai
2010-2017 metais, jos pokycCius (Tukova 2018: 52—-62). Danuté Petrauskaité lietuviskosios kompozicinés
mokyklos iesko iSeivijoje, pirmiausia JAV, kur gyvena nemaza Lietuvos kiirybinés inteligentijos dalis
(Petrauskaité 2018: 94—105). Muzikologé Melita Milin (Serbija) savo straipsnj pavadina: ,,Drauge stipresni:
kompoziciné mokykla kaip priemoné jtvirtinti estetinius tikslus®. Ji, neretai kaip ir kiti muzikologai, diskutuoja
deél sagvoky ,.kompoziciné mokykla®, ,,kompozicijos klasé* ir ,.,kompozitoriy grupé* reik§miy panasumo ir teigia,
kad jos ,neretai persidengia“. Tame paciame straipsnyje ji vartoja terminus ,,nacionaliné mokykla®, ,,Prahos
mokykla®“ (Milin 2018: 12-20). Viktorija Kolarovska-Gmirja (Makedonija) darbe ,,Makedonijos nacionaliné
kompozicijos mokykla, jos jsteigimo ir plétotés aspektai aptaria esminius mokyklos bruozus, biitent: a) profesinis
aspektas — bendriné idéja priimti europietiskaji kompozicijos modelj, b) stilistinis / estetinis aspektas ir
c) edukacinis aspektas (Kolarovska-Gmirja 2018: 20—-29). Muzikologas Patrick Becker (Vokietija), neneigiantis
kompozicijos mokykly buvimo, formuluoja mintj, kad ,,Kompozicijos mokykly jsivaizdavimas, kaip jis vis dar
suvokiamas XIX a. sampratomis, — glaudus mokytojo (-os) ir ziniy troksStan¢iy mokiniy bendradarbiavimas, —
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muzikology tyringja visa spektrg savo Salies mokykly / klasiy / stiliy tiek istoriniu, tiek
dabarties aspektais. Vienas reikSmingesniy pastaryjy mety tokio pobuidzio darby — Grazinos
Daunoravicienés studija ,,Lietuvos kompozitoriy klasés ir mokyklos: genealogijos diskursas®,
kurioje muzikologé apzvelgia Lietuvos kompozitoriy klasiy ir mokykly raidg, pateikia sgvoky
»kompozitoriy mokykla“ ir ,klasé¢*“ reikSmiy diskursg bei jy genealogines iStakas. Tyrime
remiamasi lietuviy muzikologijai daug nusipelniusio Algirdo Ambrazo darbais, ypac jo
iSplétota trinare kompozitoriy mokykly koncepcija, apimancia a) pedagogines kompozitoriy
mokyklas, b) laisvasias kompozitoriy mokyklas ir c) nacionalines kompozitoriy mokyklas
(Daunoravi¢iené 2018: 121-161).

Tyréjy iSskiriamy ir jvardinamy mokykly apréptis panasi j piramid¢ — nuo atskiro kiir¢jo
mokyklos kylama aukstyn iki kiiréjy sambiirio, kiiréjy profesijy ir stiliy mokykly, iki muzikinio
gyvenimo raiSkos tam tikrais istoriniais etapais ar net periodais, iki nacionalinés
priklausomybeés, atskiry Saliy ar net kontinenty mokykly. Tai apima tiek muzikos kiirybing
raiSka, tieck muzikos kiirinio atlikima.

Mokykly piramidés virstnéje — valstybés ir tautos, kurios skelbiasi taip pat turin¢ios savo
mokykilas, iskelia savitus jy stiliaus elementus, tac¢iau tradicija gali biiti suvokiama dar placiau.
Stai D. Katkus jvardina du muzikinio atlikimo epochy stilius: ,,.XX a. susidaré dvi epochos —
iSlikusi romantiné atlikimo tradicija, romantinis muzikinis artistiSkumas ir naujoji muzika, nauji
kiirybos, estetikos principai, kruops¢iai jkiinijami partitiroje [...] Objektyvus tekstas ir
subjektyvus atlikimas tapo dviejy nesutaikomy koncepcijy israiska“ (Katkus 2006: 21).
Vertinant retrospektyviai, ¢ia kalbama apie dviejy tradicijy susidiirimg, nes XX a. jsigaléjusi
nuostata kuo tiksliau, kone pazodziui, jgyvendinti partitiros tekstg jsiSaknijo taip giliai, kad
neabejotinali taip pat jgijo tradicijos statusa.

Kitas pla¢ios aprépties tradicijos konceptas pristatytas Richardo Taruskino straipsnyje
Tradition and Authority (,,Tradicija ir autoritetas*), kuriame muzikologas teigia i§ esmés esant
tik dviejy tradicijos rasiy: sakytiné tradicija ir tradicija to, kas nauja (Taruskin 1992: 313).
Pastargja R. Taruskinas apibrézia kaip senosios muzikos pritaikyma Siuolaikiniam skoniui arba
jos atlikimg XX-o0jo amziaus stiliumi (Taruskin 2014), o sakytine vadina ,,bet kokig tradicija,
pagrista klausymusi ir mégdziojimu* (Taruskin 1992: 313). Autoriaus manymu, bitent jos déka

gyvuoja atlikéjy repertuaras — perduodamas i§ vienos kartos j kitg: ,,Nors esame linkg Vakary

antrojoje XX a. puséje, regis, nebéra toks patrauklus®. [...] ,,Darmstato mokyklos koncepcija ,,nebevertinama taip
aukstai ir kritikuojama [...] kaip istoriografiné muzikos kategorija*“ (Becker 2018: 30—36).

Mokykla yra ir aktualus pastaraisiais metais lietuviy muziky atlikty meniniy tyrimy objektas. Fortepijono
mokyklos sampratai, raidai ir jtakai niidienos atlikimo meno paradigmoms skirta pianisto Jurgio Aleknaviciaus
studija (Aleknavi¢ius 2019), Lietuvos chorinio dirigavimo mokykly identifikacijai, sgveikoms ir modernéjimui —
choro dirigento Egidijaus Kavecko meninis tyrimas (Kaveckas 2016), Lietuvos alto meno pedagogikai,
aprépianciai ir alto mokyklos formavimasi, — altininko Jurgio Juozapai¢io darbas (Juozapaitis 2015).



muziking tradicijg laikyti rasytine, amZinai uzkonservuotg raSytiniais artefaktais, Sie artefaktai
visuomet buvo pasiekiami sakytinés tradicijos pagalba“ (Ten pat). Sakytinés tradicijos déka
gyvuoja ne tik repertuaras, bet ir to repertuaro atlikimo stilius, kuris aprépia daugel; atlikéjo
kiirybinio darbo aspekty, taigi atliké¢jui tenka svarbus tradicijy peréméjo, puoselétojo ir
perdavéjo ateities muzikams vaidmuo. Anot Josepho Kermano, ,,i§ esmés tradicija yra
perduodama zodziu muzikanto kitam muzikantui ir muzikanto — Klausytojui* (Kerman 1983:
108).

Isitikinimas, esg atlikimo tradicija yra pagrjsta tik klausymusi ir mégdziojimu, apibrézia
ja kaip statiska, nepaslanky, vien praeities estetines vertybes uzkonservuojantj reiskinj. Taciau
klausymasis ir pamégdZziojimas yra tik du pradiniai jos egzistavimo etapai, be kuriy nebiity
imanomas joks dalyky mokymasis. Ne maziau svarbus yra atlikimo tradicijos adaptavimas
naujai sukurtam ar kuriamam repertuarui. Jei atlikimo kanong ir galétume salygiskai apibudinti
kaip muziejing ar tam tikry estetiniy normy konservavimo funkcija atliekant] subjekta, tai
tradicijos geb¢jimas prisitaikyti, transformuotis ir generuoti naujas atlikimo idéjas liudija jos
gyvybingumg ir dinamiskuma.

Apie muzikine tradicijg kaip apie gyvybinga reiskinj kalb¢jo ir muzikologas Mantle’as
Hoodas. Jai jis priskyré estetinés Zinios perdavimo bei estetinés funkcijos kultiroje atlikimo
galig. Jis pagrindé¢ ir esmin¢ muzikinés tradicijos egzistavimo kultiiroje prielaida: ,,Kai
kulttroje nebelieka kurios nors [muzikinés] tradicijos, kai ji daugiau nebenesa jokios Zinios ar
nustoja atlikti kokig nors esteting ar kitokig funkcijg, tuomet jai veikiausiai bus lemta i$nykti.
[...] Manau, kad musy kultiroje daug tradicijy visai neiSnyko todél, kad yra lik¢ tam tikri
raSytiniai Saltiniai. Tac¢iau, man regis, daugeliu atvejy jy tikrasis identitetas yra dinges* (Cit.
pagal Kerman 1983: 107). J. Kermanas, iSplésdamas M. Hoodo mintj, teigia, kad ,,raSytiniai
dokumentai néra nei pakankami, nei batini tradicijos gyvavimui uztikrinti*. Pasak jo, ,,kol
gyvuoja tradicija, tol muzikantai jg nattraliai jsisavina ja domédamiesi, jos mokydamiesi, ja
absorbuodami, imituodami ar kartodami“ (Ten pat: 108).

IS aptarty pozitriy matome, kad, viena vertus, tradicija gali buti eksploatuojama,
kopijuojama ar kartojama, kita vertus, ji pati turi galia komunikuoti bei generuoti naujas
muzikos atlikimo idéjas. Prie panasiy i$vady prieina ir etnomuzikologas Charlesas Seegeris. Jo
poziiiriu, tradicija leidzia ,,jaunesniesiems grupés nariams pradéti ten, kur vyresnieji baigé*
(Cit. pagal Taruskin 1992: 317). Jis iSskiria ir svarbig atlikimo tradicijos funkcija, teigdamas,
jog ,,dainos ar instrumentinio kiirinio [muzikinis] tekstas negali biiti perskaitytas be sakytinés
tradicijos pagalbos* (Ten pat: 313). Jam pritaria ir R. Taruskinas, sakydamas, kad ,,Atlikimo
praktika apima viska, ko neperteikia notacija“ (Murauskaité 2016: 230). Taigi atlikéjas muzikos

egzistencijos procese jgyja reikSmingg vaidmenj, nes tik muzikas, iSmanantis kirinio atlikimo
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stiliy, turintis reikalingus jgiidZius bei gebantis kiirinio atlikimui pritaikyti stilistiSkai tinkancig
maniera, gali ji tinkamai jkiinyti. Kitaip tariant, nesant tradicijos iSmanymo, negali biti ir
kiirinio — tokio ar artimo tokiam, kokj ji buvo sumanes kompozitorius. ,,Bitent gyvo
muzikavimo praktikoje su visais jos mokymo ir koncertavimo institutais veikia imanentiné,
natose niekada neuzfiksuota, tad ir iSspriidusi i§ tyréjy akiracio galimybé perduoti muzikos
prasme, skoniy ir vertybiy modeliai jauge | muzikanty jprocius, [...] jy muzikos prasmés
suvokimg. Tai nepertraukiamas ir visai neformalus rySys, kur pirmiausia perduodamos
specialiosios muzikavimo, technologijos zinios®, — apibendrina D. Katkus (Katkus 2006: 26).
Si nuostata artima Ch. Seegerio pozitiriui, — jis tradicija apibrézia kaip konkregig muziking
tikrove, kurig tiesiog vadina ,,atlikimo praktika® (Cit. pagal Taruskin 1992: 317). Konkre¢iy
muzikiniy tikroviy gali bati daug ir skirtingy. Jomis etnomuzikologas jvardija zymiy muziky
suformuotus atlikimo modelius, taigi suartina tradicijos ir mokyklos sgvokas, Kkaip ir
R. Taruskinas, pastebéjes, kad ,.atlikimo suderinamumas su sakytine tradicija, priskiriama
konkreé¢iai muzikinei tikrovei [taigi garsiam muzikui ar ty paciy meniniy pazitry muziky
grupei — M. K.] gali zyméti ir interpretacijos autentiSkuma bei suteikti atlikéjui kaip elitinés
tradicijos teséjui prestizo* (Ten pat: 314).

Atlikimo tradicija panasiai aiskinama ir pianisto Leipcigo konservatorijos profesoriaus
Carlo Martiensseno®. Ja jis vadino ,,garsg tveriancigja valia“ (Klangwille). C. Martiensseno
teigimu, ,,garsa tverianc¢ioji valia yra mokytojo perduodama mokiniui, formuojant pastarojo
individualig fortepijonine technikg®“ (Maptuncen 1966: 4). Atlikimo technikos sgvoka
dazniausiai suprantama kaip instrumento valdymo jgiidziy ir gebéjimo atlikti jvairiy modeliy
garsinés faktliros kombinacijas visuma, taciau C. Martienssenas technikos sampratai priskyré
ir tokias kokybes, kaip estetinis atlikimo paveikslas, kiirinio interpretacija, atlikéjo meniniai
tikslai, muzikinis jvaizdis ir pan. Jis teigé, jog ,,didziy menininky technika skiriasi ne tuo, kad
yra geresné ar blogesné, o tuo, kad yra kitokia pagal charakterj, pagal estetinj paveiksla, — taip
pat skiriasi ir menininky interpretacija“ (Ten pat: 8). Autorius tikino, jog ,,mokinio garsa
kurianciosios valios ugdymas yra esminé bet kurio muzikanto-pedagogo uzduotis“ (Ten pat),

taip tradicijos perdavimg kitoms kartoms susiedamas su ugdymo procesu, t. y. mokykla.

4 Pianistas C. Martienssenas (1881—1955) — garsus vokieCiy pedagogas, mokeési pas Ferenco Liszto (1811—

1886) mokinius Karlg Clindworthg (1830-1916) ir Alfredg Reisenauerj (1863—1907); véliau désté Leipcigo ir
Rostoko konservatorijose bei Berlyno aukstojoje muzikos mokykloje. Siame darbe remiamasi jo 1930 m. veikalo
»Individuali fortepijoniné technika garsg kurian¢iosios valios pagrindu“ (Die individuelle Klaviertechnik auf der
Grundlage des schopferischen Klangwillens) rusisku leidimu.

Viename paskutiniy pastaruoju metu atlikty meniniy tyrimy ,,Fortepijono mokyklos samprata, raida ir jtaka
nudienos atlikimo meno paradigmoms™ jo autorius J. AleknaviCius, nagrinédamas pianisty romantiky
interpretacija, taip pat remiasi C. Martiensseno individualios technikos idéja. Pasak J. Aleknaviéiaus, ,,Idéjos
esmé — siekis sugrupuoti atlikéjus pagal juy individualias savybes ir pozitrj j kompozitoriaus naty teksta“
(Aleknavicius 2019: 10).
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Garsg kuriancigjg valig C. Martienssenas suvoké kaip muzikinj ir garsinj vaizdinj ir
i8skyré tris Sios valios tipus: klasikinj (¢ia ir toliau turimas minty klasicistinis. — M. K.),
romantinj ir ekspresionistinj (Ten pat: 92). Jis teigia, kad ,.klasikinio dvasinés struktiiros tipo
pianistas savo klasikine valia atliks ir romantinius ar ekspresionistinius kiirinius. Romantinés
ar ekspresionistinés dvasinés struktiiros atlik¢jai j savo sferg perkels ir visg [kitiems stiliams
priskiriama] fortepijonine literatiira (Ten pat: 93). Cia turima minty, jog klasicistine
skambinimo fortepijonu tradicijg atstovaujantis pianistas ja pritaikys ir romantinio ar
ekspresionistinio stiliaus kiiriniy atlikimui, o romantizmo ar ekspresionizmo tradicijos atstovas
savgja tradicija atliks ir kity stiliy repertuarg. Klasikinj atlikimo tipg jis vadina ,,statiSka garsa
kuriancigja valia“. Pasak jo, ,,vidiné¢ ramyb¢, apgalvojimas ir vadovavimasis kone statikos
désniais yra esmin¢ klasikinés sandaros dvasios jéga“. Romantinj tipa jis jvardija ,,ekstaziska
garsg kuriancigja valia®. Jo teigimu, ,,esmin¢ romantinés sandaros dvasios jéga yra statikos
désniy sulauzymas svajonémis ir apsvaigimu, j kurj pasineria objektas®. Ekspresionistiniam
tipui, sako C. Martienssenas, budinga ,.ekspansyvi garsg kurianCioji valia®, o ,,esminé
ekspresionistinés sandaros dvasios jéga yra verzimasis nuo objekto ir subjekto link visatos
désniy* (Ten pat: 94).

Si klasifikacija atskleidZia vieng i§ poziiiriy, kuriuo remdamasis XX a. pirmosios pusés
muzikas, muzikos stiliy raidos esminiy lGziy liudininkas, diferencijavo skirtingas
interpretacijos tradicijas, siedamas jas su konkreciy epochy repertuaru.

Stebédami vyraujan¢ias muzikos atlikimo tendencijas, jas kartodami, jsisavindami,
kritikuodami ir tobulindami, reikSmingi muzikai arba muzikai-pedagogai kuria savaji
individualy muzikos suvokimg. Atlikimo tradicijos ne tik perduodamos, bet ir toliau jas
perémusiy plétojamos, transformuojamos bei pritaikomos Siuolaikinio repertuaro atlikimui —
taip gimsta naujos tradicijos, taip vyksta nuolatiné jy apytaka, kurig galima pavadinti
multitradiciSkumo spirale (spiralés metafora pasiskolinta i§ Hegelio dialektinés filosofijos).
Tokia pat dinamiSka kaip ir atlikimo menas tradicija neiSnyksta, taciau, sgveikaudama su
kitomis, nuolatos keiciasi ir atgimsta kitokiu pavidalu bei Kkitu lygmeniu. Atlikimo praktika
kuriama, vadovaujantis jau jsitvirtinusiom tradicijom, taciau ateina laikas, kai i§ jy ima
formuotis naujos, kurios pirmasias iSstumia ir deaktualizuoja. Apibtdintasis raidos modelis
atspindi T. Kuhno postulatus, i§ esmés teigiancius, jog, paneigiant esamas paradigmas,

kuriamos ir jtvirtinamos naujos.
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1.2. Laiko ir vietos veiksniai interpretacijos tradicijoje

,,Terminas muzikiné interpretacija yra gana vélyvas®, — sako D. Katkus. ,,Manoma, kad
pirmasis ji 1868 m. pavartojo pranclizy muzikos kritikas L. Escudier: ,,Interpretacija — tai
tinkamiausias muzikos kiirinio atlikimo Zodis, nes biitent artistui privalu suprasti ir perduoti
klausytojui muzikos mintj [...], Zodziu, biti kompozitoriaus nory interpretatoriumi‘“. (Cit.
pagal Katkus 2006: 19).

Interpretacijos tradicijos gyvenimo cikle laiko ir vietos parametrai yra vienas su kitu
susipyne. Tradicija visada susijusi su tam tikra vieta, kurioje ji kultivuojama, ir tam tikru
laikotarpiu, kuriuo ji tarpsta. Panasiai kaip gyvas organizmas, gyvenantis tam tikru laiku ir tam
tikroje vietoje, atlikimo tradicija gimsta, formuojasi, plinta, jsitvirtina ir sunyksta arba
transformuojasi. Jos virsmo poky¢iai yra kur kas létesni ir maziau apéiuopiami nei, sakykime,
muzikos komponavimo tradicijy, ir, kaip pastebi muzikos istorikas ir vargonininkas
Leonidas Melnikas, ,.tiksliai datuoti kokj nors meno reiskinj arba kiirybing tendencija yra ypac
sunku, kadangi jy pradai slypi galbiit net ir labai tolimoje pracityje* (Menbuukac 2000: 142).

Viena vertus, tradicija reprezentuoja muzikos atlikimui taikomas jsitvirtinusias taisykles,
iproCius ir pozilrius, Kita vertus, ji yra testinis procesas, kurio gyvybingumas priklauso nuo
nenutrukstamo tam tikry ziniy perdavimo kitoms kartoms. Tradicijos egzistavimo pertrukis
paprastai reiSkia ir jos pabaigg. Tradicija formuojasi tam tikroje kultirinéje aplinkoje tam
tikroje vietoje, taCiau ji yra linkusi plésti savo geografines ribas ir biiti eksportuojama Kkitur,
todél tuo pat metu ji gali gyvuoti skirtinguose regionuose. Lygiai taip pat vienu metu ir vienoje
vietoje gali sugyventi skirtingos tradicijos. Pagal Vytautg Kavolj, ,kiekvienoje istorinéje,
t. y. komplikuotoje kultiiroje galime rasti placiag — o gal kartais ir neribotg — interpretacijos
budy jvairove. Bet vienoje kultiiroje vieni interpretavimo btidai daugiausia sveria, kitoje — kiti*
(Kavolis 1995: 237).

Joks kulttiros reiSkinys negali rastis pats savaime, t. y. be kity kultiros reiSkiniy jtakos.
Semiotikas Jurijus Lotmanas pastebi, kad ,,zmonijos istorijoje i$ tiesy nejmanoma tokia visiskai
izoliuota kulturiné raida, kurioje nebtity tiesioginés ar tolimesnés atskiry sri¢iy sgveikos ir
abipusés jtakos* (Lotman 2004: 119). Véliau savo mintj jis papildo teiginiu, jog ,.kultiiriné raida
yra negalima be nuolatinio teksty i§ iSorés jsiliejimo* (¢ia turimi mintyje tekstai, at€je iS kitos
nacionalinés, kultlirinés ar vietos tradicijos. — M. K. ) (Ten pat: 127). Tai taikoma bet kokiam
kultdros reiSkiniui, taip pat ir muzikos atlikimo tradicijai. RaSydamas apie muziking kultiira,
panasiai samprotauja ir L. Melnikas, kurio pozitriu, ,,muzikinés kultiros visuma kyla i$
glaudziy tarpusavio santykiy, tarpusavio priklausomybés ir tarpusavio sgveikos daugybés

jvairiy, kartais nesuderinamy, bet visgi veikian¢iy vienas kita meno reiskiniy, integruoty i
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vieningg muzikinj-istorinj procesg” (Memsuukac 2000: 96). Teigtina, kad visi artimais ar
tolimais ry$iais susije kultiiros reiSkiniai vienas kitg jvairiais biidais veikia ir keicia tiek laike,
tiek ir erdvéje.

Interpretacijos tradicija pirmiausia yra susijusi su muzikos kiiriniu, — ji paklista atlikimo
taisykléms, désniams ir principams, uzkoduotiems kompozitoriaus uzrasytame muzikiniame
tekste. Nepaisant to, interpretacijos procesui poveikj daro ir kultliriné terpé, istorinés
aplinkybés, visuomenés sankloda bei techniniai / technologiniai ir kitokie veiksniai, — visa tai
interpretacijos tradicija leidzia suvokti kaip autonomiska fenomeng. Pasak L. Melniko,
,kiekvienas meno reiSkinys yra veikiamas globaliniy muzikiniy-istoriniy désningumy, bet kartu
jis iSreiSkia ir tam tikrg visuotinio meninio proceso dalj. Savo ruoztu meno reiskiniui visada
budinga tam tikra autonomija, jame yra visiskai aiskiis istoriniai ir meniniai parametrai, kurie
apsprendzia jo vieta bendrame kiirybinés evoliucijos procese* (Ten pat: 97).

Interpretacijos tradicija gyvuoja bei evoliucionuoja ir tada, kai pats muzikinj kirinj
iSreiskiantis komponavimo stilius jau iSnykes. Taigi nors ir yra pririSta prie jos iSreiSkiamo
objekto — kdrinio, interpretacija gyvena atskirg nuo kiirinio komponavimo tradicijy gyvenima.

Esama dvejopo rysio tarp interpretacijos tradicijos ir interpretuojamo kiirinio. Viena
vertus, naujas muzikos kiirinys nusistovéjusig tradicijg vercia transformuotis ir adaptuotis prie
naujos kompozicinés raiskos, kita vertus — muzikos atlikimo tradicija i nauja repertuarg perkelia
ir savo muzikinio mgstymo modelius. Pirmuoju atveju, jsitvirtines atlikimo stilius daro poveikj
tam, kaip atlik¢jas naujg kurinj suvokia. Antruoju, naujas kiirinys skatina tradicija keistis ir
prisitaikyti prie naujo muzikos stiliaus uzduoc¢iy. Toks pavyzdys bty pranciizy impresionisty,
taip pat Béla’os Bartoko arba Sergejaus Prokofjevo poveikis XIX a. jsitvirtinusiems
fortepijoninio atlikimo kanonams — jie i§ esmés pakeité ir papildé iki tol nusistovéjusj
fortepijono skambesi naujais tembrais ir priverté atlikéjus ieskoti kitokiy garso i§gavimo biidy.
Atradus naujas fortepijono garso formas, ar, kaip jas jvardijo pianistas ir muzikologas Leonidas
Gakkelis, ,,skambancius jvaizdzius® (I"akkens 1990: 19), keitési ir ankstesniy epochy muzikos
atlikimas, nes savo iSraiskos priemoniy arsenalg pianistai papildé naujais garso i§gavimo ir
formavimo btidais bei samoningai ar nesamoningai kai kuriuos jy émé taikyti ir ankstesniyjy
epochy repertuarui, tuo budu jj praturtindami naujomis interpretavimo galimybémis. Tali
akivaizdu, stebint Siuolaikinés interpretacijos tradicijos pritaikyma arba Siuolaikinio atlikéjo
patirties ir skonio adaptavima baroko ir ankstesniy laikotarpiy kompozitoriy kiiriniams.

Kalbédamas apie tai, kad muzikantai jsivaizduoja Sengja muzika galintys atlikti
autentiskai, R. Taruskinas sako, jog ,,dalyky, kuriuos Zmonés tikina Zinantys, i$ tiesy suzinoti
negalime** (Taruskin 1992: 313). Cia turima mintyje, jog, priesingai klasicizmo ir vélesniy laiky

muzikos atlikimo tradicijai, nepertraukiamai perduodamai i$ kartos j kartg iki $iy dieny, — tokia
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senosios muzikos atlikimo tradicija neegzistuoja. Tad dabartinis senosios muzikos atlikimas
kuria nauja tradicija, besiremiancig Siuolaikinio muziko skoniu bei vertybémis.

Visgi ir nenutriikstantj tradicijos perdavima nuo Haydno iki $iy laiky muzikologai vertina
nevienareikSmiSkai. Nealas Zaslawas raso, jog ,,[atlikimo tradicija nuo Haydno laiky], nors be
pertriikio perduodama i$ kartos j kartg, neliko nepakitusi. PrieSingai, dabar nekyla abejoniy, kad
kiekviena karta modifikavo tai, ka gavo i§ savo mokytojy kartos, kol klasicizmo laikotarpio
muzikos atlikimo maniera beveik neatpazjstamai pasikeité¢*, o Howardas Mayeris Brownas
teigia prieSingai, esg ,,muzikos atlikimo tradicija nuo Haydno, Mozarto ir jy jpédiniy iki
Siuolaikinio atlikéjo nebuvo prarasta kaip toji, kuri ji skiria nuo Machaut ir Monteverdi* (Cit.
pagal Taruskin 1992: 314).

Interpretacijos tradicijos negali rastis atskirai nuo muzikos komponavimo tradicijy, taciau
jos gali likti gyvybingos ir veikiancios net ir tuomet, kai komponavimo tradicijos jau tapusios
istoriniu paveldu. klasicizmo ar romantizmo epochy atlikimo tradicijos gyvuoja ir iki $iol yra
giliai jsiSaknijusios muzikos pedagogikoje bei akademinés muzikos atlikéjy samonéje —
daugeliui dabartiniy atlikéjy jos yra labiau pazinios nei Siuolaikinés muzikos atlikimo specifika.
Visgi ir be pertriikio nuo savo atsiradimo i§ kartos ] karta perduodama bei Simtmeciais iki
nidienos tebesitesianti tradicija (pvz., interpretuojant klasicizmo ir romantizmo muzika) kinta,
transformuojasi ir yra modifikuojama jvairiy kultiriniy, istoriniy ir technologiniy veiksniy,
tokiy kaip muzikos instrumento evoliucija, besikeiCiancios akustinés salygos, garso ar vaizdo
jraSy paplitimas ir pan. Galiausiai interpretacijos tradicijy perdavimas ir perémimas,
uztikrinantys jy testinumga, didele dalimi priklauso nuo individualiy asmenybés savybiy, kitaip
sakant, zmogiskojo faktoriaus.

Be zmogiskojo faktoriaus, interpretacijai, kaip ir bet kuriam kitam meno reiskiniui,
reik§mingas yra epochos poveikis. Jj aptardamas L. Melnikas pastebi, kad ,,besiformuodamas
tam tikroje stilistin¢je aplinkoje, muzikantas palaipsniui subrandina sau ir savo laikui biidinga
kiirybinés saviraiSkos manierg. Savo sumanymus ir idé¢jas jis realizuoja déka to laikotarpio
muzikiniam mastymui bidingos meniniy priemoniy sistemos* (Menbaukac 2000: 141). Cia
paminima ir viena svarbesniy atramy interpretacijos ir jos tradicijy supratimui —epochos, kurios
interpretacijos tradicijos tyrin¢jamos, istorinio, kultiirinio ir estetinio konteksto iSmanymas.
Skirtingy epochy zmogui ta pati muzika siunéia skirtingg zinig: vienaip romantizmo kiriniy
Klausési XIX a. klausytojas, kuris buvo girdéjes ir patyres tik savojo ir Klasicizmo laikotarpio
muzikg, kitaip jy klauso Siuolaikinis Zmogus, kurio muzikinéje patirtyje esama kur kas
gausesnés ir jvairesnés muzikinés raiSkos formy.

Aptariant interpretacijos tradicijas, jy kaitg ir skirtumus jvairiais skirtingais istoriniais

laikotarpiais, svarbu atkreipti démesj, kad jos plétojasi daugeliu krypciy ir yra daugialypis meno
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reiSkinys, kurio visy daliy apciuopti, juo labiau iStirti, nejmanoma. Kas vienos epochos
menininkui gali atrodyti priimtina, kitos— atmestina. Beje, ir to paties laiko muziky
preferencijos, interpretuojant kiirinj, gali smarkiai skirtis, taigi interpretacijos suvokimo ir
vertinimo kriterijai yra labai salygiski, kintantys, priklausomi tiek nuo individualaus pozitrio,

tiek nuo epochos kulturiniy kody.

1.3. Nacionaliniy mokykly identifikavimo problema

Nors literatiroje rusy kalba dazniau naudojama nacionalinés mokyklos sgvoka,
angliSkuose S$altiniuose populiaresnis atlikimo stiliaus terminas. Pianisto ir tyréjo
W. Wisniewski’o 2015 m. Sidnéjaus universitete apgintame meny daktaro tiriamajame darbe
Defining National Piano Schools: Perceptions and Challenges (,,Nacionaliniy fortepijono
mokykly apibréztis: jzvalgos ir i$Stukiai®) iSsamiai tyrin¢jamas skirtingy tautiniy ir kultiiriniy
Sakny pianisty pozitris ] nacionalines mokyklas. Jo darbas jdomus tuo, kad praktiné tyrimo
dalis remiasi respondenty apklausy iSvadomis, kuriose pateikiami profesionaliy atlikéjy ir
aukStyjy mokykly studenty bendrieji pozitiriai ] pasaulyje vyravusias arba vyraujancias
fortepijono mokyklas. Teoriné W. Wisniewski’o darbo dalis vertinga dél istorinés jy raidos
apzvalgos.

Tyréjas pateikia tokig nacionalinés mokyklos sampratg:

,Nacionaliné fortepijono mokykla yra unikalus atlikimo ir pedagogikos stilius, paprastai
tapatinamas su viena $alimi [...]* (Wisniewski 2015: 96).

Istorinéje W. Wisniewski’o pateiktoje apzvalgoje iSskirti esminiai bruozai, kuriais
dazniausiai apibiidinama nacionaliné fortepijono mokykla, butent:

* nacionalinis charakteris, aprépiantis kultiirg, jos daromas jtakas mokyklai, istorines
aplinkybes;

* interpretacijos tradicijos, t. y. garso kulttira, estetika, technika;

* individuali asmenyb¢, priskiriama tiek konkreciai mokyklai kaip jai reikSmingas
mokytojas, tiek mokyklos archetipas (zymi muzikiné asmenybé, i§ kurios mokykla kildinama).

Muzikologé Sofia Lourenco straipsnyje European Piano Schools: Russian, German and
French Classical Piano Interpretation and Technique (,,Europos fortepijono mokyklos: rusy,
vokieciy ir pranctizy klasikinio fortepijono interpretacija ir technika®), Salia jau minéty bruozy,
fortepijoning mokykla vienijan¢iais veiksniais jvardina bendra repertuara, charakteringa
skambes], panaSaus kiirinio tempo pasirinkimg, pedalizacija, mokymo metodus, techninius ir
interpretacinius sprendimus, rubato naudojima bei polifonijos atlikimo aiskumga (Lourenco

2010: 6). Nors ne visi S. Lourenco isskirti bruozai yra vienodos reiksmés (pvz., techniniai
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sprendimai aprépia ir pedalizacija, o interpretaciniai — rubato raiska ir polifonijos aiSkumg), ¢ia
rySkéja tam tikri veiksniai, kuriy visuma gali lemti fortepijoninés mokyklos autentiskuma.

Vienas svarbiausiy mokyklos elementy yra jos kertiné figura®, t. y. prototipas (Kitaip —
archetipas). Jis — tarsi atspirties taskas, kai kalbama apie estetinius, techninius, pedagoginius ir
kitus mokykly intelektinj turinj sudaranc¢ius démenis. Rusy mokykloje tokia figiira dazniausiai
jvardijamas A. Rubinsteinas, vokie¢iy— Arthuras Schnabelis (1882-1951), pranciizy —
Marguerite Long (1874-1966) ir Alfredas Cortot (1877-1962).

Kitas mokyklos démuo — nacionalinis charakteris. Jo vaidmeniu grindZiama
W. Wisniewski’o prielaida, jog tam tikri daugelio vienos tautos menininky asmenybés bruozai
gali buti vienodi arba labai panasiis. Neatmestina, jog charakterio apibiidinimy neaiSkumas,
galimybé juos pernelyg placiai interpretuoti, skirtingoms tautoms priskiriami stereotipai
neleidzia jais remtis kaip patikimu mokyklos autentiSkuma jrodanciu Saltiniu. Pranciizy pianisto
Philippe’o Entremont’o (g. 1934) teigimu, ,,pranciizy muzikantai negros pranciizy muzikos
geriau nei kiti, nors tai, kad jie $ig muzikg girdi nuo ankstyvo amziaus, padeda“ (cit. pagal
Wisniewski 2015: 42). W. Wisniewski’s teigia, kad ,,nacionalinis charakteris yra ilgiausiai
iSliekantis nacionalinés mokyklos bruozas®“ (Ten pat: 52), — gal todé¢l, kad maziausiai
apCiuopiamas, daugiausia pasiduodantis jvairioms interpretacijoms ir subjektyviems
vertinimams. Neatmestina, kad jis pasireiSkia ne realioje muzikinéje iSraiSkoje, o tik atlikéjy
arba klausytojy vaizduotéje. Tuo tarpu tokie tyréjo jvardinti elementai kaip technika, garso
1Sgavimas, pedagogika, repertuaro pasirinkimas daug jautresni pokyc¢iams ir priklauso nuo
konkreciy veiksniy, tokiy kaip instrumenty specifika, mokiniy ugdymo sistema ir pan.

Kalbant apie nacionaliniy mokykly technika, visada galimos abejonés, ar tam tikri
fortepijono technikos aspektai vienoje ar kitoje mokykloje gali buti individualiy jos atstovy
tradicija, pedagogo mokymo metodas, individualios atlikéjo fizinés savybés, ar pati mokykla.
Nors du skirtingi pianistai ir negali iSsiugdyti visiskai vienodos technikos net ir grodami ta patj
repertuarg ir studijuodami pas tg pat] muzika, visgi tarp tokiy fortepijoninés interpretacijos ir
technikos zinovy, kaip, pavyzdziui, A. Goldenveizeris ar Konstantinas Igumnovas (1873-
1948), mokiniy visada rasime vienijancig jungti, — jei ne interpretacijos, tai techniniy priemoniy
ar bendry jiems budingy technikos bruozy srityse. Taciau tai veikiau jy individualios
pedagogikos metodikos, o ne priklausymo rusy nacionalinei mokyklai bruozas. Pianistas
Reginaldas Gerigas knygoje Famous Pianists and Their Technique (,,Zymieji pianistai ir jy

technika®), raSydamas apie fortepijoning technika teigia: ,nors kultirinis modelis

® Haroldas Schonbergas ja vadina archetype (archetipu, prototipu) (Schonberg 1987: 446), 0 W. Wisniewski’s —
key archetype (kertiniu archetipu) (Wisniewski 2015: V).
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interpretacijoje bus neabejotinai jauc¢iamas, etninis techniky tipy skirstymas yra nejmanomas‘
(Gerig 2007: 288).

IS fortepijono mokyklas apraSanciy Saltiniy matyti, kad dazniausiai mokykly
kultivuojama specifiné technika yra neatsiejama nuo jy estetikos. Jos viena kitg veikia. Nuo tam
tikros technikos pritaikymo priklauso estetinis interpretacijos turinys, ir, atvirks¢iai —
vyraujancios estetinés nuostatos lemia pasirenkama technika. Interpretacija lemia ne tik tai,
kaip pianistas suvokia atliekamo kiirinio turinj, — nei§vystes tam tikram repertuarui reikalingos
specifinés technikos, savo atlikimu jis negalés tinkamai jgarsinti ir atlickamos muzikos
ivaizdzio.

Daugelio tyréjy ir atlikéjy bandymas apraSyti kurig nors mokykla yra labai subjektyvus.
Daznai jy teiginiai grindziami asmeniniais jspiidziais, daugeliu atvejy nepateikiama tikslesniy
parametry, kurie sukonkretinty mokyklos bruozus. Teigtina, jog vien mokslinémis
kategorijomis mokyklos apibuidinti nejmanoma — dazniausiai neapsieinama be meninés kalbos,
subjektyvumo, abstrak¢iy ir daugiaprasmiy apibréz¢iy. Tas rySku ir tais atvejais, kai bandoma
aprasyti konkre¢iy asmenybiy skambinimo stiliy. Vis délto tokie apraSymai neiSvengiami, nes
ir pati muzika pranoksta kalbinés iSraiSkos ribas.

Pazymétina, kad nacionaliniy mokykly formavimasis visada glaudziai susijes su
kompozitoriy veikla. Sukurtiems kiiriniams groti reikéjo atlikéjy, o atlikéjams — repertuaro. Tad
neatsitiktinai labiausiai iSsiskiria mokyklos ty Saliy, kuriy fortepijoninis repertuaras

gausiausias.
1.4. Rusy fortepijono mokykla nacionaliniy mokykly kontekste

S. Aronovsky muzikiné asmenybé formavosi, veikiama i§ esmés rusy fortepijono
mokyklos tradicijy ir Zymiausiy tos mokyklos pedagogy, — jos mokytojai tiek paauglystés
metais, tiek mokantis Maskvos konservatorijoje — buvo garsiis pianistai, iSkiltis savo mokyklos
profesionalai. Darbo autoriaus uzraSyti pokalbiai su S. Aronovsky, interviu su jos mokiniais ir
jos mokytojy bei mokiniy teiginiy sugretinimas antrajame $io darbo skyriuje liudija, kad
S. Aronovsky pianizmui didziausiag poveikj turéjo rusy mokyklos pamokos. Jos mokiniy
nuomone, j3 pagristai galima vadinti viena uoliausiy XX a. vidurio rusy pianizmo (pianisty
vadinamo auksiniu laikotarpiu (Mikelic Bottrill: 72) tradicijy tesé€jy. Ji uzima deramg vietg Salia
jos kartos rusy mokyklos atstovy— V. Gornostajevos, S. Dorenskio, M. Voskresenskio,
D. Baskirovo ir kity.

Fortepijoninio atlikimo istorijoje jsitvirtino trys nacionalinés mokyklos — vokieciy, rusy
ir pranciizy (Lourenco 2010: 6). Siekiant geriau pazinti Sio darbo objekta, démesys Siame

poskyryje telkiamas j rusy mokyklg iki XX a. vidurio.
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Nacionaliniy fortepijono mokykly iSkilimas ir raida visoje Europoje buvo susij¢ su dviem
svarbiais veiksniais — muzikos instrumenty gamyba (Timbrell 1999: 254) ir konservatorijy
jsteigimu. Rusy mokyklos atsiradimg 1émé pastarasis. XIX a. pabaiga—XX a. pradzia vadinama
rusy dvasines kultliros renesansu, arba aukso amziumi, kai klostési jvairiis kultiros rySiai tarp
Rusijos ir Vakary Europos, vystési intensyviis kultiiriniai mainai — garsiausi Europos Saliy
muzikai j Rusija vyko koncertuoti, skaityti paskaity, déstyti konservatorijose, o rusy muzikai
vaziuodavo studijuoti ar koncertuoti | Europg (Gustaité 2007: 262—267).

1859 m. A. Rubinsteinas® jsteigé Rusy muzikos draugija (jos tinklui priklausé ir 1873 m.
jkurta Vilniaus muzikos mokykla), kurios tikslas buvo plésti muzikos Svietimg ir puoseléti
muzikos talentus, o 1862 m. jis jkuré Sankt Peterburgo (tuomet — Rusijos imperijos sostinés)
konservatorija (Ten pat: 267). Rusy fortepijono mokyklos pradininku tituluojamas
A. Rubinsteinas daugelio buvo laikomas geriausiu pianistu pasaulyje po F. Liszto (Walter
1919: 13), taciau didZiajg dalj savo kaip mokytojo veiklos skyré kompozicijai. Kone vieninteliu
jo mokiniu pianistu, su kuriuo A. Rubinsteinas dirbo individualiai, jvardijamas Josefas
Hofmannas (1876-1957). Savo prisiminimuose jis raso, kad A. Rubinsteinas ,,visada versdavo
viska groti tiksliai taip, kaip parasyta [...] Jis neabejotinai buvo pedantas, raidéda, — kad ir kaip
bebiity keista, ypac turint mintyje ta laisve, kurig jis sau leisdavo, atlikdamas tuos pacius
kiirinius [...] Dar pries paliesdamas klaviSus [tur¢jai] isivaizduoti biisimg tempg, tembro pobiidj,
pirmyjy garsy uzgavimo biidg* (I'odman 1961: 70). Taigi jau nuo pat pradziy rusy fortepijono
mokykla pasizyméjo profesionalumu, absoliu¢iu muzikinio teksto perskaitymo tikslumu ir
menkiausiy nusizengimy kompozitoriaus tekstui netoleravim. Be to, ne maziau svarbus jai buvo
individualaus atlikéjo santykio su muzika ir pozitirio ] jg absoliutas: ,,IS Rubinsteino iSmokau
suprasti svarbig tiesg, kad kity [muziky] perteikiama garsinio jvaizdzio koncepcija mums
palieka tik trumpalaikius jspudzius, — jie ateina ir praeina, taCiau miisy savarankiskai sukurta
koncepcija islieka tarsi miisy paciy kiirinys“ (Ten pat: 72—73). A. Rubinsteino jtaka jauc¢iama
ir Sio darbo antrajame skyriuje nagrinéjamuose A. Goldenveizerio, G. Ginzburgo,

S. Rachmaninovo, S. Aronovsky teiginiuose apie svarbiausius pianizmo kriterijus.

6 A. Rubinsteinas — rusy pianistas, kompozitorius, dirigentas, pedagogas. Aleksandro Villoingo (1808—1878)
mokinys. 1840-1843 m. sékmingai koncertavo Vakary Europos miestuose. Cia susipazino su Frédéricu Chopinu
(1810-1849), F. Lisztu, Felixu Mendelssohnu-Bartholdy (1809-1847) ir Giacomo’u Meyerbeeru (1791-1864).
F. Lisztas A. Rubinsteing vadino savo pianistinio meno tgséju. 1844-1846 m. A. Rubinsteinas gyveno Berlyne,
véliau — Vienoje ir Paryziuje, 1848—-1854 m. — Sankt Peterburge. Buvo pianistu kunigaiks§tienés Jelenos Pavlovnos
rimuose. 1854—1858 m. praleido koncertinése kelionése po uzsienj. 1858 m.grjzo j Sankt Peterburga, kur jsteigé
Dainavimo akademijg, Rusy muzikos draugija ir konservatorija, kuriai ir vadovavo. Vienas jo kompozicijos
mokiniy — Piotras Caikovskis. 1872—1873 m. su smuikininku Henryku Wieniawski’u (1835-1880) JAV atliko per
200 koncerty, 1885-1886 m. Berlyne, Vienoje, Sankt Peterburge, Maskvoje, ParyZiuje ir Londone, — kiekviename
$iy miesty skambino milziniskos aprépties septyniy istoriniy koncerty cikla, kuriame grojo didziaja dalj fortepijono
repertuaro (pavyzdziui, viename i§ 7 koncerty atliko 8 opusy L. van Beethoveno sonatas). 1869 m. ir 1885 m.
koncertavo Vilniuje (McArthur 1889: 87; Juozapaitiené 2007: 253-254;).
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Svarbus rusy mokyklos bruozas, iSskiriantis jg 18 kity — aukstas profesinis meistriSkumas,
pasiekiamas griezta darbo disciplina, diegta jau konservatorijos auklétiniams nuo pat jos
isteigimo. Smuikininkas Viktoras Walteris, mokesis Sankt Peterburgo konservatorijoje ir
grojes, diriguojant A. Rubinsteinui, prisimindamas repeticijas, rasé: ,,Kai mokydavomés
koncerto programa ar repetuodavome opera, RubinSteinas vienu ypu galédavo dirbti SeSias ir
daugiau valandy [...], kol visi [orkestro muzikantai] jau biidavo leisgyviai“ (Walter 1919: 12).
Tokia darbo disciplina rusy mokyklai leido pasiekti pasaulinio pripazinimo. L. Melnikas teigia,
kad $i nuostata— ugdyti auk$ta profesinj meistriSkumg— ,buvo jgyvendinama
bekompromisémis ir drastiSkomis priemonémis — mustru ir kasdienémis daugiavalandinémis
studijomis, bitent ji léme rusy fortepijono mokyklos iSkovota Slove XX amziuje* (Melnikas
2006: 24).

Rusy mokyklos savitumas tampa rySkesnis, Kai lygini ja su kitomis nacionalinémis
fortepijono mokyklomis. Teigiama, kad pranctizy mokykla paprastai suvokiama kaip joS
antipodas. Pianistas Markas Hambourgas (1879-1960), kalbédamas apie Teodorg Leszetycki’j
(1830-1915), ilga laikg désciusj Sankt Peterburgo konservatorijoje, pastebi: ,, Tarp Leszetycki’o
rusiskai ruosty produkty [...] ir klasikinio stiliaus pranciizy pianisty negali biti nieko bendra“
(cit. pagal Schonberg 1987: 287).

Tafiau rusy ir vokieéiy mokyklos veikiau yra giminingos nei skirtingos. Be
A. Rubinsteino autoriteto, i§ esmés rusy mokykla XIX a. antrojoje pusé¢je formavo Zymiausiy
Vokietijoje ir Austrijoje iSugdyty pianisty, tokiy kaip F. Lisztas, Antonas Dooras (1833-1919)
ir T. Leszetycki’s, mokiniai. Pastaragjj galima vadinti tiek rusy, tiek ir vokieciy pianizmo
mokykly vienu kiiréjy’. Jis iSugdé tokius reik§mingg jtaka rusy mokyklos raidai padariusius
pianistus-pedagogus kaip A. Jesipova ir V. Safonovas bei vokieCiy pianizmo mokyklos
pradininku vadinamg A. Schnabelj.

Vokie¢iy pianistus T. Leszetycki’s apibudino kaip ,rimtus, iStikimus detaléms,
tvarkingus, stipriai ir nuolankiai mylin¢ius meng, nors ir pasizymincius pilkoku stiliumi“ (Gerig
2007: 288), o H. Schonbergas, praéjus daugiau nei Simtmeciui, rasé: ,,Vokieciy fortepijono
mokyklai veikiau buidingas pedantiSkas muzikalumas, grieztumas, jéga nei zavesys, veikiau
solidumas nei jausmingumas, veikiau intelektas nei instinktyvumas ir veikiau saikas nei

spindesys (Schonberg 1987: 446). Dar vieng vokieCiy mokyklos atstovo apibtidinimag

"T. Leszetycki’s — lenky pianistas, pedagogas, kompozitorius. Studijavo Vienoje pas Karla Czerny’j (1791-1857).
1852-1877 m. gyveno Sankt Peterburge, koncertavo ir désté konservatorijoje. 1878—-1915 m. gyveno Vienoje, nuo
1886 m. dirbo tik pedagoginj darba. T. Leszetycki’s sukiiré savo fortepijono déstymo metodika, pagrindinj démesj
skirdamas skambanéio garso groziui. Tarp mokiniy — Ana Jesipova (1851-1914), Vasilijus Safonovas (1852—
1918), Izabelé Vengerova (1877-1956), Arturas Schnabelis (1882—1951), Ignacy’as Janas Paderewski’s (1860—
1941), Ignazas Friedmanas (1882—1948) (Juozapaitiené 2003: 276).
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H. Schonbergas pateikia, vertindamas Claudio Arrau® (1903-1991) interpretacijas: ,,Arrau [...]
kruopsciai iStiria visus savo atlickamos muzikos tekstus ir apsisprendes, kurj rinktis,
skrupulingai laikosi uzrasyty gaidy. Taciau savo stiprios minties ir romantinio fortepijono garsu
jis literalizmo® pinkliy i$vengia“ (Schonberg 1987: 454). Skrupulingas kompozitoriaus teksto
ikinijimas minétas ir kaip vienas pagrindiniy A. Rubinsteino pedagoginiy tiksly, o romantinio
fortepijono garsas sietinas su C. Arrau propaguota rankos svorio naudojimo technika, kuri yra
ir vienas budingiausiy rusy mokyklos bruozy (Wisniewski 2015: 34; Navickaité-Martinelli
2014: 272). PanaSiai vokie¢iy mokykla mato ir W. Wisniewski’o apklausose dalyvave
respondentai, tuo parodydami, jog ir po beveik pusantro Simto mety iSliko tam tikri su Sia
mokykla susij¢ ivaizdziai. Jy jvardinami dabartinei vokieciy mokyklai biidingi bruozai, biitent:
formos supratimas, atida kiirinio struktarai ir J. S. Bacho muzikai kaip kertiniam repertuarui.
Pazymimas démesys frazavimui, sintaksei, garso iSgavimo biidy jvairovei, struktiiros
vientisumui ir fundamentiniam tempui (Wisniewski 2015: 60). Neatmestina, kad J. S. Bacho
repertuaro studijos XX a. vidurio rusy mokykloje taip pat — vokie¢iy mokyklos palikimas, o
tempo stabilumas ir grieZtumas — neatskiriama dalis to, kaip rusy mokyklos atstovai atliko
Vienos klasiky, ypa¢ Ludwigo van Beethoveno, karinius. Pasak pianisto |. Fountaino,
,Kklausantis Sviatoslavo Richterio ir Mstislavo Rostropoviciaus. L. van Beethoveno sonaty
jrasy, jauCiamas jy nejtikétinai grieztas ir tiesus pozidris, gristas nepermaldaujamu viskg
persmelkianciu ritmu‘ (Fountain: 64).

Jei rusy ir vokieCiy mokyklos daugiausia démesio skyré muzikos interpretacijos
problemoms, tai pranciizai labiausiai lavino specifing skambinimo technikg jeu perlé, ypac
tinkama jy kompozitoriy repertuarui. Pasak H. Schonbergo, ,,grojant buvo naudojami tik pirstai,
plastaka ir riesas, skirtingai nuo rusy ir vokieciy, kur pasitelkiama visa ranka* (Schonberg 1987:
455). Specifiné pranciizy technika nebuvo nulemta vien tam tikry estetiniy normy. Jos ilga
gyvavimg lémé ir pranciizy fortepijony lengvais klaviSais bei maza dinamine amplitude
gamyba: ,,VokieCiy fortepijono gamintojy patobulinimai buvo suvokiami kaip nereikalingi
pranciizy muzikavimui. [Toks] poziiiris reiskeési ir jy fortepijony gamyboje. Net ir po 1900-yjy
pranciizy fortepijony gamintojai tebedaré silpno garso saloninio stiliaus instrumentus, kurie
neatspindéjo pasaulyje vykstanciy atlikimo stiliaus, kompozicijos ir mokymo poky¢iy®, — rasé¢
H. Schonbergas (Ten pat).

XX a. tre¢iajame deSimtmetyje Rusijai tapus itin uzdara Salimi, i$ kurios nebuvo paprasta

1Svykti ir | jg atvykti, Sie mainai sustojo, todél iki tol rusy muziky jgyta patirtis bei muzikos

8 Cilietis C. Arrau nuo astuoneriy mety Berlyno konservatorijoje 10 mety mokési pas F. Liszto mokinj vokietj
Marting Krause’a (1853—-1918), todel laikomas vokieciy mokyklos atstovu.
® Literalism [angl.] — pazodiskumas.
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desimtmecio vidurio (po Josifo Stalino mirties 1953 m. pavieniams muzikams atsirado Siokiy
tokiy galimybiy iSvykti koncertuoti bei tobulintis) arba net iki paskutiniojo deSimtmecio —
Soviety Sgjungos zlugimo, kuomet atsivéré valstybiy sienos. Neatsitiktinai H. Schonbergas
knygoje The Great Pianists: From Mozart to the Present (,,Didieji pianistai: nuo Mozarto iki
Siy dieny*) Rusijg vadina ,,paskutiniuoju romantizmo avanpostu“ (Schonberg 1987: 463).
Pazymétina, kad ne tik uzdarytos sienos, bet ir socialistinio realizmo ideologija neleido priimti
ir skleisti Europoje vyravusiy tendencijy, susijusiy su moderniu repertuaru, netinkamu Soviety
Sajungos ideologijai. Tokia ideologija formavo muzikus kaip senos romantizmo tradicijos
tesejus ir leido tradicijai i8likti ilgiausig laikg beveik nepakitusiai.

Itin svarbios rusy pianizmui buvo A. Rubinsteino, S. Rachmaninovo, Anos Jesipovos
(1851-1914), Aleksandro  Skriabino  (1871-1915) asmenybés, o K. lgumnovo,
A. Goldenveizerio ir Heinricho Neuhauzo (1888-1964) mokiniai sudaré XX a. vidurio
pasaulinio garso rusy pianisty branduol;.

IS aktyviai koncertuojanciy pianisty XX a. viduryje meistriSkumu ir universalumu
iSsiskyré G. Ginzburgas (1904-1961). Paminétina savita romantiniy kiiriniy interpretatoré ir
tuo metu uzdrausty Soviety Sgjungoje moderniy Vakary kompozitoriy kiiriniy atlikéja Marija
Judina (1899-1970), konceptualaus ir analitinio J. S. Bacho kiriniy atlikimo meistrai Samuilas
Feinbergas (1890-1962) ir Tatjana Nikolajeva (1924-1993), F. Chopino ir A. Skriabino
interpretacijomis garséjantis Vladimiras Sofronickis (1901-1961) bei daugelis kity.
H. Schonbergas, aptardamas rusy pianizma, i$skyré Emilj Gilelsg (1916-1985), Sviatoslava
Richterj (1915-1997) ir vélesnés kartos A. Goldenveizerio mokinj Lazarj Bermang (1930-
2005).10

Rusy mokykla, nors ir biidama uzdara, taip pat patyré kaita. Interpretacijos originaluma
didZiausia atlikéjo vertybe laikantis H. Schonbergas L. Bermang vadino ,,paskutiniu didZiuoju
rusy pianistu® Salia S. Richterio, E. Gilelso ir V. Ashkenazy’io (g.1937). Vélesnieji, jo
nuomone, ,,atéjo ir i§éjo, nepalike ypatingo ispiidzio* (Schonberg 1987: 474). Kritiska poziiirj

] jaunesnés kartos rusy pianistus iSreiSké ir V. Ashkenazy’is XX a. devintajame deSimtmetyje

1°H. Schonbergas rasé:

,»(ilelsas buvo stiprus, rySkus, sveikas atlikéjas, gan dalykiskas iSvaizda, neleides sau buiti muzikos emociskai
pasiglemztas [...] Jis grojo lengva, natiiralia maniera, labai muzikaliai, ta¢iau nepretenzingai. Jo grojimas buvo
stiprus, logi$kas ir nuoSirdus* (Schonberg 1987: 463-466).

»Richteris buvo visiska prieSingybé — savistabus, nenuspéjamas, permainingas, gebantis stebinti tiek vaizduotés
skrydziais, tiek ir nepaaiSkinamomis keistenybémis* (Ten pat: 464).

,Jei Gilelsas priklausé vyraujanciai fortepijono tradicijai, Richteris — didiesiems individualistams. Alkanas?
Busoni? Michelangeli? Jie visi reprezentavo originaly pozitrj j muzikg ir instrumenta“ (Ten pat: 466—468).
»|Bermano] technika ideali tam tikram romantiniam repertuarui. Jo Années de Pélerinage jrasai yra meistriSkumo
ir auk$ciausio meniSkumo derinio pavyzdys; niekas negroja Rachmaninovo taip stilingai ir elegantiskai; nedaug
kas taip puikiai iSmano Skriabino muzika“ (Ten pat: 474).
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su juo darytame interviu, kuris pateikiamas Elyse Mach knygoje Great Pianists Speak for
Themselves (,,Didieji pianistai kalba patys®). Jis devintojo deSimtmecio Rusijos konservatorijy
aukleétinius apibtidino kaip gerai grojancius, bet mazai pasakancius: ,,nepamenu girdéjes mane
dvasiSkai paveikusio jauno pianisto. [...] Pianistas yra paruoStas nugaléti konkurse, bet negaliu
sakyti, kad jis suteikia gyvybés savo atlieckamai muzikai®. Ten pat jis minéjo jauny pianisty
pavirSutiniS§ka siekj techniniu miklumu sukelti publikos susizavéjima: ,,apskritai rusy technika
publikos labai gerai priimama, nes vidutinis klausytojas nori ko nors lengvai pasiekiamo,
patrauklaus ir Zavaus. [...] Greitas susiZzavéjimas ir yra tai, kg rusy pianistai publikai suteikia
[...]“(Mach 1987: 17).

Minétame interviu i8ryskéja V. Ashkenazy’io ir jo kartos muziky, tgsianciy XX a. rusy
fortepijono mokyklos tradicijas, etiné ir estetiné pozicija, susijusi su muzikos ir muzikavimo
prasme. Ji iSreiskia ir to laiko rusy mokyklos estetinius idealus. Pianistas teigia, kad ,,muzikos
prasmé yra daug didingesné nei paprasciausio pasitenkinimo ar fizinio malonumo suteikimas®.
Menininkas iSsako ir savo nusivylimg menku klausytojy pasirengimu suvokti muzikg: ,,nereikia
kazkokio transcendentinio dvasinio atskleidimo, nes tokia zinia néra lengvai prieinama ir Zavi.
Klausytojai privalo mastyti ir biti pripratinti prie muzikos gelmés, kad galéty branginti tikros
meistrystés sukeltus jvaizdzius* (Ten pat: 19).

IS pasakyto matyti, kad V. Ashkenazy’iui, rySkiam rusy mokyklos pianistui, kaip ir
romantizmo atstovams, svarbu, jog muzikos atlikimas klausytojams sukelty tam tikras dvasines
patirtis ir suzadinty meninius jvaizdzius. Klausytojo jsigilinimg ] muziking mintj jis vertino
daug labiau nei susizavéjima pianisto virtuoziskumu. Si menininko pozicija atspindi priesingus
postmodernizmui romantizmo idealus ir veikiausiai biidinga ne tik V. Ashkenazy’ui, bet ir
kitiems jo ir ankstesniy karty pianistams i§ Rusijos. L. Navickaité-Martinelli pastebi, kad
meniniy jvaizdziy ktirimui rusy mokykloje buvo labai svarbus kultiirinio konteksto iSmanymas,
todél mokytojai, ugdydami pianisty vaizduotg, ypa¢ daznai pasitelkdavo pavyzdzius i§
literattiros ir meno (Navickaité-Martinelli 2014: 272).

XX a. muzikinés kultiiros raida Vakary Europoje ir Rusijoje vyko labai skirtingai. D¢l
jau minéto Soviety Sajungos politinio ir kultiirinio uzsisklendimo Vakaruose modernizmas ir
postmodernizmas pasireiSké kur kas anksciau nei Rusijoje, tad Vakary ir Rusijos muziky
interpretacijos labai skyrési. Neatsitiktinai XX a. viduryje Europoje ir JAV koncertuodavusiy
pianisty i§ Soviety Sajungos atlikimai ten gyvenantiems muzikantams atrodydavo itin
originaliis, o kartais net keisti.** Rusy mokyklos romantizmo estetika reidkési, atliekant ne tik

XIX-XX a., bet ir ankstesniy epochy kirinius. Pianistas Jurijus Jegorovas (1954-1988),

11| Rusy mokytojai, tokie kaip Heinrichas Neuhausas, Aleksandras Goldenveizeris ir Konstantinas Igumnovas,
iSugdé nejveikiamus instrumentalistus. Nepaisant to, Sie puikiai iSugdyti instrumentalistai daznai Vakary
muzikantams atrodé anachroni$ki (Schonberg 1987: 464—465).
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gyvenges ir Soviety Sajungoje, ir Europoje, mané, kad ,,rusy mokykla [moké] groti Bacho ir
Scarlatti kiirinius romantiSkesne nei kitos mokyklos maniera® (Mach 1988: 45), o pianistas
Lukas Geniusas, kalbédamas apie XX a. vidurio rusy pianisty barokinio ir Klasicistinio
repertuaro skambinimo tradicijas, teigé: ,,Rusy mokykla liko labai toli nuo istoriskai pagristy
atlikimo studijy, kurios Europoje prasid¢jo jau XX a. septintajame deSimtmetyje [...] tai, kaip
minétg repertuarg grodavo E. Gilelsas arba S. Richteris, buvo savaip nepakartojama, bet tai
buvo labai toli nuo $iy laiky dvasios, ir taip groti dabar nebejmanoma* (Geniusas 2017).

Sasajy su romantizmo estetika aptinkame daugelio pianisty ir muzikology pasisakymuose
apie rusy mokykla. W. Wisniewski’o apklausose dalyvave pianistai pabrézia $ios mokyklos
romanti§kg ir emocionaly atlikima (Wisniewski 2015: 60), o L. Navickaité-Martinelli rusy
mokyklos i$skirtinumo bruozais jvardina subjektyvy skverbimasi j muzikos pasaulio gelmes,
skambesio grozj, i$skirtini melodinguma, besitgsiantj fortepijono garsa, ypac tiksly intonavima,
démes;j kiekvienai frazei, placig emociniy ir dinaminiy kontrasty skale, ,,vokaliskai iSraiSkingg*
skambinimo stiliy. Intonavimo ir vokaliskai iSraiskingo skambinimo rusy mokykloje terminus
muzikologé sieja su zymaus rusy muzikos teoretiko Boriso Asafjevo (1884—1949) rasiniais apie
intonacijg (Navickaité-Martinelli 2013: 113-114). PanaSiai pasisako ir amerikieCiy pianistas
Jerome’as Lowenthal’is, iSskirdamas rusy mokyklos atstovy ,,gebéjima iSryskinti reikalingus
dalykus (ypa¢ melodija), Zinojimg, kaip intonuoti garsus ir pasiekti orkestrinio fortepijono
skambesio* (Wisniewski 2015: 35).

Kaip ir centralizuota muzikinio ugdymo sistema, griezta pedagoginio lavinimo disciplina
buvo neatsicjama rusy mokyklos dalis. Tai 1émé ir itin aukStus jos atstovy pasiekimus.
V. Ashkenazy’is, nuo 8 mety mokesis Maskvos centringje muzikos mokykloje, o véliau
Maskvos konservatorijoje, teigeé ,.tiesiog laikesis mokyklos rutinos ir, sulaukes 14 mety, jau
grojes labai sudétingg repertuarg® (Mach 1987: 15). Jis sako: ,,Buvo manoma, kad jei nei§vystei
reikiamo techninio lygio iki 17 ar 18 mety, turétum pamir$ti norg tapti pianistu. Dar daugiau,
darbo kriivis konservatorijoje nepalikdavo laiko tobulinti pagrindus. [...] IS kiekvieno studento
¢ia buvo tikimasi atlikti patj sudétingiausig repertuarg” (Ten pat). Griezta disciplina ¢ia neturi
buti suprantama kaip nuasmeninto konvejerinio ugdymo mustras, — rusy mokykloje ypac
svarbus mokytojo autoritetas ir jo santykis su mokiniu. L. Navickaité-Martinelli juos jvardina
vienais iSskirtiniy rusy mokyklos bruozy. Ji teigia: ,,Dél jvairiy priezas¢iy Rusijoje mokinio ir
mokytojo rysiai yra daug tvirtesni nei daugelyje kity viety. PrieSingai nei besimokantys
amerikie¢iy pianistai, kurie skatinami j savo pasiekimy sarasg jtraukti kiek galima daugiau
mokytojy pavardZziy, rusai retai turi daugiau nei du mokytojus, 0 kartais teturi vieng ir tuo
didziuojasi“ (Navickaité-Martinelli 2014: 265). Atviros pamokas, kuriy susirinkdavo klausytis

vieno mokytojo mokiniai — dar F. Liszto ir jo amzininky taikyta pedagogikos forma, — buvo ir
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vienas rusy muzikinio ugdymo bruozy, badingy A. Goldenveizeriui, H. Neuhausui ir daugeliui
kity.

Muzikos literatiiroje minimos ir angly, amerikieciy, lenky, vengry, italy, ispany, kubieciy,
argentinieCiy, lietuviy bei kitos fortepijono mokyklos (Schonberg 1987; Wisniewski 2015;
Navickaité-Martinelli 2013), taciau jy buvimas dazniausiai grindziamas ne bendromis atlikimo
ir pedagogikos tradicijomis, 0 jy atstovy tautine arba geografine kilme (argentinie¢iy — Martha
Argerich ir Danielis Barenboimas; kubieCiy — Jestisas Maria Sanromas, Jorge’as Bolet,
Horacio’us Gutiérrezas ir Santiago’as Rodriguezas; italy — Maurizio’us Pollinis ir Arturo’as
Benedetti’s Michelangeli’s; lietuviy — Miiza Rubackyté, Lukas ir Petras Geniusai, Andrius
Zlabys irt. t.).

1.5. Mokykly unifikacija

Nors né¢ viena nacionaliné mokykla negaléjo egzistuoti grynuoju pavidalu, vis délto
XIX a. ir XX a. pirmojoje pus¢je (rusy mokykla — ir iki XX a. antrosios pusés) jos viena nuo
kitos aiSkiai skyrési savo technika ir meninés raiSkos biidais. Nebtidamos sterilios, nacionalinés
mokyklos kuo toliau, tuo labiau viena kitg veiké ir keité, o jy testinumas arba kaita didzigja
dalimi priklausé nuo konkreciy jas formavusiy ir atstovavusiy meniniy asmenybiy. Tyréjai ir
muzikai kone vieningai sutaria, kad Siandien didZiosios fortepijono mokyklos anks¢iau buvusia
aiSkiau apciuopiama forma jau nebefunkcionuoja, o jy palaipsniskas unifikacijos procesas
vyksta jau daugeli mety. Muziky apsikeitimas idéjomis jvairiais biidais ir formomis lemia jy
supanas¢jima, taciau kartu plecia jy akiratj ir juos daro universalesnius. J. Aleknavi¢ius mano,
kad Siais laikais, siekiant atrasti bendrus interpretacijy vardiklius, nacionalinés mokyklos
vietoje geriausiai tinka atlikimo paradigmos sgvoka, kuri nepaneigia fortepijono mokykly
egzistavimo fakto, taciau gerokai praplecia jy atpazinimo ribas, i$ dalies atsisakant nacionalinio
identiteto, kuris Siandienos globalioje visuomenéje nebéra svarbiausias (Aleknavicius 2019:
16). Paminétina ir S. Aronovsky pozicija, pabrézianti, kad ,,skirtumai tarp [...] atlikéjy yra
veikiau dél individualiy mokykly, nei nacionaliniy“ (Aronovsky 2019: 169).

Atlikéjo muzikinés asmenybés universaléjimas buvo nuolatiné XX a. pianizmo raidos
tendencija. Pranciizy pianistas J. P. Collardas, kalbédamas apie $iy dieny pianizma, sako, jog
,»Visos vadinamosios mokyklos susimai$¢ — rusy, pranciizy, vokieciy, japony ir visos kitos*
(Timbrell 1999: 225), o JAV pianistas Borisas Bermanas (g. 1948) knygoje Notes from the
Pianist’s Bench (,,UzraSai nuo pianisto suolelio®) jam paantrina teigdamas, jog ,nacionaliniy
mokykly jtaka miisy globaliame kaime silpsta“ (cit. pagal Wisniewski 2015: 5).

Nacionaliné mokykla gali buti siejama tiek su pianisto galimybiy universalumo suvarzymu,

tiek ir su esmingu tam tikro muzikos stiliaus atlikimo iSmanymu. Jei nacionaliné mokykla reiskia
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pianistiniy galimybiy suvarZymg, ji tampa trukdziu muziko pazangai. Kita vertus, atlikéjai,
koncentruodamiesi ] specifinj repertuara, gali pasiekti aukStesnés jo atlikimo kokybés ir
esmingesnio pazinimo, nei skambindami daugelio epochy muzikos kiirinius. B. Bermanas raSo:
»kartais man triikksta ypatingos jégos muzikanty, kurie groja ,,savo* repertuarg visiskai pasiaukoj¢
konkreéiai tradicijai. Branginu tuos kartus, kai galiu pasakyti: ,jis grojo Suberta kaip Vienos
klasikas®, nesvarbu, kokia bty atlikéjo studijy vietos kilmé* (cit. pagal Wisniewski 2015: 6-7).

Esama skirtingy nuomoniy apie tai, kokios mokyklos tebéra gyvybingos ir iSsiskiria
bendrame pianizmo kontekste. Ch. Timbrellas, atsakydamas j W. Wisniewski’o tyrime pateiktus
klausimus apie nacionalines mokyklas, iSreiSkia nuomong, jog ,rusy mokykla tebeegzistuoja ir
Siandien, [t. y. Sio amziaus antrajame deSimtmetyje], nes rusai yra daugeliu prasmiy uzdaresni. Tuo
tarpu pranciizy mokykla asimiliavosi su kitomis jau XX a. SeStajame deSimtmetyje, ir tai jvyko dél
placiai paplitusios tarptautinés pedagogikos ir kity tendencijy jtaky“ (Ten pat: 63). PrieSingai
Ch. Timbrellui, H. Schonbergas dar dviem deSimtmeciais anksciau teigé, jog ,,XX a. devintojo
desimtmecio pabaigoje nacionaliniai muzikavimo stiliai atrodé iSnyke. Vienintelé likusi buvo
pranciizy mokykla. Pianistai i§ Paryziaus konservatorijos tebeteiké pirmenybe skambinimui klavisy
pavirSiumi [top-of-the-keys] metodui ir greitiems tempams* (Schonberg 1987: 465).

Globalizacija, jrasy pramong, tarptautinius konkursus ir standartizuotg mokyma kaip svarbius
mokykly asimiliavimosi veiksnius jvardija ir Ch. Timbrellas, ir H. Schonbergas, kaip ir
K. Hamiltonas bei W. Wisniewski’s. Pastarasis §j veiksniy sgrasg dar papildo, paminédamas meno
komercinimg ir nedidelj vyraujanciy instrumenty gamintojy skaiciy (Wisniewski 2015: 96).

Esama ir kitokio pozitrio i fortepijono mokykly egzistavima ir raidg, kurj iSreiskia
K. Hamiltonas, pacias mokyklas siedamas tik su jy kultivuojama technika, o jy kaitg — su techniniais
veiksniais, tokiais kaip instrumenty gamybos pokyciai. Remdamasis Sia prielaida, mokykly
sunykima jis datuoja XX a. pradzia: ,,Skirtumai tarp nacionaliniy mokykly buvo atpazjstami tik tol,
kol reikSmingai skyrési jvairiy, ypac skirtingy Saliy gamintojy fortepijonai. [...] Kai XIX a. bégant
skirtumai tarp fortepijony pradéjo Siek tieck mazéti, nacionalinés mokyklos tapo veikiau miglotas
kolektyvinio skonio (jei toks egzistuoja) dalykas, nei nattrali reakcija j skirtingus instrumentus
(Hamilton 2008: 12). Tai, kas Siame darbo skyriuje buvo jvardinta kaip mokyklos estetika, kuri, kai
kalbama apie vokieCiy, 0 ypa¢ rusy, mokyklas, yra bene esminis jas apibuidinantis bruozas,
K. Hamiltonas vadina ,kolektyviniu skoniu“. Veikiausiai turédamas galvoje vokieciy ir angly
mokyklas, autorius pateikia ir daugiau techniniy argumenty, aiSkinan¢iy mokykly asimiliacijos
priezastis. Pasak jo, ,,nacionaliniy mokykly savitumas gyvavo tik tol, kol buvo aiskis skirtumai tarp
sunkesnés klaviatiros Londone gaminty ir paslankesniy [lengvesnés klaviatiros. — M. K.] Vienos
fortepijony. XX a. austry gamybos Bosendorfer ir amerikie¢iy Steinway i$sikovojo savo vieta
koncerty salése, taCiau né vienas jy nebuvo tinkamas lengvy ranky, aukstai laikomy pirsty [high-
finger] technikai, kurig naudojo pranciizy pianistai“ (Hamilton 2008: 12). I§ to persasi iSvada, kad

fortepijono evoliucija daré didelj poveikj fortepijono technikos raidai. Cia verta prisiminti ir
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anksCiau minétg Ch. Timbrello pastebéjimg apie saloninio stiliaus silpno garso pranciizy
instrumentus, kurie ilgai leido gyvuoti jeu perlé technikai (Timbrell 1999: 254). Nepaisant tam
tikros fortepijony jvairovés, koncerty salése S§iuo metu vyrauja Steinway & Sons firmos
instrumentai, ir tai rySkiai prisideda prie skirtingy atlikimo tradicijy asimiliacijos, ypa¢ garso
iSgavimo ir formavimo aspektais.

Fortepijono mokykly kaitg skatino ir naujas repertuaras. Tarkime, pranctizy mokyklos
atstovai, norédami atlikti rusy arba vokieciy romantiky kiirinius, tur¢jo i§ esmés keisti savo poziiirj
] technika. Jiems, norintiems jkiinyti atlieckamos muzikos id¢€jg, nebeuzteko vien iSlavintos pirsty
technikos, taigi savo techniniy priemoniy arsenalg pianistai turéjo plésti, vietoj ,lengvy pirSty*
pasitelkti visos rankos judesius ir svorj, vietoj grojimo klavisy pavirSiumi taikyti gilesnio uzgavimo
technika ir kitus jiems naujus metodus.

L. Navickaités-Martinelli teigimu, ,Muzikos atlikimo meno srityje esminiais klausimais
iSlieka svarstymai, ar begalime iSskirti realius atlikimo stiliy bei tradicijy skirtumus, ar dar
prasminga klasifikuoti menininkus pagal tai, kokiam nacionaliniam ar kultiiriniam paveldui jie
tariamai atstovauja“ (Navickaité-Martinelli 2013: 109). Akivaizdu, jog Siuolaikinéje muziky
bendruomengje, jei dar ir galima iSskirti atskiras mokyklas, jas nebiitinai atstovauja mokyklai
priskiriamos tautos ar kultiiros muzikas.

W. Wisniewski’o atliktas dabartiniy amerikie¢iy (The Juilliard School), vokieciy (Die
Hochschule fir Musik, Theater und Medien Hannover) ir pranciizy (Conservatoire National
Superior De Musique et de Danse de Paris) aukstyjy muzikos mokykly mokanciojo personalo
tautinés sudéties tyrimas parodé, jog didelé dalis ten déstanciy yra ne vietiniy tauty atstovai, taigi
tautybiy daugis daro poveikj ir ty institucijy diegiamiems stiliams — vyksta jy unifikacija
(Wisniewski 2015: 93-94), tad reta aukstojo mokslo muziky rengimo institucija Europoje ir JAV
priklauso kuriai nors nacionalinei mokyklai, nors jose dar galima rasti pedagogy, atstovaujanciy
kokiai nors vienai mokyklai.

Apzvelgus literatiirg galima teigti, kad visos fortepijono mokyklos palaipsniui unifikuojasi,
taciau vienoms §is procesas gali biiti jau pasibaiges (mokyklos iSnykusios), o kitoms — dar
tebevykstantis.

Teigtina, kad nacionaliniy mokykly diegtos joms budingos atlikimo technikos ir
interpretacijos id¢jos tebegyvuoja, yra tarsi uzkonservuotos tik atskiry vyresnés kartos pianisty
praktikoje. Nacionaliniy mokykly klestéjimo laiku Sios idéjos buvo individualiy muziky praktikas
vienijantis pozZymis, taciau véliau, vykstant mokykly unifikacijos procesui, tai tapo individualiy

asmenybiy — joms priskirtina ir S. Aronovsky — mokykly i$skirtinumo zenklu.
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2. SULAMITOS ARONOVSKY PIANIZMO UGDYMO MOKYKLA

Kai kalbama apie nacionaling mokykla, turima minty ir konkretis jos atstovai, o pati mokykla
daZniausiai taip pat kildinama i§ kokios nors pianizmui reikSmingos figtiros. Vienaip ar kitaip
mokykla yra siejama su muziko asmenybe, ypac ta, apie kurig buriasi ir i§ kurios semiasi ziniy kiti
atlikéjai. Nors pirmajame darbo skyriuje daugiausia démesio buvo skiriama nacionalinéms
mokykloms, gyvuoja ir individualios mokyklos, priskiriamos Zymiems pedagogams arba
atlikéjams, 18 kuriy mokosi kiti muzikai.

Fortepijonas kaip instrumentas spar¢iausiai formavosi romantizmo epochoje, kurios metu
buvo sukurta didesn¢ dalis iki Siol juo skambinamo repertuaro. Nepaisant modern¢jancio
fortepijoninio atlikimo tendencijy, romantizmo estetikos idealai, vienas kuriy buvo zmogaus
individualybés iskélimas, tebéra persmelke tieck muzikos atlikima, tiek atlikéjo kaip ypatingo,
talentu iskilusio auksc¢iau eilinio zmogaus, jvaizdj. Individualybé uzima reikSmingg vietg tiek
nacionalingje, tiek ir kuriai nors asmenybei priskiriamoje fortepijono mokykloje. Garsaus mokytojo
autoriteto iSkélimas yra budingas reiskinys ir ankstesniyjy karty, ir Siuolaikiniams muzikams.

Remdamasis savo tyrime respondenty iSreikStais poZidiriais ] nacionalines mokyklas,
W. Wisniewski’s pastebi, kad individuali asmenybé nustelbia daugelj kity nacionalinés mokyklos
bruozy, o pati mokykla neretai asocijuojasi su savo prototipu (muziku, i§ kurio mokykla kildinama
ir kuriuo remiasi) (Wisniewski 2015: 95), o V. Ashkenazy’is pabrézia: ,,Nors rusiskos mokyklos
savoka ir egzistuoja, vis délto yra daug skirtingy mokytojy, ir viso individualumo eliminuoti i§ savo
pedagogikos yra praktiskai nejmanoma. Tod¢l kiekvienas pianistas galéty susikurti individualy
stiliy remdamasis tuo, ko jj iSmoké mokytojas‘ (cit. pagal Mach 1987: 17).

Nacionaliné mokykla ugdyti muzikantg gali tik dalyvaujant kitai asmenybei. Kitaip sakant,
tarp nacionalinés mokyklos ir jos ,,mokinio* visada esama tarpininko — mokytojo, kuris mokydamas
negali atsiriboti nuo savo individualaus santykio su muzika. Nejmanoma tiksliai pasverti, kiek tas
santykis yra gristas mokykla, t. y. tuo, kas iSmokta, o kick pacios asmenybés savitumu ar kitomis
savybémis, taciau, nagrin¢jant zymaus muziko ir jo mokytojy menines nuostatas, jmanoma atsekti,
kokias jam perduotas tradicijas jis tesia bei kokios jo autentiskai perteiktos id¢jos sutampa su jo

mokytojy.
2.1. S. Aronovsky mokytojai ir mokyklos sklaida

Vienas reikSmingiausiy veiksniy, formuojanciy muziking asmenybe, yra i§ mokytojy
jgyjamos Zinios ir patyrimas, todél, norint atsekti tam tikros asmenybés pianizmo Saknis, tikslinga
zinoti jai jtaka dariusiy muziky genealogija.

Sio darbo autoriaus parengtoje ir pateikiamoje S. Aronovsky profesinio perimamumo
geneaschemoje buvo siekiama sudaryti iSsamy jos genealogijos medj bei iSsiaiskinti didziausig jtaka

S. Aronovsky pianizmui padariusiy muziky profesing kilme.
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S. Aronovsky asmenybé¢ formavosi dviejose skirtingose muzikinio ugdymo sistemose ir
muzikinio gyvenimo aplinkose — lietuviy ir rusy. Socialiniy kulttiriniy aplinky skirtumus lémé
kitoniski jy istoriniai ir geografiniai kontekstai, kitaip tariant, skirtingi laiko ir vietos veiksniai
bei jose vyraujanti socialiné, kultiiriné ir politiné situacija. Visi jos mokytojai, iSskyrus
A. Dvarionieng (1907—1982), studijas buvo baige Maskvos konservatorijoje, taciau Maskvos
konservatorijoje mokési A. Dvarionienés pedagogas Vladimiras Ruzickis (1891-1967).

S. Aronovsky studijy ir profesinés karjeros laikg galima suskirstyti $iais periodais:

e 1940-1941 m. — Kauno konservatorija, A. Dvarionienés klasé¢;

e 1941-1945 m. — Arzamaso ir Bucharos muzikos mokyklos; Leningrado konservatorijos
jaunimo skyrius (Taskentas), L. Barenboimo klasé.

e 1945-1953 m. — Kauno konservatorija ir Lictuvos TSR valstybiné konservatorija,
A. Dvarionienés klasé¢; Lietuvos TSR valstybinis operos ir baleto teatras,
koncertmeisterés darbas.

e 1953-1956 m. — Maskvos konservatorija, aspirantiiros studijos pas A. Goldenveizeri,
G. Ginzburgg ir A. Sackesa.

e 1956-1970 m. — Lietuvos TSR valstybiné konservatorija, fortepijono déstytoja,
docente?3,

e Nuo 1973 m. — Karaliskasis Siaurinis muzikos koledzas (Mancesteris) ir Karaliskoji
muzikos akademija (Londonas), fortepijono déstytoja.

e 1989-2009 m. Londono tarptautinio pianisty konkurso rengéja ir Ziuri pirmininké

S. Aronovsky gimé 1929 m. Kaune zydy tautybés gydytojy Bero Kaporo ir Minos
Slonimskaités-Kaporienés Seimoje, kurioje buvo vienturté. Pirmagsias privacias fortepijono
pamokas ji gavo pas pianist¢ A. Dvarionieng, 0 1940 m. jstojo j jos klas¢ Kauno
konservatorijoje. A. Dvarioniené Kauno konservatorijg baigé pas V. Ruzickj, trumpai stazavosi
Zalcburge ir Berlyne pas Walterj Giesekingg (1895-1956). Tiek A. Dvarionienei, tiek jos
mokiniams reik§mingas buvo ir Vokietijoje mokslus baigusio jos vyro Balio Dvariono
profesinis autoritetas (todél S. Aronovsky geneaschemoje parodyta ir jo profesiné kilmé).
Vladas Jakubénas, apibiidindamas A. Dvarionienés skambinimo fortepijonu stilistika, atkreipé
démesj j dainingg garso iS§gavima ir garso dinamikos spektrg nuo poetisko piano iki skambaus
ir minksto forte (Jakubénas 1994: 469). PanasSiai pedagoge apibiidino ir Liucija Drasutiené,

teigusi, jog ,,A. Dvarioniené dainingo garso bei lankstaus frazavimo pojiitj perémé i§ savo

13 S. Aronovsky mokslo ir darbo Lietuvoje suvesting Zr. Priede Nr. 2.
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mokytojo V. Ruzickio® (Drasutiené 2015: 256). V. Ruzickis, kaip ir vienas S. Aronovsky
vélesniyjy mokytoju Maskvos konservatorijoje Abramas Sackesas (1900—1961), buvo pianisto
K. Igumnovo mokinys.

1941 m., paskutine dieng prie§ Kaung uzimant Vokietijos kariuomenei, S. Aronovsky su
motina i Lietuvos pabégo j Rusija (tévas tuo metu Rusijoje dirbo karo gydytoju) . Ten ji trumpa
laikg mokési Arzamaso ir Bucharos muzikos mokyklose, o 1942-1945 m. evakuotame j
Taskenta Leningrado konservatorijos jaunimo skyriuje, profesoriaus Levo Barenboimo
(1906—1985) klas¢je. L. Barenboimas buvo kompozitoriaus ir dirigento Felikso Blumenfeldo
(1863—1931), pas kurj studijavo ir Vladimiras Horowitzas (1903-1989), mokinys, vienas
ryskiausiy Soviety Sgjungos muzikinio ugdymo sistemos kiiréjy. Ilgametj pedagogo ir atlikéjo
patyrimg jis apibendrino monografijose ,,Fortepijono pedagogikos ir atlikimo klausimai*
(Bonpocwl hopmenuannoii nedacoeuxu u ucnornumenvcmea, 1969), ,Kelias | muzikavimg®
(ITymw x mysuyuposanuio, 1979) ir daugelyje kity. Sis S. Aronovsky mokytojas buvo ir vienas
autoritetingiausiy rusy fortepijono mokyklos pradininko A. Rubinsteino gyvenimo, veiklos ir
kirybos tyréjy, savo tyrimus, tarp daugelio kity, paskelbgs veikale ,,A. G. Rubinsteinas:
gyvenimas, menininko kelias, kiiryba, muzikiné-visuomeniné veikla“ (4. I. Pybunwmerin:
JKusne, apmucmuyeckuil nyms, meopuecmeo, My3blKalIbHO-00UWeCmEeHHas 0essmelbHOCb,
1957-1962).

1945 m. grjzusi j Kaung, S. Aronovsky t¢sé mokslus Kauno valstybinéje konservatorijoje
pas A. Dvarionieng, o sujungus Kauno ir Vilniaus konservatorijas j Lietuvos TSR valstybing
konservatorijg — pas ta pacig pedagoge 1950 m. studijas baigé Vilniuje. Nuo 1947 m.
S. Aronovsky studijuodama dirbo fortepijono mokytoja Kauno aukstesniojoje muzikos
mokykloje (dab. Kauno J. Gruodzio konservatorija), koncertmeistere Kauno valstybinéje ir
Lietuvos TSR valstybinéje konservatorijose. Pianistés karo metu padaryta pazanga, jai sugrjzus
i Kaung, jvertino Kipras Petrauskas (1885—1968),'* pakviesdamas ja akompanuoti regitalyje
Vilniaus filharmonijoje.'® Po studijy Lietuvos TSR valstybinéje konservatorijoje S. Aronovsky
dirbo koncertmeistere LTSR Valstybiniame operos ir baleto teatre, kurio vyriausiasis dirigentas
buvo Peterburge pas Nikolajy Rimskj Korsakova (1844—1908) mokslus baiges Mykolas Buksa
(1869—-1953). Darbas su juo, pianistés teigimu, jai turéjo didelés profesinés jtakos.

14 Kaporai, grjze i§ evakuacijos j Kauna, apsigyveno Kipro ir Miko Petrausky namo Zaliakalnyje mansardoje.
Nacionalizuotoje Petrausky namo dalyje buvo jkurdinta poliklinika, kuriai vadovauti buvo paskirtas S. Aronovsky
tévas. Kapory biiste nebuvo pianino, tad K. Petrauskas jaunai pianistei leisdavo repetuoti savo instrumentu.

15 K. Petrausko ir S. Aronovsky koncerto afiSos ar programos darbo autoriui archyvuose surasti nepavyko. Apie
koncerta pasakojo S. Aronovsky.
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1953-1956 m. pianist¢ mokési Maskvos konservatorijos aspiranttiroje. Ja ugdé ne tik
pamokos su vienais reik§mingiausiy to meto Rusijos muziky, bet ir galimybé daznai gyvai
girdéti tokiy atlikéjy kaip S. Richteris, E. Gilelsas, M. Judina, Marija Grinberg, V. Sofronickis
ir kity koncertus bei studijuoti kartu su tokiais pianistais kaip V. Gornostajeva (1929-2015),
V. Ashkenazy’is, D. Baskirovas (g. 1931), B. Davidovic¢ (g. 1928), M. Voskresenskis (g. 1935),
S. Dorenskis (g. 1931) ir Kiti. Studijuodama aspirantiroje ji parengé atlikéjo disertacija
,Lietuviy fortepijoniné muzika*“ (Zr. Priedas Nr.6). S. Aronovsky déstytojai Maskvos
konservatorijoje buvo A. Goldenveizeris, G. Ginzburgas ir A. Sackesas.

A. Goldenveizerio profesinés istakos siekia XIX a. vidurj. Jis, Pavelo Pabsto
(1854—1897) ir Aleksandro Ziloti (1863—1945) mokinys, buvo N. Metnerio, A. Skriabino ir
S. Rachmaninovo bendraamZis, bendramokslis ir draugas bei vienas reikSmingiausiy XX a.
pirmosios pusés Rusijos pianisty ir vélyvojo romantizmo epochos fortepijoninio repertuaro
karéjas. Su S. Rachmaninovu jvyko pirmasis A. Goldenveizerio debiutas bendrame recitalyje.
Véliau S. Rachmaninovas jam dedikavo siuitg dviem fortepijonams Op. 17, N. Metneris —
lyrinius fragmentus Op. 23, 0 A. Goldenveizeris N. Metneriui paskyré savo ,,DeSimt preliudy*
(Deux Préludes), Op. 10. Tarp jo mokiniy — zymis pianistai G. Ginzburgas, Lazaris Bermanas,
T. Nikolajeva, D. Baskirovas, Dmitrijus Kabalevskis, S. Feinbergas ir kiti. A. Goldenveizerio
analitinis poziiiris ] muzika atskleistas jo gausiose fortepijoninés literatiiros redakcijose,
pamoky stenogramose, skelbtose knygoje ,,Goldenveizerio pamokos‘ (Ypoku I'onbsaeHBeiizepa
2009: 115—155) bei daugelyje jo metodiniy darby. Pianistas XX a. pradzioje buvo didziausios
Rusijoje Piotro Jurgensono naty leidyklos fortepijoninés muzikos kiiriniy redaktorius, paruoses
visy R. Schumanno kiiriniy, visy W. A. Mozarto, L. van Beethoveno ir D. Scarlatti sonaty, visy
L. van Beethoveno koncerty ir daugelio kity kompozitoriy kiiriniy leidimus.

G. Ginzburgo vienintelis pedagogas buvo A. Goldenveizeris. Skirtingai nei Vilniuje
dirbes G. Ginzburgo brolis Jakovas, pianistas daug koncertavo ir buvo sukaupes didziulj
repertuarg. 1927 m. F. Chopino konkurse VarSuvoje jis tapo vienu pirmyjy tuometinéje Soviety
Sajungoje tarptautiniy konkursy laureatu, 1936 m. koncertavo Lietuvoje. Nors G. Ginzburgo
koncertai sulaukdavo $lovés, jo mening veiklg imta riboti. Apie pianistui siunc¢iamus jvairiy
Saliy kvietimus koncertuoti jam net nebtdavo pranesama (Melnikas 2007: 24-25). Rusy
pianistas ir muzikos kritikas Grigorijus Koganas (1901-1979) apie G. Ginzburgg rasé:
,Nezinau, kas dar i§ miisy pianisty galéty pasigirti tokiu jtikinanciu legato, tokia pedalizavimo
plastika ir skaidrumu, tokiu kantilenos skambumu. Kas dar 1§ jy galéty lygintis su Ginzburgu
tokiu tiksliu kiekvienos linijos, detalés ir Stricho reljefiSkumu...” (Ten pat). Daugelis jo po

Antrojo pasaulinio karo daryty jraSy yra islike ir liudija apie Sio primirSto ir savo gyvenimo
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metu uz Rusijos riby mazai zinomo atliké¢jo aukScCiausig meistriSkumg ir turtingg mening
individualybe, pelnancius jam vietg Salia tokiy XX a. muziky kaip Arthuras Rubinsteinas
(1887-1982), S. Richteris, V. Horowitzas ir t. t.

A. Sackesas (1900-1961) buvo Karlo Kippo (1865-1925) ir N. Metnerio (1880—1951)
mokinys ir daugelio N. Metnerio fortepijoniniy kiiriniy atlikéjas. Yra islike tik keli A. Sackeso
garso jrasai. Iki Antrojo pasaulinio karo daug koncertuodaves, 1935 m. tapgs Maskvos
konservatorijos profesoriumi, karui pasibaigus, scenoje pasirodydavo labai retai. Vienoje
pirmyjy $io pianisto koncerty recenzijy raSoma: ,,Jo minkstas, grazus ir jvairus garsas ypac tinka
Metnerio kiiriniams, kuriuos jis labai gerai iSmano ir pasiekia ypatingo subtilumo bei puikaus
skambesio [...]* (I'puropses, [Tnatex 1990: 391). Kompozitorius Klimentis Kor¢mariovas A.
Sackesa vadino ,vienu geriausiy N. Metnerio kiriniy atlikéjy, kurio pianizmui budingas
$velnumas ir lyriskumas®, 0 A. Goldenveizeris pabrézé A. Sackeso ,,gily moralinj ir profesinj
sgzininguma‘ (Ten pat). Po studijy Maskvoje 1956 m. S. Aronovsky grjzo j Vilniy, kur
LTSR Valstybingje konservatorijoje iki 1970 m. pabaigos désté fortepijono specialybe. 1969 m.
jai buvo suteiktas docentés vardas. Jos mokiniai buvo Lietuvos muzikos akademijos docentas
Raimondas Kontrimas, kuris 1965 m. tapo pirmojo respublikinio M. K. Ciurlionio konkurso
laureatu, ilgametis Vilniaus ,,AZuoliuko* muzikos mokyklos direktorius Rimtenis Simulynas,
kuris 1963 m. buvo atrinktas dalyvauti visasajunginéje perklausoje j Marguerite Long -Jacques
Thibauld konkursg ParyZiuje, Klaipédos universiteto meny akademijos docenté Janina
Neniskyté, véliau studijavusi Maskvos konservatorijoje pas S. Dorenskj, S. Aronovsky siinus
Balys Ziiiraitis, tapes 2-0jo tarprespublikinio M. K. Ciurlionio pianisty ir vargonininky
konkurso diplomantu 1968 m., Irena Sabiinaité, véliau baigusi aspirantira Maskvos
konservatorijoje pas Jakova Milsteing ir dés¢iusi Klaipédos konservatorijoje, M. K. Ciurlionio
meny mokykloje ir privalomajj fortepijong Lietuvos muzikos akademijoje, ,,AZzuoliuko*
muzikos mokyklos fortepijono mokytojos Aldona Brazauskaité-Saliamoriené, Raminta
Siurkuté-Gutauskien¢, Aleksandra Ingaunyté ir Kiti (zr. Priedas Nr. 4). S. Aronovsky Lietuvoje
ne tik désté, bet ir rengé koncertus. Jos Darbuotojos asmens byloje esanciame koncertinio
repertuaro, atlikto Lietuvos valstybinés filharmonijos bei radijo ir televizijos koncertuose,
sgraSe — tokie kariniai kaip L. van Beethoveno Koncertas fortepijonui su orkestru Nr. 3 c-moll,
Op. 37, F. Chopino Koncertas fortepijonui su orkestru Nr. 2 f-moll, Sonata Nr. 2 b-moll, Skerco
Nr. 2 b-moll, R. Schumanno Karnavalas, Op. 9, F. Liszto Tarantella, F. Liszto-N. Paganini
etiudas a-moll, C. Debussy ,,Dziaugsmo sala“, N. Rimskij-Korsakovo Koncertas fortepijonui

su orkestru cis-moll, Op. 30, ir daugelis kity (zr. Priedas Nr. 5).
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I Jungtine Karalyste atvykusi 1971 m. pradzioje, 1973 m. S. Aronovsky pradéjo déstyti
Karaliskajame Siauriniame muzikos koledze (Royal Northern College of Music) Mancesteryje,
kur dirbo iki 1994 m. IS Sio laikotarpio mokiniy paminétini dabar zinomi pianistai ir fortepijono
pedagogai: Vovka Ashkenazy’is, Imolos akademijos ir Italy konservatorijos Sveicarijoje
profesorius, kurio jrasus iSleido DECCA, Chandos ir Cryston kompanijos; Davidas Fanningas,
Karaliskojo Siaurinio muzikos koledzo profesorius, BBC radijo, The Daily Telegraph
dienrascio ir Gramophone zurnalo apzvalgininkas; Peteris Lawsonas, Karaliskojo Siaurinio
muzikos koledZo déstytojas, kurio jrasus iSleido EMI ir Virgin Classsics kompanijos; lanas
Fountainas, Karaliskosios muzikos akademijos profesorius, studijy pas S. Aronovsky metu
laiméjes Artiro Rubinsteino konkursa, i§leidgs jrasus EMI, CRD ir Sony and Haenssler; Johnas
Parras, Deutsche Oper teatro Berlyne muzikos personalo vadovas ir vyriausiasis repetitorius;
Amiras Katzas, besimokydamas pas S. Aronovsky nugaléjes Klyvlendo ir Barselonos
tarptautiniuose pianisty konkursuose, ir daugelis kity. 1989-2000 m. S. Aronovsky dirbo ir
savo privacioje studijoje Londone, kur, tarp kity, parengé zinomus atlikéjus — Nicolasa
Hodgesa, Stutgarto aukstosios muzikos mokyklos profesoriy, ir Junko Urayama. Nuo 1994 m.
S. Aronovsky désto Karaliskojoje muzikos akademijoje Londone. Jos mokiniai ¢ia buvo
pianistai 1§ Jungtinés Karalystés, Vokietijos, Graikijos, Ispanijos, Serbijos, Japonijos,
Uzbekijos, Sirijos, Lietuvos ir kity krasty, i§ kuriy paminétini Stefanas Ciri¢ius, Viotti, Cantl
ir Jaén tarptautiniy pianisty konkursy nugalétojas, ir Panos Karan. Pianistés mokiniams savo
kiirinius dedikavo kompozitoriai Elliottas Carteris, Wolfgangas Rihmas, Federico’as
Gonzélezas Orduiia’s, Anthony’is Gilbertas ir kiti.

1989 m. S. Aronovsky ikiiré tarptautini Londono pianisty konkursg, buvo jo organizatore
ir ziuri pirmininké. Konkursas, vykes 1991, 1994, 1997, 2000, 2002, 2005 ir 2009 metais, atvéré
tarptautinés karjeros perspektyvas tokiems pianistams kaip Behzodas Abduraimovas, Simonas
Trpceski’s, Paulas Lewisas, Leonas McCawley’is, Ashley’is Wassas, Antti’s Siiralas, Giuseppe
Andaloro’as, Jean-Frédéricas Neuburgeris ir Herbertas Schuchas. Konkurso pirmasis ir antrasis
turai vyko KaraliSkosios akademijos didZiojoje bei Karalienés Elzbietos (Queen Elizabeth)
koncerty salése, o finalinis turas — Royal Festival Hall saléje. Oficialtis konkurso globéjai buvo
princes¢ Diana ir princas Carlzas, kurie daug karty dalyvavo laureaty apdovanojimo
ceremonijose.

S. Aronovsky, gyvendama Jungtinéje Karalystéje, buvo kvie¢iama dalyvauti daugelio
tarptautiniy konkursy ziuri, i§ kuriy paminétini: Marguerite’os Long (Paryzius), Busoni
(Bolzanas), Maria Callas (Aténai), Arthuro Rubinsteino (Tel Avivas), Roberto Casadesuso

(Klyvlendas), Paloma O’Shea (Santanderis), Rachmaninovo (Maskvoje) ir Sanchajaus.
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2.2. S. Aronovsky mokytojuy pianizmo tradicijy tasa

Siekiant atskleisti ir iStirti vieno ar Kito mokytojo diegiamas pianizmo tradicijas,
susiduriama su keliais isSukiais.

Pirma, zymiausiy muziky vardai tampa zinomi d¢l iSsiskirianciy jy interpretacijy, itin
aukSto meistriSkumo ir jtaigiai, savitai perduodamo muzikos turinio. Esminis jy atpazinimo
Saltinis, pradedant XX a. pradzios atlikéjais, — i8lik¢ garso, vaizdo jrasai, reiau — pokalbiai su
jais, kurivose galima ieSkoti tyré¢ja dominancio muzikinés asmenybés raiSkos paaiskinimo.
Taciau muzikai-pedagogai, d¢l jvairiy priezasCiy nesieke ar negaléje siekti atlikéjo karjeros,
retai palieka tiesioginiy savo veiklos tyrimo Saltiniy, paaiskinanciy, kas jiems buvo svarbiausia,
ugdant jaunus muzikus, kaip jie moke ar ko sieké, formuodami savo mokiniy muzikos pazinimg
ir atlikéjiskaj] meistriSkuma.

Antra, muziky pedagogo ir auklétojo darbas daznai esti nepastebimas, nerySkus, jo
rezultatai gali atsiskleisti tik po keleriy ar keliolikos mety, kai juos reprezentuojantis jaunas
atlikéjas tampa savarankiskas muzikas, kurio, o ne jo mokytojo, talentui tie rezultatai
dazniausiai ir priskiriami. TO paties zymaus mokytojo mokiniai daznai groja labai skirtingai,
tad apibendrinimai ir i§vados apie pedagogo muzikinio ugdymo principus, vien remiantis vVieno
ar kito mokinio atlikimo analize, vargu ar gali biti i§samis ir tikslds. Vieno mokytojo daugelio
mokiniy pasiekimai ir tarptautinis pripazinimas yra tik zenklas, jog jis yra ar buvo reikSminga
asmenybé, kurios veikla verta tyrinéjimo, taCiau pasiekti rezultatai patys savaime neatskleidzia
jo braizo ar individualios mokyklos.

Trecia, apie muzikg-pedagogg daZzniausiai esmingiau suZinoma tuomet, kai jis pats savo
muzikos supratima, interpretacijos ir déstymo principus bei praktinius patarimus iSdésto rastu.
Kitu atveju — kai apie savo mokytoja dalykiskai pasakoja jo mokiniai.

Norint i§samiau pazinti dominan¢ig asmenybe, tikslinga naudoti kuo daugiau ir kuo
jvairesniy Saltiniy. Vienas jy yra profesinés kilmés studijos — muziko pedagogy darbai (jei tokiy
esama) muzikos interpretacijos ar meistriSkumo ugdymo tematika, kuriuose iSrySkéja tie
bruozai, kuriuos jis perémé ir toliau savaip plétoja.

S. Aronovsky, kaip ir nemaza dalis atlikéjy bei atlikéjy-pedagogy, nepalikusi
reikSmingesniy moksliniy darby, susijusiy su jos profesine atlikéjiskaja arba pedagogo veikla.
Sig spragg i§ dalies galima uZpildyti vertingais jos mokytojy A. Goldenveizerio ir
L. Barenboimo moksliniais ir metodiniais darbai, detaliais kai kuriy A. Goldenveizerio pamoky
aprasymais Ypoxku ["onsaenseiizepa: 2009) muzikologo A. Vicinskio interviu su G. Ginzburgu
(Vitsinsky: 1946-1949). S. Aronovsky pedagogy darbai padeda suvokti ir jos kaip muzikés

pianizmo bruozus, kuriuos ji i§ savo mokytojy perémé, savaip plétojo ir véliau perdavé
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mokiniams. Kitas saltinis, padedantis atskleisti ir isdéstyti S. Aronovsky pianizmo ugdymo

principus, yra uzraSyti pianistés teiginiai i§ darbo autoriaus pokalbiy su ja (zr. Priedas Nr. 2).
2.2.1. Stilius ir meninis jvaizdis'®

Stilius — viena kertiniy kultiiros ir meno sgvoky. Pasak J. Mureikos, tai ,estetinés ir
meninés kalbos vartojimo buidas, lemiantis atskiry jo segmenty vienovg ir darng, [Kurio vienas
svarbiausiy pozymiy —] biuiti efektyviu estetinés kalbos konstravimo btidu ir tarnauti pajautai,
steigianciai prasmes visose zmonijos veiklos Sakose* (Mureika 2010: 571).

Stilius orientuoja atlikéja ir savaip reglamentuoja kuriama meninj jvaizdj. Cia sutelkiami
svarbiausi muzikos kiirinio bruozai, taCiau kurinys per kiekvieng atlikima tarsi naujai

suvokiamas, interpretuojamas.

Atlikimo ir atlikéjo stilius

Meninis muzikos kiirinio atlikimas klausytojui turi kalbéti, byloti, nesti tam tikra Zinia,
jprasminti vienokj ar kitokj kompozitoriaus minties turinj. Taciau atliekant kiirinj netinkamu
stiliumi arba neiSmanant taikytino stiliaus specifikos, muzikinis turinys nebeatitikty
kompozitoriaus kaip sumanytojo, taigi buty iSkraipytas. S. Aronovsky jsitikinimu, ,,Stiliaus
pajautimg iSugdyti labai sunku. [Procesas] gali uztrukti ne vienerius metus® (Aronovsky
2019: 169).

Nors stiliaus sgvoka nevienalypé ir ja vienareikSmiSkai apibrézti biity nejimanoma, visgi
nekelia abejoniy, kad egzistuoja ir atlikimo, ir atlikéjo (arba atlikéjiskasis) stilius. Atlikimo
stilius sietinas su vienos ar kitos epochos arba konkreciy kompozitoriy kiirybos estetikos
iSmanymu ir gebéjimu jj pritaikyti savo atlikime, interpretuojant kiirinius; atlikéjo stilius yra
susijes su tam tikram atlikéjui budingais ryskiai iSreikStais jo skambinimo bruozais.
A. Goldenveizeris teigia: ,,Itin sunku tiksliai apibréZzti, kas yra menininko stilius, bet tai anaiptol
nereiSkia, kad pats stiliaus suvokimas yra nereikalingas. Taip pat nederéty galvoti, kad muzikos
mene stilius yra ne tiek paciame kiirinyje, kiek jo atlikime [...] Kartu, savaime aisku, ir pats
atlikéjas bet kuriuo atveju gali, o, tiksliau, turi turéti savo stiliy“ (Ypoku I'onbaenseiizepa 2009:
14).

Jauno muziko rezultatai, mokantis stilingo atlikimo, priklauso nuo jo jautrumo ir pagavos,

taCiau jeigu jis supranta, kokig reikSminga jtaka stiliaus iSmanymas ir pritaikymas turi jo

16 Poskyriy 2.2.1 — 2.3.5 teiginiai, kurie pateikiami, nenurodant $altiniy, yra meninio tyrimo autoriaus nuomoneé,
suformuota jo studijy S. Aronovsky fortepijono klaséje, pokalbiy su ja, taip pat ir autoriaus profesinés meninés
patirties.
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pasiekimams, net ir maziau imlus muzikantas gali jj i§vystyti. Norédamas iSsiugdyti stiliaus
pojitj, atlik¢jas turi lavinti gebéjimg atpazinti tam tikrus meno bruozus, kad ] juos
atsizvelgdamas galéty pritaikyti atitinkamas priemones stiliaus raiskai. S. Aronovsky teigia:
,,Artistas turi sugebéti atskirti, kur kas yra. Vieni [stiliy] supranta, o kiti ne, nes nesidomi, kokios
Saknys, kokia aplinka iSaugino vieng ar kitg stiliy“ (Aronovsky 2019: 169). Autoriaus
pastebéjimu, atlikimo stiliaus mokomasi ne tik i§ savo pedagogy, bet ir i$ kity muziky atlikimo
bei artimy meno sriciy.

Tinkamo atlikimo stiliaus paiesky klausima kélé G. Ginzburgas, kurio manymu, stiliaus
pritaikymo tam tikram kiiriniui problema yra didesné, nei kiirinio techninis parengimas ir jo
formos bei architektiiros suvokimas. Jis klausia: ,,Kg reikéty daryti, kai gaidos jau iSmoktos,
pirStuoté iSbaigta, kiirinio forma ir architektiira suvokta? Visa tai yra labai paprasta. Bet ypac
sunku yra suvokti [kiirinio] pritaikomuma, suprasti jo garso specifika. NeiSvengiamai kyla
klausimas apie stiliy: koks yra kiirinio stilius? Kokie garso tipai ir kokia technika turéty biiti
pritaikoma, koks garso stiprumo lygis reikalingas?* (Vitsinsky 1946-1949: 7). Bréziant
paralel¢ su G. Ginzbugu, paminétina ir S. Aronovsky pozicija, pagal kurig garsas turi biiti
stiliaus dalimi: ,,Jei susidaro jspudis, kad grojama pernelyg atsargiai arba perdém grubiai,
vadinasi, atlikimas neatitinka karinio stiliaus” (Aronovsky 2019: 169). Lygindama skirtingy
epochy atlikimo stiliy, S. Aronovsky pazymi, kad ,,Garso kontrastai gali buti labai jvairs,
priklausantys nuo stiliaus ir charakterio. Kai kurie reikalauja staigiy reakcijy, kiti — Svelnesnio
sujungimo* (Ten pat: 167), taciau pianisté Zvelgia skeptiskai j atlikéjy pastangas, skambinant,
pavyzdziui, baroko muzikg, imituoti klavesino skambes;.

Atlikimo stiliy formuoja ne tik atlikéjas ar jo atlickama muzika, bet ir jo darbo priemoné —
instrumentas: klavesinui transformuojantis j fortepijona, pati atlikimo specifika esmingai kito —
tai, kas buvo nejmanoma atlikti klavesinu, tapo galima fortepijonu. Vystantis instrumentams,
radosi galimybés prailginti frazes, iSgauti artimesnj balsui ir ilgiau trunkant; skambéjima.
S. Aronovsky pozitiriu, ,,Kadangi instrumentai iSsivysté ir dabar iSgauna daug geresnés
kokybés garsa, néra reikalo naudotis vien melizmatiniais garso prailginimo budais, nes galima
pratesti garsg naturaliai, ir pedalas gali padéti. Néra reikalo imituoti klavesing — reikia iSnaudoti
instrumentg, kuris yra dabar. Bet koks grojimas, kuris gali praturtinti garso palete, kuri primena
vokalg arba deklamacija, visados tinka. Svarbu, kad atlikime biity Zmogiskasis elementas* (Ten
pat).

Tarp jauny muzikanty, dar nesuformavusiy savo atlikéjo stiliaus, placiai paplites zymiy
atlikéjy stiliaus kopijavimas, kuriuo bandoma savo skambinimu imituoti pasirinktajj autoriteta.

S. Aronovsky tokj mokymosi biidg vertina kaip pavirSutiniskg ir neefektyvy, nes ,kiekvienas
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muzikas, pasizymintis rySkia menine individualybe, Zino, kod¢l jis muzikg interpretuoja vienaip
ar Kkitaip, — tai nulemta jo ilgo darbo, ruoSiant kiirinj, jo kuriamo kirinio meninio jvaizdzio ir
talento (Ten pat: 3).

Rasydamas apie atlikéjo stiliy, A. Goldenveizeris pazymi, kad ,,Koks stilius — toks ir
zmogus. Nereikia paciam rupintis tuo, kad pasireik$ty jusy individualybé, — tai ateis savaime.
[...] dirbti reikia ne su Chopino noktiurnu, o su savimi. Reikia plésti savo akiratj, ugdyti save

kaip zmogy“ (Ypoxu ['onpaenseiizepa 2009: 59).

Kirinio meninis jvaizdis

Bet koks meno kirinys iSreiskia tam tikrg mening prasme, Kitaip — turinj. ISraiSkos budai
skiriasi: vizualieji menai reiSkiasi vaizdais, literatira — ZodZiais, o instrumentin¢ muzika —
muzikiniais garsais. Kompozitoriaus uzrasytus zenklus atlikéjas pirmiausia turi perskaityti,
ta¢iau, norédamas juos atgaminti, jis turi susikurti kiirinio garsinj, arba meninj, jvaizdj.

Meninio atlieckamos muzikos jvaizdzio kiirimo svarbg S. Aronovsky nuolat pabrézia savo
pamokose. Jai svarbus ne tik viso kiirinio meninis jvaizdis, bet ir jvaizdZziai jo atskiry epizody
arba skirtingy elementy. Pokalbiuose su darbo autoriumi pianisté pavyzdziu pateikia
iliustratyvius ,,$velniojo Euzebijaus®, ,,emocingojo Florestano*“ ar ,sarkastiskojo Skarbo*
jvaizdzius, kurie jau suformuoti paties kompozitoriaus, taciau, remiantis autoriaus patirtimi i$
pamoky su S. Aronovsky, lygiai taip pat jie taikytini neprograminiams kiiriniams ir jy dalims, —
sonatos formos kiirinio jvedamajam epizodui, pagrindinei, Salutinei temoms ir t. t. Net ir
charakteringas kiirinio motyvas, jei jj atlikéjas sgmoningai sieja su tam tikru reiskiniu,
charakteriu ar personazu, gali skambéti israiSkingiau ir suteikti atlikimui gyvybés bei jvairovés.
Meninj arba garsinj jvaizdj neprivalu isreiksti Zzodziu ar vaizdu — jis gali bati labai subjektyvus,
zinomas ar pazjstamas tik paciam atlikéjui, susijgs su jo asmenine patirtimi, taciau jo iSraiSka
visada turi turéti poveikj klausytojo patirciai.

Meniniy jvaizdZiy buvimg ir taikyma S. Aronovsky suvokia ne kaip abstrakcija, o kaip
konkrecig priemong atliekamo kiirinio jsptidziui sustiprinti: ,,Skirtingy kiirinio epizody buvimas
turi biiti jprasmintas ir pateisintas. Svarbu, kad tarp jy biity erdvés, kad jie nelipty vienas kitam
ant kulny, kad likty oro jkvépimui, kad buty erdvés jvaizdziy vystymuisi® (Ten pat: 1).

Kaip ir S. Aronovsky, A. Goldenveizeris garsinj jvaizdj laiko bitina kiirybisko darbo ir
muzikinés interpretacijos salyga: ,,Pirmiausia a$ turiu susipazinti su kiriniu, kurj ketinu
mokytis, ir ne tik susikurti bendrg jo vaizda, bet ir sukurti savyje to kiirinio garsinj jvaizdj, kurio
as dirbdamas sieksiu. Po to darbas turi biiti detalus — eiti nuo detaliy prie visumos. Biitina salyga

to, kad darbas nebuity mechaniSkas, yra garsinio jvaizdzio, kurj a$ noriu sukurti, buvimas: reikia
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nuolat klausytis saves ir siekti garsinio jvaizdzio jkiinijimo* (Ypoku I'onbrenseizepa 2009:

67).

2.2.2. Ritmas ir tempas
Ritmas

S. Aronovsky savo darbe ypa¢ didele reikSme teikia ritminei kirinio struktiirai. Jos
suvokimas, autoriaus jsitikinimu, neturéty biiti suprantamas kaip ritmisko skambinimo jgtidziai,
kurie yra vienas atlikéjo amato pagrindy. Tai — gebéjimas kompozitoriaus tekste perskaityti,
atpazinti bei atlikimo metu tarpusavyje derinti skirtingus ritminius elementus. Didel; démesj
tam skyre ir A. Goldenveizeris, ras¢s: ,,Kankinamai sunku klausytis neritmiSko atlikimo, bet
visai nejmanoma — Kai grojama metronomiskai. Taciau pirmiausia reikia pastatyti tekstg ant
tiksliy ,,ritmo bégiy“, o jau po to eiti prie laisvo, gyvo ritmo. Kitaip neiSvengsi netvarkos,
anarchijos. Prie§ atitolstant nuo schemos, reikia ja suvokti* (Ypoxu ['onbnensetizepa 2009: 18).

Ritminé kariniy struktiira aiSkiausiai iSreikSta Klasicizmo epochos kiiriniuose, taciau jos
lygiai taip pat grieztai turi biti paisoma, atlickant vélyvojo romantizmo ir modernyjj
repertuarg, — norint jg perskaityti ir suprasti, reikia daugiau patyrimo ir kur kas labiau i§lavinty
1giidZiy, nes ritminé struktiira ¢ia daznai esti sudétingesnés formos, o metro daliy skaiCius takte
arba takty grupése daznai nelyginio skaiciaus.

Besimokant, pavyzdziui, A. Skriabino, A. Metnerio ar S. Rachmaninovo sonatas, kurios
i§ pirmo zvilgsnio turéty buti atlickamos ritmiskai laisvai, S. Aronovsky reikalauja vengti
rubato ir greity tempy, nes tai gali i§balansuoti ir sujaukti kiirinio ritmine struktiirg. Pianisté
teigia: ,,visi ritmo elementai turi biiti sustatyti j vietas, ir tik tuomet, kai jautiesi juos jvaldes,
gali palaipsniui pridéti rubato, kur reikia— padidinti tempa, grojimui suteikti laisvumo*
(Aronovsky 2019: 168). Pastebétina, kad pamatinés kiirinio ir jo padaly ritminés struktiiros,
kaip ir kirinio meninio jvaizdzio, nevalia pamirSti net ir tuomet, kai kiirinys paruostas
koncertiniam atlikimui. Prie jos verta kaskart grizti, ir, skambinant l1étai, grieztai laikantis ritmo,
1$ naujo ,,atpazjstant* smulkiausius ritmo elementus, sagmoningai pakartoti ankstesnjjj kiirinio
mokymosi etapa. Tai apsaugo nuo kiirinio ,,uzgrojimo® ir yra veiksmingas biidas atnaujinti
atlikéjo santykj su atlickamu kiriniu tarp dazny pasirodymy scenoje.

Ritmin¢ viso kiirinio struktiira yra susijusi su takty struktiira. Kaip takto metrinés dalys
yra stipriosios ir silpnosios, taip ir taktai tarpusavyje yra salygiskai susieti stipriyjy ir silpnyjy
rySiais. S. Aronovsky pastebi: ,,Tarp ritminiy kombinacijy yra skirtumas. Yra dvi pagrindinés
natiiralios formulés ar grupés, kurios yra i§ dviejy ir kurios yra 1§ trijy. Jos taikomos ir
stambesniems dariniams — taktams arba takty grupéms. IS esmés kiekviena gaidy ar takty grupe

galima padalinti j dalis po du arba tris, todé¢l esant, pavyzdziui, SeSiy ar dvylikos aStuntiniy
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metrui, nereikia skaiCiuoti iki SeSiy arba dvylikos — skaiciuoti reikia keturis kartus po tris* (Ten
pat).

Ritminé¢ disciplina svarbi ir grojant pasazus, net ir tuomet, kai jie uzraSyti laisva forma
(nejréminti takto briikSniais ar ritminémis grupé€mis) — tai padeda juos atlikti sklandZziai, be
skubos, ir uztikrinti visy gaidy skambéjimg. Mokantis pasazus ar sudétingesnius greito tempo
epizodus, juose, atsizvelgiant j jy ritmin¢ sandara, reikia rasti atraminius taSkus, j kuriuos
praktikuojantis létu tempu dera atsizvelgti, vienaip ar kitaip juos iSskiriant, parodant. Tai
]sisavinus, atraminiai taskai iSliks ir padés i8laikyti ritminj stabiluma bei organizuotuma grojant
greitu tempu.

Ritminé tam tikros muzikinés medziagos struktiira remiasi tam tikra hierarchija — takty
grupiy, stipriyjy ir silpnyjy takto daliy ir gaidy grupiy tarpusavio rysiais, todél ritmas yra
neatsiejamas nuo dinamikos — bet koks gaidos pabréZimas sudaro kontrastg su pries jg ir po jos
skamban¢iomis gaidomis. Kontrastingos yra to paties takto gaidy grupés ir patys taktai
tarpusavyje. Turint minty Sig hierarchija, i§ jos kylanciy dinaminiy kontrasty gali buti
nepaprastai daug ir skirtingy lygiy. Juos S. Aronovsky vadina dinaminiais atspalviais. Jy
derinimas, pasak pianistés, reikalauja auksto meistriSkumo (Ten pat). Panasig mintj teigé ir jos
mokytojas A. Goldenveizeris: ,,[...] tas stiprumo lygis, kurj pasiekia dinaminé iSraiska, ir Sios
iSraiskos priklausomybé nuo laiko iSdéstymo, nuo atliekamo dalyko ritmo, — tai yra svarbiausia
ir sudétingiausia kiurybiniame atlikimo procese. Atlikéjo individualumas reiskiasi ritmings ir
dinaminés raiSkos santykyje — Cia labiausiai atsiskleidzia jo sugebé¢jimai ir meistriSkumas*
(Ypoku I'onpaenseiizepa 2009: 38).

Kirinio ritminéje struktiiroje garsui lygiavert] vaidmen;j atlieka pauzés, kurios daznai
formuoja motyvo, temos, o tuo paciu ir viso kiirinio ritminj charakterj. S. Aronovsky svarbu
pasiekti, kad pauzéms bty skiriama tiek pat laiko, kiek ir skambancioms gaidoms, ir kad nuo
pauzés priklausyty, kaip skambéjo pries jg buvusi gaida bei kaip skambés gaida po jos. Nors
reikalavimas iSlaikyti pauzes pedagogy taikomas jau skambinimo fortepijonu pradZioje,
pasiklausius net ir pripazinty atlikéjy garso jraSy paaiskeja, jog gana daznai ilgos pauzes, kaip
ir besitgsiancios gaidos, neiSlaikomos iki galo. ISspresti Sig problemg i§ dalies padeda
skaiiavimas mintyse. Kuo létesnis tempas, tuo smulkesniais vienetais reikéty skaiciuoti
(sakykime, aStuntinémis takto dalimis vietoj ketvirtiniy). Skai¢iavimo vienetus reikty smulkinti
ir tais atvejais, kai, grojant 1étg kiirinj, skai¢iuojant vis tiek skubama.

Taigi skai¢iavimas svarbus ne tik besimokantiesiems, bet ir profesionaliems pianistams.
S. Rachmaninovas sakydavo, jog, prie§ pradedant kirinj, ,reikia patyléti ir jsivaizduoti tg

judéjimg, kuriuo pradésime groti“ (Ten pat: 33), 0 ,tesiant vieng ilgg gaidg — skaiCiuoti
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mintyse* (Ten pat: 18). Tuo tarpu pats A. Goldenveizeris mané, kad, ,,pradéjus groti, bet pries
tai savyje nepajutus judesio ritmo, vietoj gyvos linijos skamba daug chaotisky garsy“ (Ten pat).

S. Aronovsky pamokose bréziama paralelé tarp ritminiy struktiiry ir poetiniy sakiniy arba
posmy. Siekiant iSrySkinti arba atskirti vienus nuo kity tam tikrus pasikartojancius ritminius
elementus, jiems galima pritaikyti tam tikrg rima, kuriuo remiantis frazéje atsiranda prasminiai
kir¢iai ir dinaminé kryptis. Tai gali buti taikoma ir motorinio, ir melodinio pobtdzio
muzikiniams sakiniams. Autoriaus manymu, rimo pritaikymas frazéje sudaro prielaidas
1Svengti atlikimo mechaniSkumo ir monotoniSkumo.

Rimo savoka fortepijono pedagogikoje gali biiti priskiriama iSskirtinai S. Aronovsky

déstymo terminologijai.

Tempas

Tempo pasirinkimas, kuris uztrunka ne daugiau nei kelias sekundes, atlikéjui yra
reik§mingas tuo, kad jis lemia visg tolesnj kiirinio skambéjima. Jei greito tempo kiirinyje
pasirenkamas per greitas tempas, kuriuo grodamas atlikéjas nespéja sekti muzikos turinio,
tikétina, kad del to nukentés kiti interpretacijos aspektai — frazuoté, intonacija, ritmine
struktiira, kiirinio stilius, meninis jvaizdis ir t. t. Lygiai taip pat gali nutikti, pasirinkus per 1étg
tempa, ypac létos tekmés kiirinyje, — taps sunkiau jungti atskirus melodinius garsus, uzgautos
ilgos gaidos neskambés pakankamai ilgai, atlikéjui ir klausytojams bus sunkiau iSlaikyti
démesi.

S. Aronovsky jsitikinimu, ,,Nereikia specialiai siekti metronomiskai greitesniy tempy dél
to, kad kiti groja greiciau, arba dél to, kad taip nurodyta kompozitoriaus. Verciau reikia skirti
daugiau démesio jvairiems iSraiSkos elementams® (Aronovsky 2019: 168). Autoriaus
pastebéjimu, tokiu badu tam tikroje kiirinio atkarpoje randasi daugiau dinaminiy ir ritminiy
atspalviy, kontrasty, frazuotés niuansy, kurie skambe¢jimg daro intensyvesnj, taigi poreikis
greitinti tempg iSnyksta: kai per ta patj laikg jvyksta daugiau muzikiniy jvykiy, tiek klausytojui,
tiek atlikéjui susidaro jspuidis, kad grojama greiciau. Klausytojas turi spéti suvokti muzika, nes,
kaip teigé G. Ginzburgas, ,,Jei groji per greitai, neatsizvelgdamas j zmogaus klausos galimybes,
tai jo nepasieksi (Vitsinsky 1946-1949: 12).

S. Aronovsky savo pamokose skatina vengti skuboto grojimo, kuris gali pasireiksti
grojant tiek 1éto, tiek ir greito tempo kiirinius: atsiradus skubotumui, skubéjimui, ypac greituose
epizoduose, reikia atkreipti démesj j paskutines takty metrines dalis, ir visur — j fraziy bei
pasazy pabaigas, nes paprastai biitent ten yra pagreitinama.

Didelés reikSmeés tempo stabilumui skyré ir A. Goldenveizeris, kuris skubé¢jima grojant

siejo su pianisto neiSlavintu ritmo jausmu ir asmenybés valios stoka: ,,Patyres bégikas naudoja
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jéga tik ypatingai svarbiu momentu. Greitas tempas — visai ne kazkokia vir§tiné. Klaida manyti,
jog tai parodo temperamentg, — viso labo tai tik nesivaldymo pozymis. Daznai gaidose paraSyta
risoluto. Taigi zmogus skuba tuomet, kai bijo, o ryztingas Zzmogus visai neskuba. Skuba néra
temperamento poZymis; kas nejvaldes ritmo, tas neturi ir temperamento” (Ypokwu
Ilonmppenseiizepa 2009: 41).

S. Aronovsky, pasirenkant tinkamg tempg, ypa¢ l1éto judéjimo kiriniuose, sitilo
atsizvelgti i kuirinio garso dinamika, nes ,,Nuo konkretaus garso trukmés priklauso, kada turés
skambéti Kitas garsas® (Aronovsky 2019: 168. Taigi kuo styga smarkiau uzgaunama, tuo jos
skambéjimo laikas ilgesnis, taigi ir tempas gali biiti 1étesnis. Ir prieSingai, kai norima léta kiirinj,
ypac su aiskiai iSreikSta melodine linija, skambinti tyliau, turi biiti pasirenkamas greitesnis
tempas.

Tinkamas garso trukmés ir lygio balansas aiSkiausiai ap¢iuopiamas, lyginant ilgy ir
trumpy gaidy dinamikg. A. Goldenveizeris teigia: ,,Jeigu a§ skambinsiu, sakykime, forte be
crescendo ir diminuendo, vienodu garso stiprumu meloding linija, uzrasyta ketvirtinémis
gaidomis, o po to tuo paciu stiprumu pagrosiu keturias SeSioliktines gaidas, tai klausytojui
susidarys jspudis, kad staiga uzgrojau garsiau, kadangi per ta patj laika jis girdi ne vieng, o
keturis garsus‘ (Ypoku I'onpaenseiizepa 2009: 53).

Autoriaus jsitikinimu, tempo priklausomyb¢ nuo dinamikos lemia ir metronominiy tempo
nuorody salygiSkuma, nes dinamika priklauso ne tik nuo atliké¢jo pasirinkimo, bet ir nuo

instrumento, kuriuo grojama, bei erdvés akustiniy salygy.

2.2.3. Frazavimas

Viena kertiniy jauno pianisto-interpretatoriaus ugdymo sri¢iy S. Aronovsky pianizmo
ugdyme yra frazuotés jgudziy vystymas. Muzikiné frazé, kaip ir kalbinis sakinys, turi kazka
reiksti, turéti prasme. Atlikimo deklamacijos svarba yra pabréZiama ne vieno atlikéjo-
pedagogo, tarp kuriy buvo ir A. Goldenveizeris. Pianistas rasé: ,,[...] nesvarbu, kaip biity
atliekama fraz¢, — forte, piano, su akcentais ar be jy — joje visada turi biiti deklamaciné prasmé.
Jeigu grojant marcato skanduotuméte kiekvieng garsg, jokia deklamaciné linija btty negalima.
Fraze visada turi biiti frazé. Akcentuotose natose taip pat turi biiti deklamaciné prasme: kartais
akcentas priklauso pagrindinei natai, kartais Salutinei, kartais prieStak¢iui ir t. t.* (Ypoku
I'onbaenseiizepa 2009: 19). Teigtina, kad ¢ia A. Goldenveizeris turéjo minty tai, jog akcentai
toje pacioje frazéje, atsizvelgiant | jy vietg takte, net jei ir visos gaidos akcentuojamos, yra
nevienodo dinaminio lygio ir / arba trukmés, todél visada su kitomis gaidomis turi sudaryti

vienokj ar kitokj kontrasta.
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Frazes yra sudarytos ne i§ atskiry garsy, o i$ jy junginiy, todé¢l, net ir skambinant staccato,
garsai mintyse turi biiti jungiami j motyvus ir i$laikyti dinamine kryptj. S. Aronovsky moko:
,»Atskirus garsus galima prailginti ir patrumpinti, taciau kai frazei pritaikomas rimas, garsus
reikia jungti. Tam, kad turinys biity iSbaigtas, reikia iSvystyti biidg pratesti garsg, sujungti
garsus tokiu buidu, kad mintis buity isbaigta“ (Aronovsky 2019: 168).

Garsy jungimas ir tinkamos dinamikos kiekvienam garsui pritaikymas arba jy dinaminé
iSraiSka yra viena sudétingiausiy pianisto uzduo¢iy. Tai S. Aronovsky vadina garso
balansavimu. Pats garso balansas gali bati: vertikalus — deSine ir kaire ranka vienu metu
atliekamo muzikinio teksto, vienu metu skambanciy skirtingy balsy balansas; horizontalus —
balansas tarp vienas po kito skambanciy garsy. Taciau garso balansavimas S. Aronovsky
pianizmo ugdyme reiSkia procesa laike, kurio metu garso balansas pastoviai kinta. Garso
balansavimas (taciau ne balansas), kaip ir rimas, ko gero, yra autentiska S. Aronovsky pianizmo
ugdymo praktikoje naudojama savoka.

Autoriaus patirtis S. Aronovsky pamokose rodo, kad garso balansavimas priklauso ne tik
nuo kompozitoriaus uzrasytos dinamikos, ne tik nuo to, kurioje takto dalyje tam tikra gaida
uzraSyta (stipriojoje ar silpnojoje) ar kuriai harmoninei funkcijai ji priskiriama, bet ir nuo jos
trukmés kity gaidy atzvilgiu. Pianisté reikalauja: ,,Kad biity galima balansuoti garsg, reikalinga
greita atlik¢jo orientacija. Reikia Zinoti, kokiomis priemonémis garsa galima pratesti ir jungti
su kitais garsais, kad frazés bty ilgesnés. Jei viena gaida yra ilgesné, o kita trumpesné, reikia
energija panaudoti tokiu btidu, kad nebiity atvirksc¢iai. Reikia, kad frazés nebiity sukapotos, kad
lietysi, kad priminty daing arba deklamacijg* (Aronovsky 2019: 167).

Vokalinj fortepijono garso pobiidj arba siekj fortepijono garsu imituoti dainavimg mini
daugelis XX a. pianisty ir pedagogy. Manytina, kad tokig fortepijono garso sampratg
S. Aronovsky perémé dar besimokydama pas L. Barenboima, kuris mané, kad pries pradédami
mokytis groti fortepijonu, vaikai turi mokytis dainuoti ir ,,i$ anksto paZinti gyva, balsu sukurtg
tong* (bapenboiim 1979: 55), o savo mokinius skatino ,.grojant instrumentu iSsaugoti
vokaliskumo idéja, t. y. dainuojan¢io zmogaus balso iSraiskinguma* (Ten pat: 52).

S. Aronovsky sako: ,,Kai laikai ilgg gaida, isivaizduok, kad dainuoji. Jei prarasi rysj [su
skambancia gaida], turési vél pradét i§ naujo, nes gaidos nesusijungs® (Aronovsky 2019: 168).
Taigi vokalinj fortepijono garso efekta pasiekti i§ dalies padeda jsivaizdavimas, kad grojama
gaida yra tesiama balsu. Nuo to, kaip atlikéjas sutelkia démesj  besitesiancig gaida, priklauso
ir jo démesys kitai gaidai, Kitaip sakant, dar prie$ grodamas gaida, jis turi biti susikiires jos
garsinj jvaizdj. Cia bréztina paralele su L. Barenboimo cituojamu savo mokytoju Feliksu

Bliumenfeldu, kuris, mokydamas instrumentinio atlikimo vokalizacijos, ,,visada sieké ugdyti
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labai svarby bruoza — melodiniy intervaly klausyma-iSgyvenima, pasiprie$inima, jtampa, kitaip
sakant, tg iSgyvenima, kuris pianistams kyla, kai jie, intonuodami melodija, i§ klausos palygina
jvairius — didesnius ir mazesnius — garsy skirtumus [...]* (bapen6oiim 1979: 101).

Dainavimas, kaip ir grojimas daugeliu instrumenty, nebiity galimas be kvépavimo.
A. Goldenveizeris pastebi: ,,Visa muzika visada buvo suskaidyta jkvépimo. Tai aisku
kiekvienam, grojanc¢iam puciamaisiais instrumentais, taip pat styginiais instrumentais, Kur
kvépavimas priklauso nuo stryko ilgio” (Ypoku T@'onpaenBeiizepa 2009: 31). Taigi ir
skambinant fortepijonu svarbu atsizvelgti | tai, kad ,,skirtingos muzikinés frazés, sakiniai ar
epizodai turi turéti aiskias pradzias ir pabaigas* (Aronovsky 2019: 167). Autoriaus pastebéjimu,
to pasiekti padeda jsivaizduojami jkvépimai tarp fraziy/ sakiniy / epizody, kurie iSreiSkiami,
skiriant daugiau démesio dviejy fraziy jungciai. Skambinant paskutinj frazés takta, svarbu
pasiruosti kitai frazei, 0 naujos temos pradzia reikia groti taip, tarsi ji baitu atlickama kito tembro
instrumentu. Frazes vieng nuo kitos galima atskirti jvairiais budais, kurie priklauso nuo
atlickamos muzikos specifikos. Galimi sulétinimas arba diminuendo frazés pabaigoje, ceziira,
imituojanti jkvépima, frazés pradzios dinaminis iSryskinimas ir t. t.

Pianisty vartojamoje terminologijoje greta frazuotés savokos daznai sutinkama
intonacijos sgvoka, kuri, skirtingai nei vokalo ir styginiy bei pu¢iamyjy instrumenty atlikimo
mene, néra susijusi su konkretaus muzikinio tono auks¢iu. Fortepijono mene intonacija sietina
su kalbos intonacija, kuri Zymi meloding ir dinamine kalbos struktiirg. Intonacija frazei suteikia
dinaming iSraiska.

,Intonavimas®, — sako S. Aronovsky, yra ,,iSraiskos galimybé, leidZianti frazei suteikti
ekspresyvumo, skambinimo metu iSryskinant tam tikrg [atlikéjui] svarbig frazés vieta™ (Ten
pat). Pianisté kickvienoje frazéje sitilo nusistatyti atraminius arba kulminacinius tasky, iki kuriy
intonacija ,.kyla® ir, juos pasiekusi, ,,leidziasi®. Sie taskai yra intonacijos ,,posiikio® vietos,
kitaip sakant, vietos, kuriose intonacija ,,keicia krypt;*. Tokiy posiikio tasky vienoje frazé¢je gali
biiti daugiau nei vienas ir jie gali biiti skirtingos svarbos bei dinaminio lygio. Apie intonavimag
kaip priemong interpretuojamai muzikai suteikti iSraiSkingumo ir perteikti jos charakterj rasé ir
L. Barenboimas (bapen6oiim 1979: 287).

Nors frazuotés menas jprastai siejamas su melodine muzikos linija, jam, S. Aronovsky
jsitikinimu, tiek pat svarbos turi ir akompanimentas, kuris ,,ne tik suteikia melodijai ritminj
pagrinda, bet daznai turi ja pratesti, sustiprinti arba su ja kontrastuoti* (Aronovsky 2019: 167).
Taigi akompanimentas visada siejamas su melodijos garsais. Skambant ilgai melodinei gaidai,

ypac¢ 1éto tempo kirinyje, akompanimentas gali sukurti garso stipréjimo arba silpnéjimo
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melodijoje jspuidj ir jvairiais dinaminiais bei ritminiais atspalviais iSrySkinti melodijos

intonacijas.

2.2.4. Judesiy koordinacija

Fortepijono garsas iSgaunamas kiino judesiais, tad jo skambesys yra pianisto judesiy
atspindys. Svarbus ne tik judesiy atitikimas norimam garsiniam jspiidziui sukurti, bet ir jy
dermé su muzikos charakteriu. Su kiirinio garsiniu turiniu ir jvaizdziu susije tiek ranky ir kiino
judesiai, tiek ir veido israiska. Atlikéjo judesiai veikia ne tik kiirinio garsing interpretacija, bet
ir atlikimo sukeliamus klausytojams garsinius ir vaizdinius jspadzius.

Efektyviy, pageidaujama garsinj rezultata padedanciy pasiekti judesiy vystymas yra
svarbi S. Aronovsky pianizmo ugdymo mokyklos dalis. Pianisté siekia lavinti tokius judesius,
kurie leisty iSgauti norimg garsg minimaliomis jégos sgnaudomis ir naudojant kuo maziau
pastangy bei raumeny jtampos. Ji teigia, kad ,,DidzZioji dalis pianisto daromy judesiy turi
poveiki instrumento skambesiui, tod¢él labai svarbu juos naudoti apgalvotai ir vengti
nereikalingy, jokio poveikio muzikai neturin¢iy judesiy* (Ten pat: 168).

Patyrimas S. Aronovsky pamokose leidzia teigti, kad tinkamai pritaikytas mazos
amplitudés judesys daznai gali turéti kur kas didesnj poveiki fortepijono garso tembro
pasikeitimui arba didesnio stiprumo garso iSgavimui, nei didelés amplitudés judesys, o silpnais
laikomi pirstai, tokie kaip ketvirtieji (kitaip — bevardziai), savo fizine jéga ir galimybe
kontroliuoti iSgaunamg garsg gali tapti tolygls stipriesiems, jei grojimas remiasi Ziniomis ir
jgidziais, leidZianciais taupiai ir tikslingai panaudoti fizines rankos galimybes. Nors fizine jéga
pasizymintiems pianistams gali buti lengviau ir paprasCiau pasiekti instrumento didesnio
stiprumo skambesio, vis délto didelis garsas daugiau priklauso nuo geb¢jimo efektyviai
panaudoti ir paskirstyti jéga.

Taupiai ir efektyviai naudojami judesiai neleidzia kilti nuolatinei raumeny ranky jtampai,
fizinéms traumoms. Bet kokiam judesiui atlikti reikia jtempti raumenis, taciau jtampa trunka
tik atliekamo judesio momentu — ji niekada neturi biti pastovi todél, kad, viena vertus, po to,
kai uzgaunama styga, pianistas ranky judesiais keisti jos garso nebegali, taigi jtempti raumeny
nebebtina prasmés; kita vertus, daZnai vienas rankos judesys gali biiti panaudojamas keliy
vienas po kito einanéiy garsy junginiui, tad uzgavus pirmajj klavisa visos rankos antrgkart
jtempti nebereikia.

Ypac islavinta judesiy koordinacija ir ekonomiskumas reikalingi greito tempo muzikoje,
kai reikia greitai ir aiSkiai keisti dinaminius atspalvius, intonacija, ritminj piesinj ir pan.

Grojant fortepijonu, reikéty atsizvelgti i tai, kad judesiai turi padéti ne tik iSgauti, bet,

svarbiausia, — sujungti atskirus garsus. Nors fortepijonas savo sandara artimesnis mu$amajam
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instrumentui, nes galimybés koreguoti garsg po klaviSo uzgavimo yra kur kas mazesnés, nei
grojant kitais instrumentais, ta¢iau didzioji dalis juo atlickamos muzikos artima orkestrinei arba
vokalinei. Todél grojant i§ esmés reikéty vengti statiSky, astriy kampy judesiy.

L. Barenboimas mané, kad ,rankos turi nusileisti ant klaviSy lyg ,,su paraSiutu®,
planiruodamos, bet ne krisdamos akmeniu“ (bapen6oiim 1979: 311). Sig analogija naudoja ir
S. Aronovsky. O A. Goldenveizeris, savo darbe su jaunais pianistais judesiy visumai skyres
ypatinga reikSme, teigé: ,,DidZigja dalimi atvejy rankos turi judéti graks$¢iomis kreivémis ir tik
kartais, tarkime, atlickant staigy sforzando, — kampuota linija. [...] jei ranky judesiai neatitinka
atlickamos muzikos ritmo, tai mes arba véluojame — ir paskuting akimikg klaviSai uzgaunami
nervingais judesiais, arba perkeliame ranka per anksti — ir judesiai sustoja, lizta, suardydami
muziking linija“ (Ypoku I'onbaenBeiizepa 2009: 29).

Daznai fortepijono pedagogai didelg reik$me teikia fiksuotai rankos pozicijai (atlikéjy dar
vadinamai rankos pastatymu), t. y. teisingai rankos formai ant klaviatiiros. Tuo tarpu
S. Aronovsky veikiau siekia rankos pozicijos pritaikymo jvairovés: ,,Fortepijoniné fakttra
reikalauja paciy jvairiausiy rankos padéciy, pozicijy, gebéjimo greitai jas keisti, todél negali
biti vienos rankos padéties, tinkamos visiems atvejams® (Aronovsky 2019: 168). Gan
skeptiSkai pastangas formuoti rankos ,pastatyma“ vertino ir A. Goldenveizeris: ,,Visas
muzikinio atlikimo procesas yra procesas nuolatinio jud¢jimo, o samprata [rankos]
,pastatymas“ turi savyje nejudrumo elementa. [Sis] procesas veikiau yra kova, bet kokio
»pastatymo* jveika. Grodami mes visg laikg judame, o ne formuojame ,,pastatyma” [...] ranka

reikia ne ,,statyti, o judinti (Ypoku Iomsaenseiizepa 2009: 74).
2.2.5. Pianisto darbo procesas

Jaunas atlik¢jas, studijuodamas ir ruoSdamasis profesionaliam darbui arba profesionalo
karjerai, i§ savo mokytojo perima ne tik zinias ir jgidzius, bet ir jo darbo kulttira, principus,
metodus, kuriais véliau vadovaujasi ir naudojasi savo tolesnéje veikloje. Nuo atlikéjo-pedagogo
priklauso, ar jo savo mokiniui perduotas ziniy turinys leis jam tapti savarankiSku ir
profesionaliu muziku.

L. Barenboimas i8skyré¢ Siuos sékmingg jauno atlikéjo darbg uztikrinancius bruozus:
»gera klausa, ritmas, démesys, nuovoka, motoriniai duomenys, lengvas iSmokimas ir
»persijungimo® [gebéjimo greitai keisti démesio objektus. — M. K.] sparta [...] — visa tai daug
kg pasako, atskleidZia muzikinio profesinio lavinimo prielaidas atei¢iai* (bapen6oiim 1979:

46).
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Muzikanto studijy metu nuolat klystama — konkrecios technikos savaimingumo ir
meistriSkumo pasiekiama, daugelj karty nesékmingai bandant iSgauti tam tikrg skambes;,
ieSkant tinkamo judesio arba tobulinant jau pritaikytajj, kol priarté¢jama prie pageidaujamo
iSraiSkos rezultato, todél jaunam atlikéjo karjeros siekianc¢iam Zmogui reikSminga psichologiné
iStvermé¢ ir atkaklumas, ieSkant biido, leidziancio sékmingai atlikti i$(si)kelta uzduot;.

Svarbiu mokytojo tikslu S. Aronovsky jvardija atlikéjo komunikacijos su klausytoju
ugdymg, t.y. geb¢jimg klausaniajam suprantamu biidu perduoti kompozitoriaus teksto
interpretacija (Aronovsky 2019: 170). Tam jtakos turi ne tik techninis, bet ir psichologinis
pianisto meistriSkumas — geb¢jimas bendrauti, visuomeniskumas, biciulystés jausmas, todel
S. Aronovsky savo mokinius skatina vienam kitg pazinti, dalyvauti bendramoksliy pamokose,
klausytis ir jvertinti atlikta programa, antruoju fortepijonu akompanuoti kiirinius fortepijonui
su orkestru.

Grieztos darbo disciplinos laikymasis S. Aronovsky, kaip ir daugeliui muziky, jgijusiy
i§silavinima Soviety Sgjungos muzikinio ugdymo sistemoje, yra savaime suprantamas muziko
darbo clementas, taiau jis reiSkiasi ne ultimatyviais pedagogo reikalavimais, bet jo reiklumu
ugdyti mokinio valig ir kreipti démesj i smulkiausias muzikinio teksto, jo interpretacijos detales
bei niuansus. Pianisté pabrézia, kad ,,Atlikéjui reiklumas ir grieztumas sau reikalingas ne vien
darbo proceso metu, bet ir scenoje, siekiant savo temperamentg nukreipti apgalvotos techninés
ir interpretacinés raisSkos naudai“ (Ten pat: 169).

S. Aronovsky sako, kad ,,Esminis pianisto ugdymo sunkumas yra gebéjimo vienu metu
démesj paskirstyti daugeliui dalyky lavinimas® (Ten pat). Pianistas vienu metu abejomis
rankomis ne tik skambina skirtingas gaidas, bet tuo paciu metu grojamos gaidos gali priklausyti
skirtingoms frazéms, kuriy pradzios, kulminacijos ir pabaigos nesutampa. Maza to, gali skirtis
ir tuo paciu metu skambanciy fraziy charakteris. A. Goldenveizeris rasé, kad ,,orkestre
kiekvienas atlik€jas savo instrumentu groja vieng linijg, o kaip sujungti Sias linijas j vieng
sprendZia dirigentas. Gi pianistas vienu metu turi buti ir dirigentas, ir atlikéjas visais orkestro
instrumentais“ (Ypoku I'onbaenseiizepa 2009: 64).

Zinoma, kad XIX a. amziaus muzikantai, interpretuodami kirinius, leido sau nukrypti
nuo kompozitoriaus uzraSyto teksto ar net jo nepaisyti, taciau XX a. pianizmo siekiamybe
palaipsniui tapo ne tik atlikimo technikos tobulumas, bet ir atida autoriaus tekstui bei kuo
tikslesnis jo perskaitymas ir atlikimas. Si tendencija ryski ir S. Aronovsky mokykloje. Muzikés
teigimu, ,,ir maza detalé, neteisingai perskaityta autoriaus tekste, gali turéti reikSmés visai
kiirinio interpretacijai (Aronovsky 2019: 169). S. Aronovsky mokytojas A. Goldenveizeris

taip pat buvo itin reiklus, siekdamas tiksliy kompozitoriaus gaidy studijy. Pasak jo, ,,jei Zenklai
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gaidose tik apytiksliai rodo autoriaus sumanyma, tai mazy maziausiai jy nereikia keisti [...]*
(Ypoku I'onpaenseiizepa 2009: 15).

Ir geb¢jimas vienu metu démesj skirti kelioms muzikinéms linijoms, ir mokéjimas
perskaityti, kas yra uzrasyta gaidose, jgyjami praktikuojantis ir tam nuolat skiriant démes;j,
tac¢iau, anot A. Goldenveizerio, ,,Pats savaime tikslumas neturi nieko bendra su vienokia ar
kitokia menine interpretacija. Tikslus teksto atlikimas néra meninis atlikimas, bet tik jo
prielaida® (Ten pat: 39). Kurinio interpretavimas yra sietinas su atlikéjo muzikinés asmenybés
individualumu, taigi muzikas vienu metu turi ir saugotis, kad jo interpretacija ,nebity
priskiriama kompozitoriui“ (Ypoku [onbnenseiizepa 2009: 36), ir ,likti paciu savimi®
(Aronovsky 2019: 169).

S. Aronovsky pamokos suponuoja, kad svarbiausia produktyvaus darbo prie instrumento
prielaida yra tikslo numatymas, t. y. gebé&jimas iSsikelti aiSkias uzduotis, kuriy grojantysis nori
pasiekti. Uzduotys turi biiti ne abstrak¢ios (pvz., kiirinj atlikti emocingai arba pagrinding tema
groti forte, o $alutine — piano), o kuo konkretesnés ir detalesnés. Sias uzduotis gali sau iskelti
tik atlikéjas, gebantis detaliai analizuoti muzikinj tekstg. Tokio darbo prieSingybé — ,,betikslis
muzikinés medziagos kartojimas® (Ten pat: 170).

Pradiniu darbo etapu, besimokant muzikinj teksta atmintinai, reikia vengti gaidy
jsiminimo be teksto analizés — svarbu suprasti kiirinio forma, suvokti ir jsiminti harmoning
muzikiniy fraziy bei sakiniy strukttirg, taciau mokymosi pradzioje, kol tekstas néra iki galo
isisavintas, skirti per daug démesio atlikimo detaléms nereikia. Dar besimokant kiirinio teksta
atmintinali, pianistui svarbu bandyti susikurti ktirinio meninj (kitaip — garsinj) jvaizdj, suvokti
visumg. Tai gali padéti iSvengti tam tikry klaidy, kurias véliau taisydamas atlikéjas turés gaisti
laikg. Tokios klaidos gali biti: netinkamo garso tembro pasirinkimas, netiksli pedalizacija,
kirinio stiliaus neatitinkantis rubato, nevykes dinaminis ir intonacinis planas ir pan.
G. Ginzburgas pastebi, kad ,,jvaizdis yra kuriamas palaipsniui, [...] ta¢iau bégant laikui jis
darosi aiskesnis, stipresnis ir jgaves forma...* (Vitsinsky 1946-1949: 8). Nuo kiirinio mokymosi
pradzios reikty siekti savo atlikimg priartinti prie susikurto ar kuriamo meninio jvaizdZio.
Tobulindamas atskiras atlikimo detales, jis turéty galvoti, ar pasiekiamas garsinis rezultatas gali
deréti su viso kiurinio kontekstu. ISmokus tekstg ir pradéjus detaly darbg su kiriniu, svarbu
nepamirsti dirbti, atsivertus gaidas, o kartojant seniai iSmokta kiirinj, atlikti tuos pacius detalaus
darbo zingsnius, kaip ir mokantis naujg. Detalus kirinio studijavimas turi vykti tobulinant
atskiras kiirinio dalis, — kartais tai gali buti ir pora takty, taciau kiekvieng kartg juos kartojant,
reikia aidkiai numatyti, ko norima pasiekti. Siuo etapu turi biiti pritaikoma tinkama technika,

garso iSgavimo biidai, judesiai, formuojama frazuoté ir intonacija. Véliau atlikéjui svarbu vél
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grizti prie kiirinio visumos suvokimo. Taciau $jkart jis, i§ esmés pazindamas kiirinio sandarg ir
ji detaliai techniSkai jsisavings, turi klausytis, ar jo skambinimas atitinka susikurtajj meninj
ivaizdj. Apie tai atlikéjui vertingy pastebéjimy pateikia G. Ginzburgas: ,,[...] bendrasis
supratimas gali biiti gana teisingas, taCiau, kai susiduri su visais beveik paruosto atlikimo
sunkumais ir sudétingumais praktikoje, daznai paaiskéja, kad pjes¢ tam tikru mastu turi
pritaikyti sau. [..] [Sis] etapas yra daugiausia lemiantis ir svarbiausias. Cia randamos
reikalingos priemonés jvaizdziams iSreiksti. Ir ¢ia tu nuolat tikrini, kaip tavo atlikimas biity
priimtas klausytojo* (Ten pat: 8-9). S. Aronovsky pamokose §iu0 etapu pianistas turi dazniau
kiirinj groti nuo pradzios iki galo ir tobulinti ty kiirinio daliy atlikima, kurios, jo manymu,
neatitinka jo ir kompozitoriaus koncepcijos. Atlikéjui svarbu atsizvelgti | tai, kad jo
skambinimas biity suprantamas ne tik jam paciam, bet ir klausytojams, taigi jam reikty siekti
iSraiSkos paprastumo ir aiSkumo. ParuoSus kiirinj koncertiniam atlikimui, pianistas vis tiek
turéty retsykiais jam sudétingesnes vietas skambinti 1étai ir, jei reikalinga, vél i§ naujo pakartoti
tam tikrus detalaus darbo etapo zingsnius. Tai stiprina atlikéjo savitvardg ir pasitikéjima savimi
scenoje.

S. Aronovsky teigia: ,,Scenoje atlikéjui ypac reikalinga savitvarda, savikontrolé, — tiek
atlikimo, tiek ir pianisto laikysenos; klausytojai pastebi, kai artistas nejaukiai jauciasi arba
pernelyg skubotai juda, — visa tai palieka nervingumo jspiidj, o publika, atéjusi i koncerta, nori
meégautis garsu ir vaizdu; klausytojams svarbu, kad atlikéjas savo laikysena iSreikSty norg su
jais bendrauti, komunikuoti, kad jy atzvilgiu bty geranoriskas* (Aronovsky 2019: 170). Likus
maziausiai savaitei iki pasirodymo, S. Aronovsky skatina savo mokinius kasdien pagroti visg
programg iStisai ir po to tobulinti tas vietas, kurias atlikdami jie nesijaucia saugiai, ir kurios, jy
manymu, neatitinka kiirinio meninio jvaizdzio. Naudinga atlikti programos garso jrasa, ir po to,
jo besiklausant, pasizyméti pastabas apie konkreCiose vietose tobulintinus dalykus. Visos
programos atlikimas, G. Ginzburgo pastebéjimu, ,leidzia pianistui pasitikrinti, ar jis
neis$naudoja per daug energijos, ar jam greit nepritriksta kvépavimo” (Vitsinsky 1946—-1949:
10). Kiekvienas kirinys reikalauja kitokio ranky formos, judesiy ir muzikinio mastymo
modelio, todél, S. Aronovsky manymu, taip pat ,,svarbu pasitikrinti, ar [atlikéjas] pertrauky tarp
kiiriniy metu gali pakankamai greitai keisti savo psichologing biiseng ir koordinacijg taip, kad
ji atitikty Kito kiirinio meninj jvaizdj* (Aronovsky 2019: 170).

Pianisté pastebi, jog ,,Daznai mokiniams atrodo, kad praktikuojantis namuose jiems
pavyksta puikiai pagroti kiirinj, ta¢iau to atlikti atéje j pamoka jie nebegali® (Ten pat). Panasiai
ir grojant scenoje — gali iSryskéti tokie triikumai, kurie kasdienio darbo prie instrumento metu

btina nematomi. To galima iSvengti, siekiant kuo objektyviau, tarsi i§ Salies, klausytis savo
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grojimo ir iSsaugoti mastymo aiskuma. Jo sieké ir G. Ginzburgas, kuris teigé: ,,Mano viso
gyvenimo tikslas buvo padaryti didziyjy meistry muzikinius kiirinius suprantamus patiems
placiausiems klausytojy sluoksniams. [...] kiirinius kiek iSgaliu ir pajégiu stengiuosi traktuoti
aiSkiai, neuztemdydamas jy prasmés iSoriniais efektais ir individualistiniu dirbtinumu* (cit.
pagal I'puropses, [Tnatex: 1990).

A. Goldenveizeris, kaip ir S. Aronovsky, pabrézia butinybe ugdyti atlikéjo valig, kuri
svarbi ne tik darbo proceso metu, bet ir koncertuojant. Jis sako: ,,Atlikéjas privalo tam tikru
momentu pateikti, kg jis gali geriausia, nesvarbu, kokia biity jo nuotaika ir savijauta tg akimirka.
Net pats Sitos biitinybés suvokimas tam tikra prasme sukausto atlik¢ja. [...] Butina ugdyti savo
valig, kad jvaldytum §j sunkiausia meng — bet kada pateikti geriausia, kg sugebi® (Ypoku
Tonbaenseiizepa 2009: 61). Cia uZsimenama ir apie scenos baime, kurig, S. Aronovsky
jsitikinimu, ,,padeda jveikti zinojimas, ko ir kokiomis priemonémis kiekviename kirinyje
[pianistas] turi pasiekti (Aronovsky 2019: 170). Taigi muzikas turi skirti démes;j ir kiirinio
detaléms, ir jo visumai. Ne maZiau svarbus yra esminis kiirinio teksto iSmanymas — jO
harmoninés struktiiros, tonacinio plano, formos. Tai padeda nepasimesti ir rasti iSeit] suklydus.

Pianisté mano, jog ,,[atlikéjas] turi déti daug pastangy, kad scenoje [galéty pasirodyti] kuo
dazniau“ (Ten pat), todél ruoSiantis koncertui ji skatina rengti perklausas savo kolegoms,
bendramoksliams, suzinoti jy nuomones. Tai pianistui teikia ne tik profesinés naudos, bet ir

padeda kurti jo socialinius rys$ius, ugdo bendruomeniskuma.

S. Aronovsky ir jos mokytojy, vieny rySkiausiy rusy mokyklos atstovy
(A. Goldenveizerio, G. Ginzburgo ir L. Barenboimo), meniniy pozicijy gretinimas suponuoja
Sias Jy pianizmo ugdymo tikslus jungiancias bendras nuostatas:

e norédamas iSsiugdyti stiliaus pojuti, atliké¢jas neturi ripintis savo individualybés
pasireiSkimu, — jis turi lavinti gebé&jimg atpazinti specifinius meno bruozus, plésti savo
akiratj ir ugdyti save kaip zmogy;

e kiirinio interpretacija turi biiti suprantama, aiSki, neuztemdyta iSoriniais efektais ir
individualistiniu dirbtinumu;

e kirinio ritmings struktiiros suvokimas traktuojamas kaip gebéjimas autoriaus tekste
perskaityti, atpazinti ir atlikimo metu tarpusavyje derinti skirtingus ritminius elementus;

e muzikinéje frazéje visada reik§minga deklamaciné prasmé;

e fortepijono garsas daugeliu atvejy turi imituoti vokaling muziking linija;

e nuolatinis démesys turi buti skiriamas garsy jungimui ir jy dinaminei iSraiSkai —

didZiausio meistriSkumo reikalaujantiems atlikimo aspektams;
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e uzuot formaves rankos pozicija (atlikéjy kartais vadinamg rankos ,,pastatymu®),
pianistas turi siekti rankos judesiy pritaikymo jvairovés, nes visas muzikinio atlikimo
procesas yra nuolatinis judéjimas;

o tikslus kiirinio teksto atlikimas pats savaime néra meniné interpretacija, o tik jos
prielaida; muzikas vienu metu turi ir saugotis, kad jo interpretacija nebiity priskiriama

kompozitoriui, ir likti paciu savimi.

2.3. S. Aronovsky pianizmo ugdymo principai: interviu su mokiniais

Tyrimo autorius uzra$é 11 interviu, kuriuose pasisako sie S. Aronovsky mokiniai: Vovka
Ashkenazy’is, Stefanas Ciri¢ius, Niklasas Oldemeyeris, Davidas Fanningas, lanas Flintas,
Maria Canyigueral, Peteris Lawsonas, Johnas Parras, lanas Fountainas, Zrinka Mikelic Bottrill,
Janina Neniskyté-Lyvens. Jvardinus S. Aronovsky pianizmo ugdymo ir XX a. vidurio rusy
fortepijono mokyklos bendrumus, pateikiama interviu teksty analizé pagal $iuos S. Aronovsky
pianizmo ugdymo problematikos aspektus: garsas ir fraze, atlikimo stilius, kiirinio struktiira ir

atlikimo psichologija.
2.3.1. S. Aronovsky rusy fortepijono mokyklos kontekste

Interviu su S. Aronovsky mokiniais buvo diskutuojama ne tik apie jvairius jos pianizmo
ugdymo braizo aspektus, bet ir aiSkinamasi, ar, mokiniy nuomone, esama prielaidy manyti, kad
pianisté sukiiré¢ savo individualig pianisty ugdymo mokykla, kas esmingiausiai apibiidina jos
kirybinés-pedagoginés praktikos visumg ir kokiai tradicijai / mokyklai priskirtinas muzikés
pianizmo ugdymo menas.

S. Aronovsky mokiniai V. Ashkenazy’is, J. Parras ir |. Flintas atkreipé démesj | tai, kad
pianistés pedagoginéje praktikoje fortepijoniné technika ir atlikimo meniné raiska sudaro
vienove. |. Flinto jsitikinimu, ,,Anglijoje vyrauja nuomone¢, kad muzikalumas ir atlikimo
technika yra visiSkai skirtingi dalykai, ta¢iau S. Aronovsky savo veikla teigé, jog tai yra vienas
ir tas pats” (Flint: 141). Panasiai pasisake ir J. Parras, pastebédamas, kad S. Aronovsky savo
mokiniams nediegé nuo muzikos kiirinio meniniy tiksly atsietos technikos, kuri véliau galéty
biti papildyta tam tikra menine iSraiSka, — garso iSgavima ir klausytoja turincig pasiekti
muzikos mintj ji suvoké kaip vienove (Parr: 152). Papildydamas $ig nuomong, V. Ashkenazy’is
pianiste jvardijo vienu rety fortepijono pedagogy, mananciy, kad pianizmas yra tik priemone

iSreik$ti muzikai (Ashkenazy: 115).
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Atsizvelgiant | tai, kad S. Aronovsky ilga laika mokési Rusijoje, interviu su pianistés
aukletiniais buvo siekiama iSsiaiSkinti, kaip jos patirtis su Zymiausiais rusy pianistais ir
pedagogais atsispindéjo jos pacios mokiniy pianizmo ugdyme.

Daugelis mokiniy rusy fortepijono mokyklai priskiria S. Aronovsky siekj skatinti jaunus
pianistus, ypa¢ ankstyvuoju studijy metu, skambinant fortepijonu pasitelkti natiiraly rankos
svorj Vvietoj to, kad klavisams uzgauti ir garsui iSgauti biity naudojama vien tik fiziné jéga.
N. Mikelic Bottrill rusy mokyklai priskiria ir tai, kad S. Aronovsky visada pirmiausia iesko
budy, kaip, atliekant tam tikra kiirinj, biity galima maksimaliai iSnaudoti fortepijono galimybes,
uzuot pirmenybe teikiant atlikimo pritaikymui prie tam tikros epochos menamo stiliaus
(Mikelic Bottrill: 160). Jai pritaria ir 1. Flintas, teigiantis, kad S. Aronovsky visada skatino
siekti dainingo garso ir maksimalaus garsy jungimo, kas, kai kuriy pianisty ir klavesinininky
manymu, galéjo skambéti kontraversiskai, atlickant baroko repertuarg (Flint: 136). PaZzymétina,
kad XX a. antrojoje puséje jsigalé¢jo senosios muzikos judéjimas, kuriuo sekdami pianistai
baroko muzikos atlikimui émé taikyti klavesinui budingas specifinés raiskos priemones.

I. Fountaino jsitikinimu, rusy mokyklos braizas jau¢iamas ir S. Aronovsky mokiniy
L. van Beethoveno kiiriniy interpretacijoje. Pianistas teigia:

»-.-] tai, kaip Maskvos pianistai interpretuoja Beethovena, gerokai skiriasi nuo to, ka a§ laikau

vokieciy romantiniu poziiiriu | Beethovena. [...] Prieskariu vokie¢iy mokyklos atstovai Beethovena

skambino gerokai kitaip nei dabartiniai, — jy interpretacija pasizyméjo didele laisve, vaizduotés
lakumu ir grozio siekiu. Tam tikra prasme, nors ir nenorédamas apibendrinti, jauciu, kad [...] rusy
mokyklai biidingas daug objektyvesnis Beethoveno supratimas. Pavyzdziui, klausantis Richterio ir

Rostropoviciaus Beethoveno violoncelés sonaty jrasy, jauciamas jy nejtikétinai grieztas ir tiesus

poziiiris j Beethovena, grjstas tuo galingu ir nepermaldaujamu viskg persmelkian¢iu ritmu. [...] Iki Siol

nesu tikras, kuris poZitiris man priimtinesnis, nes abiejuose esama daug tiesos. (Fountain, 156).

I. Fountainas rusy mokyklos jtaka jzvelgia ir grieztoje S. Aronovsky taikomoje darbo prie
fortepijono disciplinoje, teigdamas, kad ji niekada neleido groti mégéjiskai ar kuirinyje palikti
abejotinos atlikimo kokybés detaliy ir kreipdavo démesj | maziausius niuansus (Ten pat).
N. Mikelic Bottrill mano, kad batent S. Aronovsky studijos Rusijoje suformavo jos
mokiniams diegiama fortepijoning technika. Pianisté teigia:
»Manau, kad [S. Aronovsky] pianizmui didZiulj poveikj padaré rusai — jy auksinio laikotarpio mokykla
po Antrojo pasaulinio karo. [...] Praleidusi daugelj mety Anglijoje, ji prisitaiké ir prie vakarietisko
stiliaus, taciau fiziné jos technikos pusé yra labai rusiska. Kartg, stebédama Dmitrijaus Baskirovo [Kuris,
kaip ir S. Aronovsky, mokési pas A. Goldenveizerj. — M. K.] meistri$kumo pamokas, buvau nustebinta
jo ranky judesiy panaSumo j S. Aronovsky, — tai visiskai ta pati technika. Jie abu labai aiskiai Zino,
kokia technika turi biiti taikoma, kas vienu metu yra ir gan pragmatiska, bet kartu ir labai meniska. Jie

abu kone skrupulingai siekia ty paciy dalyky* (Mikelic Bottrill: 164).
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N. Oldemeyeris, lygindamas kito A. Goldenveizerio mokinio S. Feinbergo garso jrasus
su savo patirtimi per S. Aronovsky pamokas, atkreipia démes;j j abiejy pianisty panaSy garso
formavima ir priskiria tai senajai rusy fortepijono mokyklai (Oldemeyer: 123). Su senosios rusy
fortepijono mokyklos tradicijomis S. Aronovsky pedagogika sieja ir V. Ashkenazy’is,
i§skirtiniu jos bruozu jvardindamas pagarba menui, taciau, jo poziiiriu, lyginant muzikés
pianizma su rusy fortepijono mokykla apskritai, S. Aronovsky muzikos supratimas buvo kur
kas natiiralesnis (Ashkenazy: 114).

J. Parras jsitikings, kad Aronovsky mokymas yra F. Liszto tradicijos tgsa, — turimas
mintyje ilgai trunkancio dainingo garso iS§gavimo ir ilgos nenutriikstamos muzikinés linijos
formavimo siekis (Parr: 152). Patebétina, kad §i tradicija 1§ esmés tgsiama ir rusy fortepijono
mokykloje. J. Parras pabrézia, kad tai taip pat budinga vokieCiy orkestrams ir tokiems
dirigentams kaip Wilhelmas Furtwéngleris, Herbertas von Karajanas ir Jevgenijus Mravinskis
(Ten pat), o N.Oldemeyeris, klausydamasis S. Aronovsky garso jrasy, jzvelgia garso
formavimo panasumy su pianistu Wilhelmu Kempffu. Tuo paciu jis prisimena, kad
S. Aronovsky rusy mokyklos atstovams priskiriama W. A. Mozarto atlikimo braiza suvokeé kaip
pernelyg dramatizuotg (Oldemeyer: 123).

Vertindamas tam tikrus pianistés fortepijono pedagogikos aspektus,*’ V. Ashkenazy’is
pazymi, kad jie nebiitinai priskirtini rusy mokyklai, — jie, pasak pianisto, tiesiog rodo labai gerg
pedagogo intuicijg, iSmintj, ir, svarbiausia, pagarba muzikai bei zmogiskosios, ypac atlikimo,
psichologijos iSmanymg (Ashkenazy: 110).

Anot S. Ciri¢iaus ir N. Mikelic Bottrill, pati S. Aronovsky skeptiskai vertina prielaida,
kad jos pedagogika galéty buti priskirta kuriai nors nacionalinei fortepijono mokyklai, kaip ir
tai, kad tokios mokyklos dar §iais laikais egzistuoja. S. Ciri¢iaus supratimu, S. Aronovsky yra
moderni pedagogé, sugebéjusi tobuléti ir keistis kartu su savo mokiniais bei turinti
kompetencijos mokyti atlikti bet kurio stiliaus repertuarg (Cirié: 116), o N. Mikelic Bottrill
nuomone, S. Aronovsky dalyvavimas Jungtinés Karalystés muzikiniame gyvenime ir jos
patirtis pasaulinés reikSmés tarptautiniy pianisty konkursy ziuri jos pianizmo ugdymui suteiké
tarptautiSkumo (Mikelic Bottrill: 164).

Visgi Sio darbo autoriaus pokalbiy ir susirasinéjimo su S. Aronovsky mokiniais visuma
atskleidzia, kad pianisté nenutolo nuo studijy Maskvos konservatorijoje metu jai jdiegto ir jos

perimto muzikos atlikimo ir interpretacijos supratimo. Gretinant jos pamokas su

17V, Ashkenazy'io prisiminimu, S. Aronovsky sakydavo, jog praktikuojantis reikia hiperbolizuoti viska, kas susije
su frazuote ir dinamika, nes grojant scenoje atlikimo iSraiSkos intensyvuma visada galima sumazinti, taciau
nejmanoma padidinti (Ashkenazy: 18).
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A. Goldenveizerio mokiniy apraSytomis, pastebimi akivaizdiis panaSumai (Vpoxu
Tonvoensetizepa 2009: 115-155). Kita vertus, S. Aronovsky savo pedagoginés praktikos metu
ieSkojo biidy, kaip mokiniams kuo efektyviau padéti perimti ir jgyvendinti jos muzikos
interpretacijos koncepcija. Lyginant interviu su vienais pirmyjy ir vienais paskutiniyjy
S. Aronovsky mokiniy, akivaizdu, kad meniniai jos pianizmo ugdymo tikslai iSliko tie patys,
taciau bégant laikui ji rasdavo vis naujesniy ir efektyvesniy priemoniy bei biidy, kurie padéty
ty tiksly pasiekti.
Apibendrinus pianistés mokiniy nuomones ir patirtj, iSskiriami Sie svarbesnieji
S. Aronovsky pianizmg su rusy XX a. vidurio fortepijono mokykla siejantys bruozai:
e atlikimas — technikos, muzikalumo ir gebéjimo komunikuoti su klausytoju vienové;
e garso formavimo pagrindai ankstyvuoju mokinio raidos metu, grjsti ranky ir kiino
svorio technika;
e démesys fiziniam garso paruoSimui,
e siekis formuoti vientisg muziking linija, artimg balsui;
e intonacinés raiSkos sureikSminimas;
e ritminiy / intonaciniy struktiiry jtvirtinimas — esminis kurinio formg grindziantis
veiksnys;

e griezta mokinio darbo disciplina.

2.3.2. Garsas ir fraze

Muzikinio kirinio atlikimo garsiné¢ iSraiSka priklauso nuo to, kaip atlikéjas
kompozitoriaus uzraSyta muzikinj teksta garsy ir pauziy pavidalu iSdesto laike ir kokia
dinamika jgarsina kiekvieng gaida. Kompozitorius atlikéjui nurodo tiksly garsy aukstj, taciau
kiti du garsy sandaros démenys — kiekvieno jy trukmé ir ypac dinaminis lygis — gaidose negali
biti kompozitoriaus uzraSomi visiSkai tiksliai. Daugelio romantizmo epochos kiriniy
perteikimas bty nejsivaizduojamas, jei jie buty atlickami grieztai laikantis uzrasyty gaidy
verciy ir metronomiSko tempo. Jy jikiinijimas i§ esmés priklauso nuo atlikéjo kompetencijy.

Muzikiné frazé, turinti savo pradzia, kulminacijg ir pabaiga, yra maziausia kirinio
padala, kurioje reiSkiasi atlikéjo meistriSkumas iSdéstyti garsus laike, juos jungti ir suteikti
jiems dinaming iSraiska.

Pasak V. Ashkenazy’io, S. Aronovsky savo pamokose, reikalaudama tinkamos garso
kokybés, buvo nepalenkiama. Garso kokybe pianistas Cia sieja su gebéjimu derinti garsy

1Sdéstyma laike ir garso stipruma. Jo prisiminimu, S. Aronovsky mané, jog Siurkstus ar grubus
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garsas randasi tuomet, kai gaida ar akordas, ypa¢ — akcentuotas, grojamas ne laiku,
dazniausiai — anksciau, nei tikimasi jj iSgirsti (Ashkenazy: 103). Ritminés struktiiros ir fraziy
jungimo pagrindas, pianisto jsitikinimu, yra ne tik garsy iSdéstymas laike, bet ir klaviSo
paspaudimo greitis, nuo kurio priklauso garso stiprumas. D¢l to turi biiti pasirenkamas tinkamas
tempas, — ne per létas ir ne per greitas, o sulétinimai ar pagreitinimai, susij¢ su rubato, niekada
neturi atsiskirti nuo bendros muzikinés linijos (Ten pat: 105). V. Ashkenazy’is teigia, kad
studijos pas S. Aronovsky leido jam suprasti, kas yra fortepijono garsas — ,.tai paprasCiausiai
klaviSy nusileidimo grei¢io rezultatas ir [garsy] padétis ritminéje tékméje. [...]* (Ten pat: 104).

Pianisto I. Fountaino pasakojimu, S. Aronovsky, dirbdama Karaliskajame muzikos
koledze Mancesteryje, beveik kas vakarg rengdavo pamokas $ios mokyklos 500 viety saléje.
Geb¢jima pasiekti tinkamo fortepijono garso skambesio dideléje sal¢je jis vadina viena
stipriausiy S. Aronovsky kompetencijy. Kaip ir V. Ashkenazy’is, jis tai sieja ne su abstrakcia
garso sgvoka, bet su garsy iSdéstymu laike: ,,Kai sakai kalbg bet kokiame didesniame kambaryje
arba saléje, tu iSkart jauti, kad turi formuoti ne tik garsa, kuriuo kalbi, bet ir kalbéjimo greitj.
[...] Kartais, pabaiges sakinj, tu turi trumpam stabteléti ir jkvépti, pries pradédamas kitg sakinj.
Taciau kalbant telefonu arba su kazkuo, kas yra salia taves, to daryti nereikia. Manau, kad
pradedantiems mokytis mokiniams vienas sunkiausiy dalyky yra i$siugdyti laiko ir [dinaminés
garso] skalés pojutj“ (Fountain: 154—155).

Tai, kad S. Aronovsky daznai reikalaudavo didesnés dinaminés apimties garso, prisimena
ir S. Ciri¢ius bei Z. Mikelic Bottrill. Pastaroji siekj i$gauti didesnj, bet kartu ir ,,minksta“,
,lanksty®, garsg priskiria rusy fortepijono mokyklai. Garsas, kuriam dera tokie epitetai kaip
»gilus®, ,svarus®, su rusy mokykla siejamas ir I. Flinto — kaip galima priesprieSa pranciizy
mokyklos atstovy garsui, kurj pianistas vadina Kiek pavirSutinisku (Flint: 136).

Nors S. Aronovsky mokiniai mini jos siekj ugdyti ,,dainingg”, ,blizgantj“, ,,minksta",
»skamby®, ,.gily“ garsa, darbo autoriaus jsitikinimu, atitinkamo estetinio jspiidzio arba
ivaizdzio yra pasiekiama ne konkreciais vienu metu skambanciais garsais, o tinkamu laiko ir
dinamikos santykiu tarp vienas po kito skambanciy garsy, t. y. tokiu jy iSdéstymu laike ir tokia
dinamine amplitude, kuri sukuria, pavyzdziui, ,,dainingo* arba ,,minksto* garso jvaizdj. Pasak
V. Ashkenazy’io, atskiras garsas gali skambéti grubiai tik kity garsy kontekste (Ashkenazy:
104).

Kitas veiksnys, lemiantis garso, o tuo paciu ir frazés, formavimg yra deSiniojo pedalo
naudojimas. Anot S. Ciri¢iaus, S. Aronovsky daugeliu atveju rekomenduoja naudoti pavéluota
pedalg (t. y. pedalg, paspaudziamg po klavisy uzgavimo). Nors kartais reikia naudoti ir

tiesioginj pedala, jo nuomone, daugelis pianisty naudoja tik pastarajj (Ciri¢: 118). Pavéluotas
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pedalas naudojamas garsams jungti, skambinant legato, o kita jo funkcija yra garso rezonanso
sustiprinimas. S. Ciriéiaus teigimu, ,,[...] Siek tiek ilgiau uZlaikius kaire ranka skambinamas
[boso rakto] gaidas ir tinkamu laiku jas ,,pagavus®, paspaudziant pedalg iSgaunamas dvigubai
didesnis garsas, kuris tuo paciu skamba maloniai ir Siltai“ (Ten pat). PanaSiai mano ir
M. Canyigueral, sakydama, jog pavéluotas pedalas labai naudingas tais atvejais, kai reikia
sustiprinti bosiniy gaidy skambé¢jimg ir suteikti daugiau erdvés garsams, skambantiems bosiniy
gaidy fone (Canyigueral: 144).

Remiantis darbo autoriaus patirtimi, viena priezasCiy, dél kurios S. Aronovsky sitilo
naudoti pavéluotg pedala, yra ta, kad toks pedalo taikymo biidas padidina garso stipruma,
pratesdamas ir sustiprindamas fortepijono stygy rezonansa, kas ypac svarbu, grojant didelése
salése. Taip pat pastebétina, kad S. Aronovsky pavéluota pedalg kartais rekomenduoja naudoti
ir tuomet, kai trumpa gaida seka pauzé, kaip, pvz., F. Liszto sonatos h-moll pirmuosiuose
taktuose. Cia po oktavos, pazymétos spiccato artikuliaciniu Zenklu, jau rankoms at§okus nuo
klavisy, taciau dar oktavy skambéjimui iki galo neiSnykus, galima paspausti pedala, tokiu budu
pratgsiant pries tai skambéjusio garso aidg. Tai aktualu tokiomis akustinémis salygomis, kai
garsas greitai gesta.

Pavéluotas pedalas taip pat daugeliu atvejy biitinas, jungiant melodines gaidas, akordus

ir skirtingy teksttiry garsy junginius.

Garsy jungimas

Nepaisant to, kad fortepijono stygos garsas negali biiti atlikéjo valdomas ir kei¢iamas po
to, kai ja uzgauna plaktukas (iSskyrus ankstesniame poskyryje aptartus pedalo naudojimo
atvejus), pianistas turi sukurti crescendo arba diminuendo, nebitinai sutampancio su natairaliu
stygos virpesiy silpnéjimu, jspudj. V. Ashkenazy’is prisimena, kad S. Aronovsky pabrézdavo
butinybe jungti ir susieti viena su Kita gaidas, frazes ir akordus bei skirtingas harmonines
funkcijas, kas, savo ruoztu, sustiprino intuityvy pianisto supratimg apie nenutriikstamos
muzikinés linijos svarbg ir sudaré prielaidas suprasti tai, kad niekada negalima sustabdyti arba
deformuoti ritmo taip, jog muzikiné linija prarasty tgstinumg. Jo manymu, labai mazai
Siuolaikiniy pianisty | tai kreipia bent menkiausig démesj (Ashkenazy: 106).

P. Lawsonas muzikinés linijos testinumo bitinybe sieja su fortepijoninés muzikos
vokaline prigimtimi: ,,Esu tikras, kad [su S. Aronovsky] kalbéjome apie dainavima kaip
akivaizdzig paralelg, ypa¢ romantin¢je muzikoje. Taciau manau, kad tie patys pagrindiniai
principai taikomi ir kontrapunktinéje muzikoje, — tik ¢ia melodijos susipina, ir tarp jy esama
daug daugiau tarpusavio sgveikos“. I§ dainavimo fortepijono garsy jungimo idéja kildina ir

J. Parras. Jo nuomone, garsy jungimas, skambinant fortepijonu, téra iliuzija, nes, prieSingai
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vokalistams arba stygininkams, pianistas galimybés islaikyti to paties stiprumo garsg visu
gaidos trukmés metu neturi. Pianistas sako: ,,Dainavimo ilgy gaidy metu idéja ir siekis, kad jos
visada biity jungiamos, [...] kyla i§ vokalizmo. [...] Manau, kad tai sena tradicija, bet manymas,
kad muzika yra horizontali, supratimas, kad ji kazkur veda, krypties suteikimas frazei, ko gero,
kyla i$ dainavimo* (Parr: 150). J. Parras, kaip ir V. Ashkenazy’is, pabrézia muzikinés linijos
testinumo svarbg ir atkreipia démesj ] biitinumg fraze atskirti nuo kitos frazés, tai siedamas su
dainininky kvépavimu: ,,Dainuodamas turi kvépuoti, taiau kvépuoti turi ir grodamas
fortepijonu — ne tiesiogine prasme, o taip, kad suteiktum oro Kitai frazei. Svarbu kvépuoti
organiskai — ne tiesiog sustojant ir pradedant groti vél i§ naujo, o taip, kad kiirinio [muzikiné]
linija tgstysi® (Ten pat: 151). Jo nuomong papildo M. Canyigueral, teigdama, kad S. Aronovsky
primygtinai reikalaudavo grojant aiskiai parodyti fraziy pradzias (Canyigueral: 144).

V. Askenazy’is, kalbédamas apie fortepijoninio ir vokalinio atlikimo panaSumus,
pastebi, kad dainininkas niekada nedainuoty keliy i$ eilés einanciy gaidy tuo paciu garsumu —
jis visada frazei suteikty tam tikra forma. Tokiu atveju, kai melodingje linijoje esama didesnio
Suolio, pvz., sekstos intervalu, tarp intervalo garsy daznai reikalingas didesnis laiko tarpas, —
tai pianistas vadina vokaline biitinybe. Anot jo, dél to, kad fortepijonas atspindi vokaling linija,
negalima juo skambinti tarsi skaitmenine klaviatiira, — ¢ia reikia numanyti, kaip meloding linijg
dainuoty vokalistas, — kur jis turéty jkvépti, o kur galéty dainuoti be jkvépimo (Ashkenazy:
108).

V. Ashkenazy’is prisimena, kad S. Aronovsky atkreipdavo démesj j tai, jog grojimo
metu i§ aukStesnio registro pereinant | Zemesnj, Zemesniame registre garsai tampa nebe tokie
aiskiis, todél kiekvienai gaidai reikia skirti daugiau laiko ir kartais — Stipresnio garso. Jo
manymu, panasiai ir vokalistai, sieckdami vientisos muzikings linijos, Zemas gaidas turi dainuoti
garsiau. Siuo atveju, t. y. kai melodiné linija leidZiasi i§ auksto registro j Zzema, S. Aronovsky
sitilo naudoti maziau pedalo tam, kad garsai iSlikty aiSkis (Ten pat).

V. Ashkenazy’io jsitikinimu, dar pries klavi$o paspaudima pianistas turi girdéti basima
garsa. Nenumatytais atvejais, kai gaida suskamba garsiau ar tyliau arba anksciau ar véliau nei
planuota, S. Aronovsky moké po jau suskambéjusios gaidos atlikti atitinkamg korekcijg, kad
melodiné linija iSlikty vientisa: jei, pvz., viena gaida staiga suskamba per garsiai, ja Siek tiek
prailginti, palaukiant, kol garsas priblés (Ten pat).

Be staiga nenumatyta dinamika arba nelaiku suskambanciy gaidy, muziking linija
skaldanciu veiksniu V. Ashkenazy’is jvardija impulsyvius accelerandi frazés viduryje. Jis
teigia: ,,Daug pianisty grodami linke [...] be jokios kitos priezasties, 0 tik pagauti impulso, staiga

mestis j priek] [staiga pagreitinti tempg. — M. K.], ir tai, jo nuomone, taip pat i$ dalies suskaldo
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muziking linijg, nuo jos akimirkai atitraukiant klausytojy ir atlikéjo démesj (Ten pat: 107).
Pianisto manymu, ,,[...] per didelis tempas pats savaime gali buti [muzikinés linijos]
deformavimo priezastiS, — nesvarbu, ar jis iSreikStas staigiu pagreitinimu viduryje frazés, ar
tiesiog juo atliekamas visas kiirinys* (Ten pat: 111). Taciau lygiai taip pat daug sunkiau yra
groti, pasirinkus per 1étg tempa, kuris, jo jsitikinimu, irgi trukdo formuoti vientisa muziking
linijg (Ten pat: 113).

Frazés raiska, ypa¢ romantinéje muzikoje, daznai neatsiejama nuo rubato. Anot
Z. Mikelic Bottrill, rubato visada yra ritmiskas (Mikelic Bottrill: 159). Sio darbo autoriaus
pastebéjimu, tai nereiSkia, kad skambinant rubato reikia laikytis metronomo pulso, — ¢ia turima
mintyje tai, jog grojant rubato reikia laikytis ritminés frazés struktaros, t. y. tempo ir dinamikos
poky¢iai rubato frazéje turi buti laipsniski ir neardantys melodinés linijos. Z. Mikelic Bottrill
teigia, kad S. Aronovsky visada mokiniui parodydavo, kur galima groti ritmiskai laisviau, o kur
reikia laikytis ritminio pulso; kur galima jkveépti, o kur to daryti nereikia. Pianistés nuomone,
,.[pirmiausia] yra butina realizuoti visg [ktirinio] strukttirg ir frazavima, ir tik po to, kai visos
frazés yra suformuotos, [jas atliekant] ty formy ribose reikia frazéms suteikti laisvés* (Ten pat).
N. Mikelic Bottrill supratimu, pulso nejautimas yra labai trikdantis, ta¢iau po to, kai atlikéjas
pulsa aiskiai pajunta ir parodo, galima skambinti ritmiskai laisviau. Pasak jos, ir pianistas, ir
publika turi jausti ritminius parametrus, tod¢l pirmiausia reikia parodyti pulsa, ir tik tuomet
galima sau leisti daugiau ritminés laisvés, — kitu atveju viskas skambés pernelyg apytiksliai.
Pianisté pabrézia, kad iSlavinti stilingo rubato pojitj yra ypatingai sunku, todél, mokydama
skambinti rubato, S. Aronovsky daznai groja kartu su mokiniu ir reikalauja ja kopijuoti (Ten
pat: 159-160).

N. Mikelic Bottrill atkreipia démesj, kad rubato yra susietas ne tik su ritmine frazés
struktiira, bet ir su frazés muzikinés linijos kryptimi (Ten pat: 159). Tiek M. Canyigueral ir
N. Oldemeyeris, tiek Z. Mikelic Bottrill prisimena, kad S. Aronovsky niekada neleisdavo
sustoti ar sulétinti prie§ frazés kulminacijg, kurig ji vadindavo ,atvykimo tasku“. Anot
N. Oldemeyerio, ,,[...] skambinant rubato nereikia laukti tarp priestakcio ir stipriosios takto
dalies, taCiau esama daug pianisty, kuriy atlickama rubato frazé labai nuvilia, nes jie stabteli
pries pat kulminacinj taska, ir tuomet pati kulminacija skamba silpnai“. Jo manymu, tinkamas
F. Chopino arba F. Liszto atlikimas be to nejsivaizduojamas, ir nederéty pamirsti, kad jy muzika
taip pat yra ritmiska (Oldemeyer: 128). Panasiai mano ir N. Mikelic Bottrill, sakydama, kad
frazés kulminacinio tasko reikia siekti nesustojant, ir tik po jo galima suteikti savo skambinimui
kiek daugiau ritminés laisvés. Taciau atliekant greitus pasazus, kaip nurodo pianisté, po

auks$Ciausios pasazo gaidos, kai melodiné linijja pakeicia kryptj, tempo sulétinimas yra
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neleistinas. Jos pastebéjimu, negalima visiems atvejams taikyti vienos taisyklés, nes viskas
priklauso nuo muzikinio konteksto, ta¢iau visada ritmines struktiiras bttina stabilizuoti

(Mikelic Bottrill: 159).

Rimas

Daugeliu atvejy muzikinés frazés ar sakinio ritminé struktiira primena poetinés eilutés
arba posmo struktiira, kuriuose zodziai iSdéstyti taip, kad jy kirc¢iai, galtinés, o kartais — ir atskiri
poetinés eilutés garsai, sudaryty ritmiSkai pasikartojanc¢ias struktiras ir pasikartojancius,
panaSius vienas j kit garsy saskambius. I§ dalies tai aprépia rimo sgvoka®®, kurig savo darbe
daznai taiko S. Aronovsky. Kaip minéta 2.2.2 poskyryje, ji fortepijono pedagogikoje gali buiti
priskiriama iSskirtinai S. Aronovsky déstymo terminologijai.

S. Ciri¢ius prisimena, jog tam, kad jis geriau suprasty atitinkamus ritminius modelius,
S. Aronovsky juos iliustruodavo trumpomis istraukomis i§ eiléraséiy. Pianistas teigia: ,,[...]
tuomet supranti, kad tai [poetinis rimas ir muzikinis ritmas. — M. K.] yra vienas ir tas pats — tai
identiska medziaga, tik parasyta kito Zzmogaus ir kitu buidu. Sakyc¢iau, kad didzigja dalimi tai
yra ritminis rimas [poetinis rimas, iSreik$tas ritminémis struktiromis. — M. K.], ir esu jsitikines,
kad biitent tai kompozitorius ir nori pasakyti“ (Cirié: 120). S. Ciri¢iaus manymu, muzikos
kiiriniuose esama tokiy stipriy sgsajy su poetiniu rimu todél, kad daug jy kilg 1§ poezijos arba
tradiciniy dainy, o pana$iy ritminiy ir garsiniy muzikos elementy rimavimas ne tik gerokai
palengvina skambinimg paciam atlikéjui, bet ir klausomos muzikos supratimg — Klausytojui
(Ten pat). Pavyzdziui, rimo suteikimas pasikartojan¢ioms ritmiskai vienodoms gaidy grupéms
(sakykime, trioléms) atlikéjui leidzia jas susieti skirtinguose taktuose, suteikiant joms tg pacia
ar panasig intonacijg.

Z. Mikelic Bottrill teigia, kad pirmiausia tam tikroje muzikos kiirinio padaloje reikia rasti
vienodus ritminius elementus ir juos rimuoti (Mikelic Bottrill: 163). Ji pateikia tokj pavyzdj:

»|---] smuikininkas visada braukia stryka zemyn ir virSun, taigi jis natiiraliai negros visy gaidy

vienodai. Gaidos, fortepijonu atliekant [trioles arba kvartoles], taip pat niekada neturi skambéti

vienodai — pirmoji jy yra sunkesné, o likusios — lengvesnés, ta¢iau visi pianisto pir$tai yra skirtingy

formy ir dydziy, ir vis délto jie turi prisiderinti arba prie trijy, arba prie keturiy gaidy vienoje takto

dalyje, kad viskas skambéty darniai. Stai ¢ia rimas ir padeda, — jis parodo skirtuma tarp vienody

ritminiy grupiy. [...] Taigi tai, kg strykas gali atlikti natfiraliai, mes, grodami fortepijonu, turime daryti

savo pastangomis® (Ten pat).

18 Rimas [gr. rhythmos — darnumas, proporcingumas], poezijos eilu¢iy pabaigos Zodziy vienodas arba panaSus skambesys,
pvz., sunku — taku, mintj — apkabinti (Tarptautiniy Zodziy Zodynas 1985: 429).
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N. Oldemeyerio manymu, rimo savokos vartojimas, nors galbut ir nebtidingas kitiems
fortepijono pedagogams, atspindi tai, kas budinga rusy fortepijono mokyklai, 0 rimo

pritaikymas muzikiniam tekstui yra akivaizdus senyjy rusy pianisty atlikime (Oldemeyer: 125).

Intonacija

Intonacijos savoka'®, S. Aronovsky ir daugelio kity rusy mokyklos atstovy taikoma
fortepijoninés muzikos atlikimui, yra tiesiogiai susijusi su kalbos ir dainavimo intonacija.
J. Parras pastebi, kad dainininkams zodziai savaime suteikia galimybe intonuoti fraze, taciau,
grojant muzikos instrumentais, zodziy néra (Parr: 151). Taigi, darbo autoriaus manymu,
pianistai turi patys ieskoti priemoniy muzikinés frazés iSraiska priartinti prie tokios, kuri biity
artima dainavimui arba deklamacijai.

Pasak S. Ciri¢iaus, intonacija vaidina svarby vaidmenj, ieSkant jvairiy bady, leidzian¢iy
skirtingomis priemonémis parodyti melodijos postikius ir sukurti jvairius garso atspalvius
konkrecioje frazéje, bei padeda klausytojui atkreipti démesj | ta frazés vieta, kurig atlikéjas
skambindamas iSryskina. Jis pastebi, kad kiekvienas gali pirmg fraze pagroti garsiau, o antrg
tyliau, tadiau jose dar reikia isryskinti tam tikrus garsy derinius (Cirié: 120). Panagios nuomonés
yrair I. Flintas: ,,[S. Aronovsky, dirbdama su studentais] visada ieSkodavo skirtumy tarp fraziy,
prasydama kiekvienai frazei suteikti skirtingg intonacijg. To i$ tiesy beveik niekada nebiina
nurodoma gaidose. Manau, kad ji [mokinj] skatino matyti daugiau, nei uzraSyta kompozitoriaus
[...]. Per daug atlikéjy groja pernelyg vienoda dinamika, o [S. Aronovsky] visada norédavo
[muzikinei linijai] suteikti daugiau reljefiskumo [...] (Flint: 138). J. Neniskyté-Lyvens
atkreipia démesj, kad neintonuojant nesijungia vienas po kito einantys garsai. Ji teigia: ,,Daznai
galima iSgirsti pianisty grojimg, kai atrodo, jog skamba atskiri garsai. Reikia, kad garsai
jungtysi, lietysi, tarsi grojant smuiku arba dainuojant. Reikia, kad frazés buty reljefiskos, kad
turéty tam tikrg labai aiSky garsinj piesinj* (Neniskyté: 166).

N. Oldemeyerio jsitikinimu, intonacinés iSraiSkos tikslas — uzmegzti atlikéjo rysj su
klausytoju ir prikaustyti jo démesj. Jis pastebi, kad S. Aronovsky visada riipin0osi, jog atlikéjas
publikai padaryty didziausig poveikj, taciau tam, kad biity galima klausytojui atskleisti frazés
struktiirg, iSrySkinti frazés kulminacijg ir iSgauti ilgai trunkantj garsg, neturint} muSamojo

instrumento garso pobiuidzio, reikéjo jvaldyti tam tikra technika (Oldemeyer: 125-126).

19 Intondcija [lot. intono — garsiai tariu]: 1. lingv. melodiné ir dinaminé frazés (platesne reik§me — kalbos) struktira; ~os
fonetiniai pozymiai: frazés démeny pagr. tonas, intensyvumas, trukmé, kartais ir balso tembras; zodziy A — Zodzio tarimo
budas ir tonas, iSreiskiantys kalbétojo jausma, pazitira j kalbamajj objekta; sakiniy A — ritminé melodiné sakinio sandara
(klausiamoji, S$aukiamoji, pasakojamoji A); 2. muz. minties i$rai§ka jv. auk$¢io garsais; 3. balsu ar muz. instrumentu be fiksuoto
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D. Fanningas mano, kad intonacija yra esminé dalis to, kaip rusy pianistai supranta
muzikos charakterj, — ji atlikimui suteikia iSkalbingumo ir leidzia tiesiogiai komunikuoti su
klausytoju. Anot Sio muzikos kritiko, ,,[...] intonacija iSlaisvina muzikalumg i§ atlikéja
kaustan¢iy baimés grandiniy, kurios jj vercia galvoti apie tai, kiek garsiai, kiek tyliai, kiek
grieztai ar kiek laisvai jis turi groti* (Fanning: 133).

Pokalbiuose su S. Aronovsky mokiniais jvardijami Sie jos pianizmo ugdymui budingiausi
frazavimo meistriSkumo aspektai:

e frazavimo meistriSkumo siekiama, ugdant tinkamg garsy iSdéstymo laike ir garso
stiprumo balansa;

e laiko ir dinamikos santykis tarp garsy atlicka esminj vaidmenj, kuriant atitinkamag
meninj / estetin] jspudj;

e daugiafunkcinis pavéluoto pedalo taikymas — viena svarbiausiy techniniy priemoniy,
uztikrinan¢iy nenutriikstamg muziking linija;

e siekiant vientisos muzikinés linijos, pasitelkiamas vokalinis fortepijono garso jvaizdis;

e rubato raiSka priklauso nuo ritminés frazés struktiiros ir melodinés linijos krypties;
rubato frazéje siekiama laipsnisky tempo ir dinamikos pokyciy, islaikant aiSkius
ritminius parametrus;

e siekiant ritminiams modeliams / ritminéms struktiroms suteikti intonacija, ypac greito
tempo kiriniuose, pasitelkiama poetinio rimo analogija;

e intonacijos sgvoka siejama su kalba (deklamacija) ir dainavimu.
2.3.3. Atlikimo stilius

Fortepijono pedagogai, atlikéjai ir muzikos Kritikai ypatingg reikSme teikia atlikimo
stiliui, taikomam skirtingy epochy ar tos pacios epochos skirtingy kompozitoriy muzikai.
Didelé dalis mokytojy i§ mokinio reikalauja tam tikromis 1§ anksto apsibréztomis estetinémis
normomis pagristo atlikimo stiliaus — siuo atveju stilius tampa tikslu, o kiti atlikimo démenys
(pvz., frazuoté, dinamika ir pan.) — priemonémis $iam tikslui pasiekti, — jie yra formuojami taip,
kad atitikty norimg sukurti stiliy. Kita dalis muziky mokinio démesj kreipia ne j konkrety stiliy,
bet 1 muzikos turinio raiSka, — frazés struktiira, ritminiy elementy siejima, vientisg muziking
linija ir t. t. Jiems atlikimo stilius yra ne tikslas, o mokinio geb¢jimo suvokti ir isreiksti muzikos
kiirinio turinj pasekmé — $iuo atveju tam tikro stiliaus pasireiskima lemia gebéjimas perteikti
karinio muziking medziagg ir iSnaudoti instrumento garso iSgavimo galimybes. Prie pastaryjy

muziky priskirtina ir S. Aronovsky.
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V. Ashkenazy’io nuomone, S. Aronovsky ripéjo iSreikSti muzikg ir perteikti jos
siun¢iama Zinig, uzuot perteikus ar iSreiskus skirtingy epochy muzikos stiliy. Jis taip pat
nemano, kad pianisté stengési formuoti individualy mokinio saviraiskos stiliy [kaip nors kitaip,
negu sickdama jj iSmokyti perteikti atlieckamos muzikos turinj. — M. K.] (Ashkenazy: 102—-103).
Panasaus pozitrio laikosi ir N. Oldemeyeris, kuris j klausimg apie jo pozitrj j skirtingy epochy
muzikos atlikimo stilius atsako: ,,Man [stilius] nertipi, jei kiirinys gerai skamba. Galima i8girsti
daugybe skirtingais biidais grojamy to paties kompozitoriaus kiiriniy, kurie skamba vienodai
gerai arba blogai. Man pikta, kuomet muzika atliekama, galvojant vien tik apie tai, koks turi
buti stilius: kai $i mintis viska persmelkia, nebelieka asmeninés [atlikéjo] iSraiSkos, — manau,
kad tai yra didelé problema, skambinant Mozarta, Bachg ir modernyj; repertuarg®
(Oldemeyer: 127).

N. Mikelic Bottrill pastebéjimu, S. Aronovsky diferencijuoja skirtingy epochy atlikimo
stilius, tac¢iau, mokydama skambinti tam tikrg kiirinj, ji pirmiausia skatina iSnaudoti visas
karinio atlikimui taikytinas fortepijono garsines / technines galimybes ir tik tuomet atsizvelgti
1 tam tikras su konkrecia epocha siejamo stiliaus ypatybes (Mikelic Bottrill: 159).

V. Ashkenazy’io jsitikinimu, S. Aronovsky sieké daugiau nei atitikti stiliy, — ji stiliy netgi
apeidavo, riipindamasi tuo, kaip teisingu biidu iSryskinti muziking linija. Tal uzkirsdavo kelia
siekti tokiy garsiniy efekty, kaip Klavesino garso imitacija, kuri formuoja sauso ir nevientiso
atlikimo jsptidj. Anot jo, taip yra todél, kad fortepijonu siekiant klavesininio skambéjimo yra
koncentruojamasi j mechanines fortepijono galimybes, o ne j muzikos turinj ir jo iSraiSkos
budus (Ashkenazy: 102). Pianistas teigia:

»|---] pirmiausia démesys turéty krypti i pasakojima, o geras pasakotojas niekada nesieks pritraukti

démesio savo balsu per se. Jei a§ pirmiausia atkreipiu démesj j garsa ar kitokias technines atlikimo

savybes — toks pasirodymas yra zluges, koks geras pianistas bebiity, nes a$ nebeislaikau démesio. Buty
tas pats, jei mano démesj pirmiausia prikaustyty ne pasakojama istorija, o pasakotojo balsas. Jdomu
tai, kad populiarioji muzika susitelkia butent | garsg ir efektus, t. y. démesio centre atsiduria
sudétingiausios priemonés, o esmin¢ zinuté esti labai paprasta. Aukstoji kultira turéty elgtis visiskai
atvirk$éiai: démesio centre turi atsidurti sudétinga zinia, o priemonés tiesiog turi pagelbéti ja

nepastebimai iSreiksti [...] Jei sugebi papasakoti istorijg ir priversti zmones jos klausytis, esi atlikes 99

procentus darbo* (Ten pat: 102-103).

Kad S. Aronovsky, mokydama atlikti A. Scarlatti ir J. S. Bacho kiirinius, niekada nesieké
imituoti klavesino, patvirtina ir S. Ciri¢ius. Jungiant frazes arba siekiant i§ryskinti kulminacija,
jai taip pat buvo priimtina pasitelkti desinjjj pedala (Ciri¢: 117).

Vokalinj barokinio repertuaro atlikimo pradg kaip S. Aronovsky biidingg bruozg jvardija

ir D. Fanningas. Tai, jo supratimu, kyla i$ S. Aronovsky pozitirio, kad muzikinis turinys yra
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veikiau zmogiSkas, negu formalus, todé¢l visi su stiliumi susij¢ dalykai pirmiausia turi uztikrinti
gyvybinga komunikacija su klausytoju (Fanning: 130). Sia nuomone papildo I. Flintas,
pastebédamas, kad sunku jsivaizduoti, jog J. S. Bacho muzika styginiams galéty buti atlieckama
taip, kaip yra kompozitoriaus uzraSyta, — be dinamikos poky¢iy, be jokio rubato,
neatsizvelgiant | ritming ir dinaming frazés forma ir pan. Su tuo pianistas sieja ir menka
S. Aronovsky susidoméjimg urtext naty leidimais, kurie jai esg atrodo pernelyg suvarzantys
atlikéja (Flint: 135).

S. Aronovsky barokinés muzikos interpretacijg i§ styginiy instrumenty bei vokalinio
atlikimo specifikos kildina ir N. Mikelic Bottrill bei I. Flintas, tokig sampratg priskirdami rusy
mokyklai. Anot I. Flinto, rusy mokyklai btudingas labai gilus garsas, prieSingai negu, pvz.,
pranciizy mokyklai. Pianistas teigia: ,,[...] garso gylio pozitriu, [S. Aronovsky] panasiai
traktavo tiek J. S. Bacho preliudg ir fugs, tiek ir, pvz., C. Debussy arba S. Rachmaninovo
preliudus, o mintis J. S. Bachg skambinti sausu ir lengvu garsu jai buvo svetima® (Ten pat).
I. Flinto manymu, tokj pozitirj lémé ne tik estetinis pasirinkimas, bet ir pianizmo technika: jei,
skambinant klavesinu, juda tik pirStai, o likusi rankos dalis i§ esmés nejuda, tai grojant
fortepijonu naudojama visa ranka ir jos svoris (Ten pat: 136—137).

J. Parras mano, kad S. Aronovsky niekada nebuvo perémusi senosios muzikos judéjimo
skatinty baroko repertuaro atlikimo tendencijy, kurios i§ esmés sieké fortepijonui pritaikyti
klavesino ir klavikordo atlikimo specifika. Jo jsitikinimu, tam tikra baroko ar klasicizmo kiriniy
artikuliacija negali buti tiesiogiai taikoma, juos atlickant Siuolaikiniu fortepijonu (Parr: 152).
Pianistas teigia:

»Klasikiné frazuoté Beethoveno arba Haydno kiiriniuose — kai ligatiira baigiasi prie§ takto briik$nj ir

tuomet vél prasideda i$ naujo kitame takte — grojant Siuolaikiniu instrumentu skamba keistai, bet

atliekant jg senoviniu XVIII a. fortepijonu ji atrodo visai logiska. [...] Skambinant ty laiky fortepijonu
tokia struktiira skamba gana natiiraliai todél, kad jo garsas gesta kur kas greiciau, taciau jg atliekant
moderniu Steinway instrumentu, ji tampa suskaidyta ir dirbtiné (Ten pat).

I. Flintas atkreipia démesj, kad S. Aronovsky aiskiai identifikavo skirtingy kompozitoriy
muzikos atlikimo stiliy, taCiau visais atvejais, iSskyrus tuos, kai gaidose nurodyta kitaip, ji sieké
formuoti dainingg garsa ir panaudoti visas garsy jungimo galimybes. Pianistas pabrézia, kad
didZiausi skirtumai tarp jvairiy epochy kompozitoriy atlikimo stiliaus S. Aronovsky mokykloje
yra juntami ne tiek lyginant garso formavimo biidus, kiek ritminés laisvés ir garso dinamikos
lygius (Flint: 136). Sig nuomone papildo ir P. Lawsonas, atkreipdamas démesj, kad, dirbdama
su skirtingy kompozitoriy repertuaru, S. Aronovsky nesistengé iSgauti skirtingo pobiidzio garsa

dél to, kad kiirinys priklauso vienai ar kitai epochai, — vietoj to ji telké¢ démes;j j kiirinio fakttiros
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specifika. Pianisto pastebéjimu, jei atlickamas J. S. Bachas, fortepijono garsas turi padéti
iSrySkinti skirtingas vienu metu skambancias melodines linijas, jei S. Rachmaninovas —
prailginti skambéjima, suteikiant jam vokalinj charakterj, ir t. t. (Lawson: 147).

Kalbédama apie impresionisty muzikos interpretacijg, Z. Mikelic Bottrill prisiminé, kad
net ir ty fraziy, kur kompozitorius nepazyméjo jokiy dinamikos pokyciy, S. Aronovsky
neleisdavo groti vienodai. Anot pianistés, S. Aronovsky bet kokj kiirinj traktuodavo, tarsi biity
vokaliste, stengdamasi mokiniui paaiskinti frazés pradzig, kryptj, kulminacijg ir pabaigg.
N. Mikelic Bottrill manymu, toks barokinés ir impresionisty muzikos suvokimas gali biti
sietinas su romantizmo tradicija, kuri rusy fortepijono mokykloje ypa¢ ryski (Mikelic
Bottrill: 160). Tyrimo autoriaus pastebéjimu, to nereikéty painioti su tarp kai kuriy pianisty
paplitusia impresionisty muzikos pedalizacijos praktika, kai, siekiant garsy liejimosi,
nesaikingai naudojamas deginysis pedalas. S. Ciriéius prisimena:

,»[S. Aronovsky] man aiskino, kad [Debussy ir Ravelio] kiiriniuose turi buti labai aiskiai iSreiksti ne

tik ritminiai modeliai, bet ir skirtingy ritminiy elementy / struktiiry gradacija viso kiirinio metu. Tai

pasiekiama ne deSiniuoju pedalu, o ritminiu tikslumu. Ypa¢ Debussy kiiriniuose turi biiti siekiama kuo
daugiau ritminio ir garsinio aiSkumo, ypatinga skambé¢jima bandant iSgauti veikiau skirtingais klavisy

uzgavimo budais ir ritmine raiska, negu garso apimtimi ir pedalu* (Ciri¢: 116).

Mokydama atlikti Siuolaiking, kaip ir kity epochy, muzika S. Aronovsky siekia padéti
mokiniams perprasti kiirinio formg ir struktiirg, uzuot bandziusi kiiriniui pritaikyti tam tikrg
atlikimo stiliy. M. Canyigueral teigia:

,»9. Aronovsky poziiiris j Siuolaikine muzika yra toks pats kaip ir j bet kurio kito stiliaus muzika. I$

esmés, ji karinio strukttiroje bando isryskinti svarbesnius dalykus ir siekia logisko ritminiy elementy

grupavimo. Labai sudétinguose kiriniuose S. Aronovsky diferencijuoja skirtingus faktaros sluoksnius
ir i8skiria tuos, kuriems turéty biti teikiama pirmenybé. Taigi ji daro ta patj, kg daryty, mokydama
atlikti [bet kurios kitos epochos] kompozitoriy muzika. Ji siekia padaryti jg suprantamg klausytojams*

(Canyigueral: 145).

Daug $iuolaikinio repertuaro, vadovaujamas S. Aronovsky, atlikes N. Oldemeyeris
pabrézia, kad pianisté savo poziiiriu Siuolaiking muzikg praturtina tiek ritmikos iSmanymu ir
kirinio struktliros pojuciu, tiek ir gebé¢jimu pasiekti, kad labai aiskus kiirinio struktiiros
perteikimas leisty atlikéjui komunikuoti su klausytoju Jo jsitikinimu, skirtingy faktaros
sluoksniy atskyrimas (struktiiravimas) kuria grazesne skamb¢jimo tekstiira, nes pianistas labiau
isiklauso i sudétingas harmonijas ir garsy jungtis. Jis taip pat pabrézia, kad pianisté savo
pozitriu Siuvolaiking muzika praturtina tiek ritmikos iSmanymu ir kiirinio struktiiros pojuciu,
tiek ir gebéjimu pasiekti, kad labai aiSkus kirinio struktiiros perteikimas leisty atlikéjui

komunikuoti su klausytoju (Oldemeyer: 124-126).
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Isskiriami $ie S. Aronovsky diegiami atlikimo stiliaus formavimo bruozai:

. atlikimo stilius néra savaiminis tikslas. Tai — pianisto gebéjimo suvokti ir perteikti
muzikos kiirinio turinj pasekmé. Stiliy didzigja dalimi lemia pianisto gebéjimas jsigilinti
1 kiirinio muziking medZziaga;

o pirmiausia démesys telkiamas ] maksimaly fortepijono garsiniy / techniniy
galimybiy pritaikymg konkre¢iame kiirinyje, o ne prisitaikymg prie menamy konkrecios
epochos atlikimo stiliaus kanony;

o siekiama isnaudoti fortepijono kaip vokalg imituojancio instrumento galimybes
visy epochy kiiriniuose;

. atliekant baroko epochos muzikg, bandymas imituoti klavesino garsg ir specifines
jo raiSkos priemones atmetamas;

J vokalinis barokinés ir impresionisty muzikos traktavimas;

. rySkiausi skirtumai tarp epochy atlikimo stiliaus juntami ne tiek lyginant garso

formavimo budus, kiek ritminés laisvés ir garso dinamikos lygmenis.

2.3.4. Karinio struktara

Vokie¢iy mastytojo Josepho Schellingo (1775-1854) metafora ,,muzika yra skulpttiros
forma* (Wellek 1981: 78) iSkelia 2 muzikos kiirinio struktiiros aspektus:

e kirinys suvokiamas kaip architektoninis konstruktas / statinys / monumentas;
e kirinio forma yra reljefiska / aptaki.

PanaSaus kiirinio struktiiros jkiinijimo siekiama ir S. Aronovsky mokykloje. D. Fanningo
ir N. Oldemeyerio teigimu, ,strukttira yra tapati iSraiskai* (Fanning: 132; Oldemeyer: 126).
Taigi karinio meniné iSraiSka priklauso nuo to, kaip atlikéjas sugeba atpaZzinti ir jgarsinti
struktiiros elementus — nuo motyvo iki visumos. N. Oldemeyeris pastebi, kad S. Aronovsky
muzika suvokia kaip architektiirg. Jo manymu, apie muzika reikia galvoti kaip apie struktiirg ir
forma, keliaujancia laiku (Oldemeyer: 126).

Teigtina, kad Kkuorinio struktiira pirmiausia sietina su ritmine jo sandara, taiau
pasikartojantys charakteringi ritminiai motyvai daznai sutampa ir su pasikartojancia vienodos
arba panasios intonacijos melodika. Tokiy motyvy kiirinyje atpaZinimas ir atlikimas taip, kad
klausytojas juos iSgirsty ir susiety, yra vienas svarbesniy veiksniy, padedanciy pasiekti
struktiiros vientisumo ir aiSkumo, ypac stambios formos kiiriniuose.

Nuo kiirinio strukttros studijy nemaza dalimi priklauso ir pianisto darbo procesas.

S. Ciri¢ius pasakoja:
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»|Pradédamas mokytis nauja pjes¢], nedelsdamas bandau perzvelgti gaidas tam tikru j struktiirg

sutelktu zvilgsniu. Nesutinku su pianistais, kurie pirmiausia mokosi gaidas ir tik tuomet pradeda

gilintis ] struktiirg, — nelaukdamas bandau muzika padalinti skyriais. Dar besimokant gaidas
kiekvienoje fraz¢je ar kiirinio padaloje jau galima zvalgytis kulminacinio tasko, peréjimo [i§ vienos

frazés / segmento j kitg], viso kiirinio kulminacijos, suskaiciuoti taktus muzikiniame sakinyje ir t. t.

bei gaidose pasizymeéti tam tikrus dalykus, kad i§ anksto biity galima numatyti reikalinga dinamika™

(Cirié: 120).

Mokiniy pasakojimu, S. Aronovsky visada, dar besimokant gaidas, sitlydavo apgalvoti,
kokia kryptimi juda melodiné linija ir kokia yra frazés ar kiirinio padalos forma. S. Ciricius
teigia: ,,Tokiu biidu pradéjus mokytis kirinj tampa papras€iau jj suprasti po to, kai jau
iSmokstamos gaidos. Man atrodo, kad néra kito budo atlikti kiirinj, kaip tik perpratus [...] jo
struktiirg. Tai reikalauja milziniSko darbo [...], taciau be to muzika atrodo tuscia. Nesvarbu, ar
tai bity ritminés, ar melodinés prigimties kirinys, jo struktiira yra raktas, norint suprasti
kompozitoriaus koncepcija* (Ten pat: 119). Ta patj tvirtina ir I. Fountainas:

»Pats biidamas mokytoju pastebéjau, kad daznai jauciuosi lyg déstyCiau kompozicija. [...] daznai

pagaunu save bandant] mokiniui parodyti, kaip kiirinys parasytas, kaip viskas tarpusavyje dera, kokia

priezastis, kad §i tema ar taktas yra susij¢ su kita tema, kaip vienas dalykas formuojasi i$ kito, kaip Sis
tempas susijes su anuo — visas tas tiikstanc¢ius detaliy, kurios sudaro kiirinj. Kai mokinys pradeda visus

Siuos dalykus suprasti, jo skambinimas tampa labiau jtikinantis. [...] manau, kad teisingas poziliris |

kiirinio atlikima — atsidurti kompozitoriaus vietoje ir neatsidurti pianisto, norin¢io kaip nors tapti

svarbesniu uz atlickamga kiirinj, vietoje. Esu tikras, kad [S. Aronovsky] taip pat dirbo ta pacia kryptimi*
(Fountain: 155).

D. Fanningas kiirinio struktiirg tapatina su literatiros kiiriniu — zodziy, fraziy, sakiniy,
pastraipy ir skyriy hierarchija, vienijamg juos aprépianc¢io naratyvo. Jo teigimu, struktdros
suvokimas atlieka pagrindinj vaidmenj, formuojant mazos ir didelés apimties muzikines idéjas
(Fanning: 132), kurias, kaip pastebi P. Lawsonas, S. Aronovsky geba ypatingai gerai derinti
tarpusavyje (Lawson: 147).

V. Ashkenazy’is atkreipia démesj, kad muzikologai yra linke ktirinj padalinti smulkiomis
dalimis, o muziky uzduotis — ne tik atpaZinti maZiausius strukttiros elementus, bet ir sujungti
juos, siekiant kuo didesnés aprépties, visumos ir kuo ilgesnés muzikinés linijos (Ashkenazy:
105-106). Neatsitiktinai vienas labiausiai S. Aronovsky vertinamy pianisty yra Mauricio
Pollini’s, kuris, N. Oldemeyerio manymu, ,,siedamas jvairius kiirinio motyvus ir kitomis
priemonémis geba suformuoti nei$pasakytai ilga [muziking] linija — tarsi arka nuo kirinio
pradzios iki pabaigos* (Oldemeyer: 126).

Motyvas, gaidy grupé, fraze, takty grupé ir t. t. turi tam tikrg ritming ir melodine sandara.

Daznai, norint jveikti didesnés apimties, pvz., 16 takty struktiiras, reikia jas padalinti ]
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mazesnes, pvz., 4 takty grupes. Darbo autoriaus, kaip ir kity jos mokiniy, patirtis rodo, kad
vienas paprasciausiy S. Aronovsky struktiirinimo pavyzdziy yra 4 daliy frazés struktiira, kai
pirmyjy 2 daliy metu yra gravituojama link treCiosios frazés dalies, kuri yra jos kulminacija, 0
ketvirtoji dalis — atomazga arba peréjimas j kitg fraze. Tokia konstrukcija dazniausiai sutinkama
klasicistingje muzikoje. Z. Mikelic Bottrill sako:

»Klasicistiniame repertuare muzikinés jtampos sutelkimas treCiojoje frazés dalyje visada tinkamas.

Manau, kad kai kurie Zzmonés tokius dalykus daro tiesiog instinktyviai. Man tai ne visada pavykdavo

natiiraliai. Jei groji Beethoveno frazg, kuri visada sudaryta i§ 4 daliy (paprastai jg sudaro 2, 4 arba 8

taktai), tau reikia identifikuoti trecigjg jos dalj, kuri ir yra frazés kulminacija, tuo tarpu ketvirtoji jos

dalis — atomazga, kurioje, kaip jprasta, yra kadencija. [...] S. Aronovsky mane skatino [analizuoti
kiirinio forma] Stai tokiomis struktiiromis. Daugeliui Zmoniy tai — stebuklinga formulé. Taciau grojant
romantiky arba Debussy kiirinius, kuriuose yra 3 arba 5 daliy fraziy, ji ieskodavo kitokiy sprendimy

(Mikelic Bottrill 162—163).

V. Ashkenazy’is prisimena, kad, ji mokydama, S. Aronovsky didesnes struktiiras
padalindavo j maZesnes, kad iSrySkéty jy reljefas, ir vél sujungdavo j visuma (Ashkenazy: 105).
Pana$iu principu btivo dirbama ir su mazos apimties struktiromis, pvz., gaidy grupémis.
N. Oldemeyeris prisimena, kad S. Aronovsky, sickdama intonacinés raiSkos ir ritminio
stabilumo, kartais sitlydavo 4 Sesioliktiniy gaidy grupe padalinti j dvi dalis ir véliau jas vél
sujungti. Pianisto nuomone, S$eSioliktiniy grupavimas po dvi akivaizdziai girdimas ir
M. Pollini’o, turinio ypatingai stipry ritmo pojitj, atlikime. N. Oldemeyeris §j kiirinio sandaros
studijy metodg lygina su Lego konstruktoriumi, kuriame i§ skirtingy ivairaus dydzio daliy
sukonstruojama viena didesné detalé (Oldemeyer: 126).

Panasy strukttiravimo btida S. Aronovsky taiko ir netaisyklingos formos gaidy grupéms
(pvz., 5 arba 7 gaidy vienoje takto dalyje) bei pasazams. N. Mikelic Bottrill sako, kad,
pastebéjusi netaisyklingos formos pasazg arba gaidy grupe, S. Aronovsky visada reikalauja jam
suteikti tvarkinga forma (pvz., 5 vienodos vertés gaidy grupe padalinant j 2 dalis pagal formule
5=2+3 arba 5=3+2. — M. K.). Pianistés teigimu, §is metodas suskaidyti tam tikrg netaisyklingos
formos konstrukcijg kartais reikalauja dideliy pastangy, nes S. Aronovsky siekia, kad ji
skambéty artikuliuotai ir tuo pacéiu — spontaniskai (Mikelic Bottrill: 163).

Svarbig funkcija, padedancia iSlaikyti kiirinio struktiira, atlieka tempas, — tempas ja gali
ir atskleisti, ir sugriauti. S. Ciricius pateikia tokj pavyzdj:

»Sakykime, per greitai skambinant treciojo Rachmaninovo koncerto trecigja dalj pasirinktas per

didelis tempas gali [...] sugriauti kiirinj. Tai susij¢ ne tiek su grojimo greiciu, kiek su stabiliu tempu,

kuriuo skambindamas galétum tinkamai charakterizuoti muziking medziagg, kurig iSgirsti publikai yra

kur kas jdomiau, nei klausytis greito grojimo. [Pavyzdziui], treCiojoje [minéto] koncerto dalyje,
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skambinant Siek tiek 1étesniu tempu, tampa jmanoma temoje iSryskinti priestaktj, kuris yra labai
budingas rusy folklorui ir suteikia itin ry$ky charakterj visai daliai (Ciri¢: 121).
Analizuodamas Alicia de Larocha to paties koncerto atlikimag panaSiai pasisako ir
V. Ashkenazy’is: ,,A. de Larocha §j koncerta skambina neprilygstamai, nors ir Iétai. Klausantis
paties atlikimo greicio, galima sakyti, kad jis kiek per létas, bet j tai net neatkreipi démesio, nes
kiekviena gaida ¢ia yra gyva. [...] per didelis tempas — nesvarbu, pasireiks$ty jis nedideléje frazés
dalyje, staiga pagreitinant ar visame kiirinyje — gali iSkraipyti muziking linija* (Ashkenazy:
111). Pianistas taip pat prisimena S. Aronovsky pastabg, esg ir per mazo tempo pasirinkimas
gali apsunkinti galimybe skambinti iSraiSkingai. Jo manymu, grojant per létai, muzikinés linijos
tiesiog nebelieka. V. Ashkenazy’is mano, kad tempas daugeliy atvejy pasiekia teisinga greitj,
bet jis turi biiti pasickiamas ne dél paties grei¢io, o gilinantis j kiirinio muziking i$raiSkg — jei
kiirinio turinys priklauso nuo didesnio tempo, jis turi buti skambinamas greiciau, ir atvirksciai,
tempas taip pat gali biiti ir kiek didesnis, jei uztikrinama, kad tuo nesutrikdoma muzikiné
iSraiska ir kad ritminé struktira iSlieka stabili. Pianisto jsitikinimu, S. Aronovsky Zinojo, koks
tempas yra tinkamiausias tam tikram kariniui ir atlikéjui (Ten pat: 111-113).
Kirinio struktiiros studijos S. Aronovsky mokyme apibiidinamos $iais teiginiais:
e kirinio struktiira suvokiama kaip reljefiSkas architektoninis konstruktas;
e kirinio meniné raiSka priklauso nuo atliké¢jo geb€jimo atpazinti ir jgarsinti jo
struktiiros elementus — nuo motyvo iki visumos; struktiira yra tapati iSraiskai;
e apie muzika reikia galvoti kaip apie struktiirg ir forma, keliaujancia laiku;
e kirinio struktiiros suvokimas atlieka pagrindinj vaidmenj, formuojant mazos ir didelés
apimties muzikos fragmenty interpretacijg;
¢ pasikartojan¢iy panasiy ritminiy ir melodiniy motyvy kiirinyje atpazinimas yra vienas
svarbesniy veiksniy, padedanc¢iy pasiekti struktiiros vientisumo ir aiSkumo;
e Kkirinio struktiira yra artima literatiiros kiirinio sandarai — tai Zodziy, fraziy, sakiniy,

pastraipy ir skyriy hierarchija, vienijama juos aprépiancio naratyvo.
2.3.5. Atlikimo psichologija

S. Aronovsky nuo savo pedagoginés karjeros pradzios dirbo su jau paZengusiais
pianistais — aukstyjy mokykly studentais. Kai kuriuos jau studijas baigusius ir tarptautinj
pripazinimg pelniusius savo mokinius pianisté konsultuoja iki Siol. Jos pedagoginé veikla
visada buvo nukreipta j profesionalaus muziko rengima, todél Siame poskyryje iSdéstomi

profesionalaus arba siekiancio tokiu tapti pianisto pasiruo$imo sceniniam pasirodymui aspektai.

68



S. Aronovsky mokiniai pabrézia, kad pianisté, jiems grojant pamoky metu ir ruosdama
juos savarankiSkam darbui, reikalaudavo hiperbolizuoti su frazuote ir dinamika susijusia
atlikimo raiska dél to, kad buvo jsitikinusi, jog scenoje ekspresijos intensyvuma visada galima
sumazinti, ta¢iau nejmanoma padidinti. Pasak V. Ashkenazy’io, ji sakydavusi, kad scenoje, kai
atlikéjui kyla psichologiné jtampa, iSraiskos intensyvumas maz¢ja savaime (Ashkenazy: 110).

Remiantis tyrimo autoriaus patirtimi S.Aronovsky pamokose, ne tik repetuojant saléje,
bet ir pamoky metu S. Aronovsky gali sustabdyti mokinj toje kiirinio vietoje, kurig $is atliko
taip, kaip, jo manymu, i§ jo buvo reikalaujama. Cia S. Ciri¢ius pastebi kylantj konflikta tarp
subjektyvaus ir objektyvaus atlikéjo saves vertinimo. Jis atsako: ,,Man taip nutiko daugybe
karty. Manau, kad mintis apie tai, kg tu nori jgyvendinti, ir pats jgyvendinimas yra du labai
skirtingi dalykai. [S. Aronovsky] grojantj mokinj daznai sustabdo bitent dél to, kad mano, jog
[tai, kaip jis atlicka vieng ar kitg kiirinio vietg], néra pakankama. Ji siekia skambinimg padaryti
suprantamg klausytojui (Cirié: 122). M. Canyigueral manymu, jei mokiniui pavyksta
igyvendinti bent 60 proc. S. Aronovsky sumanymo, tai laikytina dideliu pasiekimu. Nuolatinj
siekj kiekvieng kartg mokinj priversti tam tikras uzduotis atlikti vis tobuliau M. Canyigueral
vadina viena S. Aronovsky pedagoginiy strategijy. Ji pabrézia, kad ,,Darbas su S. Aronovsky
yra nuolatinis priminimas, jog viskas gali buti daroma geriau”“ (Canyigueral: 142).
Papildydamas §ig nuomone, J. Parras pastebi, kad S. Aronovsky ypatingai gerai suprato atlikéjo
psichologijg ir zinojo, kaip pianistg paruos$ti pasirodymams. Jis teigia: ,,Visa darbo eiga, tarp
to — ir psichologinis paruoSimas atlikimui, buvo mokiniui labai naudinga. Manau, kad jos
ripestis [mokiniu], atsidavimas ir jsitraukimas j psichologinj pasiruo§imo pasirodymui procesa
[jaunam muzikui] buvo labai vertingas® (Parr: 150).

V. Ashkenazy’io supratimu, vienas didziausiy pianisto darbo proceso sunkumy yra
pastangos neleisti techniniam sprendimui keisti meninés minties (pavyzdziui, pradéti oktavinés
technikos epizoda, pirmaja oktavy grupe skambinant lé¢iau), todél net ir mokantis gaidas bei
ieSkant sprendimy jveikti techninius sunkumus svarbu siekti suvokti kiirinio visumg
(Ashkenazy: 112). Panagios nuomonés yra S. Ciri¢ius, kuris sako, kad pirmasis darbo su kiiriniu
zingsnis — o sandaros studijos. Pianistas pastebi, kad ne tik besimokant nauja, bet ir kartojant
seniai iSmoktg kiirinj reikia atlikti tg patj darbg, sutelkiant démesj i frazés ir kiirinio struktiira,
pasizymint fraziy ir muzikiniy sakiniy ribas, kulminacinius taskus, peréjimus i$ vienos frazés i
kita, pasikartojanéius ritminius / melodinius motyvus, viso kiirinio kulminacija ir t. t. (Cirié:
120). Karinio meninés raiSkos svarbg iskelia ir D. Fanningas, teigiantis, jog pirmiausia reikia
susipazinti su kiirinio dramaturgija ir tik po uztikrinti, kad biity jsiminta kiekviena teksto detalé

(Fanning: 133). Kirinio sandaros/ dramaturgijos/ architektonikos iSmanymas nukreipia
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atlik¢jo démes;j teisinga linkme, suteikdamas jam uztikrintumo ir neleisdamas grojanciajam
scenoje dvejoti ar abejoti dél savo pasirinkty meniniy sprendimy.

I. Fountainas prisimena, kad S. Aronovsky, nepaisant labai detalaus darbo pamoky metu,
daznai skatindavo kiirinj groti i$tisai. Sig praktika pianistas tesé ir baiges studijas. Jis pasakoja:
,»Net ir labai gerai nemokédamas kiirinio, mégstu ji pagroti nuo pradzios iki pabaigos. Manau,
kad svarbu pajusti, kaip gali skambéti kiirinio visuma. [...] [Grodamas kiirin] nuo pradzios iki
pabaigos] pastebi, kur sunkiausia susikoncentruoti arba kur labiausiai pavargsti. To suzinoti
nejmanoma, kol kirinio nepagroji iStisai. [...] Taciau naujg kirinj; privalu iSnarstyti
maziausiomis dalelémis® (Fountain: 156). Programos skambinimg istisai kiekvieng dieng, likus
2 savaitéms iki pasirodymo, V. Ashkenazy’is sieja su rusy mokykla. Jo teigimu, tg patj dares
Emilis Gilelsas (Ashkenazy: 114)

Svarbi psichologinio pasiruos$imo scenai dalis — pripratimo groti klausytojams ugdymas.
Daugelis S. Aronovsky mokiniy prisimena, kad prie$ kiekvieng svarbesnj pasirodyma pianisté
jiems organizuodavo neformalias perklausas. P. Lawsonas pasakoja: ,,[Mokinio skambinimas
kitiems] buvo labai svarbi jos mokymo dalis. Tai gal¢jo biiti labai kasdieniska — galbiit tiesiog
kitas mokinys, laukiantis savo pamokos, arba keletas jy, atéjusiy kartu j koledzg arba j jos
namus. [...] Ji taip pat ieSkodavo galimybiy mokiniui koncertuoti [ir mané, kad] tai — gyvybiskai
svarbi studijy proceso dalis“ (Lawson: 148).

P. Lawsonas jaunam pianistui svarbia galimybe pasireikSti klausytojams jvardija ir
tarptautinius pianisty konkursus:

,[...] prisimenu jos pastangas uzdegti [studentg] troskimu mokytis i§ kity uzlipti ant aukStesnés

meistriSkumo kopéciy pakopos bei paciam ieSkoti galimybiy reikstis, ypa¢ konkursuose. [...] Nei a8,

nei ji nesitikédavome, kad juose laimésiu,?® bet mano laiméjimas biidavo patirtis, nauji bi¢iuliai ir

[naujas] repertuaras. [..] Visi pazjstame mokytojy, kuriuos apiblidinéiau kaip karjeristus,

matuojancius savo pasisekimg mokiniy pasiekimais konkursuose. [S. Aronovsky] néra viena jy* (Ten

pat).

Siekdama, kad patys mokiniai objektyviau jvertinty savo grojima, S. Aronovsky juos
ragindavo daryti atliekamos programos garso jrasus. V. Ashkenazy’is jsitikings, jog §i praktika
jam buvo labai naudinga, — tais atvejais, kai pianistas jausdavosi neuztikrintas savo
skambinimu, garso jrasai leisdavo susidaryti objektyvesnj jspudj ir saves vertinimo pojiitj
(Ashkenazy: 109).

Daugelis mokiniy prisimena, kad S. Aronovsky darbas su jais, artéjant pasirodymui, labai

suintensyvédavo, pamokos trukdavo iki 5 valandy, ir jie turédavo jsisavinti daug naujos

20 p, Lawsonas interviu mini dalyvaves tarptautiniuose Busoni’o, Zenevos ir Karalienés ElZbietos konkursuose
(Lawson: 56).
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informacijos, kartais likus vos porai dieny iki koncerto. I. Flinto supratimu, tai buvo

S. Aronovsky psichologiné taktika, kurios tikslas — suteikti jaunam pianistui daugiau verzlumo

ir uzsidegimo bei papildomos komunikavimo su klausytoju energijos pasirodymo metu (Flint:

139).

S. Ciricius $ig tendencijg sieja su pasitikéjimo ir uztikrintumo savimi, i8€jus groti | scena,

ugdymu. Jis pasakoja:

»[---] iki koncerto likus savaitéms arba dienoms [S. Aronovsky] su manimi dirbdavo isties intensyviai.
Ji kartais netgi prasydavo pakeisti kai kuriuos [jau jsisavintus atlikimo] niuansus. Kartais tekdavo
kazkg koreguoti net per repeticija koncerty saléje. Likus porai dieny iki pasirodymo, imdavau
nerimauti, kad galiu nespéti jgyvendinti visko, kg ji man sakiusi. Taciau koncerto dieng
[S. Aronovsky] visiskai pasikeisdavo. Ji sakydavo kazka panaSaus j ,, Tiesiog daryk tai. Tai puiku!*
Likus minutéms arba valandoms iki pasirodymo, visada jausdavausi visiSkai pasiruosgs, ko gero,
todél, kad tomis intensyvaus pasiruo$imo dienomis ji priversdavo mane labai susikaupti* (Ciri¢: 121).

V. Ashkenazy’is psichologinj pasiruoS§ima groti scenoje ir scenos baime¢ sieja ne tik su

atlikéjo profesiniu pasiruoSimu, bet ir su jo bendravimo jgiidziais. Jis teigia:

»-.-] bet kokia zmoniy sgveika yra panasi | pasirodyma. Yra Zmoniy, bijanciy susipazinti su kitais
zmonémis, nedrjstanéiy kalbéti, nedrjstanciy kitam zmogui paskambinti telefonu. Tai tokia pati
prigimtis, kuri pasireiskia ir scenos baime. Tai tas pats dalykas, iSskyrus tai, kad scenoje [$i baimé]
daug stipresné, ir atlikéjas galbiit turi daugiau kg prarasti. [...] atlikimas paprasciausiai yra auksciausia
susitikimo su Zmonémis ir gebéjimo juos palenkti j savo puse iSraiska“ (Ashkenazy: 110).

Interviu su S. Aronovsky mokiniais isskiriami Sie pianistés pedagogikos formuojami

atlikimo psichologijos aspektai:

su frazuote ir dinamika susijusios atlikimo raiskos sureik§minimas, siekiant jtikinamos
komunikacijos su klausytoju;

atida kuirinio sandarai / dramaturgijai / architektonikai kaip atlikéjo démesj telkiantis ir
pasitikéjimg savimi scenoje uztikrinantis veiksnys;

psichologinés ir fizinés iStvermés scenoje ugdymas, mokiniui taikant programos
grojimo iStisai praktika;

galimybiy mokiniui koncertuoti uztikrinimas kaip esminé studijy proceso dalis;
Mokinio garso jrasai — kritiSko saves vertinimo ugdymo metodas;

intensyvus analitinis pedagoginis darbas prie$ koncertus — mokinio koncentracijg ir

atlikimo komunikatyvuma skatinantis veiksnys.
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2.4. S. Aronovsky pamokos pavyzdys

Pateikiama 2017 m. sausio 23 d. uzrasytos S. Aronovsky pamokos su darbo autoriumi
iSklotiné. Buvo skambinama A. Skriabino koncerto fortepijonui su orkestru fis-moll, Op. 20, 3-
iosios dalies ekspozicija. Gaidose — Zenklais raudona spalva darbo autoriaus pazymétos
S. Aronovsky pasitilytos interpretacijos nuorodos.

Pamokos isdeéstyme ryski muzikinio teksto perskaitymo ir jkiinijimo precizika. ISsamiai
analizuojamas kompozitoriaus tekstas, taciau neapsiribojama gaidose uzrasytomis nuorodomis.
Esmingai nagrin¢jama kiirinio ritminé ir dinaminé struktiira bei pateikiami jos raiSkos budai.
Didelis démesys skiriamas vientisos muzikinés linijos formavimui, pedalizacijai, atskiry
muzikiniy elementy charakteriui. Visa tai kreipiama j profesionalaus ir savarankisko pianisto

ugdyma.

Pagrindiné tema, taktai 1-2 1 pavyzdys

A .
el LA % =-
w. -

Melodijoje, skambant ketvirtinéms gaidoms, reikia mintyse girdéti aStuntiniy trioles.

Tai leidzia iSlaikyti tiksly ritmg. Tam tikras ritminis pieSinys lemia ir melodijos intonacija.
Ritminiai pasikeitimai neturi sudaryti kampuotos melodinés linijos jsptidzio. Kai po astuntiniy
trioliy pereinama | Sesioliktines gaidas (t. 1 —t. 2 jungtis) , jy ritmas turi skambéti mintyse dar
prie$ jas grojant, todél naudinga motyva repetuoti, pagrojant ir uzlaikyta do#. Melodijai
improvizaciskumo ir rubato jspudj galima suteikti antraja SeSiolikting fa# atliekant kiek véliau,

nei skai¢iuojant metronomiskai: ﬁ . Be to, ji turi buiti grojama tokiu garsumu, koks
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licka prie§ ja skambancios do# ketvirtinés pabaigoje. Taip pat svarbu nusistatyti melodinés
linjjos krypt;. Esama tam tikry atraminiy tasky, j kuriuos melodijos intonacija (gaidose
pazyméta ~~ X Zenklu) turi vesti. Siuo atveju su jais sutampancios natos gali biti Siek tick
prailginamos, taciau rankos judesys, pratesiant gaidas, neturi sustoti, rankos neturi sustabaréti.
Duotuosiuose taktuose svarbus vaidmuo melodijoje tenka do# gaidai. Ji Cia yra tarsi asis.
Pirmajame takte ji pakartojama, o antrajame, po SeSioliktiniy, j jg vél sugrjztama. Tarp iy do#
reikia parodyti tam tikra rysj, kad jy skambé¢jimas biity panasus. Jj pasiekti padeda ir vienodas
pavéluoto pedalo naudojimas. Siuo atveju, jei skaiiuojama astuntiniy gaidy triolémis, pedalas
turéty bti pakeliamas ant pirmosios, o nuspaudZiamas apytiksliai ant antrosios (i§skyrus 2 takto
pabaigg). Vélesnis pedalo paspaudimas suteikia daugiau laiko i$gryninti harmonijg ir privercia
pianista daugiau démesio skirti gaidy jungimui, negu tais atvejais, kai paspaudziamas pedalas

ir nuo klaviSy nuimamos rankos.

Taktai 3-4 2 pavyzdys

Stroke Eraser
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Mokantis §j pasaza, naudinga jj padalinti | dalis (pradedant gaida prie§ SeSioliktiniy

..... a

triolg ir baigiant pirmaja kitos triolés gaida % % % ) ir groti jas létai, siekiant

tinkamos melodijos intonacijos ir rankos judesio, ypa¢ tose vietose, kur jungiasi dvi
SesSioliktiniy triolés (gaidose grupés pazymétos <~ zenklu). Jas reikia groti, galvojant, jog tai
yra ne pasazo, o melodijos dalis, truputj pabréziant ir prailginant pirmaja triolés gaidg ir
kiekvienam penkiy gaidy motyvui suteikiant dinaming¢ kryptj. Atliekant §j pasaza, didziausig
sunkumg sudaro tai, jog ¢ia néra dviejy trioliy, kurioms galima bty pritaikyti identiSka judes;j,
t. y. rankos padétis, pereinant i§ vienos triolés ] kita, kiekvieng kartg yra vis kita. Jj jveikti
padeda pastangos pirmasias triolés gaidas atlikti minkSc¢iau, elegantiskiau. Prie§ grojant pirmajg

triolés gaida, pirSta tebelaikant ant treciosios, reikty Siek tiek uzsimoti delnu tam, kad vieno
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rankos judesio pakakty atlikti 3 SeSioliktines. Skambinant greiCiau, uzsimojimo (gaidose
pazymeéto Zenklu \ / ) turi pakakti dviem arba trims trioliy arba kvartoliy grupems. Antrojoje
t. 4 dalyje esancios SeSioliktinés gali buti dalinamos | triole ir kvartole. Galiausiai trioliy ir
kvartoliy grupéms (taip pat ir aStuntiniy trioléms kair¢je rankoje) reikia suteikti [dinaming]

kryptj (gaidose pazyméta ~~ N zenklu).

Jungiamoji tema, taktai 11-13 3 pavyzdys

===

. SR— |

Kai melodijoje norima parodyti improvizacinj charakterj, skambinti jg rubato, negalima
to daryti atsitiktiniu biidu, — svarbu Zinoti jos ritming struktiirg. Siekiant intonuoti melodija,
reikia nustatyti, kur yra jos atraminiai taskai, t. y. garsiausios gaidos. Paprastai tokie taskai
sutampa su pirmaja naty grupés gaida. Siuo atveju, netaisyklingos formos $esioliktiniy seka (po

penkias takto dalyje) deSin¢je rankoje gali buti padalinta grupémis po 2 ir 3 gaidas:

L
. Mokytis tokig seka reikia Siek tiek prailginant ir pabréziant pirmasias

i — - e 4 A
’ -—_—-—--—__-u—-‘-o
i e = Tmelw

grupiy gaidas, taciau po to prailginimus ir pabrézimus biitina sumazinti tam, kad muzikin¢ linija
likty vientisa. Toks mokymosi buidas leidzia jsisavinti frazés struktiiros komponentus ir rasti
tinkamas melodijos intonacijas. Norint paryskinti tam tikrg gaida, naudinga galvoti ne apie tai,
kad ji turi bliti grojama garsiau, bet apie tai, kad prie§ ja ir po jos skambanti gaidos biity
atlickama tyliau. Kaip ir prie§ tai nagrinétuose taktuose, melodiniy gaidy sekai reikia suteikti

[dinaming] krypti (gaidose pazyméta T zenklu). Pedalas — toks pats, kaip taktuose 1-2.

Taktai 14-17 4 pavyzdys
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Siuose, kaip ir ankstesniuose, taktuose svarbu nustatyti melodinés linijos atraminius taskus ir
dinamines kryptis. Cia gaidose horizontaliais briik§neliais darbo autoriaus pazyméti atraminiai
taskai pagal dinaminj lygj, kur penki briksneliai — garsiausia, vienas — tyliausia gaida. Siuo
atveju melodijos dinamikos architektiirg formuoja ilgosios gaidos do#, si, fa#, mi# ir fa#. Do#
Cia biity garsiausia, o paskutiné fa# — tyliausia. Siekiant melodijos vientisumo, 15 ir 16 taktuose,
kaip ir 2 karinio takte, po ilgosios gaidos esanti astuntiné turi btiti grojama tokiu garsumu, koks
licka pries ja esancios ilgosios gaidos skambéjimo pabaigoje. Jei astuntiné gaida bty atlickama
tokiu pat garsumu, kaip pries ja skambinama ketvirting, dinaminé ilgyjy gaidy hierarchija biity

suardyta, ir melodin¢ linija prarasty vientisuma.

Taktai 27-33 5 pavyzdys
s o
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Desingje rankoje svarbu parodyti charakteringg motyva — sekstos Suolj % ,  kartojantj
pagrindinés temos melodika (gaidose pazyméta _—7 simboliu). Suolio efektui sustiprinti
reikia pasitelkti ir kaire ranka, kuri tuo pat metu atlieka oktavos Suolj. Kaip ir ankstesniame

pavyzdyje, gaidos pagal stiprumg pazymétos horizontaliais briikSneliais vir§ jy.
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Salutiné tema, taktai 32—41 6 pavyzdys

cantabile

7 T —4 / > %-—\\

Cia pateiktas frazuotés pavyzdys yra tik vienas i§ galimy. Jis pasirenkamas atlikéjo
kiekvieng karta, jam skambinant, ir yra svarbi jo kiirybinio darbo su kiiriniu dalis. Gaidose zenklu
7~ X pazyméta melodinés linijos dinaminé kryptis. Ji rodo, i kurig gaida veda kiekvienas
motyvas. Tai nebutinai reiskia, kad gaida kreivés pabaigoje, ties rodykle, visada turi biiti garsiausia.
Siekiant kurti vientisa, nesuskaldyta, dinamiskai banguotg (taciau ne kampuota) muziking linija,
reikia vengti akcentuoti pavienes natas. Tuo tikslu reikia kiek paryskinti ne tik gaida, j kurig veda
motyvas, bet ir pries ja skambinamg gaidg. ParySkinimas gali biiti ne tik dinaminis, bet ir tam tikras
natas Siek tiek pratgsiant ar uzlaikant. Galvojant apie dinaming kryptj, padeda jsivaizdavimas, kad
gaida, | kurig veda motyvas, tuo paciu yra ir naujo motyvo pradzia. Tai padeda i§vengti per didelio
jos akcentavimo ir sustojimy.

6-ajame pavyzdyje Aronovsky sitlomos melodiniy motyvy dinaminés kryptys sukuria
rimuojamo teksto jspiidj. Frazés iSraiska tokiu biidu priartinama prie poetinio posmo ir dainavimo, —
jai tarsi suteikiamas rimas.

Kai melodijoje esama pauziy arba, skambant ilgoms melodinéms natoms, norima sukurti
crescendo jspudj, tuomet dinaminj bangavimg reikia pratesti kaire ranka. Atliekant melodijg, ypac
forte vietose, svarbu vengti staigiy rankos judesiy. Norint pabrézti kulminacinius taskus, galima
isivaizduoti ant klaviSo padedama liGto letena, — ranka turi turéti daug svorio ir jégos, taciau ja
nuleisti ant klavisy reikia létai ir uztikrintai. Melodiné linija Cia turéty buti poetiska, skambéti
erdviai, placiai. Jei klavi$ai uzgaunami per staigiai, kitaip sakant, per anksti, ji skamba netolygiai,

kampuotai ir grubiai.
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Baigiamoji tema, taktai 55-59 7 pavyzdys

Siame keturiy takty muzikiniame sakinyje reikia rasti biida sukurti 2 skirtingy charakteriy garsinius
jvaizdzius. Pirmoji frazé (55-56 taktai) turéty jgauti scherzando charakterj, skambéti zaismingai,
$maiksc¢iai, skambiai, o antroji (57-58 taktai) — lyriskai, melodingai, dainingai. Pirminé to salyga —
igyvendinti kompozitoriaus uzrasytus artikuliacijos zenklus: pirmieji du taktai grojami non legato,
likusieji 2 — legato. Desinés rankos faktiirg ¢ia galima padalinti j meloding linijg ir akompanimenta.
Kai desingje rankoje skamba du balsai, virSutiné gaida priklauso tariamai melodinei linijai (gaidose
pazyméta m raide), o apatiné ir po vieng skambancios natos — akompanimentui. Scherzando
charakterj ¢ia padeda sukurti sinkopuota tariama melodija, todél, planuojant melodiniy gaidy
dinamika, turi biiti atsizvelgta i jy vieta takte. 55 takte garsiausia turéty biiti antroji melodiné gaida
do#, kadangi yra sinkopuota, ir nuo jos priklauso charakterio Smaik§tumas, kurj §iame takte (jame
po Salutinés temos staiga pasikei¢ia muzikos charakteris ir faktiira) reikia paryskinti. Be to, do#
savo dinamika turi kompensuoti iSkart po jos kair¢je rankoje grojama dvigarsj, kuris, prieSingu
atveju, melodija galéty uzgozti. Tyliausia turéty buti paskutiné la, nes ji néra nei sinkopuota, nei
sutampanti su takto smiigiu (gaidose melodinés gaidos pagal jy dinamika pazymétos vertikaliais
briik$neliais). 56 takte svarbiau nei sinkopuota ritmag yra parySkinti melodines intonacijas,
primenancias 1-osios koncerto dalies pagrinding tema?!, todél melodiniy naty dinamika ¢ia kiek
kitokia (maziau nei pirmajame takte pabréZiama sinkopuota gaida, — §iuo atveju — sol#). Viso
pateikto epizodo dinamika turi biti iSdéstyta pagal harmonijos kryptj: 1§ baigiamosios temos (A-
dur) tonikos 55 takte keliaujama j dominantés grupés akorda 57 takte; i§ dominantés grupés akordo

57 takte grjztama j tonikg 59 takte.

21 1-osios dalies pagrindiné tema, t. 8-10 3-iosios dalies baigiamoji tema, t. 56-57
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Artéjant prie dominantés, harmoning jtampa reikia pakeltl ir dinamiskai, todel i§ dviejy

melodiniy motyvy 56 takte — % %% svarbiau crescendo paryskinti

antrajame. 57 ir 58 takte, prieSingai,

Do e T ¢

harmoniné jtampa palaipsniui sliigsta, todél i8 trijy — ==& = I ﬁ —

antrojoje fraz¢je pirmasis turi skambéti rySkiausiai, o paskutinis, uzbaigiantis sakinj, —

tyliausiai. Perzvelgus visy Siame sakinyje esan¢iy 5 melodiniy motyvy ritming struktiira,

matyti, kad jie iSdéstyti simetriskai: pirmasis sutampa su paskutiniuoju, o viduryje esantys —

tarpusavyje (gaidose jy hierarchija pazymeéta mélynomis linijomis). Taigi panasSia dinamika ir

intonacija turi biiti atlickami pirmasis ir paskutinis (pvz., mp), antrasis ir ketvirtasis (mf), o

treciasis — centrinis — turi zyméti $io muzikinio sakinio kulminacijg (f).

S. Aronovsky pamoka patvirtina ir pagrindzia jos mokiniy iSskirtus bei jai ir jos

mokytojams — XX a. pirmosios pusés rusy fortepijono mokyklos atstovams — bendrus darbo su

muzikiniu tekstu pozymius:

Karinio ir jo daliy garsinis jvaizdis kuriamas konkreCiomis priemonémis, kurios
taikomos po ypatingai iSsamios kirinio struktiiros ir jos elementy analizés;

Kkarinio fakttra detaliai skaidoma, kad atlikéjas pastebéty smulkiausius jos elementus
ir ieSkoty daugiau galimybiy muzikinio teksto raiskai;

kirinio faktiiroje ieSkoma artimy ritminiy ir melodiniy elementy saSauky, — jais
remiantis (juos atlikimo metu susiejant ir iSrySkinant) konstruojama frazés intonaciné
ir dinaminé struktiira;

darbo su kiriniu procese sudétingesnés struktiiros (pvz., ilgi pasazai) padalinamos ]
mazesnius melodiskai ir/ arba ritmiskai panasius fragmentus, kuriems randama
atitinkama raiSka, pritaikomi ranky judesiai, o tai jtvirtinus sujungiama j visuma;
didelé reiksmé teikiama frazés garsy jungimui: nustatomi atraminiai frazeés garsali,
melodiniy linijy Kryptys, dinaminé intonacija, pritaikomas pavéluotas pedalas;
jungiant garsus, pasitelkiami plastiski ir tauptis ranky judesiai;

daugeliu atveju, net ir atliekant virtuozinius pasazus, siekiama fortepijono garsy
jungimo iSraiska priartinti prie vokalo arba deklamacijos;

frazés melodiniams motyvams suteikus aiskias dinamines kryptis, kuriamas
rimuojamo teksto jspudis; frazés iSraiSka tokiu budu priartinama prie poetinio posmo
ir dainavimo, — jai tarsi suteikiamas rimas;

pamokoje reik§mingas démesys skiriamas garso balansavimui — garso balanso kaitos

laike procesui;
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e siekiama formuoti vientisg ir ilgg muziking linija;

e Viena priemoniy ritminiam stabilumui pasiekti — ilgy gaidy ir pauziy tinkamos trukmés
uztikrinimas, mintyse jas padalinant ir skai¢iuojant smulkesnémis vertémis;

e norint melodijai suteikti improvizacinj pobudj, rubato, reikalaujama grieztai islaikyti

frazés ritming struktiirg.

Apibendrinant antrajj skyriy, teigtina, jog S. Aronovsky nuosekliai seké XX a. vidurio
rusy fortepijono mokyklos tradicijomis. XX a. vidurys menine prasme buvo turtingiausias rusy
mokyklos laikas, kuomet tebesireiské ryskiausi vyresnés kartos Sios mokyklos atstovai ir iskilo
genial@is tarpukario kartos muzikai. S. Aronovsky meninei raidai tiesioginé rusy mokyklos
patirtis buvo labai reikSminga, o jos suformuotas muzikos suvokimas ir fortepijoninés technikos
taikymas tapo kertinis pianizmo ugdymo sistemos veiksnys.

Labai svarbus rusy mokyklos tradicijy zenklas S. Aronovsky pianistinio ugdymo
sistemoje yra tikslingas siekis formuoti vientisa, artimg balsui muziking linija, kurioje visada
svarbi deklamaciné prasmé, muzikinio pasisakymo intonaciné logika, démesys, telkiamas |
maksimaly fortepijono garso galimybiy pritaikyma konkretaus kiirinio raiSkai jprasminti.
Atlikimo technikos pozitiriu orientuojamasi j taupiy ir tikslingy rankos judesiy ugdyma bei jy
taikymo jvairove.

Darbo autoriaus interviu su S. Aronovsky mokiniais parodo, kad rusy fortepijono
mokyklos tradicijos paveikeé ir juos, pasireiSke jy praktikoje, savaip atsispind€jo poziiiriuose |
fortepijoninés muzikos atlikimg. Kaip ir S. Aronovsky mokytojus, daugelj jy vienija
jsitikinimas, kad atlikimas yra technikos, muzikalumo ir gebéjimo komunikuoti su klausytoju
vienove, tikéjimas, jog kiirinio interpretacija turi biiti suprantama, aiSki ir neuZtemdyta
1Soriniais efektais bei individualistiniu dirbtinumu.

S. Aronovsky principy analizé ir jos pedagoginés veiklos rezultatai leidzia teigti, kad ji
remiasi gyvaja patirtimi pagrista, aiSkius meninius tikslus nustatan¢ia pianizmo ugdymo
sistema, kurios efektyvumas, vientisumas ir savitumas suteikia pagrindg ja vadinti individualia
mokykla. Kaip ir kiekvieno rySkaus muziko, taip ir S. Aronovsky muzikos supratimas turi
savity, autentiSky bruozy, tik jai bidingy muzikinio teksto analizés biidy bei vartojamy sgvoky,
taCiau Siais laikais, kai nacionalinés mokyklos savo buvusia forma i§ esmés nebeegzistuoja,
daugiausia iSskirtinumo S. Aronovsky pedagoginiam braizui suteikia tai, kad savo mokytojy,
ypa¢ A. Goldenveizerio, pianizmo ugdymo esme savo gyvojoje praktikoje ji jtvirtino ir ilaiké
beveik nepakitusig. Manytina, kad S. Aronovsky pianizmo ugdymo principy visuma yra vienas

gryniausiy XX a. vidurio rusy fortepijono tradicijy testinumo pavyzdziy.
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ISVADOS

Atliktas tyrimas ,,Sulamitos Aronovsky pianizmo ugdymo mokykla — atlikimo meno

tradicijy tgsa* leidZia daryti Sias pagrindines iSvadas.

1.

»Mokyklos*, ,tradicijos*, ,,paradigmos®, ,,stiliaus‘ sgvokos tieck muzikologijoje, tiek kitose
humanitariniy moksly disciplinose dél tiksliai neapibréziamos semantikos daznai
persidengia, jy ribos iSsitrina. Tyréjy iSskiriamy ir jvardinamy mokykly apréptis panasi |
piramid¢ — nuo atskiro kiiréjo mokyklos kylama auks$tyn iki kiiréjy sambirio, kiiréjy
profesijy ir stiliy mokykly, iki muzikinio gyvenimo raiSkos tam tikrais istoriniais etapais
ar net periodais, iki nacionalinés priklausomybés, atskiry Saliy ar net kontinenty mokykly.
Tai apima tiek muzikos kiirybine (kompozicing) raiska, tieck muzikos kiirinio atlikima.
Interpretacijos tradicijos gyvavimo cikle laiko ir vietos parametrai neatskiriamai susipyne.
Tradicija visada susijusi su tam tikra vieta, kurioje ji kultivuojama, ir tam tikru laikotarpiu,
kuriuo ji tarpsta. Panasiai kaip gyvas organizmas, gyvenantis tam tikru laiku ir tam tikroje
vietoje, atlikimo tradicija gimsta, formuojasi, plinta, jsitvirtina ir sunyksta arba
transformuojasi. Kiekvienoje istorinéje kultiiroje galima rasti placig ar net neribota
interpretacijos biidy jvairove, vienas kitg veikian¢iy reiskiniy tarpusavio sgveika. Muzikos
interpretacija, kaip ir jos vertinimas, didele dalimi priklauso nuo interpretuojancio arba
interpretacijg vertinanc¢io subjekto. Nuo zmogiskojo faktoriaus priklauso ir interpretacijos
tradicijy perdavimas ir perémimas, uztikrinantys jy tgstinuma.

Nacionalinés mokyklos, kaip unikalaus atlikimo ir pedagogikos stiliaus, tapatinamo su
konkrecia Salimi, i8kilimas ir raida Europoje buvo susij¢ su dviem svarbiais veiksniais —
muzikos instrumenty gamyba ir konservatorijy jsteigimu. Nacionalinés mokyklos
i§skirtiniais bruozais laikytini $ie: nacionalinis charakteris, aprépiantis kultiira, jos daromas
itakas mokyklai; istorinés aplinkybés; interpretacijos tradicijos, t. y. garso kultiira, estetika,
technika; individuali asmenybé, priskiriama tiek konkreciai mokyklai kaip jai reikSmingas
mokytojas, tiek kaip mokyklos archetipas.

Vieningai sutariama, kad didziosios fortepijono mokyklos anks¢iau buvusia forma
nebeegzistuoja, o jy laipsniskas unifikacijos procesas vyksta jau daugelj mety. Mokykly
unifikacija — natiirali jy raidos pasekmé, taCiau vienais atvejais §is procesas gali biiti jau
pasibaiges (mokyklos iSnykusios), o kitais — dar tebevykstantis. Mokykly unifikacija
lemiantys veiksniai: globalizacija, jraSy pramoné¢, tarptautiniai konkursai, standartizuotas
mokymas, meno komercinimas, mazas vyraujanciy instrumenty gamintojy skaicius.
Teigtina, kad nacionaliniy mokykly diegtos joms biidingos atlikimo technikos ir interpretacijos

idéjos tebegyvuoja, yra tarsi uzkonservuotos tik atskiry vyresnés kartos pianisty praktikoje.
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Nacionaliniy mokykly klestéjimo laiku Sios idéjos buvo individualiy muziky praktikas

vienijantis pozymis, ta¢iau véliau, vykstant mokykly unifikacijos procesui, tai tapo

individualiy asmenybiy mokykly i$skirtinumo zenklu.

6. S. Aronovsky kaip atlikéjos ir pedagogés asmenybé formavosi trijose skirtingose

muzikinio ugdymo sistemose ir muzikinio gyvenimo aplinkose: Lietuvos, Rusijos ir

Didziosios Britanijos. S. Aronovsky mokslo ir profesinio gyvenimo periodai skirstytini j:

1940-1941 m. — Kauno konservatorija, A. Dvarionienés klas¢;

1941—-1945 m. — Arzamaso ir Bucharos muzikos mokyklos; Leningrado konservatorijos
jaunimo skyrius (Taskentas), L. Barenboimo klasé.

1945-1953 m. — Kauno konservatorija ir Lietuvos TSR valstybiné konservatorija,
A. Dvarionienés klas¢; Lietuvos TSR valstybinis operos ir baleto teatras,
koncertmeistere.

1953—1956 m. — Maskvos konservatorija, aspirantiiros studijos pas A. Goldenveizer]j,
G. Ginzburgg ir A. Sackes3.

1956—1970 m. — Lietuvos TSR valstybin¢ konservatorija, fortepijono déstytoja,
docente.

Nuo 1971 m. — Karaliskasis Siaurinis muzikos koledzas (Mancesteris) ir Karaliskoji
muzikos akademija (Londonas), fortepijono déstytoja.

1989-2009 m. Londono tarptautinio pianisty konkurso reng¢ja ir ziuri pirmininké.

7. S. Aronovsky ir jos mokytojy, vieny rySkiausiy rusy mokyklos atstovy (A. Goldenveizerio,

G. Ginzburgo ir L. Barenboimo), meniniy pozicijy gretinimas suponuoja $ias jy pianizmo

ugdymo tikslus jungiancias bendras nuostatas:

norédamas iSsiugdyti stiliaus pojuti, atlikéjas neturi ripintis savo individualybés
pasireiSkimu, — jis turi lavinti gebéjimg atpazinti specifinius kompozitoriaus (kiirinio)
meno bruozus, plésti savo akiratj ir ugdyti save kaip zmoguy;

kiirinio interpretacija turi biiti suprantama, aiski, neuztemdyta iSoriniais efektais;
kiirinio ritminés struktiiros suvokimas traktuojamas kaip gebéjimas autoriaus tekste
perskaityti, atpazinti ir atlikimo metu tarpusavyje derinti skirtingus ritminius elementus;
muzikingje frazéje visada turi biiti deklamaciné prasme;

fortepijono garsas daugeliu atvejy turi imituoti vokaling muziking linija;

nuolatinis démesys turi buti skiriamas garsy jungimui ir jy dinaminei iSraiSkai —

didziausio meistriSkumo reikalaujantiems atlikimo aspektams;
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uzuot formaves rankos pozicijg (atlikejy kartais vadinamg rankos ,,pastatymu), pianistas
turi siekti rankos judesiy pritaikymo jvairovés, nes visas muzikinio atlikimo procesas yra
nuolatinis judéjimas;

tikslus kiirinio teksto atlikimas pats savaime néra meniné interpretacija, o tik jos prielaida.

I$vados 8-12 formuluojamos, remiantis darbo autoriaus interviu su S. Aronovsky mokiniais tyrimu.

8. [Isskiriami Sie svarbesnieji S. Aronovsky pianizmo ugdymag su XX a. vidurio rusy fortepijono

mokykla siejantys bruozai:

atlikimas — technikos, muzikalumo ir gebéjimo komunikuoti su klausytoju vienové;

garso formavimo pagrindai ankstyvuoju mokinio raidos metu, grjsti ranky ir kiino svorio
paskirstymo technika;

démesys fiziniam garso paruoSimui;

siekis formuoti vientisg muziking linija, artimg balsui;

intonacinés raiSkos sureikSminimas;

ritminiy / intonaciniy struktdiry jtvirtinimas kaip esminis kurinio forma grindziantis
veiksnys;

griezta mokinio darbo disciplina.

9. Ivardijami S. Aronovsky pianizmo ugdymui budingiausi frazavimo meistriskumo aspektai:

frazavimo meistriSkumo siekiama, ugdant tinkama garsy iSdéstymo laike ir garso stiprumo
balansg;

laiko ir dinamikos santykis tarp garsy atlicka esminj vaidmenj, kuriant atitinkamg meninj /
estetinj jspudj;

daugiafunkcinis pavéluoto pedalo taikymas — viena svarbiausiy techniniy priemoniy,
uztikrinan¢iy nenutriikstamag muzikine linija;

siekiant vientisos muzikinés linijos, pasitelkiamas vokalinis fortepijono garso jvaizdis;
rubato raiska priklauso nuo ritminés frazés strukttiros ir melodinés linijos krypties; rubato
frazéje siekiama laipsnisky tempo ir dinamikos poky¢iy, islaikant aiSkius ritminius
parametrus;

siekiant ritminiams modeliams / ritminéms struktiiroms suteikti intonacija, ypa¢ greito
tempo kiriniuose, pasitelkiama poetinio rimo analogija;

intonacijos savoka siejama su kalba (deklamacija) ir dainavimu.

10. Isskirti Sie su S. Aronovsky pianizmo principais siejami atlikimo stiliaus formavimo bruozai:

atlikimo stilius néra savaiminis tikslas, — tai pianisto gebé&jimo suvokti ir perteikti muzikos
kiirinio turinj pasekmé; stiliy didzigja dalimi lemia pianisto gebéjimas jsigilinti j kiirinio

muziking medziagg;
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pirmiausia démesys telkiamas | maksimaly fortepijono garsiniy / techniniy galimybiy
pritaikyma konkreciame kiirinyje, o ne prisitaikyma prie menamy konkrecios epochos
atlikimo stiliaus kanony;

siekiama iSnaudoti fortepijono kaip vokalg imituojancio instrumento galimybes visy epochy
kairiniuose;

atliekant baroko epochos muzikg, bandymas imituoti klavesino garsg ir specifines jo raiskos
priemones atmetamas;

vokalinis barokings ir impresionisty muzikos traktavimas;

rySkiausi skirtumai tarp epochy atlikimo stiliaus juntami ne tiek lyginant garso formavimo

biidus, kiek ritminés laisvés ir garso dinamikos lygmenis.

11. Kdrinio struktiiros studijos S. Aronovsky mokyme apibiidinamos $iais teiginiais:

kiirinio struktiira suvokiama kaip reljefiskas architektoninis konstruktas;

kiirinio meniné raiSka priklauso nuo atlikéjo gebéjimo atpaZinti ir jgarsinti jo struktiiros
elementus — nuo motyvo iki visumos; struktiira yra tapati iSraiskai;

apie muzika reikia galvoti kaip apie strukttirg ir forma, keliaujancia laiku;

kiirinio struktiiros suvokimas atlieka pagrindinj vaidmenj, formuojant mazos ir didelés
apimties muzikos fragmenty interpretacija;

pasikartojan¢iy panaSiy ritminiy ir melodiniy motyvy kirinyje atpaZinimas yra vienas
svarbesniy veiksniy, padedanciy pasiekti struktiiros vientisumo ir aiSkumo;

kiirinio struktiira yra artima literatiiros kiirinio sandarai — tai zodziy, fraziy, sakiniy,

pastraipy ir skyriy hierarchija, vienijama juos aprépiancio naratyvo.

12. Isskiriami Sie pianistés pedagogikos formuojami atlikimo psichologijos aspektai:

su frazuote ir dinamika susijusios atlikimo raiskos sureik§minimas, siekiant jtikinamos
komunikacijos su klausytoju;

atida kiirinio sandarai / dramaturgijai / architektonikai kaip atlikéjo démes;j telkiantis ir
pasitikéjima savimi scenoje uZtikrinantis veiksnys;

psichologinés ir fizinés iStvermés scenoje ugdymas, mokiniui taikant programos grojimo
iStisai praktika;

galimybiy mokiniui koncertuoti uztikrinimas kaip esminé studijy proceso dalis;

mokinio garso jrasai — kritisko saves vertinimo ugdymo metodas;

intensyvus analitinis pedagoginis darbas pries koncertus — mokinio koncentracijg ir

atlikimo komunikatyvuma skatinantis veiksnys.

13. S. Aronovsky pamokos atvejo studija patvirtina ir pagrindzia jos mokiniy i$skirtus bei jai ir jos

mokytojams — XX a. pirmosios pusés rusy fortepijono mokyklos atstovams — bendrus darbo su

muzikiniu tekstu pozymius:
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e kiirinio ir jo daliy garsinis jvaizdis kuriamas konkrec¢iomis priemonémis, kurios taikomos
po ypatingai i§samios kiirinio struktiiros ir jos elementy analizes;

e kirinio fakttra detaliai skaidoma, kad atlikéjas pastebety smulkiausius jos elementus ir
ieSkoty daugiau galimybiy muzikinio teksto raiskai;

e Kkirinio faktiiroje ieSkoma artimy ritminiy ir melodiniy elementy sasauky, — jais remiantis
(Juos atlikimo metu susiejant ir iSrySkinant) konstruojama frazés intonacing ir dinaminé
struktira;

e darbo su kiriniu procese sudétingesnés struktiiros (pvz., ilgi pasazai) padalinamos
mazesnius melodiskai ir / arba ritmiskai panaSius fragmentus, kuriems randama atitinkama
raiSka, pritaikomi ranky judesiai, o tai jtvirtinus sujungiama j visuma;

e didelé¢ reikSme teikiama frazés garsy jungimui: nustatomi atraminiai frazés garsai,
melodiniy linijy kryptys, dinamin¢ intonacija, pritaikomas pavéluotas pedalas;

e jungiant garsus, pasitelkiami plastiski ir taupts ranky judesiai,

e daugeliu atveju, net ir atliekant virtuozinius pasazus, siekiama fortepijono garsy jungimo
iSraiska priartinti prie vokalo arba deklamacijos;

e pasikartojantiems frazés melodiniams motyvams suteikus aiSkias dinamines kryptis,
kuriamas rimuojamo teksto jspiidis; frazés iSraiska tokiu biidu priartinama prie poetinio
posmo ir dainavimo, — jai tarsi suteikiamas rimas;

e pamokoje reikSmingas démesys skiriamas garso balansavimui — garso balanso kaitos laike
procesuli;

e siekiama formuoti vientisg ir ilgg muziking linija;

e viena priemoniy ritminiam stabilumui pasiekti — ilgy gaidy ir pauziy tinkamos trukmés
uztikrinimas, mintyse jas padalinant ir skaic¢iuojant smulkesnémis vertémis;

e norint melodijai suteikti improvizacinj pobudj, rubato, reikalaujama islaikyti frazés

ritming strukttira.

Ryskaus pedagogo pianizmo ar kitos atlikéjiSkosios srities ugdymo principai atspindi ir
individualias, ir bendrasias dabarties atlikimo meno tendencijas. Jo propaguojama ugdymo principy
visuma ir jy perdavimo biidas gali buti panaSts ] savo amzininky ar jam jtaka padariusiy praeities
muziky, taciau talentas, asmenybés charizma palieka Zyme, lemia tai, kad tam tikri darbo su muzika
aspektai visada yra biidingai tik jam vienam. Remiantis Siam tyrimui panaudotos medziagos analize,
pricinama prie esminés iSvados — S. Aronovsky sukiiré¢ savo individualia pianizmo ugdymo

mokykla, kurios vienas kertiniy bruozy yra XX a. vidurio rusy fortepijono mokyklos tradicijy tasa.
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PRIEDAS NR. 1: M. KATINO INTERVIU SU S. ARONOVSKY MOKINIAIS

Interviu S. Aronovsky mokiniams klausimai parengti, remiantis darbo 2.3 poskyryje
nagrin¢jamomis fortepijoninio atlikimo problemomis ir konsultuojantis su S. Aronovsky. Tarp
kalbinty jos mokiniy yra ir vieni pirmyjy, ir paskutinio deSimtmecio.

Klausimai suskirstyti pagal 2.3 poskyrio turinj, apimant $ias temas:

atlikimo stilius;

e garso formavimas;

e ritmas ir kiirinio struktira;
o pedalizacija;

e frazavimas;

e judesiy koordinacija;

pianisto darbo procesas.

Interviu atsakymai pagrindzia darbe formuojama prielaida, jog S. Aronovsky sukiiré
individualig pianizmo ugdymo mokykla, kurios vienas kertiniy bruozy yra fortepijoninio
atlikimo tradicijy tgstinumas. Interviu medziaga ir iSvadomis remiamasi 2.3 poskyryje, kuriame
nagrinéjami esminiai S. Aronovsky pianizmo ugdymo principai, juos siejant su pianistés
mokytojy puoselétomis fortepijoninio atlikimo tradicijomis. S. Aronovsky pianizmo
pedagogikos sasajos su A. Goldenveizerio mokykla yra rySkiausios, o interviu atsakymai tokiai
nuomonei suteikia dar daugiau pagrindo. I$ interviu su pianistés mokiniais perSasi iSvada, kad
S. Aronovsky ir jos mokiniai i§ esmés pratesia rusy fortepijono mokyklos atlikimo tradicijas,
siekiancias XIX a. pabaiga, o laiko poveikis Siy tradicijy S. Aronovsky mokykloje pokyc¢iams
yra mazesnis, nei buvo manoma, pradedant §j darbg rasyti.

Visiems interviu davéjams klausimai prie§ pokalbius buvo pateikti susipazinimui. Jiems
su klausimais susipazinus, vyko pokalbiai. Buvo kalbamasi su visais interviu davéjais, iSskyrus
prof. Davidg Fanninga, kuris ] visus klausimus atsakymus pateiké rastu. Prof. Vovka
Ashkenazy’is j dalj klausimy atsaké rastu, j likusius — pokalbio metu. Parengtieji interviu yra
laisvos formos. Vienas interviu tiksly — paskatinti pasnekovus iSdéstyti savo autentiSskg pozitirj
i S. Aronovsky pianizmo ugdyma, todél pokalbiuose buvo uzduodami ne tiktai arba ne visi
numatytieji klausimai, arba klausimai buvo formuluojami, atsizvelgiant i pokalbiy eiga, turinj

ir trukme.
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Klausimai lietuviy k.

Bendrieji klausimai

Kaip prof. Aronovsky darbo stilius skyrési nuo jiisy ankstesniy ar vélesniy mokytojy?

Kokios prof. Aronovsky individualaus darbo braizo savybés padéjo formuotis jusy atlikimo ir

deéstymo stiliui?

Kokius / kuriuos atlikimo principus, jiisy manymu, peréméte i§ prof. Aronovsky?

Kokias psichologines jauno atlikéjo savybes prof. Aronovsky sieké ugdyti?

Klausimai apie atlikimo stiliy

Romantizmas padaré¢ didele jtaka vélesniy ir ankstesniy epochy muzikos atlikimui, o
fortepijonas sparciausiai vystési butent XIX a. ir XX a. pirmojoje pus¢je. Praeities atlikéjai
buvo linke ,,romantizuoti® Baroko ir Klasicizmo epochy muzikg. Dabar gi jsigalinti srové —
istoriSkai informuotas (kitaip — ,autentiSkas®) atlikimas. Kuo, jisy manymu, pasireiSkia
atlikimo stilistiné tapatybé, grojant skirtingy stiliy ir kompozitoriy repertuara? | ka, ugdydama
individualy jauno atlikéjo saviraiSkos braiza / stiliy, kreipé démesj prof. Aronovsky? Noré€iau
i$siaiskinti, ar yra esminiy garso iSgavimo skirtumy, atliekant, pavyzdziui, Bacho, Beethoveno,
Debussy, Skriabino kiirinius. O galbiit kaip tik esama kaZzko, kas prof. Aronovsky poZiiiryje j

atlikimg juos vienija?

Atliekant Baroko muzika, prieSingai daugeliui kity pianisty, vietoj trapaus ir sauso klavesininio
tembro, prof. Aronovsky reikalauja dainingo garso; sickdama garsy ir fraziy jungimo, ji daznai
sitilo naudoti pedala. Atliekant pranciizy impresionisty kiirinius, prieSingai daugeliui pranctizy
pianisty, ji daznai reikalauja didesnés dinaminés amplitudés garso ir rySkesniy frazés kontiiry.
Kokie biity jusy pastebéjimai Siuo klausimu? Kaip manote, ar jos poziiiris ] tam tikrg muzikos
stiliy yra salygotas technikos (kaip kad, pavyzdziui, daugelio pranciizy praeities pianisty
naudota jeu perle technika, 1émusi tam tikrg skambesio trapumg ir garso pavirsutiniSkuma, kokj
repertuarg jie beatlikty; prof. Aronovsky atveju tai biity tendencija naudoti gily klavisy
uzgavima, siekiant fortepijono garso vokaliSkumo), ar estetinio skonio, perimto i§ tokiy senyjy
meistry kaip Goldenveizeris ar Ginzburgas, kurie i§ esmés buvo veélyvojo rusy romantizmo

atstovai. Zinoma, gali biti ir kity tokio jos pozifirio priezaséiy... Kokie bity jisy pastebéjimai
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Klausimai apie garso formavima

Prof. Aronovsky jaunus muzikantus skatina iSgauti tokj fortepijono garsg, kuris priminty
dainavima arba deklamacijg. Ji néra linkusi siiilyti naudoti tokius garso efektus kaip,
pavyzdziui, klavesino imitavimas Baroko muzikoje, taiau ji siekia skirtingo tembro atspalviy
panaudojimo skirtinguose fortepijono registruose. Ji visada ypatinga démesj kreipia j frazavimo
ir garso kokybe bei siiilo jvairius tam padedancius metodus. K3 jiis galétuméte prisiminti i$ to,
kaip prof. Aronovsky dirbo su garsu? Kaip darbas su ja keit¢ jisy fortepijoninio garso

supratimg?

Prof. Aronovsky daug démesio skiria garso iSgavimo technikai; ji sililo (dazniausiai
demonstruodama prie antro fortepijono) naudoti jvairius klavi§y uzgavimo budus, kurie savo
ruoztu yra susij¢ su ranky ir kiino judesiais. Atrodo, kad ji visada iesko tokiy judesiy, kurie
padéty iSgauti garsg maziausiomis energijos sgnaudomis. Ar galétuméte prisiminti kai kuriuos

jos diegiamus garso iSgavimo metodus?

Klausimai apie ritmine ir kiirinio struktiira

Prof. Aronovsky savo darbe didelés svarbos teikia ritminei muzikos kiirinio strukttirai. Jos
nuomone, ritminé struktiira ir dinamikos niuansai yra glaudziai susije, ir Si tarpusavio
priklausomybé reikalauja didelio atlikéjo meistriSkumo bei iSlavintos koordinacijos. Kokios

reik§més ritminé struktiira turi jusy darbui su muzikos kiiriniu?

Prof. Aronovsky, dirbdama su kiirinio ritmine sandara, daznai sitilo padalinti tam tikras ritmines
struktiiras ] maZesnius elementus, o paskui juos vél sujungti. Ji daznai pataria, kaip galima
padalinti gaidy grupes (paprasCiausias pavyzdys biity 5 vienodos vertés gaidy grupés
padalinimas j dvi grupes 2+3). Ta pat] principg ji taiko ir makro struktiiroms (pavyzdziui, 4
taktus padalinant j 4 grupes po 1 takta, arba 8 taktus i 4 grupes po 2 taktus ir sitilant juos traktuoti
kaip vieng 4 daliy takta, kurio pirmoji dalis — stiprioji, antroji — silpnoji ir t. t.). Kokius jos darbo

su ritminiais ir struktiiriniais kiirinio sunkumais aspektus prisimenate?

Klausimai apie pedalizacija
Detalus ir rafinuotas pavéluoto pedalo naudojimas, kurj ugdo prof. Aronovsky, padeda pasiekti
ypatingai spalvingo garso jungimo. Kg prisimenate i§ prof. Aronovsky pedalizacijos

meistriSkumo ugdymo metodikos?
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Klausimai apie frazavima

Pasak Goldenveizerio, ,,[...] nesvarbu, kaip biity atlickama frazé, — forte, piano, su akcentais ar
be jy — joje visada turi buti deklamaciné prasmeé.” Analizuodama kiirinio struktiirg, prof.
Aronovsky ypatingg démesj skiria rimui (nuo Zzodzio ,rimuoti*) ir intonavimui, kaip
sudedamosioms frazuotés dalims. Kaip jiis suprantate intonavimo sgvoka ir kaip intonavima
taikote savo atlikime? Kokius kitus prof. Aronovsky darbo su fraze aspektus prisimenate ir kaip

jie atsispindi jusy darbe, besimokant ir atliekant kiirinj?

Prof. Aronovsky daug reikSmés teiké besitesianciai, nedeformuotai (vientisai) ir ,,dainingai‘
muzikinei linijai (frazei). Noré€iau paprasyti jiisy paaiskinti, kas rodo, kad muzikiné linija yra
vientisa? Kokie yra deformuotos (pertrauktos) muzikinés linijos pozymiai? Kokios salygos,

susijusios su ritmu ir dinamika, lemia frazés vientisuma?

Klausimai apie judesiy koordinacijg

Ugdydama pianisto technikg, prof. Aronovsky daug pamoky laiko skiria tikslingam ranky
judesiy pritaikymui ir optimizavimui, t. y. ugdymui tokiy judesiy, kurie maziausiomis energijos
sgnaudomis padéty iSgauti norimg skambes] (tai buvo ir vienas esminiy Goldenveizerio
mokyklos bruozy). Gal galétuméte detaliau prisiminti jums svarbius garso i§gavimo technikos,
kurig jums diegé prof. Aronovsky, aspektus, arba paminéti svarbesnius garso iSgavimo biidus,

kuriuos, kaip prof. Aronovsky mokyklos tes€jas / tgséja, naudojate jus?

Klausimai apie pianisto darbo procesa
Kas, planuojant darba, yra jums svarbiausia, kai ruoSiate naujg repertuara? Galbiit galétuméte

jvardinti tam tikrus jusy darbo su kiiriniu etapus?

Nors ir netaikydama pedantiS$ky apribojimy, prof. Aronovsky skatina laikytis autentisky
kompozitoriaus nurodymy tekste. Kokiais aspektais §is pozitiris atsispindi, jums ruoSiantis

atlikimui arba ruosiant jaunus pianistus?
Klausimai apie pasiruoS§ima koncertams

Ar galétuméte prisiminti, kaip prof. Aronovsky su jumis dirbo prie§ koncertus / konkursus?

Kaip tai skyreési nuo jos jprasty pamoky?
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Klausimai apie pianizmo mokykla / tradicija

Prof. Aronovsky daznai sicjama su rusy fortepijono mokykla. Taciau, be studijy karo metais
pas Leva Barenboimg Taskente ir aspirantiiros pas Aleksandra Goldenveizerj, Grigorijy
Ginzburga ir Abrama Sackesa Maskvos konservatorijoje, ji daugiau kaip 3 deSimtmecius
gyveno, mokesi ir désté Lietuvoje, o dar ilgiau — Jungtinéje Karalystéje. Ji taip pat buvo jvairiy
tarptautiniy pianisty konkursy Ziuri naré, kur ji susipazino su jvairios profesinés ir kultiirinés
kilmés muzikais. Ar manote, kad prof. Aronovsky gali buti laikoma vienos fortepijono

mokyklos / tradicijos atstove, ar visgi jos pedagogikoje dera jvairios tradicijos?

Ar pritartuméte minciai, kad prof. Aronovsky sukiiré savo individualy déstymo stiliy, grista jos

asmenine patirtimi ir principais? Kokie jos mokyklos bruozai, jisy manymu, i$siskiria i§ kity?

Klausimai angly k.

General questions:

How did the teaching style of Prof. Aronovsky differ from your other mentors?

Which individual qualities of her style helped to form your methods of performing and teaching

music?

What principles of performing have you absorbed from Prof. Aronovsky?

What psychological qualities of a young performer does Prof. Aronovsky seek to develop? How

do they influence your work and performance on stage now?

Performing style:

Romanticism had a significant impact on performing piano music of subsequent and preceding
epochs. Piano as an instrument was rapidly developing in the 19th century. Performers of the
past used to “romanticise” the music of the Baroque and the Classical Era. Nowadays, a so
called historically informed (‘authentic’) performance is leading the way. What, in your
opinion, is most important when conveying or expressing the music of different epochs (1
wonder if there exist a significant differentiation in sound production when playing, for
example, Bach, Beethoven, Debussy, Scriabin; or maybe there is something that unites all of

them in Prof. Aronovsky’s approach to performance...)?
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When performing the music of the Baroque, in comparison to many other pianists,
Prof. Aronovsky requires a singing tone rather than dry and crispy harpsichord like tone; for
the purpose of blending sounds and connecting phrases, she often suggests using pedal. When
teaching to perform the music of impressionists, unlike the French school pianists, she often
encourages using a larger amplitude of dynamics and more distinct shape of phrasing, and again
— always of a singing quality. Are your recollections the same? If so, what are your thoughts
about that? P. S. I am thinking if her approach to certain music is a matter of technique (like
‘jeu perle’ technique for many French pianists of the past, — it caused a certain crispy tone and
superficial touch in whatever they played; in relation to Prof. Aronovsky, it would likely be a
tendency for a deep touch and a singing-/ike tone), or a matter of ‘taste’ (aesthetics) she could
have adopted from old masters like Goldenweiser or Ginzburg, who were essentially
representatives of the late Russian romanticism? There certainly may be other reasons of her

approach...

Do you feel that there was a particular repertoire, which was special to Prof. Aronovsky?

Sound production:
What could you recall about her ways of working with you on sound? How has your

understanding of the quality of piano sound developed due to her guidance?

Prof. Aronovsky gives a lot of attention to the technique of sound production; she suggests
(usually demonstrating on the second piano) using various ways of touch, which subsequently
are related to motions of hands and body. It seems that she is always looking for the most
efficient motions to extract the sound from the piano. Could you try to recall some of the

methods of sound production she suggested to use?

Rhythm:

A great part of Prof. Aronovsky’s attention is always paid to the rhythmical structure of a
musical work. In her opinion, rhythmical structure and dynamical nuances are closely related,
and this interdependence requires mastery of application and direction of the performance.

What role does rhythmical structure play in your work on a musical piece?
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Prof. Aronovsky’s work on rhythm was often about subdividing and then reintegrating certain
rhythmical structures. She would often calculate and suggest how you can divide groups of
notes (a basic example would be a group of 5 divided into 2+3). She would apply the same to
the ‘macro structures’ (for example 4 bars dividing into 4 groups of 1 bar, or 8 bars — into 4
groups of 2 bars, and then suggesting to think of them as of a single 4 beats bar, where the first
beat is a strong beat, the second beat is a weak beat etc.). Could you recall some of her ways of

approaching rhythmical or structural difficulties in a musical composition?

Pedal:
A detailed and sophisticated way of using delayed pedal, offered by Prof. Aronovsky, helps to
achieve a particularly colourful quality of blending sounds. What are your recollections of

developing pedalling mastery propagated by Prof. Aronovsky?

Phrasing:

According to Goldenweiser, the phrase should always have a declamatory meaning/character.
When analysing the structure of a work, Prof. Aronovsky pays great consideration to the rhyme
and “intonation” as part of the phrasing. How do you understand the concept of

intonation and how do you apply it? What other aspects of Prof. Aronovsky’s work on phrasing

have you adopted and how does it reflect in your preparatory work and performance?

Prof Aronovsky gives a lot of attention to ensure a continuous, undistorted, singing musical
line. What, in your opinion, defines a continuous musical line / phrase? What are the symptoms
of a broken (distorted) line? What are the conditions, regarding the management of rhythm and

dynamics, which help to make the phrase continuous?

Work Process:
What do you find most important in planning your work when preparing new repertoire? Could

you possibly tell what the stages of your work when preparing a new piece of music are?
Stage:

Could you recall how Prof. Aronovsky worked with you in preparation for public

performances? How did it differ from her regular lessons?
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School/tradition:

Prof. Aronovsky’s name is often mentioned as related to Russian piano school. However, aside
from her studies with Lev Barenboim in Tashkent during the war and postgraduate studies with
Alexander Goldenweiser, Grigory Ginzburg and Abram Shatzkes at the Moscow Conservatory,
she has spent more than 3 decades in Lithuania and longer in the UK. She has also been a jury
member of various international piano competitions, where she has encountered musicians of
diverse professional and cultural backgrounds. Do you think Prof. Aronovsky could still be
regarded as a representative of one particular piano school/tradition, or does her pedagogy unite

various traditions?
Would you agree with the idea that Prof. Aronovsky has created her individual teaching style,

based on her personal experiences and principles? What features of her school, in your opinion,

stand out?
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Interviu su Vovka Ashkenazy’iu, 2018 05 24-26

Prof. Vovka Ashkenazy’is (g. 1961) pas S. Aronovsky studijavo 1977-1983 m. Karaliskajame
Siauriniame muzikos koledze Mancesteryje. Koncertavo su Londono simfoniniu orkestru,
diriguojamu Richardo Hickoxo, Los Andzelo filharmonijos, Berlyno simfoniniu, Ciuricho
Tonhalle ir daugeliu kity orkestry, diriguojamy Martino Fischer-Dieskau’o, Stanislawo
Skworaczewskio, Vladimiro Ashkenazy’io Semiono Byckovo ir kity. Grojo Londono Barbican
Centre, Royal Festival Hall, Sidnéjaus operos, Berlyno filharmonijos ir kitose salése. Jo jrasai
isleisti DECCA, Chandos ir Cryston jrasy leidyklose. Siuo metu — Imolos akademijos ir Italy
konservatorijos Sveicarijoje profesorius bei Rina Sala Gallo tarptautinio pianisty konkurso

meno vadovas.

When were you studying with Sulamita?
From 1977 to 1983 in Manchester. | was 2 years with her at the junior department and then 4

years as an undergraduate.

Did you have other teachers after you finished with her?
| did not have any more lessons with anyone after that. | believed that | knew what to do, and

it was basically the question of hard work.

How did the teaching style of Sulamita differ from your other mentors?
On the psychological level, it differed in the sense that she was much more domineering than

my previous teachers.

Which individual qualities of her style helped to form your methods of performing and
teaching music?
None, as | do not subscribe to the idea that the teacher is superior to the student; the teacher

may know considerably more than the student, but that is as far as it goes.

What principles of performing have you absorbed from Sulamita?

Singing line, playing in time, and relating and connecting everything.

Romanticism had a significant impact on performing piano music of subsequent and

preceding epochs. Piano as an instrument was rapidly developing in the 19th century.
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Performers of the past used to “romanticise” the music of the Baroque and the Classical
Era. Nowadays, a so called historically informed (‘authentic’) performance is leading the
way. What, in your opinion, is most important when conveying or expressing the style of
different epochs?

I do not believe in conveying or expressing style, and | do not think Sulamita was concerned

with it; she was concerned with expressing the music and conveying its message.

When performing the music of the Baroque, in comparison to many other pianists,
Sulamita requires a singing tone rather than dry and crispy harpsichord like tone; for
the purpose of blending sounds and connecting phrases, she often suggests using pedal.
When teaching to perform the music of impressionists, unlike many French school
pianists, she often encourages using a larger amplitude of dynamics and a more distinct
shape of phrasing, and again — always of a singing quality. Are your recollections the
same? If so, what are your thoughts about that? P. S. | am thinking if her approach to
certain music is a matter of technique (like ‘jeu perle’ technique for many French
pianists of the past, — it caused a certain crispy tone and superficial touch in whatever
they played; in relation to Sulamita, it would likely be a tendency for a deep touch and a
singing-like tone), or a matter of ‘taste’ (aesthetics) she could have adopted from old
masters like Goldenweiser or Ginzburg, who were essentially representatives of the late
Russian romanticism? There certainly may be other reasons of her approach... It may
also be that my attempt to distinguish some particular qualities of Sulamita’s attitude to
the music of the Baroque and Impressionism is irrelevant... I wonder what your view is.
Given that | prefer Richter’s approach to both Baroque and impressionist music, my view ties
in with singing approach. My view is that Sulamita went beyond, or even bypassed, style, and
concentrated solely on the right way of bringing out the musical line. This would preclude the
harpsichord or dry approach to playing music from these epochs that very often sounds
disjointed. | believe the origin of music lies in the rhythms inherent to the human body, and so
the voice and general pulsation are the most important elements. The crispy harpsichord style
is, in my view, a focus on the instrument (the mechanics, and how to “deal” with them) and not
the content (the music and how to express it). In a similar way, the attention should first be paid
to the story, and the best storyteller will never draw attention to his voice per se. If the first
thing I notice is “sound” or other “technical” features of a pianist’s performance, however good

the pianist might be, the performance has failed, and I lose interest. It would be the same if |
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noticed the storyteller’s voice before listening to the story. What is interesting is that pop music
is precisely about “sound” and “effects”, i.e. the most complicated means become the main
focus, and the essential message is very simple. High culture should ideally be the exact
opposite: the complicated message should be the main focus, and the means should quietly be

more than up to the task.

| also try to teach in the way that is telling the story. If you can tell the story and get people to

follow it, you’ve done 99 percent of the job.

Do you feel that there was a particular repertoire which was special to Sulamita?
Not really; she was always regarding all music as special, as far as | could understand at the

time.

What did Sulamita pay attention to when developing an individual style of self-expression
in a young performer?

| was never aware of her attention to developing an individual “style.”

Sulamita encourages young musicians to use various types of piano sound that resemble
singing or recitation. She prefers not to simulate a harpsichord in the Baroque repertoire,
but rather create different shadings of piano timbre when characterising different
registers of the instrument. She always pays particular attention to the quality of phrasing
and sound production, and suggests different methods of application. What could you
recall about her ways of working with you on sound?

She was very adamant, and quite rightly, about the suitable quality of sound, and this involved
both timing and volume. | remember in particular her explaining that a “harsh” sound was
simply when a note or a chord, especially when accented, was mistimed, i.e. when it was played

before the ear “expected” it.

I wonder if you mean that ‘harsh’ sound itself does not depend on the way your hands
struck the keys?

The noise that is created if a key is struck from above (i.e. the noise of the impact) is not exactly
harsh, but it is a sign of bad touch. Sulamita always preferred a close key contact, whereby even
fortissimo could be achieved by starting from the key surface, and not by crashing down from

above.
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Can a single tone sound harshly, or the harshness can be recognized only in context of
timing and volume of other tones?

The latter; context is key.

I find that Sulamita gives a lot of attention to the technique of sound production; she
suggests (usually demonstrating on the second piano) using various ways of touch, which
subsequently are related to motions of hands and body. It seems that she is always looking
for the most efficient motions to extract the sound from the piano. Could you try to recall
some of the methods of sound production she suggested to use?

She always looked for efficiency in order to make the music emerge, and she taught me a lot
about using all the leverage points (joints, basically) as and when necessary. One of the most
interesting features | can recall is the use of the core (diaphragm) to achieve the loudest sounds.
This is using the very quick “leaning forward” motion which is levered from the pelvis, and
this avoids having to throw the hand at the keyboard from high above (we are not playing
tennis). The examples you cited?? are all about timing, and using motion in order to position the
fingers in order to have them play with the right timing, and I recall very similar things, so |

need not elaborate more.

How has your understanding of the quality of piano sound developed due to her guidance?
It has allowed me to analyse precisely what “sound” is: it is very simply the result of the speed

of the descending key(s) and their location in the rhythmic flow (timing).

22\/ovka Ashkenazy was presented with the following excerpts from the interviews with other students of
Aronovsky:

1. Stefan Ciric: “I would mention the ‘backswing’ [of the hand — M. K.]. Sometimes she would use a side
backswing — that’s when you make a backswing sideways. It’s particularly useful when you want to avoid
chopped phrase and when you want to play several notes in one motion.”

2. Niklas Oldemeyer: “At the very beginning of my work with Sulamita I had to learn to apply a certain
technique. The knuckle of the second finger is a centre-point of your hand, which is a source of power (or
energy) for all your fingers. Then there is an imaginary bridge between the second knuckle and the rest of your
knuckles, so when you play with any of your fingers, you never lose a connection with the centre. You always
have to feel that the knuckle of the second finger unites the whole hand. It helps to feel your hand as a unit rather
than five unrelated fingers.”

3. Stefan Ciric: “Sulamita often asks to straighten fingers and suggests different ways of application depending
on the task. Sometimes you would need to ‘spring up’ pushing your hands of the keyboard. I used to do a lot of
pushing into the keys but now | always try to bounce of them. When you bounce of them and hold on a little bit
longer to your left hand and catch it properly with pedal at the right time (usually pressing pedal immediately
after the chord), it creates twice bigger sound, which is nice and warm at the same time. It’s particularly useful
when playing chords and octaves.”
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By saying ‘the descending keys’ — do you mean a ‘descending volume of sound’?
No, I mean when the key goes from its rest position (point A) to its depressed position (point
B). The speed from A to B determines the amplitude (volume, loudness) of the sound.

A great part of Sulamita’s attention is always paid to the rhythmical structure of a piece.
In her opinion, rhythmical structure and dynamical nuances are closely related, and this
interdependence requires mastery of application and direction of the performance. What
role does rhythmical structure play in your work on a musical piece?

Again, timing and amplitude (key speed) are the keys to rhythmic structure and relating phrases;
long phrases, and the musical line in general, cannot be realized unless all these elements are in
place. Hence, the tempo must be right, neither too fast or too slow, and allargando rubatos, or

“broadening up,” as she called it, must never separate themselves from the musical line.

Niklas Oldemeyer, who has recently completed his studies with Sulamita, told me that he
thought that “structure is the same as expression” for her, and that she has a very logical
and structural approach to the musical score: a structure of a motif or a phrase, a
structure of groups of notes, groups of bars and so on. Sulamita also likes to divide music
into smaller sections: for example, she would often suggest dividing 5 notes into 2+3 to
have a full understanding of and control on what you are playing; or she can divide 16
bars into 4+4+4+4 and then suggest to think of those 4 groups as of 4 mega beats (like in
a 4/4 bar, which has its strong beats, weak beats and a conclusion or a link with another
section at the end). Some students say that her ability to see the piece as a structure makes
her so successful with contemporary music. How do you work on structure when
preparing the repertoire?

Actually, | do very similar things when teaching, but for my own preparation | do it

unconsciously.

Was Sulamita applying the same approach during your studies?
I remember doing all of the above regarding subdividing, and then reintegrating; it relates very

much to calculus, which is about differentiation and integration. Musicologists have a tendency
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to differentiate (or dissect), and we musicians, at least the ones | respect the most, do our best

to integrate and create as large a structure, and as long a line as possible.

A detailed and sophisticated way of using delayed pedal, offered by Sulamita, helps to
achieve a particularly colourful quality of blending sounds. What are your recollections
of developing pedalling mastery propagated her?

I do not recall any specific work on pedalling; perhaps | was OK in that department!

According to Goldenweiser, the phrase should always have a declamatory
meaning/character. When analysing the structure of a work, Sulamita pays great
consideration to the rhyme and “intonation” as part of the phrasing. How do you
understand the concept of intonation and how do you apply it?

We never really used these terms, although on occasion she might use helping words in order
to clarify cadence or articulation: one such example is the second subject in the finale of
Mozart’s K467, where she suggested the word “Toyota” for the correct proportions in the

slurring and emphasis of the 8th-note theme.

What other aspects of Sulamita’s work on phrasing have you adopted and how does it
reflect in your preparatory work and performance?

Her emphasis on connecting and relating the phrases, and the notes and chords/harmonies has
reinforced my own intuitive understanding of the importance of always having a continuous
musical line - call it musical tension - and never pausing or distorting the rhythm to the point

where the line breaks.

I think this is a very accurate remark. May | also ask you to explain what shows that the
line is breaking (what are the symptoms)?
I would need to compile and compare recordings in order to show specifics. Unfortunately, very

few of today’s pianists show even the slightest concern for this; they distort almost every phrase.

[Prof. Vovka Ashkenazy provided 8 examples of the recordings of Chopin Sonata Op. 35 No. 2,
movement 2, bars 81-120, performed by 8 different pianists, and gave his assessment.
Recordings, where pianists produced a continuous musical line were rated as ‘good’.

Recordings, where pianists broke the musical line were rated as ‘not good’].
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Thank you very much for the samples of the recordings you sent me. I listened to them
many times and | even managed to identify some of the players with some help of
technology. When listening to them, | realized that performers, who manage to keep that
singing line flowing, they also manage to keep the listener involved in what he hears; and
in reverse — those, who break the line, they somehow detach the listener from the music.

And you can also break the line by making those impulsive accelerandi within the middle of
the phrase. Many pianists tend to do that quite a lot: they tend to surge forward for no reason

other than impulse. And that also in a way breaks the line. It takes the attention away for a
moment.

I remember Sulamita was working very hard with me on the exactly the same theme, as |
was struggling to make it sound as a continuous line. I am still very interested to try to
find a verbal description and explanation of what the continuous line is. I have some ideas

about the continuous line and | just want to ask you to approve or disapprove them.
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Would it be relevant to say that a continuous musical line cannot be achieved when
consecutive melody notes are played at the same volume?

That’s an interesting question because in some cases when there is enough variation in the
interval, it is conceivable that you can do it without too much inflection. But then again, if you
were to sing it, I mean if you were to approach it vocally, you would never sing any note
sequentially at the same volume — you would always have some kind of shape. So in that respect
— yes, you are correct. And there can be very small variations. But absolutely flat, I would
suppose, would not work. You even make a space to go up the sixth, for example. And that is
a vocal necessity. It is an organic necessity for the singer; and because the piano was reflecting
a singing line, you have to play it not just as digital points on a keyboard. This is what my father
always stressed. He said: “Well, a singer would have to take time here and would not have to
take time there. And often, for example, when you descend, you have to take more time because
there is also to be a register problem — when you are going to lower registers, there tends to be
less clarity, so you need to more time and maybe some more volume. Sulamita also mentioned
that. For example, her idea is that you should never pedal when the line is going downwards.
When it goes down, you have to clear much more of the sound, because otherwise it just gets
lost. And the same applies to singing — when you sing downwards, you have to give more
breath, you have to give more sound, so that the line seems to be continuous. In fact, you are
giving more volume, but the ear is fooled into the believing that it is simply continuing

downwards, and you can still find coherency.

Would you agree that another condition for a continuous line is correct timing? Let’s say
in the example you provided, which is basically a waltz, you can achieve that impression
of swaying by maybe staying on the first beat slightly longer and then slightly accelerating
towards the first beat in the next bar.

No, it’s not a rule that you stay on the first note longer. Actually the waltz is drawn either
between one and two, or two and three, rather than three and one. | wouldn’t necessarily say
that’s it’s about a holding the first note. It could be so in certain bars, like in the second bar of
a given example — you would not only delay the long note, but also round it a little bit, broaden
it a little bit.

Could it be so that another condition for undistorted line is a necessity to listen to the
sound after you press the key, so you would be aware about how much energy you need

to provide for the next note?
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| have this idea that you should really hear the sound before you produce it. You should have
the idea in your head and already hear it and try to play it according to that. But of course
accidents would happen — you might not get volume of sound correct. And then, she said, you
would have to make an adjustment after that, so that to all terms and purposes it is still a
continuous line. So if you play too loud, for example, you might have to wait a little bit longer
for a sound to decay. So yes, there is an adjustment process, but ideally one should always hear
the sound before producing it. So in that sense your statement is correct, because it’s still of

course being related to what you’ve just produced in term of a sound.

You are always judging as well, — you are judging your own line. We have to be three people
when we play the piano: we have to play, we have to judge, and then we have to tell the player,
based on the judgement, how to play. And it goes in that circle all the time. We have to be
audience and performer at the same time. The performance has to somehow be detached enough
to judge objectively... | believe that moral people, for example, have this kind of separate
element that judges the behaviour within themselves. So you might feel, for example, like
killing somebody but part of you says: “No, you have to refrain from it, however much you
have an impulse.” It’s a matter of moral authority here. And, I suppose, that outside part of you,
which is a moral authority on the way you make music, has to listen to oneself in the same way
you are listening to everybody else, but it’s much more difficult, because you are also playing.
That is what | try to do and what | also try to show to my students, that part of you has to judge
what you are doing. It’s easy when you have a recording of your playing. Recordings actually
helped me a great deal. | would sometimes misunderstand what | had been doing myself, and
then would listen to a playback and realize what really was happening. As you gain experience
from that, you begin to create within yourself that outside force that judges actually more
correctly. So it’s a very complicated process. There could be a scientific approach to it, in
relation to how your brain works, but I am talking about the psychological side of things,
because that’s as far as | can be competent in. Of course each person would have to find his
own way, with things and possibilities being shown. | think basically when we are being taught,
we are being shown possibilities. And then we are being shown that we also have those
possibilities ourselves, if we are willing to put our effort into it and to dedicate our efforts to it.
And sometimes teachers show you what you already know, but didn’t necessarily identify or

didn’t necessarily trust within yourself.
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When teaching, many times | have done things by comparing how to play a phrase in two
different ways. And every time the students gone for a correct one, though | never said in
advance, which one is better. So it shows that they already knew it. If you’ve come to music,
it’s because there is certain love and understanding for it. The teacher should actually just bring
that out. And | have to say Sulamita did absolutely that. She was sometimes a bit overbearing
in the way she expressed things, but ultimately it was right. She always said: “You often have
to exaggerate the musical line in your practice or when you get out on stage. Eventually when
you are tensed and nervous, things reduce. It’s the same as for ballet dancers — if you want to
do, for example, 12 pirouettes on stage, you have to be able to do 20 in the studio. Regarding
piano performance, it’s the same approach. Of course with experience you also begin to judge
how much you need to do when you practice. But generally Sulamita would say: “Do much
more than necessary in terms of phrasing and dynamics and other things, when you are
practicing”, which is good, because you can always reduce. But you can’t force on the stage if
you feel that you held back. Then it becomes unbalanced. Give too much material — and you
can balance it out, which is actually an easier option and a very good option. And that is not
necessary the Russian school, — I think that just a very good intuition, very good common sense
and, of course, first and foremost — respect for the music, and an understanding of human

psychology, also performance psychology in particular.

In a way, we are always performing in a sense that any interaction between people has the
element of the performance. There are people who don’t dare to meet other people, who don’t
dare to speak, who don’t dare to pick up the phone to call someone. It’s the same essential
nature that manifests itself when you have stage fright. It’s the same thing, except that on stage
it’s simply much more intense, and there is maybe more at stake in the view of the performer.
Some people have this fear of performing, fear of encountering, fear of dealing with, and
performing is simply the ultimate expression of encountering an audience, convincing an
audience. It’s all part of that tapestry of human life. In that sense, | think, music is so significant,
so important. It’s maybe one of the most important activities that we can engage in, because it
brings harmony, it gives integration, it gives psychological balance. And, I think, it’s a bringer
of peace as well. | have this naive idea that if everybody learned music, we would have no more

problems in the world.

Several recent students of Sulamita told me that she tends to choose slower tempos, to give

the performer enough time to fit in everything what’s related to expression. When you
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perform, it sounds natural and very interesting to listen to, but initially it seems that no
one plays that slowly.

I would take that argument a little bit further and say that in many cases the tempo actually does
reach the correct speed. But it’s the approach in getting there — it’s still approaching it from the
musical side. When the music depends on the faster tempo, then you have to play at the faster
tempo. I think Sulamita basically knew what the right tempo was. And it could be a bit faster,
provided that you still make music and it still has the necessary type of pattern. Relating it to
distortion of a musical line we discussed earlier, speed in itself could be a distortion — whether
in a small part of the phrase, like surging, or whether it is the tempo that is too fast anyway. |
agree in that sense, that first you have to make music anyway. For example Alicia de Larocha
plays Rachmaninov Concerto No. 3 absolutely wonderfully, but it’s slow. If you just listen to
the speed [of her performance] for its own sake, you can say that it’s a bit slow, but you can’t

notice it, because every note is alive there. If it’s interesting to listen, you don’t really notice.

Many pianists today tend to be focusing on speed, especially the pianists from the East. | always
had a tendency to rush, but she always emphasized pulse and feeling the pulse in the whole
body. I remember some pre-concert exercises she would make me do. For example, steady
walking, when you need to feel all the body swaying back and forth. Physiologically it is to do
with using the biggest muscle groups in your body. The largest groups as you diaphragm or
your hips should actually provide a stabilizing effect on all the little things that happen, —it’s a
physical framework, it’s a rhythmic framework, and it is to be used, because it’s necessary.
That’s why conductors are so lucky because they can use the body. A pianist should be a
conductor to himself. When | get the student to beat time (not directly, but somehow in the
body), that sometimes works. It also has a positive effect on preventing the rushing. One should
never focus on just some small element. Using your body also allows you to keep everything
in focus and in your attention field. There are people, who are born with this naturally, but you

can also develop it. A good teacher would develop that quality as well.

What do you find most important in planning your work when preparing new repertoire?

The musical line, and playing through.
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Could you possibly tell what the stages of your work when preparing a new piece of music
are?

You are asking me the impossible; it would take a huge amount of time and effort to explain.
In brief, 1 always start by trying to conceive of the complete piece (the whole) even when
working on the technical aspect of learning the notes and finding solutions to some difficulties.
The emphasis is always on the music, and one of the biggest difficulties to overcome is not to
succumb to a technical solution which is anti-musical (playing the first group of octaves slowly,

for example, before picking up the speed).

I’d like to introduce you with an excerpt from Grigory Ginzburg interview, where he is
talking about three stage of his work on a musical peace. | wonder what your attitude
towards it would be:

The first stage is simply getting familiar with the composition, of course at the instrument.
If I have never heard the composition | play it through, familiarize myself with the thematic
material, with how it is developed ... At first | usually do not strive for the utmost precision but
rather try to imagine how it should sound as a whole. If the composition is new and complex |
will slowly and meticulously try to parse it. First of all I will try to understand the form of the
piece, and then will try to sense the harmonic foundation.

The second stage is learning the material, preparatory work, mostly on various parts of
the piece, various episodes. Here | think that one should play and study in tempo, getting as
close as possible to what | think is needed in a given piece. The tempo is restricted here only
by my ability to master the material. If | cannot play in the fast tempo then | start playing slower
but for the mechanics this is absolutely unnecessary.

The third stage is what | call “adaptation ”: the general understanding may be quite right
but when you encounter all the difficulty and complexity of an almost ready performance in
practice, it often turns out that one has to adjust the piece to some extent to yourself. Only then
you realize that essentially nothing has been done! One has to build the architectonics of the
whole performance so that it would contradict neither the author intentions nor your own
concept. The third stage is the most crucial and important. Here you find the necessary means
to express the images. And here you are constantly checking your performance as to how it

would be perceived by an outside listener.

This is absolutely what I would also endorse. | couldn’t add anything more because this is so

essentially true. You know, what’s interesting is that Michelangeli (we live in the same village,

112



where he used to live, and so we’ve met and spoken to people, who knew him very well)
basically would only learn mechanically the notes of a piece of music — sometimes he would
spend 14 hours a day just practicing mechanically, and then apparently he would maybe in the
last few weeks before actually performing the piece “add” the interpretation. What that means
is beyond me, because this is an approach that | simply cannot identify with. This is an approach
which is actually manifested in his performances. You can actually see that it’s all basically
manufactured. There is not, | think, one phrase in Michelangeli (except maybe in the Paganini
variations by Brahms), where there is a moment of just naturalness, otherwise it’s all calculated
to the end degree. That’s one approach. | don’t subscribe to it. | have great admiration for what
he achieved, because in terms of just the artisan side of technique, it was extraordinary, but

there is no contribution towards music.

I’ve read a book recently, called “Walking up the Mountain Track: the Zen Way to Enlightened
Musicianship”, written by a Dutch pianist Eric Schoones, where he interviewed many different
pianists, although the focus of the book is on Horowitz and Celibidache (who are not my
favourite artists, and to connect Horowitz with Zen is absolutely beyond me, — it doesn’t make
sense). But anyway, the interesting thing about the book is about how great pianists prepare. In
one of the chapters of the book [Horowitz] is talking about how Rachmaninov was practicing.
And it seems that not only Rachmaninov but a few of his contemporaries (I think Rosenthal and
Lhevinne) had the habit of practicing ultra slowly to the point where you could almost not
recognized the piece of music that was being played. | find that first of all a revelation, because
| didn’t really expect that someone as great as Rachmaninov practiced in that way. It was when
he got older, and in order to maintain technical reliability, he in a way resorted to that. | rarely
felt the need to do that, unless there was an incredibly difficult passage, where you maybe
couldn’t quite understand why it didn’t work, then you might have to slow it down to the point
when you can actually see where the fault may lie. To take the piece and to play very slowly
whole of it very slowly, — I would have a hard time doing that. Maybe with extreme musicality
— yes, it could work. As if alla Sulamita in the sense that you would still be making music.
Sulamita said that it’s much harder to make music playing very slowly, which is absolutely

true. | think that the line is not going to be there below a certain tempo.

Without applying some pedantic restrictions, Sulamita suggests ensuring the respect to

the authentic indications of the composer. In what ways do you feel her recommendations
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are reflected in your attitude when preparing for your own performance and/or when
teaching a student?

There should be absolute respect for the composer, and she never expected otherwise.

Could you recall how Sulamita worked with you in preparation for public performances?
We would have many play-throughs; this was something she always stressed. Sulamita always
suggested playing through. I think it comes from the Russian school. Gilels apparently said that
at least 2 weeks before you perform, play a program through every day. Sulamita always

stressed that you have to develop stamina as well.

How did it differ from her regular lessons?
They were performances of the entire programme as opposed to individual movements or

pieces.

Sulamita’s name is often mentioned as related to Russian piano school. However, aside
from her studies with Lev Barenboim in Tashkent during the war and postgraduate
studies with Alexander Goldenweiser, Grigory Ginzburg and Abram Shatzkes at the
Moscow Conservatory, she has spent more than 3 decades in Lithuania and longer in the
UK. She has also been a jury member of various international piano competitions, where
she has encountered musicians of diverse professional and cultural backgrounds. Do you
think Sulamita could still be regarded as a representative of one particular piano
school/tradition, or does her pedagogy unite various traditions?

I do not really focus on any particular piano school or tradition, as | consider it not to be relevant
to what the music requires. | believe this also to be her attitude. Perhaps the use of arm weight,
which she always focused on, could be considered a feature of the Russian school, but her
musical approach was much more natural than that which is associated with the Russian school.
There is a certain idealism in the approach of the old Russian school, which is of course a
respect for the art. And that | think survived in a way the Soviet system. The Soviets tried to

destroy everything but they failed in this respect. It got through. For that we can be very grateful.
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What features of her school, in your opinion, stand out?
| think she is one of those rare piano teachers who considers pianism as simply a means to make

music; this is a rarity today.

Interviu su Stefanu Ciri¢ium, 2018 05 01

Stefanas Ciri¢ius (g. 1986) pas S. Aronovsky mokési 2002—2010 m. Purcellio mokykloje ir
Karaliskojoje muzikos akademijoje Londone. Véliau studijas tesé privaciai. Pelné pirmasias
vietas Viotti, Cantu ir Jaén tarptautiniuose pianisty konkursuose, koncertavo su Londono
filharmonijos, Vienos, Sofijos, Belgrado filharmonijos ir Kitais orkestrais, grojo Wigmore Hall,

Cadogan Hall salése Londone, Glenn Gould Studio saléje Toronte, Salle Verdi Milane ir kitur.

You’ve been studying with Sulamita for 8 years.
In fact I’'m pretty sure I’m the one who studied with her the longest. After I finished my studies,

I still kept going to her regularly for another 8 years. That was about 14 years altogether.

Who were you studying with in Serbia before you came to London?
My teacher before Sulamita had the same roots — she was teaching in Belgrade but she studied

with Heinrich Neuhaus. Her name was Bozena Griner.

Many say that schools of Neuhaus and Goldenweiser were very different.
Yet | felt it was pretty similar approach. My first teacher built me up to a certain standard and
then Sulamita started from there. It’s not easy to compare them because you face different

challenges at different stages of your studies.

One of the aims of my research (though I’m not sure if I will reach it) is to prove that
Sulamita combines different traditions in her piano education. What would you think of
that?
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| spoke to her about this many times. | asked her about different schools like French, Russian,
German etc. and she said that she didn’t really felt that she was representing Russian school
and she thought there is no such thing anymore in modern world. | would say she does try to
be a modern teacher. I don’t think she puts her mind on one thing. I think she is equipped with
competence to teach music of any style. She is a perfect example of a modern teacher. Although
she is older than most of other teachers, over the years she managed to keep developing herself

along with her students. Do you agree with me?

I haven’t come to a conclusion yet. I read a book called “Lessons of Goldenweiser”, and I
found so many similarities to Sulamita’s approach to music, that I think it must have had
a huge impact on her. On the other hand, when | was talking to her former Lithuanian
students, | realised that they hadn’t heard of many things which Sulamita is emphasising
in her lessons at present time. It shows that she has been developing a lot since her
departure from Lithuania. I don’t know yet if she has developed a different style or if she
has found different more effective means of teaching and explaining things that she was
taught to do.

Perhaps the latter is more correct — that she found new ways of dealing with different things but

through the same principle.

What is Sulamita’s approach to French music, especially the music of impressionists?

| think many people even nowadays make a big mistake thinking that Debussy or Ravel are
supposed to be a pedal mess or trying to make beautiful sound by putting a lot of pedal. She
explained it to me, that it must have not only very clear rhythmical patterns, but also a very
clear rhythmical gradation throughout the whole piece. This is achieved not by putting a lot of
pedal, but by rhythmical precision. | played quite a few Etudes by Debussy, and especially here
you should aim for as much clarity as possible in terms of rhythm and sound, trying to create
this miraculous sound by touch and rhythmical side of things rather than by sheer volume and
pedal.

Does she require a specific sound when playing French composers?

Whatever | played — Scarlatti, Rachmaninov or French, she always asked me for the sound to
be more projected. That makes sense, | think. Riyad (another student of Aronovsky — M. K.)
once played Gaspard de la Nuit to Pascal Devoyon, and when he came back to Sulamita, she

was completely furious.
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I wouldn’t necessarily say that teachers have a very different understanding of styles. Students
often don’t know how to use information they receive. They hear something that impresses
them, and suddenly they want to change everything to match it. It’s also easy to misunderstand

suggestions of a teacher, with whom you are not familiar.

I think Sulamita is a very precise and practical teacher and she always knows precisely
what she wants to tell the student.

That’s right. And whatever her idea is, she will adapt it to your capacities.

When | played Rameau to Sulamita, she suggested | should have used pedal more than I
did before, and that I shouldn’t try to make piano sound like a harpsichord.

| played quite a lot of Scarlatti a little bit of Bach. | have actually never tried to imitate
harpsichord. Well, Sulamita has never asked me to do something extreme like using a lot of
pedal, but she certainly advises to use pedal when connecting phrases or when it helps for the

phrase to reach and emphasize its culmination.

I find that Sulamita is working a lot with sound and various ways of touch, which
subsequently are related to motions of your hands and body. I think she always looks for
the most efficient ways to extract sound from the piano.

My personal experience is exactly as you said. She definitely does like to find the most efficient
way to use as little energy as possible to reach the goal. But then again, it depends on what you
can do or can’t do. I used to do a lot of body movements and head movements, thinking that
they helped me to perform, though actually it was the opposite — I was thinking that | was doing
something with my hands, when in fact I wasn’t doing what I thought I was. Sulamita suggested
for me to tape myself, and after | watched it | realised that she was right. To minimise an
unnecessary loss of energy, she tries to explain and show to you all kinds of things you can do
with your hands. When she shows one thing to you, you can usually apply it in many other
different situations. | think that body injuries she had in the past made her think of various
different ways of using her hands and body to achieve a desirable sound in a most efficient
manner, and | think she achieved some fantastic results there. She often used to demonstrate
different motions that were supposed to help me produce the sound | needed, and it often took
me months, sometimes years to understand and to learn them. And sometimes she can achieve

fantastic sound with relatively no energy at all — just using her fingers.
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Could you name some ways of producing sound which are most characteristic to her?

| would mention the backswing. Sometimes she would use a side backswing — that’s when you
make a backswing sideways. It’s particularly useful when you want to avoid chopped phrase
and when you want to play several notes in one motion. You always have to connect as many

notes as possible with one motion, and not to separate them.

Niklas and Maria (students of Aronovsky — M. K.) told me that at the very start of studying
with Sulamita they had to learn that the knuckle of a second finger is like a centre-point
of the hand, while there is a bridge between it and other knuckles, so when you play with
any of your fingers, you never lose a connection with the centre. Could you try to explain
how it works and what it helps for?

She installed that into me when | was 16, and then | would apply it wherever | felt that it was
needed. It helped me feel my hand as a whole rather than five unrelated fingers. You always

have to feel that your knuckle (the knuckle of the second finger — M. K.) unites the whole hand.

Sulamita often asks to straighten fingers and then to use them in various ways depending
on the situation. Sometimes you need to spring up; sometimes you need to push your hands
of the keyboard and so on. | often get mixed wondering which way is the best to apply in
a certain situation.

To start with, 1 am doing a lot of pushing, and | feel she allows me to do that a bit more than
she normally does. But then, when we started playing pieces like Tchaikovsky Concerto,
Rachmaninov Concerto No. 3 or other pieces that require big sound, she explained to me what
the difference between pushing off the keys and pushing into the keys is. Nowadays while
playing chords and octaves | very rarely push into the keys, — I now always try to bounce of
them. When you bounce of them and hold on a little bit longer to your left hand and catch it
properly with pedal at the right time (usually pressing pedal immediately after the chord), it
creates twice bigger sound, which is nice and warm at the same time. When pushing off the
keys, a lot of it has to do with pedal. The technique of your hands and fingers makes just 50

percent in this case.
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You use most of energy before you touch the key and after that you release your hand.
Isn’t it so?

In my case the point where you need the biggest tension is when you push off the keys and not
so much before that, because if you tense up too much in advance, you might miss the
momentum. [ wouldn’t say that I use a lot of energy before the chord — once you are there (on

the keys — M. K.) — the bounce off them is the time when you need it.

It seems to me that Sulamita’s approach to the use of delayed pedal is quite unique. What
would be your remarks about that?

Towards the end of studying with Sulamita and especially when playing more complicated
things, it appeared to me that in most cases you should use a delayed pedal. You certainly
sometimes need to use direct pedal, but many pianist use only the latter. The reason why she
likes delayed pedal (or “the crocodile” as she calls it), is simply that it produces bigger sound.
The sound, when using delayed pedal, immediately resonates from the piano, — it carries the

sound through in any kind of concert hall.

Niklas told me that he thinks that “structure is expression” for Sulamita. Everything
what’s related to structure is related to expression. It can be rhythmical structure, a
structure of a motif or a phrase, a structure of groups of notes, groups of bars and so on.
Sulamita also likes to divide things into smaller sections — she can divide 5 notes into 2
groups of 2 and 3 notes, or she can divide 16 bars in groups of 4 bars. It seems to me that
her essential understanding about music comes from there. Maybe it’s one of the reasons
why she is so successful with contemporary music. How could you comment on that?

| started to work on that so early that it appears to me now that there is simply no other way.
When I opened a new piece, Sulamita used to tell me: “I know you don’t know the music, but
why don’t you try to immediately feel where it is going, what the structure of this phrase and
of that whole segment is...” When you start learning a piece this way, it becomes easier to play
and understand the music after you learn the notes. To me it seems that there is no other way of
playing any instrument any piece of music without a very clear and organised structure. It takes
an incredible amount of work and understanding, but without it the music seems empty.
Whether it’s music of a rhythmical or melodic nature, its structure is the key to expressing

composer’s conception of a piece.
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Sulamita often pays a lot of attention to rhyme and intonation. How do you understand
conceptions of rhyme and intonation in music and how do you apply them?

Rhyme comes from poetry. Sulamita, as you know, would say those short Russian pieces of
poems in relation to a specific rhythmical pattern she wants you to understand. When she says
them, you realise that it’s exactly the same (the rhythmical pattern that you play — M. K.), —it’s
an identical material, just written by a different person (a poet — M. K.) in a different way. |
would say most of the time it’s a thythmical rhyme, and I am convinced that it’s exactly what
composer meant. Many musical pieces come from poetry or a traditional song, that’s why they
are all full of rhyme. | think that rhyming the music not only makes it comfortable for you to

play it, but it also makes it much easier for a listener to understand what it is.

Intonation plays an important role in finding ways to display different “turns” of a melody and
create different shadings of sound within a specific phrase. Intonation helps to make a specific
part of a phrase more special. When you have two similar phrases, everyone can play the first
phrase louder and the second — softer. However, you need to create a certain blend of sounds

within them.

How do you work a new piece? What are the stages of your work process on a new
repertoire?

| immediately try to have some kind of a structured reading through the notes. I don’t agree
with those pianists, who read or learn the notes first, and only then they start working on
structure. | immediately try to structure the music into divisions. While learning the notes, in
each phrase or segment of a piece you can already explore where the focal point is, where the
transition is, where the highpoint of the entire piece comes, how many bars make each musical
sentence and so on, and highlight certain things within a piece, so you could plan ahead the
dynamics in advance. Then eventually after playing a piece for a long time, you get used to it
so much, that you start losing focus. Then you need to freshen it up, and it can last for ages.
That’s the time when you need to develop your ideas in a more refined way. It’s also the time
when you refresh your mind and create something new. You never really get bored of a piece

when working this way.

Could you remember how Sulamita used to work with you before performances?
Before an important concert, it many times came to a point where | thought | would fall of the

piano, because weeks and days before a concert Sulamita would work with me really intensely,
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she would even ask to change some things. | would also need to change something even at a
rehearsal on stage. Several days before the performance I used to worry that I wouldn’t be able
to execute everything she had told me. But at the day of the performance Sulamita would have
been very different. She would just say something like: “Just do it. This is great.” Minutes or
hours before playing, I always felt absolutely ready to perform. That’s probably because she
kept me very much focussed during the days of that intense preparation.

I remember you playing Rachmaninov Concerto No. 3 and arguing with Sulamita about
tempos. She wanted you to play certain parts of it slower, while you tried to convince her
that nobody plays it that slow. | find that Sulamita wants to fit into the music so many
things related to expression, that the music itself often doesn’t require to be played that
fast.

The older | was getting, the better I understood exactly what she wanted then and what it really
means. Let’s say if you play the third movement of Rachmaninov too fast (and that happens to
many pianists), the music can become a fast ongoing mess that makes no sense. It is actually
not that much about playing fast, — you need to choose a steady tempo, within which you will
be able to characterise the material properly, and it is so much more exiting to the audience than
listening to a merely fast playing. In the third movement of Rachmaninov’s Concerto, a tiny bit
slower tempo highlights an upbeat in the theme. This upbeat is very characteristic to Russian

folklore, and it gives a very strong character to the entire movement.

What psychological qualities of yours has Sulamita tried to develop?

Through her work with me, Sulamita made me believe in what I’'m doing. I also learnt of not
being afraid of failure, especially in competitions. | would not become upset when I don’t
succeed in a competition, though many people cannot do that. She would always say: “You
didn’t pass? Well, never mind. Just keep going”. And that created a really strong character in
me that | just kept going and going. Failure is part of our profession. | remember Sulamita
saying: “You are going to fail 50 times, but you are going to succeed once or twice and that

will be fine!”.

When | came to Sulamita at the age of 16, | liked that she had authority over me. | totally
understand that people can go out from Sulamita’s lessons crying, because she can be very
tough, but I really valued that | found somebody, who was going to tell me exactly what it is. |

was very happy that she always kept me strong and in control on what I do.
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What other features of piano education by Sulamita do you find important?
| think that a huge amount of purposeful and hard work with her students is one of many things

that make her school very special. She is a very demanding teacher.

In her lessons, Sulamita often stops me at those places, where | was thoroughly convinced
I was playing exactly as she would suggest. And then she would tell me the same thing that
it seems to me | was trying to execute. Is it that you need to exaggerate things to make
them clear to a listener?

It happened to me million times. | think that having an idea what you want to do and the
execution of this idea are two very different things. Sulamita would often stop you because she
would think that it was not enough. Making it clear to the listener is what we should aim for.
Even after playing a most crazy contemporary piece, sometimes people would come to me and

say: “This piece makes a lot of sense actually”.

Interviu su Niklasu Oldemeyeriu, 2018 04 20

Niklasas Oldemeyeris (g. 1993) pas S. Aronovsky studijavo 2011-2016 m. Karaliskojoje
muzikos akademijoje Londone. Rengé recitalius St James’ Piccadilly, Regent Hall ir kitose
salése Londone, grojo su Londono Sinfonietta orkestru, pirmasis atliko kompozitoriy Juleso

Mattono ir Jameso Moriarty’io kiirinius.

You are one of Sulamita’s present students, and most of her students are former students,
so your knowledge is very fresh.

Actually | have to tell you that | stopped lessons with her. | was seeing her for about half a year
after I completed my studies but I stopped a month ago. I’ve been with her for four and a half

years.
You are already an experienced and accomplished performer. Probably you’ve read some

of the questions. I wonder how has Sulamita’s teaching style differed from your teachers

or other mentors you have met.
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Well, she is a lot more intense. You know, it’s such a different kind of ideology to what we are
used in the conservatories in the UK. You become friends, you go to her house, she works with
you before concerts for 9 or 12 hours a week. | gained a huge amount from it. | guess it would
be easy for people who are acquainted to that — to be told what to do. She is quite insistent, and
it works. | stopped because | felt I got to the point where 1 just have to feel like | make all my

decisions.

The thing to me that makes her stand out is the knowledge of sound production, listening to the
sound especially, not just the beginning of the sound, but the duration of the sound. I don’t think
you get that from that many professors nowadays. | might be wrong but I think she has a very
special old school. I’ve got really interested in listening to those people with the same
background like Goldenweiser’s students. Feinberg is incredible — the way his piano speaks is
very moving. For me the idea that one can make sounds like that is what makes playing piano

worthwhile.

Sulamita thinks she has absorbed not only the Russian, but other traditions as well,
especially the German.

I’ve had an idea about that recently, when her recordings were discovered. I’ve listened to them
and | realised at some point her sound reminds me of Wilhelm Kempff, particularly when she
played Debussy. She told me that when playing Mozart or things like that, she didn’t want to
do this Russian thing. She told me she felt like it was all a bit too much dramatized. She didn’t
want to follow this kind of Russian playing of Classical stuff. Though on Beethoven or stuff
like that, after four and a half years I can’t help feeling that something is not for me in her

approach to that.

Maybe her particular strictness in regard to structure can be derived from German
impact...

I think it is a stereotype. They have research now of playing of those guys wasn’t like we
necessarily think. If we read things like Schiller and literature of that time, it’s always ecstatic,
full of excitement about the humanity, and it’s not that much about structure. We have a
recording of Brahms playing, and it doesn’t sound at all like this kind of regular and organised
playing. The composition is organised for sure, but it doesn’t have to sound organised to be

organised.
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Especially in playing modern music, she totally is into modern stuff. She really enriches that
music with her perspective, I mean rhythmically, this kind of feeling of structure, being
communicative in a way that’s being really well organised, especially the 20th century music,

even more modern stuff.

Maybe you could recall some different ways of how Sulamita was working with sound.

She often suggests using a backswing. | think that is quite important — the understanding of how
physically the piano works. | look at people like Horowitz. Usually people wonder how he
makes that sound. I know how he makes that sound actually! It’s purely practical training and
obviously a very sensitive system. The flattened fingers and hand positioned as a wing. The
strength you get from that is amazing. Now | realised how much vibration you get from your
body and it does feel like playing with your all body. I find it’s all involved. Another important
thing she suggested — so you push the key down but not pushing but you kind of propel your
finger from the knuckle, — it’s all about this reaction when the fingertip comes into contact with
a key and how far you keep propelling the energy down, so you obviously must not keep
pushing the key down after you tip the bottom. I this way the sound is always flung out (flying
out?). It’s very hard to explain. This is not just physical system. These physical things are
connected to hearing the sound. There is kind of way of moving like thinking not each
individual finger kind of move alone but the hand is kind of a unit. You very much feel like the
music is in your hands not just your fingers. | very much can feel that each individual finger is
connected to the different part of the back. It really sorted me out. | feel very good playing it
physically. It’s a very good sensation, especially when it goes well. Hearing the harmonics and
the sound and the connection of the line between the notes — this is really connecting with a
backswing — it helps beautifully play a legato melody, making a little backswing for every note.
You need to go and experience the lessons to know what it means. You also use backswing
when using pedal. You don’t hear that many people doing that really beautifully. One pianist I
really like is a Lithuanian pianist Lukas Geniusas. He’s exceptional with that kind of legato and
controlling the melody. He’s a good example. I also find increasingly useful this feeling of a
fingertip, when you can bend the bend the part of your finger where the fingertip and you can
use it different ways — you can keep it stiff or you can make it more flexible to achieve different
sounds. There is also like springing a bit in all the different joints. You can very consciously

apply suspension in different parts of your hand. I haven’t been aware of this feeling before.
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The second thing is the control tower. I don’t think of it anymore but it was very difficult to get
used to it. I can’t tell how you could enjoy playing without this system. It’s like optimising all
of your movements to get the right sound. She told me she had to figure out this stuff by herself.
She has small hands, not very powerful, so she had to find how to make it work for her.

Sulamita sometimes gives you a tip like lower the wrist or something and it’s like a very useful
tip, but she doesn’t go of her way if she doesn’t think it’s a problem. That’s a difficult thing
because she gives you so much information and one can feel like she’s prescribing a bit. But
actually if you just think of working things out for yourself and what she says is like a direction,

then you get the most.

Is Sulamita’s way of using a delayed pedal somehow particular?

It is important how slow you put down the pedal, how long you open the mouth of a crocodile.
Actually there is another thing that she expects you to work out — she says “do just crocodiles,
do just changes”, but it only works if you only press that pedal not all the way — you need to
choose to which degree you do that. It feels that she’s telling you what to do but she is actually
looking for way to do it that suits you best. She really does a lot of thinking and I think she puts
a lot of thought on what to do outside of her lessons. She is trying to figure out how to help you
best. She is really quite obsessive and very gazeful. She is always putting maximum energy —
if you’ve got to do something, you’ve got to do it right. She is putting a huge amount of energy

in teaching.

When working on phrasing, Sulamita often uses an expression of “rhyme”. Have you
heard that expressions from other professors?

I think it’s a choice of word. I think it’s very Russian. You can hear it in their playing.

How do you understand a concept of intonation?

It’s all about communication. It’s on how you can make the audience most gripped. For me it
was one of the great things and one of the things I didn’t like so much — she always cares about
how much it will go to the audience, it’s like there should always be a maximum effect. You
need a technique to make a beautiful structure to the phrase and the peak, to play with a sound
that lasts long and is projected without a percussive character. You hear a lot of pianists who

can’t play loudly without sort of getting a bit brittle (?). She teaches how to make a piano sing
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basically, which is a combination of things — it’s the rhythmical awareness which is very much

tied with the phrasing.

She likes to group things into motivic cells, and I guess it’s how good poetry works. You always
have a kind of peak. Again it’s calculated. It doesn’t just can go on. She’s big in dividing things
in four bars or eight bars which basically always works. She also asks you to group semiquavers
in groups of two, for example. She calls it blending. These kind of grouping things into units is
like a lego — there are different parts of different sizes that makes a larger unit. When you hear
that, you understand that structure is the same as expression. I think that’s part of the way she
thinks for sure. It’s not just like you feel it and therefore it’s there. You decide how to get the
expression, where the peak is. This is what it’s about. I find very helpful in modern music. It’s
to be treated very texturally quite often, and if you structure it as an expressive content in the
actual pitches, you not only get the expression but you also get more beautiful textures, cause
of the listening of the harmonics and the way sounds blend. Blending is not only texture, it is
so much more than that — texture is the same as the melody, the melody is the harmony etc. One
of Sulamita’s favourite pianists was Pollini. He creates those enormously long lines — literally
an arc from the beginning to the end of the piece by relating motives and similar things. He has
got a tremendous rhythmic drive. Grouping of semiquavers in twos and twos is obvious in his

playing. This makes the sound more beautiful...

The thought is like a physical movement you can do with your hands. Movements and sound

are inseparable. The concept of blending sounds is thinking of the music as it moves in time.

Sulamita often talks of music as architecture. You have to think of music as structure and form

and at the same time to feel it as a progression through time.

How do Sulamita’s lessons before public performances differ from her regular lessons?

She works a lot more. She tries to get you perform precisely a lot more intensely. It’s polishing.
| find she can overdo it and in some cases | have felt uncomfortable in performances, because
she has tried to work with me a night before or even in the mid before the performance and |
just couldn’t do it like that. What would often really happen is that my performance wouldn’t
be great but my general standard had grown up a lot afterwards. She’s always thinking about

the long term ahead. Before performances she gets so serious. She says: “it is at a critical stage
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now” or “I don’t know how you are going to be ready”. She is so endlessly working on the
music with you, and it can feel like you are getting a huge list of tasks. It takes time to master

it, so it all settles some time later.

When preparing a piece by yourself, do you go through the same stages of work that you
used to experience with Sulamita?

Some things she’s been doing of course have been very influential. | used to practice at her
place sometimes, and she would come of the kitchen saying that of the last fifteen minutes I
practiced two minutes were useful. There are certainly things you have to keep for yourself and
make it work for you. She is always about the control — you have to control what you do very

consciously.

After a while she would expect you to understand her language. When she says “it’s not
together”, it does not necessarily mean that the note is literally not together with another note.
It can mean that you are not feeling the two hands in the same rhythmical impulse. The note
can come together but doesn’t really feel together. Feeling of notes played together comes when
both hands make the same backswing. It’s very satisfying when you hear it done well. 1
remember the movie Enigma where Richter said that it’s easier to draw circles when you do it
with two hands, and that we should try to apply that in piano playing. | wondered what it means,
but I think I understand it now — it’s one of these things I got from Sulamita — when the hands

are working together, it’s like kind of the rhythmic impulse.

What is your attitude to performing styles of different epochs?

I don’t really care as long as it sounds good. You can hear playing the music of one composer
in lots of different ways and they can sound equally good or bad. There is one thing | really
resent is when music is being played just through an idea on what the style is and when that
overrides everything and there is no personal expression in it. I find it’s actually a big problem

with Mozart and with Bach as well as with modern music.

There are different issues with different composers. For example, when playing Bartok or
Stravinsky you need to have a decent physical strength, so you could get a good impact. I think
it’s the same with playing any composer — you’ve got to feel it as physical as well. When you

play a passage of Mozart, you need to feel that as it goes up towards the highest point of the
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phrase, it reaches a bit further up, and when it goes down, it comes back in again. For example,

| find Chopin full of powerful energy as well — it always pulls you forward.

One rhythmic thing Sulamita taught and that | really appreciate is pretty simple: when you are
doing rubato, you don’t wait before an upbeat and the beat, but you have many pianists making
the rubato phrase very disappointing as they stop before the arrival of the highpoint — the
highpoint sounds weak then. I think you can’t think of Chopin or Liszt played in good taste

without that. It’s not to be forgotten that their music is rhythmical as well.

With Sulamita | developed the ability to control how far the sound is pushed out from the piano.
That’s useful to a lot of different music, for example, second Viennese school. People say: “oh,
they are romanticising this music”. It doesn’t have to sound necessarily particularly romantic

but it can be romantic a very refined way.

When people are playing Bach, it’s very important to keep it alive and stop it becoming like

typewriter music.

It would be good to have more muscular pianists. There is a lot of fear of making big sounds at
the moment, especially in the UK, where the smaller sound is favoured, maybe because there
hasn’t been the same approach like this physical high level of training. We need to start thinking
about bigger sound in everything. I think music should be physical. A piano is so capable of
physically moving the people with sound, — I mean in basic sense like a big bass which can act

as a subwoofer. Very often sound stays inside the piano when you hear people play.

Interviu su Davidu Fanningu, 2018 05 15-17

Prof. Davidas Fanningas (g. 1955), muzikologas ir pianistas, pas S. Aronovsky mokeési
Karaliskajame Siauriniame muzikos koledze Mancdesteryje. Dirba The Daily Telegraph
dienras¢io, Gramophone zurnalo ir BBC 3 radijo muzikos apzvalgininku, koncertuoja su
Quatuar Danel styginiy kvartetu. Siuo metu — Karalidkojo Siaurinio muzikos koledzo

profesorius.
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How did the teaching style of Prof. Aronovsky differ from your other mentors?
She was my first and only professional-level coach. Therefore | have no real point of

comparison.

Which individual qualities of her style helped to form your methods of performing and
teaching music?

Emphasis on fundamentals of tone production, mental and physical preparation of the sound,
rhythmic stability, characterisation, phrase-structure, learning from others in a master-class

environment. ..

What principles of performing have you absorbed from Prof. Aronovsky?

As above, plus learning pieces in short sections for security of memory

What psychological qualities of a young performer does Prof. Aronovsky seek to develop?
How do they influence your work and performance on stage now?

Preparation and discipline, self-awareness, concentration

Romanticism had a significant impact on performing piano music of subsequent and
preceding epochs. Piano as an instrument was rapidly developing in the 19th century.
Performers of the past used to “romanticise” the music of the Baroque and the Classical
Era. Nowadays, a so called historically informed (‘authentic’) performance is leading the
way. What, in your opinion, is most important when conveying or expressing the style of
different epochs? What did Prof. Aronovsky pay attention to when developing an
individual style of self-expression in a young performer?

a) An ability to understand music both from the inside (its intrinsic expressive, dramatic
and structural qualities) and the outside (its cultural and historical position), developed
through critically aware listening, reading, and performing with others.

b) The character of the individual, their potential for development, and their needs at any

given stage.

When performing the music of the Baroque, in comparison to many other pianists,
Prof. Aronovsky requires a singing tone rather than dry and crispy harpsichord like tone;

for the purpose of blending sounds and connecting phrases, she often suggests using pedal.
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When teaching to perform the music of impressionists, unlike many French school
pianists, she often encourages using a larger amplitude of dynamics and more distinct
shape of phrasing, and again — always of a singing quality. Are your recollections the
same? If so, what are your thoughts about that? P. S. I am thinking if her approach to
certain music is a matter of technique (like ‘jeu perle’ technique for many French pianists
of the past, — it caused a certain crispy tone and superficial touch in whatever they played;
in relation to Prof. Aronovsky, it would likely be a tendency for a deep touch and a
singing-like tone), or a matter of ‘taste’ (aesthetics) she could have adopted from old
masters like Goldenweiser or Ginzburg, who were essentially representatives of the late
Russian romanticism? There certainly may be other reasons of her approach... | wonder
what your view is.

| believe her preference for a singing approach to Baroque repertoire stemmed from her view
that the musical content was essentially humane rather than formal. For better or worse, all

questions of style were subordinate to communicative vitality.

Do you feel that there was a particular repertoire which was special to Prof. Aronovsky?
| recall a particular empathy with Schumann and Brahms, but also a strong curiosity with

regard to contemporary repertoire.

Prof. Sulamita Aronovsky encourages young musicians to use various types of piano
sound that resemble singing or recitation. She prefers not to simulate a harpsichord in the
Baroque repertoire, but rather create different shadings of piano timbre when
characterising different registers of the instrument. She always pays particular attention
to the quality of phrasing and sound production, and suggests different methods of
application. What could you recall about her ways of working with you on sound? How
has your understanding of the quality of piano sound developed due to her

guidance?

Physical and mental preparation of the sound in order to deliver maximum results (both power
and flexibility) with optimum efficiency and responsiveness to any given instrument and
environment. The importance of blend in both the horizontal (melodic) and vertical (harmonic)

dimensions.

Prof. Aronovsky gives a lot of attention to the technique of sound production; she suggests

(usually demonstrating on the second piano) using various ways of touch, which
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subsequently are related to motions of hands and body. It seems that she is always looking
for the most efficient motions to extract the sound from the piano. Could you try to recall
some of the methods of sound production she suggested to use?

Here | give some examples from my interviews with her recent students:

1. Stefan Ciric: “I would mention the ‘backswing’ (of the hand — M. K.). Sometimes she
would use a side backswing — that’s when you make a backswing sideways. It’s particularly
useful when you want to avoid chopped phrase and when you want to play several notes in
one motion.”

That’s what I mean by ‘physical preparation’. It’s impossible to describe without
demonstrating at the piano, but in essence it involves the same kind of co-ordinated motion as
a conductor uses to show when and how to play. The pianist who shows this kind of technique

most clearly is Nikolayeva.

2. Niklas Oldemeyer: “At the very beginning of my work with Sulamita I had to learn to
apply a certain technique. The knuckle of the second finger is a centre-point of your hand,
which is a source of power (or energy) for all your fingers. Then there is an imaginary
bridge between the second knuckle and the rest of your knuckles, so when you play with
any of your fingers, you never lose a connection with the centre. You always have to feel
that the knuckle of the second finger unites the whole hand. It helps to feel your hand as a
unit rather than five unrelated fingers.”

Yes, the strength and elasticity that come from thinking of the knuckles and fingers in a
default ‘umbrella’ position, and the wrist as holding a ‘parachute’ (think of how a parachutist

lands).

3. Stefan Ciric: “Sulamita often asks to straighten fingers and suggests different ways of
application depending on the task. Sometimes you would need to ‘spring up’ pushing your
hands of the keyboard. | used to do a lot of pushing into the keys but now I always try to
bounce of them. When you bounce of them and hold on a little bit longer to your left hand
and catch it properly with pedal at the right time (usually pressing pedal immediately after
the chord), it creates twice bigger sound, which is nice and warm at the same time. It’s
particularly useful when playing chords and octaves.”

I wonder if Sulamita also paid attention to that during your studies.

Indeed. The principle is not to push or press, but to drop the weight in a controlled and

cushioned fashion, so as to produce a full, rounded and optimally variable tone.
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A great part of Prof. Aronovsky’s attention is always paid to the rhythmical structure of
a musical work. In her opinion, rhythmical structure and dynamical nuances are closely
related, and this interdependence requires mastery of application and direction of the
performance. What role does rhythmical structure play in your work on a musical piece?

Fundamental, as regards small-scale and large-scale shaping of musical ideas.

Niklas Oldemeyer, who has recently completed his studies with Prof. Aronovsky, told me
that he thought that “structure is the same as expression” for her, and that she has a very
logical and structural approach to the musical score: a structure of a motif or a phrase, a
structure of groups of notes, groups of bars and so on. Prof. Aronovsky also likes to divide
music into smaller sections: for example, she would often suggest dividing 5 notes into 2+3
to have a full understanding of and control on what you are playing; or she can divide 16
bars into 4+4+4+4 and then suggest to think of those 4 groups as of 4 mega beats (like in
a 4/4 bar, which has its strong beats, weak beats and a conclusion or a link with another
section at the end). Some students say that her ability to see the piece as a structure makes
her so successful with contemporary music. How do you work on structure when
preparing the repertoire? Was Prof. Aronovsky applying the same approach during your
studies?

‘Working on structure’ is an alien concept to me, because structure is indeed essentially
expression or drama writ large. If it means anything, it is to do with imagining the piece as a
hierarchy of words, phrases, sentences, paragraphs and chapters, all within an over-arching
narrative. Sulamita’s main work with me was at the phrase level: avoiding predictability, but
cultivating natural variety and eloguence. But each student would need different input in this

area.

A detailed and sophisticated way of using delayed pedal, offered by Prof. Aronovsky,
helps to achieve a particularly colourful quality of blending sounds. What are your
recollections of developing pedalling mastery propagated by Prof. Aronovsky?

Aha, the ‘crocodile’ legato pedal! Sensitising the ear to the blend of sounds in a legato line.
Special techniques of ‘direct’ pedal, especially for purposes of sharp or forceful colour. The

importance of adapting pedal to different acoustics, including exceptionally sustained pedalling
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for dry acoustics, concerto tuttis etc. The use of una corda to help control sound, going far

beyond specifications in the score.

According to Goldenweiser, the phrase should always have a declamatory
meaning/character. When analysing the structure of a work, Prof. Aronovsky pays great
consideration to the rhyme and “intonation” as part of the phrasing. How do you
understand the concept of intonation and how do you apply it? What other aspects of
Prof. Aronovsky’s work on phrasing have you adopted and how does it reflect in your
preparatory work and performance?

Intonation is a fundamental part of the Russian understanding of musical character, providing
eloguence and communicative immediacy, and releasing musicality from the chains of anxiety
over such details as how soft, how loud, how strict, how free etc. The possibility of imagining
words in order to bring phrasing alive (e.g. the Mozartean allegro quaver upbeat to two repeated

quavers: think ‘To-y6-ta, To-y6-ta...!”

What do you find most important in planning your work when preparing new repertoire?

Allowing (and finding!) sufficient time.

Could you possibly tell what the stages of your work when preparing a new piece of music
are?

It depends whether I already ‘know it” as a listener. But usually, after finding a connection with
a piece at the dramatic/expressive level, | would take sections, memorise them, work towards a
sketch of a complete movement, then concentrate on clarifying problematic passages and re-

integrating them into an interpretation.

Without applying some pedantic restrictions, Prof. Aronovsky suggests ensuring the
respect to the authentic indications of the composer. In what ways do you feel her
recommendations are reflected in your attitude when preparing for your own
performance and/or when teaching a student?

Finding the best available edition and gaining awareness of performance practices from the
time of composition and afterwards. Making sure that memory embraces every detail of the text
(but using awareness of intonations to reinforce awareness and to avoid making a fetish of
details).
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Could you recall how Prof. Aronovsky worked with you in preparation for public
performances? How did it differ from her regular lessons?
Scheduling as many pre-public ‘performances’ as possible, in as real a situation as possible, i.e.

with an audience — however small — and in a variety of spaces.

Prof. Aronovsky’s name is often mentioned as related to Russian piano school. However,
aside from her studies with Lev Barenboim in Tashkent during the war and postgraduate
studies with Alexander Goldenweiser, Grigory Ginzburg and Abram Shatzkes at the
Moscow Conservatory, she has spent more than 3 decades in Lithuania and longer in the
UK. She has also been a jury member of various international piano competitions, where
she has encountered musicians of diverse professional and cultural backgrounds. Do you
think Prof. Aronovsky could still be regarded as a representative of one particular piano
school/tradition, or does her pedagogy unite various traditions?

Hard to comment since | have not witnessed the development of her teaching in the past 25

years or So.

Would you agree with the idea that Prof. Aronovsky has curated her individual teaching
style, based on her personal experiences and principles? What features of her school, in
your opinion, stand out?

Yes. Richness and variety of sound, generosity of expression, humanity of ethos.

Interviu su lanu Flintu, 2018 06 07

lanas Flintas pas S. Aronovsky 6 metus studijavo Karaliskajame Siauriniame muzikos koledze
Mangesteryje. Véliau dirbo Edition Peters leidykloje. Siuo metu désto fortepijona privadiai.
Bendradarbiaudamas su Rachmaninovo draugija, rengia recitalius ir paskaitas Juilliardo

mokykloje Niujorke, South Bank Centre Londone ir Kitur.

You had a very interesting job at the Edition Peters.
Yes. When I finished studies, I decided a concert life was not a very attractive one. It’s always
so much work, and you don’t have time for anything else. I worked many years with [Edition]

Peters. Because | was a pianist (though | was responsible for sales), they were always interested
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in me getting to help them understanding more the textual aspects of the editions, how to decode
manuscripts etc. So that was a good opportunity to develop some more understanding of how
to interpret text of different periods. There are always controversial subjects, for example, with
Baroque music and the piano. Then 5 years ago | was increasingly fed up with technology etc.,
so I decided to return to the piano, so I’'m now mainly teaching. I’'m very interested in your
topic, because through my Peters career | felt that | was very fortunate to study with Sulamita,

and there was something very worthwhile passing on.

For how long were you studying with Sulamita?

It was 6 years. In Manchester.

I am particularly interested in what Sulamita’s students think of her approach to the
music of the Baroque and Impressionism. When performing the music of the Baroque, in
comparison to many other pianists, Sulamita requires a singing tone rather than dry and
crispy harpsichord like tone; for the purpose of blending sounds and connecting phrases,
she even suggests using quite a lot of pedal.

| support this view. | believe that all great composers would use the full range of the instrument
that they have. According to written tradition, Bach is hardly ever using dynamic marks even
in his string music, because it was the convention of the time not to use dynamic marking and
to give very little information to the performer whatsoever. However, it’s interesting that
nobody playing the unaccompanied violin music of Bach tends to do it dynamics. There is
always some rubato, there is some phrasing etc. So | totally agree with Sulamita. When | was
studying Chromatic Fantasy and Fugue, in the opening of the Fantasy she was very interested
in the blending of the sound of that opening gesture, so you would have a very liquid sound. I
am convinced that Bach would have used the full potential of the keyboard, including pedal.
But, of course, as you know, it’s controversial. One big thing I learned when working for Peters,
was the importance of different editions and fidelity to the text. When | was with Sulamita, |
didn’t really think about these things. And I think she wasn’t concerned about that, too. So from
this point of view, I wouldn’t call myself a complete clone of her perspective on those things.
As you may know, she is not very interested in the concept of the urtext edition. She finds them

too restrictive.
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Getting back to your question about the singing tone and giving my slight perspective on one
of your other questions, though you always have to be careful in generalising things, but I think
it’s fair to say that Russian approach is a very deep sound, using the whole arm weight and just
creating this profundity of sound, as opposed to possibly a French style, which might be seen
as a little bit more superficial and sparkly. So in that way I find there wasn’t a great deal of
difference in how she would approach the sound of a Bach prelude and fugue, compared to the
sound of a Debussy prelude or Rachmaninov prelude, — it’s about the depth of the sound. This
idea of making a very dry, light sound in Bach, as you say, that wasn’t the way she would do
it. One could criticise that approach as being a little bit too homogenising. Certainly, in Mozart
we should be a bit lighter than in Beethoven, but fundamentally, whatever music we play, if we
have the opportunity to bring out the melodic line more with the beautiful, rich sound, we should
do it.

There was an interesting little moment on this. | played Beethoven Sonata Op. 22, and Sulamita
complained that | played it like it was Mozart, so she was clearly making a differentiation
between how she thought of a Beethoven sound — it had to be more robust than the Mozart
sound. So it’s important, of course, to realise, that it wasn’t literally applying the same sound
to any style or composer. But she is certainly interested in making the piano sing at all times
and exploring the full effect of blending of the sound, which was also controversial in
Manchester, because the head of the keyboard department there was a harpsichordist
unfortunately. And there was a lot of politics in his place. Sometimes she was criticised for a
rather Russian, a little bit too heavy approach to the Barogue. And our harpsichordist friend
was very strong on that subject. But, of course, she was never one to compromise her integrity

to those things.

Could you comment on Sulamita’s teaching style?

I think it’s clear that she is the classic example of someone, who has an incredible amount of
talent, who absolutely wanted to play and be Richter or Gilels or one of those people, but of
course life got in her way. | think some people in such situation become very bitter and they
turn to teaching as a kind of reluctant thing to do, but in her case, I think, her students were
almost like her children. It was almost like she was living her own life through the students
(certainly, not in a grotesque way, like some people can). | remember lan Fountain saying that
one of the things he really admired about her was that she absolutely understood and tried to
develop the individuality of every student. We never had that kind of conversation with

Sulamita, but I would like to think that she does indeed look at the particular artistic and
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aesthetic personality of each student within artistic limits. | believe she is interested in
cultivating each individual. I also think she is teaching the most efficient piano playing I have

ever seen, and it’s absolutely appropriate she is trying to give that foundation to everybody.

Could you try to recall some of the methods of sound production she suggested to use?

For example, the hand position, the very strong high knuckles — you can look at Ashkenazy
senior and see that. She was very strong about it. And that was something that you absolutely
had to do, — I mean, collecting the thumb, collecting the hand together as much as possible and
using it in the most efficient way. Sulamita used to say that we, as humans, are originally built
for climbing trees. And the way we grasp the bark of a tree — in that position the hand is
strongest. I think, within that she was also suggesting, that the hand is strong, when it’s pulling
towards the middle, when the thumb is collected, when the fifth finger is collected, when the

knuckles are high.

One very Russian thing about her technique is this thing about landing — she calls it lion’s paw,
which is a way of learning to drop your arm. This was initially a difficult thing for me to do —
just to feel relaxed before dropping arm on the keys, because | used to feel a lot of tension in
my arms before | came to Sulamita. One of the things, that was clear in her teaching, was the
compactness and accepting that there are weaker fingers and stronger fingers — one should use
his stronger fingers to help his weaker fingers. If you’re moving, while playing notes, from the
second to the fifth finger, you would really feel that the second finger knuckle was helping, and
she would talk about the string between the second finger knuckle and the fourth fingertip or
the fifth fingertip. That did sometimes encompass a kind of quick sideways flick, if you wanted
to emphasize a note with a fifth or fourth finger, — you move the hand towards the fourth or
fifth finger. Again it was absolutely the opposite of the kind of harpsichord technique, where
basically your fingers just work and the rest of your hand and your arm just stay still. It’s also
the old style of English piano teaching, which makes me laugh. It basically says: “keep your
hand quite, and you can place a coin on the back of your hand, and it should never drop of. It
paralyzes you, whereas in Sulamita’s teaching you can move the hand and wrist and everything
— it should be fluid (of course, not with any unnecessary movements). Everything is bunched

together, everything is helping everything else.
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She also mentioned the ‘momentum’. The way I understand it is where you have a pattern,
where you have a couple of easier notes, followed by a leap, you kind of put energy into the
keyboard on the easier notes. So it’s almost like you are going down into the piano in the notes
that are next to each other, and then like a squash ball the bottom of the key is giving you the
energy back, that is, you are taking energy out of the keyboard to give you the momentum to
carry the leap. You can also use the ‘momentum’ to spread one energy over several notes. And
of course you can play them in incredibly quick succession. If we are constantly pouring energy
in and then letting the keyboard push it out a little bit, the fingers can work much more as a
team, they are not having to work so independently and individually, and the stronger fingers
can help the weaker fingers, and in this way we can have an engine that keeps ticking over. It
is about using your energy from your arm, putting it into the keys and allowing the keys to give
it back.

Sulamita often suggests using a delayed pedal. Her former student Stefan Ciric told me of
one of the very effective ways of using it: “When you bounce of the keys and hold on a little
bit longer to your left hand and catch it properly with pedal at the right time (usually pressing
pedal immediately after the chord), it creates twice bigger sound, which is nice and warm at
the same time. It’s particularly useful when playing chords and octaves.”

It makes total sense. When the sound needs it most, when it’s dying away, you inject a little
help with the pedal, so you indeed are making the sound much richer. | think the greatest
strength in Sulamita’s teaching is appreciation of sound and everything that goes into it,
including the physical touch of the keys through the hands and the arms, but also the pedal and
how everything blends.

When analysing the structure of a work, Sulamita pays great consideration to the rhyme
and “intonation” as part of the phrasing. How do you understand the concept of
intonation and how do you apply it?

Sulamita would always be looking for a differentiation of the phrases and giving each phrase
(especially when you have two different phrases) a different intonation. It is actually almost
never indicated in the score. | think she takes you beyond what the composer has written in a
very positive way. Too many performers have, | would say, very flat dynamics. And Sulamita
always wanted some shape, and I think that’s how this relates to the intonation. If you take it in

the purest view of it, especially the Baroque music or possibly some French music, which some
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people might see as it should just shimmer in a very calm way, she would always be looking

for differentiation between the phrases, for different contours of shapes.

| keep thinking of Beethoven, - many of his phrases are just classic 4 bar phrases, and sometimes
repeating a motive you might have an ABAC structure, and | was thinking about what you said
about the 4 bar structure, that has an analogy with strong and weak beats of a bar. Of course,
there are large passages of Beethoven which are just indicated piano or mezzoforte, and many
people play it in this way. However, | think, as musicians we have a duty to use whatever
sensitivity we have in our performing ability to tell a story, and, | would say, that applies to
most composers (Beethoven, Chopin, Liszt, Rachmaninov and possibly less to the French
[composers]). And that applies to rubato as well. There are silly things that are told about
rubato. For instance, that Chopin said that rubato means that the right hand can be free and the
left hand cannot. You can’t imagine playing Chopin in such a way; or that Ravel and Debussy
said about the rhythmic aspects something like this: ,,Do not do more rallentando than I’ve
written. If I want to write a rallentando, I change the rhythms of the notes*. But again, can you
imagine playing French music without any rhythmic suppleness, apart from those instances
when the composer would write it in the music? However, Sulamita makes a clear difference
between an amount of freedom of rhythm and dynamics you can have when playing French

music and, for example, Rachmaninov.

Could you recall how Sulamita worked with you in preparation for public performances?
She was always very generous with her time. | remember when | was playing the last sonata of
Beethoven Op. 111. We had a lesson which started at 2 o’clock. I think we must have had a
break for a quick cup of something, but basically we were still there after 7 o’clock. There used
to be an acceleration, an extra impetus close to the concert, which did not always please me,
because I’m not a last minute person. I like to feel very prepared and feel exactly what I’'m
doing. She was sometimes deliberately intriguing on some subjects, - | think she
psychologically wanted to give you fire in the performance. She would make you thinking about
some new things just couple of days or even half an hour before the performance. Maybe she
believes that having that extra adrenaline, even maybe a bit of anger is a very good thing to

giving the live performance the extra communicative energy that it needs.
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As a conclusion to this conversation, I’d like to say that things were difficult to me in the first
year, because | was taught badly before I came to her. I was working very hard when | was at
school, I pushed myself into learning into so much difficult repertoire. And of course then to be
taken right back to the beginning by her and have just to go up and down with the third finger
on the keyboard to release tension from my hands, - this was, of course, quite humiliating. |
wouldn’t say But when time went on, it all began to make a lot more sense to the point when
after 4 years of my undergraduate studies, I realised that I don’t want to study with anyone else.
It’s interesting that she never used to give any Czerny studies or asked me to play scales or
arpeggios. | only remember that at the beginning she was giving me to play some sections from
Chopin studies, and a Moszkowski study to improve my left hand. Even now, when | hear some
of the world top pianist play and | sometimes hear a not very impressive quality of sound, |
rejoice in the fact that this top pianist would benefit from a session of a dozen lessons with
Sulamita. And that for me is the biggest tribute I can pay her. I’'m saying it not because I’m one
of her students - I genuinely see this in the way that some people play, the way they are not
using their hands to the best ability, the way that they make a harsh sound or the way that they
are not able to project a melody very clearly without stiffness. I also remember she hardly ever
played because even in my days had already had a car accident. But | do remember her talking
to one of her students David Fanning. And | came into the room, and she was sitting there
talking to David Fanning and playing the f minor study by Chopin Op. 25 No. 2. She was sitting,
talking to David Fanning, playing this thing, to this day it is possibly one of the most amazing
pieces of piano playing | have ever heard. And just occasionally she would demonstrate. |
remember her demonstrating an arpeggiated chord from Rachmaninov’s Paganini Rhapsody.
There was a G major 13th chord. And the way of the rhythmic spacing she made between those
notes was absolutely the most stunning I’ve ever heard. At certain moments you just realise you
are in the presence of something extraordinary. And it’s the elegance of her playing, the
elegance of the way she brings out the sound and the way she relates the rhythmic aspects, even
within one arpeggiated chord of 8 notes - it’s something which very few people on the planet

can do.

Do you use the methods you adopted from Sulamita when teaching your own students?
Yes. In relation to the Russian school, it seems that the very first thing you do even as a kid is
getting to drop the arm on the keys and start thinking about the arm rather than just the fingers.

When | started teaching, she suggested me not to tell the student everything I knew in one
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lesson. She would say that at any age group you should start teaching them from dropping the

arm weight.

There is a very strong division here [in the UK] in the way that people think about music. They
think about musicality and technique as two completely different things. And one of her main
messages to all of those was that they are absolutely the same thing. And, of course, technique
can be seen as an empty virtuosity, but if you think about the way you produce the sound, if
you take a sort of English view (though I’m sure it’s not just English - it could be American
and maybe French etc.), then which of these categories - musicality or technique - does you
sound quality fall into? So she is quite right in saying that technique is not something that stands

outside everything else.

Interviu su Maria Canyigueral, 2018 04 27

Maria Canyigueral buvo S. Aronovsky magistranté 2012-2013 m. Karaliskojoje muzikos
akademijoje Londone. Grojo recitalius Londone St. Martin in the Fields, St. James’s Piccadilly
salése, pristaté pasaulines Beneto Casablancaso, Victoro Estape’o, Nicolaso Bacri’o ir daugelio

kity Siuolaikiniy kompozitoriy kiiriniy premjeras.

Your repertoire embraces various styles of music. You also have a vast repertoire of
contemporary music. What, in your opinion, is most important when conveying or
expressing the style of different epochs?

For me the specifics of performing are different in each composer. Mozart, Beethoven and
Haydn are completely different. You also can’t perform Beethoven’s early and late pieces in
the same manner. You also can’t compare Schumann ABEGG variations with his Kreisleriana
— the pianist should approach them in completely different ways, they require completely
different sound. When | think of Beethoven or Bach, | think of specific images of sound that

go together with a composer.
What does it depend on? Is it the teacher, who has to introduce you with the style?

To find a proper sound for, let’s say Beethoven or Mompou, takes a whole life. Teacher plays

a significant role, but your own intuition and taste are not less important.
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Sulamita’s approach to French music seems to me very different from French pianists
and teachers. Did you study French repertoire under guidance of Sulamita?

Yes. I studied the Children’s Corner of Debussy with her. At the beginning she wanted me to
project more sound. Now | think that it was her strategy to develop my sound to an extreme
projection at that time. I wasn’t happy at the beginning because I internally didn’t agree with
that. However, I gradually tried to find a balance between her and mine approach. I think it’s
what we need to do with Sulamita all the time. She has very strong and very clear ideas, which
she is putting on extreme. If you take 60 percent of her idea, it will be a very good improvement.
We need to filter whatever she says and obviously to put it together with composer’s style,
sound and aesthetics. After playing the Children’s Corner in a very articulated manner for 2
weeks, | was gradually trying to make it more French but without losing what | learned from

her.

| felt pretty much in the same way when | played French music to Sulamita. However,
when she taught me Rachmaninov or Scriabin Concerto, I felt like I couldn’t agree more
with all her ideas and improvements.

I completely agree with you. She taught me Preludes Op. 11 of Scriabin.

Could it be that she feels more comfortable with this repertoire?
| would say that with Schumann —also. I played his Fantasie Op. 17. | was also especially happy

to work on Beethoven’s Bagatelles Op. 26. She was really amazing with Beethoven.

When | played the Tempest sonata to her, | remember that extremely slow tempo that she
wanted me to perform at. What about the tempo choices that Sulamita offers?

| think Sulamita has the capacity to adapt to each student. Her style is individual according to
each student. In my case she always had to say to me: “Not too slow, not too slow!” | always
used to take very slow tempos. When | started lessons with Sulamita, at the beginning | heard
a constant negation like “no, no, no, you can’t do it this way”... After many teachers telling me
that 1 was playing probably too slow or too melancholic, she actually was the first one, who
managed to take me out of my comfort zone. At some point | started to explore develop and
explore other ways of approaching music. | remember that at the beginning she was very
stubborn on trying to get more energy from me, — more energy, more impulse at the beginning

of a phrase. She was often beating the rhythm next to me, which | hate. But after working on
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that and applying what she says, | started to understand that she obviously didn’t mean to make
me follow the metronome all the time. A strong sense of rhythm is very important for her. She
is quite focused on rhythm. Rhythm for her is definitely in service of the phrasing. If you see a
group of 5 or 7 notes, they can’t be organized as 5 or 7 — you need to do, for example, 3+2 or

3+2+2, it gives a certain direction and clearness for the phrasing.

Sulamita is often mentioned as related to Russian piano school. However, aside from her
studies with Lev Barenboim in Tashkent during the war and postgraduate studies with
Alexander Goldenweiser, Grigory Ginzburg and Abram Shatzkes at the Moscow
Conservatory, she has spent more than 3 decades in Lithuania and longer in the UK. She
has also been a jury member of various international piano competitions, where she has
encountered musicians of diverse professional and cultural backgrounds. Do you think
Prof. Aronovsky could still be regarded as a representative of one particular piano
school/tradition, or does her pedagogy unite various traditions?

| think Sulamita is Sulamita. She has her own teaching style. | think she has developed a very
strong way of teaching from her huge experience. | can see some common points with other
Russian teachers though, like, for example, Bashkirov or some other older generation teachers.
It’s more related to the way of doing — they are very committed to music and to their students.
With a great generosity and no reservation they give a lot of knowledge. They don’t give up —
they are there until you get it. And when you get it, you can see that they are very very happy.
They can also get very upset if you don’t get what they say. When you work with other teachers
who don’t come from Russian school, they usually acknowledge your approach and start from
there. With Sulamita I have this feeling that when some on my ideas were not according to her
way, then | basically had to follow whatever she told me to. At the beginning | felt a bit less
free in a sense of showing my personality. At some point | mentioned to her that | felt that I
couldn’t express the mind that I would have liked to, and she said: “oh, don’t worry about that”.
At the beginning she was very strict on that but then she little by little started to accept my
ideas. Work with her provoked a lot of internal conflict inside of me. When | was coming home
after her lessons, I used to think “OK, she said this...”, and then I used to put on recordings of
Ashkenazi, Kempff, Richter and listen if they play in a way that Sulamita suggested me to play,
or if they play in a way that | imagine the music should be performed.
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When | play for Sulamita, | often feel that | clearly play in a way that she would like me
to, but she doesn’t hear that — in general she always asks me to play it more clearly, for
example, she always tells to make the beginnings, highpoints and endings of each phrase
much more pronounced.

I think it’s very difficult to convince her. But I think she is laughing inside because she can see
we are struggling to make her happy. I think this is a kind of a strategy to make us develop the
maximum we can, and then obviously it is never enough — whatever we do can be done better.
I think working with her is a constant reminder that everything can be better. And this is good.
I don’t like teachers, who say how amazing we play. I don’t like that because then you start
feeling too comfortable and you can relax too much. | think when you have someone like

Sulamita always telling “this is not enough”, it makes you develop even more.

Sulamita always encourages developing sound that can be more sparkly, incisive, sometimes
very sensitive, sometimes more ringing or singing. She can be aware of so many things at once
— what’s happening with the pedal, what’s happening with the left hand, — and actually the
melody in the right hand becomes less relevant before you fix everything, and then when you

fix everything, the melody itself is working much better.

She takes nothing for granted and nothing is casual for her in music — everything has a function.
She has this vision seeing so many details in the music that is amazing sometimes: this is a
motive that can be very rhythmical, so it gives a new impulse, or this is something in a change
of harmony where you have to change a character etc. She is also very focused on arrival times

(highpoints in the phrase — M. K.) in each phrase.

Sulamita provides a lot of details, she is structuring everything. I think she is a very practical
teacher. You won’t often hear her talking about ideas or what you have to imagine. She is
concerned on specific things that have to be improved or repaired. At some point you need to

nearly forget about these details to make it sound simple and natural.

How could you comment on Sulamita’s technique of delayed pedal?

For me it was very useful in those cases when you need to register the bass note and to give
more space for whatever is played over this bass note. It was not the most comfortable way of
pedalling for me because I was not used to that and had to develop it. I don’t know if it is her

unique way, but definitely haven’t met any other teachers with this approach.
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What is Sulamita’s approach to modern music?

| think her approach to modern music is the same as to any other music. Basically she is trying
to emphasize more important things, to make rhythmical grouping sound logical. When it’s a
very complex score, she pays attention to different layers of sound and tries to find what to give
priority to — basically the same as she would do with any other composer. She seeks to make it

comprehensive to the listeners.

In her lessons, Sulamita devotes a lot of time to develop and optimise hand movements —
to develop such movements that help to produce an intended sound with least energy (that
was also one of essential qualities of the school of Goldenweiser). How does that, in your
view, affect the performance?

Sulamita was the first teacher, who introduced me to such specific technique as stretching and
straightening the fingers when you need to produce a particular kind of sound or when you need
to blend different notes. With her the hand is not in the same position all the time. Sometimes
you might need to keep all fingers straightened and sometimes to use your fingertip to take a

very important note.

Sulamita taught me to start playing the programme through every day starting 10 days before
the concert. Otherwise in the concert you might have unpleasant surprises. You need to mentally
prepare for that. She also encourages to record yourself and then to work on the things you

think have to be improved.

Interviu su Peteriu Lawsonu, 2018 06 13

Peteris Lawsonas (g. 1950) pas S. Aronovsky mokési Karaliskajame Siauriniame muzikos
koledze Mancesteryje 1973-1975 m., véliau — privaciai. Koncertavo ir isleido jraSus su
Karaliskuoju filharmonijos ir daugeliu kity D. Britanijos orkestry. Jra$¢ daug kiiriniy BBC 3
radijui. Jo jrasus isleido EMI ir Virgin Classics jrasy kompanijos. Siuo metu — Karaliskojo

Siaurinio muzikos koledzo Mancesteryje fortepijono specialybés déstytojas.
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When did you study with Sulamita?

| did my postgraduate studies with her. | started in 1973 and worked with her as a full time
student for 2 years or 3 years and then as a part time student for a couple more years. She has
been an influence for a long time though. I think, I was her first British student.

Did you have lessons with somebody after you finished with Sulamita?

No. She was my last teacher. Piano was an just an amateur interest to me before | went to
college. 1 went to the Royal Northern College of Music to study music with piano as an
interesting element. I didn’t intend to become a pianist. At the start I studied with Derrick
Wyndham, who taught Peter Donohoe. | worked with him for 4 years. | thought of taking a
music degree and becoming a music teacher. Then | was advised by the college to study with a
new teacher to Manchester. And that teacher turned out to be Sulamita. | was a very immature

student. I didn’t know much about the piano playing life outside the college.

What was most characteristic to her teaching style in comparison to your previous
teachers?

The thing | remember mostly was her interest on getting a good sound - round and full sound.
| remember she was giving exercises, concerned with arm weight, relaxation and getting a firm
sound. At the time her focus was on a mainstream repertoire. She probably felt that my mind
and my pianism needed to be focussed on traditional skills and not be deflected by things to the
sound. However, later on in my career, a lot of opportunities as a pianist in my career were
related to performing contemporary repertoire. When you do something a little bit unusual, it
opens the door. And it was the XX century music which I started recording for the BBC Radio
3. Later on | recorded Bach, Mozart, Beethoven and all kinds of things, but the reason why they

had become interested in me was the contemporary repertoire.

Did you work on this kind of repertoire with Sulamita?

Yes. | think, her background is not particularly focussed on contemporary music, but | always
found her very open-minded and very happy to help, because it’s exactly the same playing
Copland as it is playing Beethoven or avant-garde music. But if someone is going to help you,
then they need to be open-minded and curious themselves and realise that the person they are
teaching - that’s where their drive and enthusiasm lies. I think she was very good at recognising

that.
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Several students of Sulamita mentioned to me that she was particularly good at
contemporary music because of her focus on and understanding of the structure of a
musical piece. Could you recall what her attitude to the structure of a musical composition
was?

I don’t think anything specific comes to mind other than common sense approach that says: ,,if
you focus on only details in a piece, then the structure is quite likely to not emerge,, because
you were just looking at the micro. And if you only stand back and you play a complete piece
and you don’t look at detail, then you might get a very good overview, but you get no clarity
and no finesse and no detail within. You have to combine the micro and the macro. She had a
very good way in balancing those two aspects. | do remember working in detail, because |
remember very long lessons necessary to going through a big piece. | also remember her
enthusiasm on playing through a big piece, so that you are able to present a full and

architecturally convincing piece.

Did Sulamita make clear differentiation between the sound you would apply to different
repertoire, for example - Bach, Beethoven, Rachmaninov or Copland?

I don’t remember her looking for a different sound as such to each of these composers. I
suppose, when | say sound, I mean control of the sound. If you are playing Bach, you need to
be aware of that kind of sound, which produces clarity of lines as a priority, because that is what
the music is about. And if you are playing a Rachmaninov prelude, lines are still important, but
just a singing quality, and elongating of tone, use of the pedal, which, I think, was something

that actually did figure quite a lot - being aware of how to use the pedal.

In my conversation with Vovka Ashkenazy, we discussed a lot about a continuous musical
line. You can often hear pianists, who break the line, rather than making a phrase as a
one unit from the start of the end of it. What are your thoughts about that?

| think it aligns with the voice - how you sing. | think she probably did sing actually. I am sure
we did talk about singing as an obvious parallel, more obviously in the romantic music. But |
think the same basic principles apply to the contrapuntal music, too - it’s that that you have

melodies which are interweaving and there is a lot more interaction between those lines.

Did Sulamita use to demonstrate certain things at the piano?
Sulamita has some physical problems with her hands, related to the car accidents she had in the

past, and playing is difficult for her. As a teacher myself, | can sit next to a student and play a
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chord or suggest a way of voicing, but | also very rarely play large extracts for students, because
I don’t want to imply a sense or an obligation to copy. | draw their attention to particular points,
and then hopefully a student will pick up that and apply it with their own heart and their own
ears, making it their own rather than a duplicate of me. And, | think, that was probably her
approach, too. Regarding the very general points | can remember, it was her time that she gave
to students. I’ve always felt that piano playing was her life. In terms of her time that she spent
with her students, it was phenomenal. She was totally involved in what students were doing.
She was very very keen on organising informal concerts with her students playing. That was a
very important part of her teaching process. That was most informal, it might just be the person
waiting for the next lesson, or it might be a few students together either in college or in her flat
in Manchester. She was also looking for concert opportunities. As you know, Sulamita is a great
and sometimes forceful communicator. And over the years she has forged lots of opportunities
with students. When she lived in Manchester, | played lots of concerts. They were as a direct
result of her contacts. She felt that was a really vital part of the learning process. The other thing
that | remember was her efforts to generate enthusiasm and a desire to learn from others and to
move upper the pianistic ladder, to look for opportunities myself, particularly competitions. |
went to Busoni competition, Geneva and Queen Elisabeth competitions in Brussels. She would
not expect me to win any of those, and I certainly didn’t expect to win, but, of course, you win
something - you win experience, you win some friendships, you win your repertoire. | think we
all know what | would describe as career teachers, who measure their own success through the
success of their students, who win competitions only. Sulamita hasn’t been that kind of teacher.
I am sure she is happy when her students win competitions, but I don’t think that’s a driving
force for her. I think she always saw those competition events as a part of educational process.
| think, Sulamita is always opened to students with different background, different experiences,

abilities and potential, and help them all. | think that is quite exceptional.

She was very insistent in her lessons. And, | think, she is a rather insistent and persistent
personality, which is very good generally. I think, it not a very British trade. And when you
have a very particular personality like that, it can generate some friction. When she worked in
the conservatoire in Manchester, | am sure she found it quite challenging. She was a breath of
fresh air to the department, and probably some people found that breath of fresh air a little
unsettling. And, I think, that’s something to do with her personality, and that personality, when

it was focused to the piano playing, was to the benefit of students. I own her everything. Every
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success that I have, I own to her. Without her, I wouldn’t be able to have the career
opportunities. | and my fellow students, some of who were distinguished players and some of
who modest players,- she made us all feel that we can achieve great things, relative to what we
expected to achieve.

Could you recall some specific motions Sulamita suggested to use in relation to sound
production?

In the very early days of my studies with her, as a way of trying to develop a better sound, I can
remember this very simple exercise of dropping the forearm, trying to feel the constraint in the
joints and a deep contact with key with the third finger and then the second and the fourth

fingers and then the first and the fifth, trying to feel your contact with the key better.

Interviu su Johnu Parru, 2018 06 13

Johnas Parras (g. 1955) pas S. Aronovsky mokési 1973—-1978 m. Karaliskajame Siauriniame
muzikos koledZze Mancesteryje, véliau — privaciai. Tuo pat metu studijavo muzikologija
Mancesterio universitete. Dirbo dainininky repetitoriumi (coach) Karaliskajame Covent
Gardeno operos teatre, Zemutinés Saksonijos valstybiniame operos teatre, buvo San Fransisko
operos muzikos personalo vadovas ir teatro meno vadovy George’o Alexanderio Albrechto,
Christofo Pericko bei Andreaso Delfso muzikinis asistentas. Siuos metu — Deutsche Oper teatro
Berlyne muzikos personalo vadovas ir vyriausiasis repetitorius bei reéitaliy ciklo Lieder und

Dichter meno vadovas.

When did you study with Sulamita?
| started in 1973 and studied with her for 5 years and the next few years after that, while | was

freelancing in Manchester, | was having lessons with her pretty regularly.
Sulamita told me that you have a very interesting job.

| went into opera. | am now a head of the music staff at the Deutsche Opera. A sideways job

that | have is being the main coach for singers.
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I wonder if you apply something from your piano studies in your work with singers.

Absolutely. The first thing is play the piano well to do this job. My career started doing some
concerts and competitions as a freelance pianist. But | always sort of did opera on the side. |
think it started professionally when | was a postgraduate student. The opera department in
Manchester was very good. They needed some extra people to play for production classes. So

it started like that and then gradually went to opera on a more permanent basis.

Could you mention some specific things you can apply in your work with singer’s from a
pianist’s perspective?

It’s having a good technique to start with. Sulamita taught a very very singing way of playing.
| think that it also actually helped me as an understanding about what the good singing should
be. She sometimes used to demonstrate certain elements of music by singing it. She also worked
hard to make us achieve a very passionate and a very legato sound, and also, very much using
the whole body. 1 think she was particularly good in her understanding of how to prepare
something for a performance. That’s the same whether it’s piano, violin or anything. The whole
process, including the psychology of the performance, I think, was a huge help. I think, that sort
of care and commitment and involvement that she has in the psychology of how to build

somebody up was the very valuable point.

You mentioned the use of the whole body when playing the piano. Could you possibly
comment on that a little bit more?

Before | worked with her, | had a good solid teacher, who was a professor at the Royal Academy
of Music, but I don’t think he ever taught about the whole business about keeping the shoulders
free, having the knuckles strong and being the support [for the fingers] etc. That support does
come from a lower back, and that means to be free . Though the energy always comes out at
the end to the fingers, there is the whole mechanism of the body behind it. And that also

connects very much with singers.

Some other Sulamita’s students I interview spoke of the importance of having a
continuous, undistorted, singing musical line. I wonder if it’s possible to give some verbal
description of it.

Obviously the whole legato thing on the piano is basically the illusion because you can’t keep
the sound at the same level throughout the note, whereas as a voice or a string player, you can.

It’s obviously to do with matching the sound to where the sound was before, but you can’t just
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do continue as diminuendo either because you don’t get anywhere then. It’s also sometimes
about time, sometimes stretching an upbeat etc. The idea of singing in the slow notes and
making sure it always connects, - which is probably a big tradition. It comes from vocalism.
It’s also very interesting. I worked in Germany and in America, and the German orchestras all
have this tendency at the expense of playing unrhythmically to stretch out upbeats and make
sure they sing. I think that’s a long tradition here, but certainly the whole idea that the music is
horizontal, the sense of it going somewhere, the sense of direction in a phrase probably
originally comes from singing. When you sing, you have to breathe, you also have to breathe
when you play the piano —not in a direct sense, but to breathe to get air for the next phrase. It’s
important to breathe in an organic way — not just stopping and starting again, but breathing so

that the line of the piece continues.

Sulamita often uses the concept of intonation when working on phrasing. It seems to me
very much related to shaping the music.

Singers start from a different tradition — they have words. Words by themselves give you the
way to intonate the phrase. On the piano you don’t have the words. I remember the singer friend
of mine listening to Horowitz playing Mozart and saying “it’s very hard to imagine there aren’t

words there. It sounds as if it is spoken with words.”

I also wanted to talk about Sulamita’s and your approach to performing the repertoire of
different epochs. I’ve noticed that when performing the music of the Baroque, in
comparison to many other pianists, Sulamita requires a singing tone rather than dry and
crispy harpsichord like tone, which is quite fashionable now, having in mind the
movement of the Old music.

I’ve never got impression that she was terribly involved in that [the Old music movement —
M. K.] really. Since then it has affected the way | play, and | do quite a lot of recitals with
singers. I think, I’ve probably changed in some ways, trying to incorporate some of that
articulation from that time without losing the idea of the singing line. | was recently was playing
the Don Giovanni here, and we had a piano which is a modern replica of the piano from about
1780. It had 4 octaves. I’ve actually not played that kind of instrument before, and it is a
completely different instrument in comparison to what we have in the modern piano. It’s quite
nice to play Mozart sonatas on it, but the idea of playing Beethoven on it is pretty horrible — it’s
completely underpowered to do that. The classical phrasing, that you see in Beethoven or

Haydn, where the slur always finishes before the bar line, and then restarts in the new bar (so
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=e==3 = sounds pretty strange on a modern piano if you start

they are like bow marks), -
doing that, but somehow on those [18" century] instruments it makes sense. | think, Malcolm
Bilson was saying that this kind of structure sounds relatively natural on the piano of that time,
because its sound decays quicker, but on the modern Steinway it sounds chopped up and not

natural.

Quite a few students of Sulamita think that her attention to the singing-like musical line
comes from Russian school.

I’m sure what Sulamita teaches is basically a tradition that comes from Liszt. And this very
long singing sound and big lines were very characteristic to Furtwangler and Karajan. It’s
certainly not just Russian. Of course, great Russian conductors like Mravinsky have it, too.

| think Sulamita really taught me to communicate emotion, when you play. That was a very
crucial thing. It involves a certain kind of openness and just letting it through you. She used to
tell me: “don’t play with your stomach”. In one sense, you do play with your stomach because
that’s a connection, but if your emotion stays in your stomach and doesn’t get to your fingers,
then you feel moved by how you are playing but nobody else does. And I think that is something
that really helped me with singers. Many singers feel that if they put a lot of effects and emotion,
it will move the audience, but actually what’s more moving is if you let it go through you and
you get out of the way of it — then you allow the voice to be really free. However, it wasn’t just
an abstract technique to which you add the music in Sulamita’s teaching — her approach to

making the sound and communicating the sound was one thing really.

Was it about some technique of relaxing your body and bringing your energy to the
fingers?

Yes. It’s the same with singing really. Obviously you can’t just relax, because then nothing is
going to happen. You are doing something that takes energy — you are moving the fingers hard
enough to move the piano mechanism and create sound. So you are doing physical work. It’s
the same thing about singing. Sulamita emphasized very strongly the strength in the bridge in
the knuckles of the hand as a support. Energy goes there whilst the wrist is not tight and
shoulders are not tight. What happens if you don’t have some support in the hand — in the
knuckles or somewhere — then that tension goes somewhere else and then you start getting

problems with tendons. | feel I always have to sit on a good piano stool. It needs to feel stable.
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It’s the sense that your body is rooted on the floor. It’s the same rule for really good singers —
their energy goes very very low in their body. There is a lot of support around the diaphragm
to support the breath, and the throat itself is completely free. So the chords are free to vibrate
in this support even not having to work to keep vibrating. It’s about efficiency. Sulamita taught
me that you don’t have to keep pushing hard on the key once you pressed it. And if you do that,
you are putting tension back into the body. To play effectively, you need to use your body as
efficiently as possible. It was a huge breakthrough for me with her. | remember she was working
the First Concerto by Liszt with me. And | finally understood that you could play the beginning
without forcing and pushing like crazy. You actually grip the keys, release, give a series of

quick impulses and release the whole thing, — you get much more sound this way.

What psychological qualities do you feel you developed while being a student of Sulamita?
A very thorough commitment to what you are doing. Working in a lot of detail and being strong
enough not to be upset too much when things don’t work. She could quite break you down at
points, but she would never let you leave a lesson feeling broken down. She’d always make
sure that you are self-confident by the end of the lesson. That was quite an achievement really.

She had a very strong determination and a very strong belief in her people.

What features of her school, in your opinion, stand out?
An integrated approach towards technique, sound, music and communicative emotion. Also the
sense of a very free and open sound. And that is certainly something that pianists like Gilels

and Richter tend to have.

Interviu su lanu Fountainu, 2018 06 12

lanas Fountainas (g. 1970) pas S. Aronovsky studijavo nuo 1986 iki 1992 m. Karaliskajame
Siauriniame muzikos koledZze Mancesteryje. 1989 m. tapo jauniausias Arthuro Rubinsteino
konkurso Tel Avive nugalétojas. Koncertavo su Londono simfoniniu orkestru, diriguojamu sero
Colino Daviso, su Izraelio filharmonijos orkestru, diriguojamu Zubino Mehtos, Cekijos
simfoniniu orkestru, diriguojamu Jiri’o Belohlaveko, Londono filharmonijos ir daugeliu kity

orkestry. Grojo Slézvigo-Holsteino, Prahos pavasario, Enescu ir kituose festivaliuose. Kaip
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kamerinio zanro pianistas grojo su Davidu Geringu, Manderling ir Emperor kvartetais. Nuo

2001 m. — Karaliskosios muzikos akademijos Londone profesorius.

When were you studying with Sulamita?
| started in 1986. | started at the age of 16 and studied with her for 6 years.

Did you have other teachers after that?
No, officially I didn’t go to other teachers. Back in those days one teacher was your teacher.

Nowadays people are encouraged to shop around, to have a lot of masterclasses and so on.

Do you think that Sulamita is representative of a one particular piano school?
It’s hard to say that. People are individuals, and they are formed by their training. Everybody
develops in their own way and find their own way of working. Of course there is a very strong

history and culture behind certain styles. And in her case just as much as anybody else.

Are there any methods which you have adopted from Sulamita, and which use when
teaching your own students?

Of course. Certain times | often hear myself repeating things which | was told thousand times
over. Sometimes it takes time to appreciate things properly yourself. When you teach, you are
not just expecting people to grasp things immediately. Sometimes it takes years or decades
before things get understood. Education of a person happens over much longer period than just

a period of studies.

What principles of performing have you absorbed from Sulamita?

One of the areas where she was very strong was the projection of sound into a big hall, into a
big empty space. It’s not just sound — it’s very much the timing of the sound. Everybody can
make a big noise out of the piano, but that’s not the answer. The question is in a way how to
make your playing in the right scale. When you make a speech in any kind of a larger room or
a hall, you immediately feel how you have to project not just your sound, but also the speed at
which you speak. When you get certain age, you find you occasionally have to make a speech
somewhere. Sometimes you finish the sentence, and then you need just to pause a little bit to
breathe before starting the next sentence. However, when you speak to someone on a phone or

with somebody, who is next to you, you don’t have to do that. But when it’s in a more public
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arena, you have to do these things. I think, for students, when they start studying, one of the
hardest things is getting the sense of timing and scale into their sense of how to perform. One
thing I very much think Sulamita was great with was making an understanding of this question.
We used to have lessons in the main concert hall in the Royal Northern [College of Music]. She
would took it every evening after it was finished with the concerts. You would go there at
9:30pm and she would maybe arrive at 10:30pm, and then she would sit at the back of the stalls
(about 10 rows back) and we would have to play in this quite a large hall, maybe with 500 seats.
She would shout at us from a distance 30 metres away. | think she held her lessons there every
day of the week.

What | have noticed from being a teacher myself is that often I feel I'm teaching like a
composition teacher. Of course, the piano is our instrument, but I find I’'m often trying to show
a student how piece is composed, and how things fit together, and the reason why this theme or
this bar is related to that theme, and how this develops out of that, and how that tempo must
relate to this tempo — all the thousands of details, which go into a composition. When student
really starts to understand all those things, then his playing of it becomes more convincing. |
don’t know if it’s something that teachers do consciously, but I think that’s the right way to
approach playing a piece of music — to put yourself in the place of the composer and not to put
yourself in the place of a pianist, who wants to somehow put himself in front of the piece. I'm

sure that Sulamita’s approach also followed that kind of direction.

A necessity to maintain a continuous, uninterrupted, undistorted musical line in a phrase
seems to be very important to Sulamita...

Yeah, but it depends on a phrase. Some phrases don’t have a continuous line. Sometimes things
break off or they interrupt or they change direction suddenly. Of course, when you play a
nocturne by Chopin, then that what’s you are doing. But you might be playing all kinds of other
pieces, which have a different structure. Of course, singing style where it’s needed is wonderful,

and it’s something, which not many people can do well, and everybody loves to hear the lyrical

playing.
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You have a huge experience as a concert pianist, and |1 wonder if you could possibly tell
the stages of your work, when preparing a new musical composition, are.

The learning process depends on many things. First, how long you have [played it], what kind
of a piece it is, if you know it already well from hearing it or if it’s completely new to you, or
maybe you played it once before 20 years ago and then never again. For me it’s mixture of
small details. And also I like to get into a feeling of playing the piece through in the style of a
performance quite early on in the process, even if it’s not very good. I find it important to
somehow to get into the feeling of what it is going to be like as a complete piece. Something
that she encouraged a lot was to play through a piece. Then you learn where are the difficult
points of concentration or where you get tired. You don’t really know it until you do it for real.
There are pieces that I almost only play them through. Maybe once a day I’ll play Beethoven’s
Fourth Concerto, — I might play it through every day and each day try to improve things which
I remember not going well a day before. Of course you have to repair a lot here and there, but
when you start learning a piece, you have to take it apart into smallest pieces, especially when

you learn something for the first time.

Could you recall some specifics of Sulamita’s approach to the music of Beethoven?

What | see from many directions, is that Moscow view of Beethoven is quite different to what
I’d consider the German romantic view of Beethoven, which you might follow from
Furtwangler, Kempff and that kind of direction — rather mystical approach to Beethoven of the
German romantics, which is very different to the literal school of the modern Germans
sometimes. The pre-war time Beethoven playing in the German school is quite different, which
is marked by great freedom and fantasy and a search for beauty. In a way | had the feeling that
what we can call a Russian school (I don’t want to generalise though) is much more objective
in approach to Beethoven playing. If you listen to, for example, Richter and Rostropovitch
playing Beethoven’s cello sonatas, there is an unbelievably strict and direct approach to
Beethoven, — with this relentless powerful rhythm underlying everything. In a way, everything
which comes out of that school is somewhat in that direction, | would say. But at the same time
I was very involved with listening to the performances of the older German school of
Beethoven. It was much more free and fantasy-full. That was always something of a conflict in
me, and I’m still not quite sure which way I am... Because in a way both approaches have a lot

of truth in them.
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You would probably regard Sulamita’s approach to the Russian school in this case...

Very much. And in a sense of organization and discipline in the music as well. | am very grateful
that she gave me in those early years was this sense of tremendous discipline, and she wouldn’t
let me get away with any amateurish, any dirty corners in your playing. She would hear every

tiny thing. That was a fantastic school for a young student.

What other features of Sulamita’s school, in your opinion, stand out?

What she also brought to her teaching was this incredible personality. As a person, as a human
being, she has such a force of character. In her class she was such a dominating figure. It always
created a great deal of energy and excitement. So we were all working like crazy, because we
had to live up to a very high demand from her. And when she came into a room, you really new
she had arrived — maybe because also you had to wait for an hour before she -got there. If she
said it’s 3 o’clock, it was always 4 o’clock. And, of course, that’s one of her deliberate tactics,
— like a showman — turn up late, so everyone has to wait for you, and then you make an entrance.
Don’t think that that’s just disorganised — that’s part of the performance. I observed plenty of
other people doing that. Of course it’s frustrating as hell, when you are the one, who is waiting.
That’s also very much something that comes from her culture: if you are important, then other
people have to wait for you. The other thing is that she was very very generous with her time.
They’d be locking up the building, and she’d still be inside, — they’d have to pull her out. What
she did for us was way beyond the contracted duties of a teacher in the school. It was a huge

investment of her life in us. So these are these little things which make a great figure like her.

Interviu su Zrinka Mikelic Bottrill, 2018 09 24

Zrinka Mikelic Bottrill Karaliskojoje muzikos akademijoje studijavo 1993—1999 m. pas
Hamishg Milne’a, Christopherj Eltong ir Sulamitg Aronovsky. Laiméjo tarptautiniuose Romos
jaunimo ir Stresa konkursuose Italijoje. Koncertavo Queen Elisabeth Hall saléje su Londono

solisty kameriniu orkestru.
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I’ve just read your biography where it is written that before coming to Sulamita you also
studied with Hamish Milne and Christopher Elton.

| studied with Hamish Milne at the academy for one year and then I switched to Christopher
Elton. They were nice people but it wasn’t what I was looking for. I heard of Sulamita from
other people and I kind of felt that she could offer what | was looking for. | had Russian teachers
before in former Yugoslavia, so | felt that it would be more suitable. And then, at the age of 21,
I met her and then I’ve been in touch with her for many years ever since. Even now I may play

for her once or twice a year and ask for her advice.

You mentioned that your other teachers in London couldn’t give you what you were
looking for. Can you comment on that?

| felt that I needed something more technical, more precise. When Sulamita started to teach me,
| felt that she was much better in being very specific, very precise with what she wanted, and
she felt to me to be much more detailed. | felt that an approach of my previous teachers was

much more abstract and that they were not focused so much on technique.

Would you agree that Sulamita has a very characteristic style of teaching?
Yes. And also as a personality she is much more persuasive, and that also makes a big
difference. That’s good for the teacher. When you are young, you can’t really make choices so

easily. When you have too many things to choose from, you get very confused.

So you need to have a very clear direction...

Exactly.

Could you try to think of psychological qualities that you developed during your studies
with Sulamita?

She is quite down to earth and pragmatic, which is good for a performer and teacher.

What do you think of performing music of different epochs? Do you think there is a
significant differentiation in sound production when playing, for example, Bach,
Beethoven, Debussy and Scriabin? Or maybe there is something that unites all of them in

Sulamita’s approach?
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Sulamita always starts from the instrument point of view. She differentiates different styles,
but, in my view, she always starts from the point of view of how you manage to do it all on the
piano. You approach the piano technique first, and then you incorporate the style into that. The
physical control or the physical side of the piano is very important to her to develop the right
physical technique. She insists on that to get the right direction in the pieces. I don’t think she
talks a lot about the style, although she pays lots of attention to rubato in the romantic music,
especially Chopin. She tries to develop a good taste for rubato, and that’s not easy to teach, I
think. That’s why she often plays with students a lot, and she insists that students copy her.
There is rubato in all the music but it’s not easy to develop a good taste of it in the romantic
music. She also insists on rhythm and organization at the same time. She would never say that

Chopin should be played like this or that. She never teaches that way, I think.

When teaching Bach, I think that the rhythm is her main priority, though rhythm is important
for her everywhere. It is very important to stabilize the tempo. Actually not tempo, but the

rhythmic patters.

What kind of rubato do you apply when playing Chopin, in regard of rhythm, dynamics,
phrasing etc.?

Well, phrasing is everywhere, phrasing evolves the direction. The rubato is rhythmical as well.
She always insists where you should take the freedom and where you shouldn’t take the
freedom. She does show the student where you can breathe and where you can’t breathe. It is
actually hard to teach a good taste, I think. Of course you have to organize the whole structure
and the whole phrasing, and once you have it all organized, when all the phrases are shaped,
then within that shape you need to take freedom. | think rubato is rhythmic but it is also linked
very strongly with direction of phrases. She doesn’t like gaps between the peaks of phrases and
things like that. She thinks it is a bad taste, when it feels like you are getting there and you are
not arriving where you should be. You need to go for the peak and to take the freedom
afterwards. On the other hand, when you have quick passages, she doesn’t allow you to slow
down after you reach the peak. If you have semiquaver passages going up and down, and if you
slow down after turning around, then it’s not a good taste either. When playing a passage, you
need to get energy to get through it and beyond. So it’s not one thing — it depends on the musical

context.
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I think, she never suggests to wait on the upbeat.

Yes. When you have no sense of pulse, it is very confusing. But once you establish the pulse,
then you can take freedom. Everyone, including the audience, has to feel, where the parameters
are. You need to indicate first where the pulse is, and only then you can take some freedom,

otherwise it’s all too approximate.

When performing the music of the Baroque, in comparison to many other pianists,
Sulamita requires a singing tone rather than dry and crispy harpsichord like tone; for the
purpose of blending sounds and connecting phrases, she often suggests using pedal.

I think that’s a Russian approach. Again I think she always starts from the piano. The piano is
the centre for her. She looks for what the instrument can do, and, | think, the style comes second.
I think that’s the Russian approach. Violinists and singers do the same, in my view. They will
do the phrasing which is natural to their breathing, to their bowing. | guess her approach to

Bach is more romantic.

She likes Debussy a lot because she probably thinks that French music is very good for trying
to teach piano technique, where you actually try to apply bodyweight like in a karate, where
you don’t stop the force but let it go through the instrument. It’s where you can apply your arm
weight. She thinks that Debussy is very good to teach that suppleness. You need to apply that
in all the repertoire, in particular the romantic repertoire, but Debussy is the best for that,
because you have to achieve here those ringing sounds. When | started with her, she wanted me

to play the Debussy preludes and I’ve seen that lots of her students play Debussy preludes.

She would approach any piece of music like a singer would open the score and say: “oh, the
phrase goes up here, therefore I should do that with my voice”. She just seems to follow what
seems to her logical on her instrument. Even if Debussy didn’t write any dynamics in a phrase,
she would never let you play it flat. That might also be related to a more romantic approach to

the French repertoire.
When | was studying in Yugoslavia, | saw lots of Russian mentors teaching their students to

apply bodyweight, being able to produce a good sound — a big and at the same time supple

sound, so I guess it’s all kind of linked.
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When | started teaching, Sulamita told me that | have to start teaching somebody to use their
third finger first. That encourages to use the whole palm, the whole bodyweight, while in
English system you start with your thumb. In a Russian school, from the very first lesson you
teach the child to lift his arm and to drop it.

Do you feel there is a particular repertoire that is special to Sulamita?
She likes to suggest playing some pieces like the waltz by Gounod-Liszt, Carnival and
Symphonic Etudes by Schumann. There are certainly some pieces that she likes very much and

she thinks that you can learn a lot from them.

Could you recall some Sulamita’s methods of approaching sound?
She does want the most direct, the most instant way of producing sound. For quick passages
she does insist on quick reflexes. She used to call it karate. It means a hand placed and being

moved sideways

When playing scaly passages, she uses a step by step approach (making steps with your fingers,
when using some help of your wrist for every single note of the passage). It reduces the time

wasting and it helps you play more rhythmically.

When you are going from one chord and jumping to another chord — she used to call it Toyota
— she uses instant up and instant down body movements that are basically connected: one is up,

and it immediately comes down.

When you are playing a slow movement, | think, she insists on a more hesitant approach to

sound (that is rubato in a way as well).

She particularly insists of having your second and third finger knuckles up. When your fingers
are supported by your knuckles and by your palm, the whole arm and the whole body is
participating in making steps with your fingers. It allows the bodyweight to flow through your
fingers. Without that you won’t get a right type of sound. Even when you play with a fifth
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finger, she would say that you must have your second finger knuckle up. This way you have a

support of the whole palm.

Sulamita often suggests using straight fingers while still keeping the knuckles high,
especially when you need more volume, and in particularly when emphasising a particular
note or chord...

And she often suggests pushing away from the piano. It helps you to avoid hitting the keys
directly, as you would hit the wall. You are kind of channelling the energy through and then it

springs back.

When talking about pedal, everyone mentions the ‘crocodile’. Is it merely an equivalent
of a delayed pedal? I feel it’s also about catching the resonance of sound at the right time....
She does insist on the delayed pedal as an ‘all legato’ pedal, but it is also to do with blending
the sounds of different textures and catching their blend. The whole point of the pedal for her

is blending and resonance.

Sulamita’s work on rhythm is often about subdividing and then reintegrating certain
rhythmical structures. She would often calculate and suggest how you can divide groups
of notes (a basic example would be a group of 5 divided into 2+3). She would apply the
same to the ‘macro structures’ (for example 4 bars dividing into 4 groups of 1 bar, or 8
bars — into 4 groups of 2 bars, and then suggesting to think of them as of a single 4 beats
bar, where the first beat is a strong beat, the second beat is a weak beat etc.).

These 2 things are not the same. Structure of 4 parts gravitating towards the 3 beat or the 3"
part component in the phrase — that for her is rhythmically to do with a structure in the phrase
and particularly in classical repertoire, where you have to go to the 3" part of the phrase, while
the 4™ is the resolution or an elision moving to the next section. Always going towards the 3™
part cannot be wrong in the classical repertoire. I think some people would instinctively do
things like that. For me it wasn’t always instinctive. If you’re playing a Beethoven’s phrase,
which is always structured in 4 parts (it can be written in 2, 4 or 8 bars), you need to identify
the 3" part, and that will be the peak of your phrase, while the 4™ part is a cadential resolution,
which, as arule, is a cadential point. That structuring always works. She encouraged me to think

in terms of those structures. For lots of people it is a magic formula. Although when playing
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the romantics or Debussy, where you find 3 or 5 part phrases, she would say that the structuring

there is different.

But subdividing irregular passages is different. When you have irregular passages in classical
and particularly in the romantic repertoire, she doesn’t like if they are not organised. She always
insists that they have to be subdivided somehow. And sometimes doing all this subdivision is a
nightmare. At the end it all has to sound flawless and natural. That is quite confusing. She wants

it to sound articulate and spontaneous at the same time.

Could you explain what the rhyme means in Sulamita’s teaching?

If you have lots of triplets or semiquavers, it’s good to find some elements, which are similar,
and rhyme them. Rhyming them adds to the rhythm and structure as well. For example, violinist
always has to use down bow and up bow motions, so he naturally won’t play all the notes in
the same way. Notes are never the same in any kind of passages when playing piano, too — one
of them is heavier and the other ones are lighter, but with a piano all our fingers have different
sizes and shapes, and we have to conform either to 3 notes in a beat or 4 notes in a beat and to
make it all sound organized. That’s where the rhyming helps. It shows a distinction between

similar rhythmical groups.

One of my students is playing a little piece based on triplets, and at one point it goes like triplets
up-triplets down triplets up-triplets down... I asked her to rhyme those upper ones — so it means
to show distinction between higher and lower triplets. By doing that she suddenly got a good
rhythmical structure, — otherwise it’s not organised. So the triplets themselves need a
subdivision of three (where the first note of a triplet is heavier), plus the upper ones should have

a different rhyme.

Rhyming is about finding relating elements in a particular section of music. For example, you
have a sequence of groups of 4 notes going down, — so if you rhyme the sequence, it’s going to
sound good, because it gives more cohesion and better rhythm to the whole thing. It’s related
to a musical shaping. What bowing can naturally do in violin playing (as soon as you stroke a

bow, you go down or you go up, and that will produce a different sound), on the piano we do
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all of this with our energy and the extra shaping. So I think we have to work harder to make the

music alive.

When | prepare a new piece by myself, for me it is very important to organise it, particularly in
relation to the rhythm and structure. When it comes to a performance, | think, even performers

with the most brilliant sense of rhythm have to work on that.

Do you think Sulamita represents one particular piano school or her teaching unites
various traditions?

| think her grounding is very much Russian — the school from the golden period — the period
after the 2" World War. There is no doubt about it. | think she has adapted to the western style
as well, because she has been living in England for so many years, but her technique — the
physical side of it — is very much Russian. | once saw a master class with Bashkirov, and
although Bashkirov is a different cup of tea (he shouts at everyone etc.), they studied with the
same teacher with Sulamita, and | was just shocked that the way he moves his hands and
everything is just like Sulamita — the way he applies the bodyweight, makes steps, keeps his
knuckles up, — it’s exactly the same technique. They both have a very clear idea what technique
should be applied, which is quite pragmatic and of course very artistic at the same time. They

do it in the same way — it’s almost religious.

Would you agree that Sulamita has created her own individual school of piano education?
I don’t know. I think she is a very good and extremely talented teacher and a good musician. I
don’t know if it’s her own really. I think she doesn’t like this idea of having a particular school
or something, she doesn’t like doctrines, but she had very much that kind of upbringing I think

— it’s a particular technique. People believed in it and strived to achieve that.
However, Sulamita doesn’t think that one way is the best way. She very highly thinks of some

British pianists and French pianists, and in regard to her experience as a jury member of many

competitions worldwide, she is very international.
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Does it reflect in the principles and contents of her teaching?

I don’t think so. But she would like to think of herself as being international, I think. She doesn’t
want to be labelled as somebody who belongs to Russian school. She sees herself as somebody
who is preparing people to the international standard, and she thinks that this standard is unified

all over the world.

Interviu su Janina NeniSkyte-Lyvens, 2018 05 06

Janina NeniSkyté-Lyvens (g. 1947) pas S. Aronovsky mokési 1965-1970 m. Lietuvos
valstybinéje konservatorijoje, véliau studijavo Maskvoje pas Sergejy Dorenskj ir Aleksandra

Aleksandrova. Nuo 2007 m. — Klaipédos universiteto docente.

Be Profesorés, tikriausiai dar turéjote kity mokytoju?
Taip. Véliau dar studijavau Maskvoje pas Sergejy Dorenskj ir Aleksandra Aleksandrova.
Turéjau problemy d¢l rankos jsiverzimo. Aleksandrovas daug démesio skyre pirSty technikai,

o Zifiraitiené j technologinius dalykus daug démesio nekreipdavo.

O koks buvo Profesorés darbo stilius?

Dirbdavo detaliai. Uzdavinius formuodavo, remdamasi kiirinio visuma. Jai buvo svarbu siekti
meninio atlikimo. Daug démesio buvo skiriama ritmui, intonacijoms, charakteriui ir bendram
kiirinio jsptidziui. Ji reikalaudavo, kad biity grojama taip, kaip ji nori, bet vis tiek prisitaikydavo
ir prie mokinio asmenybés. Jei tg patj kiirinj grodavo 2 mokiniai, galiausiai jie vis tiek ji grodavo
skirtingai. Ji suvokdavo zmogaus stiliy, galimybes ir maté, kas kam tinka. Jai nepatikdavo
mazos ir silpnos rankos. Didelj démesj skyré minkStam, neforsuotam, spalvingam, intonuotam
garsui. Prie§ jvairius koncertus ar egzaminus Profesoré dirbo, perklausydama visg programag
iStisai, pagrindinj démesj skiriant iStvermei, programos visumai ir svarbiausiy viety
tobulinimui. Stengdamasi atskleisti kiekvieno studento mening¢ individualybg, ugdé jy

pasitikéjima savimi.

Profesoré, kalbédama apie ritma ir frazuote, daZnai naudoja rimo savoka. Ji taip pat
daZnai tam tikroms ritminéms frazéms pritaiko kokj nors, daZniausiai labai paprasta
poetinj tekstg.

Tuo metu tokiy dalyky ji nenaudodavo. Visgi ji labai ilgai buvo Anglijoje, tad ta aplinka jai

turéjo turéti jtakos. Turint galvoj jos imluma ir analitinj mastyma, ji daug sugeria i$ aplinkos.
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Ar galétuméte jvardinti dalykus, kuriuos i$ jos peréméte ir iki Siol naudojate, ruoSdama
kirinj?

Pradedu darba nuo smulkiy elementy, véliau pereinu prie stambesniy. Sulamitai labai svarbi
buvo kirinio architektiira. Prie§ pasirodymus savaite liepdavo kas dieng kuirinj ne tik tobulint,
bet ir visg programa groti iStisai. Tg darau iki Siol. Tai pasiteisina, nes lavina iStverme ir leidZia

aprépti kiirinio visuma.

Profesoré daznai kalba apie intonavimg. Kaip suprantate intonavimo savoka?

Be intonavimo nesijungia garsai. DaZnai galima iSgirsti pianisty grojima, kai atrodo, jog
skamba atskiri garsai. Reikia, kad garsai jungtysi, lietysi, tarsi grojant smuiku arba dainuojant.
Reikia, kad frazés biity reljefiskos, kad turéty tam tikrg labai aisky garsinj piesinj. Sito reikia
siekti ypa¢ romantinéj ir ypac¢ rusy muzikoje. Tai reikalauja kur kas aukStesnio lygio

meistriSkumo, negu grojimas neintonuojant.

Ar manytuméte, kad tam tikry epochy muzika Profesorei artimesni nei kiti?
Man atrodo, kad ji visur gebédavo rasti reikalingus sprendimus, bet gal visgi artimiausias jai

romantinis stilius.

Ar Profesoré akcentuodavo pavéluoto pedalo naudojima?
Nepamenu, kad ji baty daug dirbusi su pedalu. Zinoma, prasydavo groti ir puse pedalo, — tam

tikri niuansai biidavo. Ji labai vertindavo ritminj stabilumg ir ritmo pojutj.

Ar galima buty teigti, jog Profesoré sukiré savo mokykla?

Jeigu Zitrétume | mokykla kaip i susintetinimg visko, kg jai pavyko jsisavinti ir kg naudoja savo
pedagoginiame darbe, tuomet galima teigti, kad ji turi savo individualia mokykla. Taip pat
reikia atsizvelgti j jos didziulg patirtj ir mokiniy pasiekimus. Negalima sakyti, kad jos mokykla

yra rusy ar angly — ji yra sinteting. Ji i§ visur pasisavino tai, kas jai atrod¢ vertingiausia.
Kokie jos mokyklos bruozai iSsiskiria?

Vienas bruozy, kuriy neminéjau, yra tai, kad Profesor¢ mokédavo suburti savo studentus.

Klausydavome vieni kity pamoky.
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PRIEDAS NR. 2: S. ARONOVSKY TEIGINIAI IS POKALBIU SU M. KATINU

Apie frazavima:
Skirtingy kiirinio epizody buvimas turi biiti jprasmintas ir pateisintas. Svarbu, kad tarp jy biity
erdvés, kad jie nelipty vienas kitam ant kulny, kad likty oro jkvépimui, kad likty erdvés

Jvaizdziy vystymuisi.

Jei nori, kad klausytojai suprasty — skirtingos muzikinés frazés, sakiniai ar epizodai turi turéti
aiSkias pradzias ir pabaigas. Naujos temos pradzig reikia groti taip, tarsi ji biitu atlickama kito

tembro instrumentu.

Intonavimas — israiskos galimybé, leidzianti frazei suteikti ekspresyvumo, skambinimo metu

i§skiriant, parySkinant tam tikrg svarbig frazés vieta.

Negali taip sakyt, kad muzikoj viena svarbiau nei kita. Akompanimentas, ne tik suteikia

melodijai ritminj pagrinda, bet daznai turi jg pratesti, sustiprinti arba su ja kontrastuoti.

Apie garso formavima:
Garso kontrastai gali buti labai jvair@is, priklausantys nuo stiliaus ir charakterio. Kai kurie

reikalauja staigiy reakcijy, kiti — §velnesnio sujungimo.

Kadangi instrumentai i$sivysté ir dabar iSgauna daug geresnés kokybés garsa, néra reikalo
naudotis vien melizmatiniais garso prailginimo budais, bet galima pratesti garsg naturaliai; ir
pedalas gali padéti. Néra reikalo imituoti klavesing — reikia iSnaudoti instrumenta, kuris yra
dabar. Bet koks grojimas, kuris gali praturtinti garso palete, kuri primena vokalg arba

deklamacija, visados tinka. Svarbu, kad atlikime buity zmogiskasis elementas.

Kad biity galima balansuoti garsa, reikalinga greita atlikéjo orientacija. Reikia Zinoti, kokiomis
priemonémis garsg galima pratgsti ir jungti su kitais garsais, kad frazés bty ilgesnés. Jei viena
gaida yra ilgesné, o kita trumpesné, reikia energija panaudoti tokiu biidu, kad neiseity
atvirkS¢iai. Reikia, kad frazés nebiity sukapotos, kad lietysi, kad priminty daing arba

deklamacija.
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Nuo konkretaus garso trukmés priklauso, kada turés skambéti kitas garsas. Jei grosi létai ir labai

tyliai — garsas tiesiog uzges, nebeprasites.

Atskirus garsus galima prailginti ir patrumpinti, taciau kai frazei pritaikomas rimas, garsus reikia
jungti. Tam, kad turinys buty iSbaigtas, reikia i$vystyti buda pratesti garsa, sujungti garsus tokiu
biidu, kad mintis buity iSbaigta.

Kai laikai ilgg gaida, jsivaizduok, kad dainuoji. Jei prarasi rysj [su skambancia gaida], turési vel

pradét iS naujo, nes gaidos nesusijungs.

Trumpesnes gaidas ir pagrazinimus reikia skambinti tyliau ir lengviau, nei ilgasias gaidas.

Apie ritmg ir tempa:
Visi ritmo elementai turi biiti sustatyti | vietas, ir tik tuomet, kai jautiesi juos jvaldgs, gali palaipsniui

pridéti rubato, kur reikia — padidinti tempa, grojimui suteikti laisvumo.

Tarp ritminiy kombinacijy yra skirtumas. Yra dvi pagrindinés nattiralios formulés ar grupés, kurios
yra i§ dviejy ir kurios yra i$ trijy. Jos taikomos ir stambesniems dariniams — taktams arba takty
grupéms. IS esmés kiekvieng gaidy ar takty grupe galima padalinti j dalis po du arba tris, tod¢l esant,
pavyzdziui, SeSiy ar dvylikos aStuntiniy metrui, nereikia skai¢iuoti iki SeSiy arba dvylikos —

skaiciuoti reikia keturis kartus po tris.

Ritmo ir dinamikos tarpusavio priklausomybé, ritminiy struktiiry ir dinaminiy atspalviy derinimas

reikalauja auksto meistriSkumo.

Nereikia specialiai siekti metronomiskai greitesniy tempy dél to, kad kiti groja greiciau, arba dél to,
kad taip nurodyta kompozitoriaus. VerCiau reikia skirti daugiau démesio jvairiems israiskos

elementams.
Apie judesiy koordinacijg:
Didzioji dalis pianisto daromy judesiy turi poveikj instrumento skambesiui, todé¢l labai svarbu juos

naudoti apgalvotai ir vengti nereikalingy, jokio poveikio muzikai neturin¢iy judesiy.

Fortepijoniné faktiira reikalauja paciy jvairiausiy rankos padéciy, pozicijy, gebéjimo greitai jas

keisti, todél negali biiti vienos rankos padéties, tinkamos visiems atvejams.
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Apie atlikimo ir atlikéjo stiliy:
Artistas turi sugebéti atskirti, kur kas yra. Vieni [stiliy] supranta, o Kiti ne, nes nesidomi, kokios
Saknys, kokia aplinka iSaugino vieng ar kitg stiliy. Stiliaus pajautimg iSugdyti labai sunku.

[Procesas] gali uztrukti ne vienerius metus. Mokytojas ¢ia gali labai padéti.

Nereikia per daug susizavéti kity [atlikéjy] jrasais. Kiekvienas groja kitaip ir nereikia stengtis
ju kopijuoti. [Grodamas] turi likti paciu savimi. Kiekvienas muzikas, pasizymintis rySkia
menine individualybe, zino, kodél jis muzikg interpretuoja vienaip ar kitaip. Tai nulemta jo ilgo

darbo, ruoSiant kiirinj, jo kuriamo kiirinio meninio jvaizdZzio ir talento.

Jei susidaro jspiidis, kad grojama pernelyg atsargiai arba perdém grubiai, vadinasi, atlikimas

neatitinka karinio stiliaus.

Manau, kad skirtumai tarp skirtingy atlikéjy yra veikiau dél individualiy mokykly, nei

nacionaliniy.

Apie kompozitoriaus teksta:

Visada pasidék prie§ akis natas ir stenkis viskg daryti logiskai. Jei neteisingai iSmoksi pacioj
pradzioj, véliau bus sunku tai pakeisti, nes ir maza detalé, neteisingai perskaityta autoriaus
tekste, gali turéti reikSmes visai kiirinio interpretacijai. Turi zitiréti, kad nieks nepraspriisty pro
akis. Jei nori kazko pasiekti, iSmokti perskaityti, kas paraSyta, ar pastebéti skirtingas

[muzikines] linijas, to gali pasiekti tik tam nuolat skirdamas démes;.

Jei moki perskaityti teksta, supranti, kas ten paraSyta, tai nereiskia, kad ¢ia jau interpretacija.

Cia tik pirmas Zingsnis, siekiant susidaryti bendrg kiirinio vaizda.

Apie darbo procesa:
Esminis pianisto ugdymo sunkumas yra geb¢jimo vienu metu démesj paskirstyti daugeliui

dalyky lavinimas.

Atlikéjui reiklumas ir grieztumas sau reikalingas ne vien darbo proceso metu, bet ir scenoje,
siekiant savo temperamentg nukreipti apgalvotos techninés ir interpretacinés raiSkos naudai.
Turi taip pasiruosti [koncertui], kad nereikéty bijoti. Scenoj galva turi biiti uzimta ne mintimis

apie gaidas, o tuo, kg turi padaryti. Galvok, kur §ita frazé eina, kur pakeisti tembra, kur iSryskinti
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melodijos posiikj. Scenos baim¢ padeda jveikti Zinojimas, ko ir kokiomis priemonémis

kiekviename kirinyje turi pasiekti.

Scenoje atlikéjui ypac¢ reikalinga savitvarda, savikontrolé, — tiek atlikimo, tiek ir pianisto
laikysenos; klausytojai pastebi, kai artistas nejaukiai jauciasi arba pernelyg skubotai juda, — visa
tai palieka nervingumo jspiidj, o publika, atéjusi ; koncerta, nori mégautis garsu ir vaizdu;
klausytojams svarbu, kad atlikéjas savo laikysena iSreikSty norg su jais bendrauti, komunikuoti,
kad jy atzvilgiu biity geranoriSkas. Bitinai reikia, kad komunikuotum su klausytojais. Jie turi

suprasti, kg tu nori pasakyti.
Prie§ koncertg btinai programa kasdien pagrok iStisai. Visada svarbu pasitikrinti, ar pertrauky
tarp kiiriniy metu gali pakankamai greitai keisti savo psichologine buiseng ir koordinacija taip,

kad ji atitikty Kito kiirinio meninj jvaizd;.

Daznai mokiniams atrodo, kad praktikuojantis namuose jiems pavyksta puikiai pagroti kiirinj,

taciau to atlikti atéj¢ | pamoka jie nebegali.

Turi déti daug pastangy, kad scenoje galétum pasirodyti kuo dazniau.

Kodél tu sédi ir daug karty kartoji ta patj? Negirdziu, kad kazkas keistysi. Tai betikslis

muzikinés medZziagos kartojimas. Nusistatyk aiSkiai, kg nori pasiekti.

Uzrasyta 2015 lapkri¢io — 2019 m. kovo mén.
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PRIEDAS NR. 3: S. ARONOVSKY MOKSLAS, STUDIJOS IR DARBAS

Mokslas ir studijos:

1941 m. — baigé San¢iy pradzios mokykla

1940-1941 m. — Kauno konservatorija

1941-1942 m. — Bucharos 7-meté muzikos mokykla

1942-1945 m.— 10-meté muzikos mokykla prie Leningrado valstybinés konservatorijos

(Taskentas)

1947 m. — baigeé Sanéiy 9-3ja mergaiéiy gimnazija

1945-1949 m. — Kauno valstybiné konservatorija

1949-1950 m.— Lietuvos TSR valstybiné konservatorija
Saltinis: Studento asmens byla, Kaporaité-Ziﬁraitiené Sulamita, Boriso, 1940 09 04—
1950 09 01. Lietuvos muzikos ir teatro akademijos archyvas, b. 276.

1953-1956 m. — aspirantiira Valstybin¢je Maskvos konservatorijoje.
Saltinis: Darbuotojo asmens byla, Ziiraitiené Sulamita, Boriso, 1956 05 25-1970 10 30.

Lietuvos literatiiros ir meno archyvas, f. 410, ap. 11, b. 641.

Darbas:
1947-1948 m. — mokytoja Kauno aukstesniojoje muzikos mokykloje (dab. Kauno J. Gruodzio
konservatorija)
1948-1949 m.— koncertmeisteré Kauno valstybinéje konservatorijoje
1949-1950 m. — koncertmeisteré Vilniaus valstybinéje konservatorijoje (véliau pervadintoje
Lietuvos TSR valstybiné konservatorija)
1950-1953 m. — koncertmeisteré Lietuvos TSR valstybiniame operos ir baleto teatre
1956-1970 m. — fortepijono specialybes déstytoja Lietuvos TSR valstybinéje
konservatorijoje
Nuo 1961 m. — vyresnioji déstytoja, nuo 1967 m. — einanti docentés pareigas, nuo 1969 m. —
docente
1963-1965 m.— Pionieriy riimy fortepijono specialybés ratelio vadove
1965-1970 m. — fortepijono specialybés déstytoja valstybinio V. Kapsuko (dabar — Vilniaus)
universiteto estetinio lavinimo katedroje

Saltinis: Darbuotojo asmens byla, Ziiraitiené Sulamita, Boriso, 1956 05 25-1970 10 30.

Lietuvos literatiiros ir meno archyvas, . 410, ap. 11, b. 641.
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PRIEDAS NR. 4: S. ARONOVSKY MOKINIU LIETUVOJE SARASAS

Sulamitos Ziiraitienés absolventy sarasas, patvirtintas 1969 12 25 Lietuvos TSR

valstybinés konservatorijos

A. Brazauskaité-Saliamoriené. Baigé 1961 m. Buvo fortepijono déstytoja Valstybinio
V. Kapsuko (dabar — Vilniaus) universiteto estetinio ugdymo katedroje, véliau — fortepijono

mokytoja metodininké Vilniaus ,,Azuoliuko* muzikos mokykloje.

I. Sabiinaité. Baigé 1962 m. Po to baigé aspirantiira Maskvos valstybinéje konservatorijoje pas
Jakova Milsteing; désté fortepijong Klaipédos konservatorijoje, M. K. Ciurlionio meny
mokykloje, Kauno J. Naujalio muzikos gimnazijoje, privalomajj fortepijong Lietuvos muzikos

ir teatro akademijoje.

E. Kupstiené. Baigé 1962 m. Kauno 1-0sios muzikos mokyklos fortepijono mokytoja.

J. R. Simulynas. Baigé 1964 m. Fortepijono déstytojas Valstybinio pedagoginio instituto
muzikos katedroje, véliau— Vilniaus ,,AZuoliuko”“ muzikos mokyklos direktorius,

koncertmeisteris ir fortepijono mokytojas metodininkas.

R. Kontrimas. Baige 1965 m. Lietuvos TSR valstybinés konservatorijos fortepijono déstytojas,

pirmojo respublikinio M. K. Ciurlionio konkurso laureatas (1965 m.)
R. Siurkuté-Gutauskiené. Baigé 1966 m. Lietuvos TSR valstybinés konservatorijos
koncertmeisteré¢, Siuo metu Vilniaus ,,Azuoliuko* muzikos mokyklos fortepijono mokytoja

metodininkeé.

M. Bucharova. Baigé 1966 m. Vilniaus vaiky muzikos mokyklos (dabar — M. K. Ciurlionio

meny gimnazijos) fortepijono mokytoja.

E. Karcub. Baige 1968 m. Buvo Klaipédos muzikos mokyklos (dabar — Klaipédos S. Simkaus

konservatorijos) fortepijono déstytoja.
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E. Ciau¢ionien¢. Baigé 1968 m. Buvo Kauno specialiosios vidurinés meny mokyklos (dabar —

Kauno Juozo Naujalio muzikos gimnazija) fortepijono déstytoja.

T. Razu. Baigé 1968 m. Buvo Kaliningrado aukStesniosios muzikos mokyklos fortepijono

déstytoja.

T. Priborkina. Baigé 1968 m. Buvo Vilniaus gelezinkelie¢iy kultiiros namy muzikos mokyklos

fortepijono mokytoja.

R. Naujaliené. Baigé 1968 m. Buvo Vilniaus auks$tesniosios muzikos mokyklos (dabar — Juozo

Tallat-Kelpsos konservatorijos) koncertmeisteré.

V. Butautiené. Baigeé 1969 m. Buvo Lietuvos TSR valstybinés konservatorijos vaiky muzikos

mokyklos fortepijono skyriaus vedéja.

S. Aronovsky mokiniai dalyvavo regioniniame Atlikéjy konkurse Minske, sajunginéje

perklausoje j Paryziaus konkursg 1963 m., regioniniame atlikéjy konkurse Rygoje 1965 m.

Saltinis: Darbuotojo asmens byla, Ziiiraitiené Sulamita, Boriso, 1956 05 25-1970 10
30. Lietuvos literatiros ir meno archyvas, f. 410, ap. 11, b. 641.

Kai kuriy mokiniy darbo vietos patikslintos darbo autoriaus.

S. Ziuraitienés klaséje studijave mokiniai, kuriy Darbuotojo asmens byloje esan¢iame

mokiniy sarase néra:

Balys Ziiiraitis. Lietuvos TSR valstybinéje konservatorijoje studijavo 1968-1970 m. 2-0jo
tarprespublikinio M. K. Ciurlionio pianisty ir vargonininky konkurso diplomantas (1968 m.).

Janina Neniskyté-Lyvens. Baigé 1970 m. Véliau mokeési pas S. Dorenskj Valstybinéje Maskvos
konservatorijoje ir A. Aleksandrova Maskvos Gnesiny muzikos pedagogikos institute. Siuo

metu LMTA Klaipédos fakulteto fortepijono specialybés docenté.

Aleksandra Ingaunyté. S. Aronovsky klas¢je studijavo 2 metus, iki 1970 m. Siuo metu —

Vilniaus ,,Azuoliuko® muzikos mokyklos mokytoja metodininké.
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PRIEDAS NR. 5: S. ARONOVSKY REPERTUARAS

Koncertinis S. Ziiiraitienés repertuaras, atliktas valstybinés filharmonijos bei radijo ir

televizijos koncertuose

F. Chopin Koncertas fortepijonui su orkestru Nr. 2 f-moll, Op. 21
Sonata Nr. 2 b-moll, Op. 35
Etiudai Op. 10 Nr. 1, 4,7, 8ir 12
Etiudai Op. 25
6 preliudai
3 valsai
Skerco Nr. 2 b-moll, Op. 31
2 ekspromtai
5 mazurkos
F. Liszt Noktiunali
Nykstuky Sokis
Tarantela

F. Liszt-N.Paganini  Etiudas a-moll

J. S. Bach 6 preliudai ir fugos
F. Liszt-J. S. Bach Fantazija ir fuga g-moll
W. A. Mozart Sonata Es dur, K. 282
Sonata D-dur, K. 576
L. van Beethoven Koncertas fortepijonui su orkestru Nr. 3 c-moll, Op. 37

Sonata Nr. 17 d-moll, Op. 31 Nr. 2
Sonata Nr. 14 cis-moll, Op. 27 Nr. 2

C. Franck Preliudas, choralas ir fuga

R. Schumann Arabeska, Op. 18
Karnavalas, Op. 9

D. Scarlatti 6 sonatos

S. Rachmaninov 6 preliudai

P. Caikovskij Elegiskoji daina, Op. 72

Jumoristinis skerco, Op. 19
4 pjesés 1S ciklo ,,Mety laikai*

C. Debussy Chromatinis etiudas
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Dziaugsmo sala

Zingsniai sniege

Ministreliai

M. Ravel Pavana
Varpy slénis
Tokata

B. Bartok Etiudas

M. K. Ciurlionis 6 preliudai

B. Dvarionas Mazoji rapsodija

N. Rimskij-Korsakov Koncertas fortepijonui su orkestru cis-moll, Op. 30

Saltinis: Darbuotojo asmens byla, Ziiiraitiené Sulamita, Boriso, 1956 05 25-1970 10 30.

Lietuvos literatiiros ir meno archyvas, f. 410, ap. 11, b. 641.
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PRIEDAS NR. 6: S. ARONOVSKY PUBLIKACIJOS IR RANKRASCIAI

ISleisti darbai:
1. Antrasis S. Vainitino koncertas fortepijonui su orkestru. Valstybiné Lietuvos TSR
grozings literatiros leidykla, Vilnius, 1957. 1,5 sp. 1.
2. M. Dvarionaités koncertai. Ménesinis kultiiros ir meno Zurnalas ,,Kulttiros gairés Nr.
7, Vilnius, 1966. 0,3 sp. I.
3. Stiliaus ugdymas. Ménesinis kultiiros ir meno zurnalas ,,Kulttiros gairés® Nr. 3,

Vilnius, 1969. 0,7 sp. I.

Rankras¢iai:
1. S. Aronovsky aspiranttros disertacija ,,Lietuviy fortepijoniné muzika“. Maskvos
valstybin¢ konservatorija, 1956.
2. Kai kurie lietuviskos muzikos bruozy atskleidimo lietuviskuose fortepijoniniuose
kiiriniuose klausimai. 30 p.
Pirmasis S. Vainitino koncertas fortepijonui su orkestru. 16 p.
Treciasis S. Vainitino koncertas fortepijonui su orkestru. 24 p.
S. Vainitno ,,Gimtinés pievos®. 31 p.
S. Vainitino ,,Baladé®. 20 p.
Apie estetinj skonj. 10 p.

V. Bagdonas. Koncertas fortepijonui su orkestru (fortepijono partijos redakcija)

© 0o N o g B~ w

J. Juzelitinas. 2 pjesés i§ ciklo ,,AfrikietisSki eskizai* (transkripcija fortepijonui)

Saltinis: Darbuotojo asmens byla, Ziiiraitiené Sulamita, Boriso, 1956 05 25-1970 10

30. Lietuvos literatiros ir meno archyvas, f. 410, ap. 11, b. 641.
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SUMMARY OF THE ARTISTIC RESEARCH PAPER

INTRODUCTION

Sulamita Aronovsky (Sulamita Kaporaité Ziﬁraitiené-Aronovsky, hereinafter,
Aronovsky) is a piano professor at the Royal Academy of Music in London, founder, artistic
controller and Chair of Jury of the London International Piano Competition, and a noted
authority on piano education. Being highly acclaimed in the Western part of musical world,
unfortunately, Aronovsky is relatively little known in Lithuania, where she was born, studied,
started her artistic career, taught, and lived for more than 30 years. No scholarly or popular
works to shed light on her life or artistic and pedagogical activities either in Lithuania or in the
United Kingdom can be found, with the exception of a few radio programmes and interviews.

Research object — the principles of piano performance education of Sulamita Aronovsky,
their significance and place in the context of national schools.

The author of the artistic research project studied under Aronovsky at the Royal Academy
of Music from 2008 to 2010, got acquainted with her piano performance education
methodology, attended her lessons and concerts of her students, participated in the cultural life
of the Academy, and has been improving his skills with Aronovsky up to the present time. The
personal experience of the author, complemented by his interviews with pianists, piano teachers
and music critics — former students of Aronovsky, conversations with Aronovsky herself, and
research of works of her teachers, is reflected in the research paper. All of that contributed to
conveying the content of the piano performance education principles of Aronovsky, which led
to the conclusion that she not merely belongs to the Russian piano school, but is one of the
brightest examples of the continuity of the mid-20th century Russian piano traditions, standing
next to such piano teachers of her generation as Vera Gornostayeva, Sergei Dorensky, Mikhail
Voskresensky, Dmitry Bashkirov, and others.

Research relevance and novelty. For the first time, this research project provides a
comprehensive look at the pedagogical activity of Aronovsky, exploring the features and
origins of her piano performance education principles.

Piano performance education principles of Aronovsky have been reconstructed through:

e the assessments, attitudes and experience of her students, recorded in the conversations-
interviews conducted by the author of the research;

e the author's personal experience from Aronovsky's lessons and conversations with her;
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e scholarly and popular works of her teachers Lev Barenboim and Alexander
Goldenweiser, detailed descriptions of Goldenweiser's lessons, and Alexander
Vitsinsky's conversations with Grigory Ginzburg.

The research project can be valuable to pianists in their piano performance and education
studies.

The research aims to explore Aronovsky's piano performance education principles as an
artistic phenomenon; to reveal their origins; to prove that the continuation of the mid-20th
century Russian piano school is one of their essential features; to highlight the individuality of
Aronovsky as a teacher and pianist; to prove the assumption that the integrity and effectiveness
of the system of the piano performance education of Aronovsky allows it to be called an
individual piano school.

The following objectives have been set:

1. to present the concepts of school and tradition;

2. to evaluate the influence of time and place on the development of an artistic
personality;

3. to discuss the diversity of national piano schools; to identify and assess the

factors of the unification of schools;

4. to reveal the origins of Aronovsky's pianism, focusing on her studies, teachers,
and the standards of the development of piano technique;

5. to highlight the common aspects of piano performance / education principles of
Aronovsky and her teachers Goldenweiser, Ginzburg, and Barenboim;

6. to study piano performance education principles of Aronovsky in terms of:
sound and phrase, style of performance, structure of the piece, and performance
psychology (based on the author's interviews with eleven students of
Aronovsky);

7. to present a case study of Aronovsky's lesson given to the author of the research,
proving the effectiveness of her piano performance education in pianist's
understanding of musical material and his ability to convey it.

Research methods: historical comparative, descriptive, comparative analysis of

musicological texts, analysis of musical texts and performances, case study, and interview.

Review of literature and sources. Chapter 1 is based on the works of philosophers,

culturologists, musicologists, and pianists, including Thomas Kuhn (2003), Richard Taruskin
(1992), Harold Schonberg (1987), Wojciech Wisniewski (2015), Carl Martienssen (1966),
Charles Timbrell (1999), Elyse Mach (1987), Donatas Katkus (2006), Lina Navickaité-
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Martinelli (2013, 2014), Leonidas Melnikas (2000, 2008), Joseph Kerman (1983), Sofia
Lourenco (2010), Yuri Lotman (2004), Vytautas Kavolis (1995), Jurgis Aleknavicius (2019) as
well as the sources in Russian (Jleonun ['akkens (1990), JIe I'puropses, SAxos Ilnatek (1990)).

Chapter 2 draws on the ideas of Ginzburg (Vitsinsky (1946, 1947, 1949)), Barenboim
(Bapentoiim (1979)), Goldenweiser (Vpoxu [onvoenseiizepa [Goldenweiser's Lessons]
(2009)), and the author's interviews with Aronovsky and her students. The interviewees
included Vovka Ashkenazy, Stefan Ciri¢, Niklas Oldemeyer, David Fanning, Ian Flint, Maria
Canyigueral, Peter Lawson, John Parr, lan Fountain, Zrinka Mikelic Bottrill, and Janina
Neniskyte.

The author made use of articles by Antanas Andrijauskas and Juozas Mureika in the
Estetikos enciklopedija [Encyclopaedia of Aesthetics] and Muzikos enciklopedija
[Encyclopaedia of Music], and also of articles by other authors in scientific publications,
dictionaries, and Internet publications.

Structure of the research paper. The thesis consists of the introduction, two chapters,
conclusions, a list of references and sources, and six appendices.

Chapter 1 presents a theoretical exposition of the research and analyses the concept of
school, encompassing such definitions as school, tradition, style, and national school. It also
reviews the context of a school of performance, covering such phenomena as music
interpretation, performance technique, pedagogy, cultural environment, etc. The influence of
time and place on the tradition of performance is discussed here, too. The concept of the national
piano school is examined in order to identify Aronovsky's attribution to it. While focusing on
the Russian piano school, the author highlights the issue of the identification of national schools,
taking into account the process of their unification. The research focuses on the Russian school
until the mid-20th century (the period of Aronovsky's studies in the Youth Department of the
Leningrad Conservatoire and the Moscow Conservatoire). The features of identification of a
particular school are better revealed in the context of other schools, therefore the more
significant aspects of the Russian school are being compared with the German and French
schools.

The origins of the artistic formation and professional achievements of Aronovsky are
presented at the beginning of Chapter 2. The commonness and individuality of the piano
performance and education principles of her teachers are revealed through such categories of
piano performance as style and artistic image, rhythm and tempo, phrasing, and coordination
of movements. The analysis of the interviews with the students of Aronovsky, where the

principles of her piano performance education are presented and explored, lies at the core of
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the artistic research. Her place in the context of the Russian piano school is highlighted, based
on the experience of her students and their insights into the art of performance. The content of
the piano performance education principles of Aronovsky is reproduced in accordance with the
parameters of sound and phrase, performance style, structure of the composition, and
performance psychology. At the end of the chapter, the exposition of Aronovsky's lesson with
the author of the research is presented.

The artistic research offers Aronovsky's musical family tree developed by the author. Six
appendices are attached: the author's interviews with the students of Aronovsky; her statements
from the conversations with the author; archival data on her schooling, studies, work, students

in Lithuania, concert repertoire, and publications and manuscripts.

1. SCHOOL AND TRADITION IN THE ART OF PERFORMANCE

The concepts of school, tradition, style, and national school as well as the preconditions
for their existence are being reviewed; the development and vitality of national schools, and the
individuality of the Russian piano school in the context of other schools are being discussed in
order to clarify the attribution of the piano performance education principles of Aronovsky to a
specific national school.

In the analysis of the above mentioned categories, their differences and identities, the
insights of Mureika, Andrijauskas, Taruskin, Katkus, Navickaité-Martinelli, and Melnikas have
been used and compared. The point of intersection of the phenomena of school and tradition is
the conception of the sound-creating will, developed by Martienssen, and the concrete musical
reality (i.e. performance models formed by famous musicians), offered by Charles Seeger.

The life of the school and tradition in the art of music performance is reflected in the
theory of paradigm, created by Kuhn. When applied to the artistic phenomenon, paradigms are
to be considered as universally recognised artistic achievements, at some point providing
problem-raising and problem-solving models for a specific artistic community. Musicians,
whose creative activity is based on the same paradigms, follow the same rules and standards.
The tradition, like the Kuhn's paradigm, is recognised by all members of a given musical
community, and, conversely, a close community of musicians — the school — is made up of
those, who cultivate the same tradition(s). Tradition, school and style mark the established rules,
habits, and attitudes to the performance of music. It is an ongoing process, whose viability
depends on the continuous transfer of certain knowledge to future generations. The interruption

of the existence of the tradition usually marks the end of it.
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Performance traditions are not only being transferred — they are being further developed,
transformed, and adapted to the performance of contemporary repertoire. That way, new
traditions are born. Their constant circulation can be called a spiral of multitraditionality. The
tradition, as dynamic as the art of performance, does not disappear. However, interacting with
other traditions, it changes, and revives in a different shape and at a different level. Performance
practices are developed in accordance with the traditions, that are already established, yet the
time comes when new ideas, which displace and de-actualise the former traditions, start to
prevail. That way, new paradigms develop and get established by denying the existing ones.

Time and place have a fundamental impact on the survival of the tradition. Melnikas notes
that “growing in a certain stylistic environment, a musician gradually develops the manner of a
creative self-expression, characteristic of himself and his time. He implements his ideas using
the system of the artistic means representing the musical thinking of that period”.

Observing the prevailing trends of music performance, repeating, mastering, criticising
and improving them, outstanding musicians or music teachers develop their own perception of
music which creates the preconditions to develop an individual school of a particular musical
personality.

The coverage of schools resembles a pyramid, with individual creators or teachers at the
foot of it, and individual countries and continents at its top. The research on the national school
identification offers classifications of Wisniewski and Lourenco, who identified the following
components of the national school:

« national character encompassing culture and its influence on the school, and historical

circumstances;

* personality that belongs to a particular school either as its archetype or as a significant

teacher;

* traditions of performance: aesthetics, quality and character of sound, common

repertoire, specifics of the technique, choice of tempo, ways of pedal use, rubato, clarity

of polyphonic texture, and teaching methods.

Aronovsky's musical personality was mostly shaped by the Russian piano school. To
discuss its authenticity in the context of other national schools, reference is made to the studies
and attitudes of Timbrell, Schonberg, Navickaité-Martinelli, Melnikas, Josef Hofmann, and
Vladimir Ashkenazy. The focus is placed on the Russian school until the mid-20th century —
the time of Aronovsky's studies at the Moscow Conservatoire. Essential features of the mid-
20th century Russian piano school — highly professional mastery achieved through rigorous

work discipline and daily multi-hour studies, intolerance to the slightest deviations from the
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written music, the Absolute of the individual performer's relation to music, and the formation
of the piano technique through the weight of hand and low position of wrist — were entrenched
by Anton Rubinstein, who is called the founder and archetype of the Russian piano school. It is
observed that the closure of borders in Russia in the 1920s led to the preservation of the
experience, which Russian musicians had gained in Western Europe. Subsequently, the content
of the aesthetics of music performance was frozen for many years, thus keeping the Russian
school the last stronghold of Romanticism.

At the end of the chapter, the process of the unification of national schools is overviewed.
It is noted that the universalisation of performer's musical personality was a constant trend in
the 20th century. The exchange of ideas between musicians in different ways and forms make
them less authentic, yet simultaneously it tends to broaden their horizons and make them more
versatile. The process of unification can be considered to be finished for some schools, while

for the others it is still ongoing.

2. PIANO SCHOOL OF SULAMITA ARONOVSKY

2.1. Teachers of Aronovsky and transmission of her principles

Music teacher is a mediator between the national school and its ‘disciple’. He cannot dissociate
himself from his individual attitude to music. One of the most significant factors shaping the
musical personality is the knowledge and experience gained from teachers. Therefore, in order
to understand the trends of piano performance at the given period, it is important to trace the
essential branches of the teacher’s musical genealogy. The author offers a musical family tree
of Aronovsky. A comprehensive genealogy scheme demonstrates the musical origins of the
pianists, who had the greatest influence on Aronovsky. Her biography is presented according
to the periods of her schooling, studies, and professional career, noting that, as a performer and
teacher, she was formed in three different systems of music education and cultural environments

(Lithuania, Russia, and Great Britain).

2.2. Continuity of piano performance traditions: Aronovsky and her mentors

In order to display the commonness of the artistic viewpoints of the teachers of Aronovsky with
her own principles of piano performance education, the statements from the conversations with
her, scientific and methodological works of Goldenweiser and Barenboim, detailed descriptions
of Goldenweiser's lessons, Ginzburg's thoughts about the mastery of piano performance from
his conversations with Vitsinsky, and the personal experience of the author of the paper gained
from Aronovsky's lessons are being explored and compared. Their overlapping attitudes are

presented in accordance with the following parameters of the development of pianism and
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mastery of performance: style and artistic image, rhythm and tempo, phrasing, coordination of

movements, and pianist's work process.

2.2.1. Style and image of sound

According to Goldenweiser, “It is difficult to define the style of a musician, however, it does
not mean that the understanding of the style itself is unnecessary, nor should it be believed that
the style manifests itself in the performance more than in the musical piece, — nevertheless, a
pianist must have his own style”. In his endeavour to develop the sense of style, the performer
must expand his abilities to recognise certain features of art, which would help him to apply
appropriate means to the expression of style. The style of performance is shaped not merely by
the performer and the music he performs, but also by his instrument. With the development of
the piano, new opportunities to lengthen phrases and to produce longer lasting sound closer to
human voice emerged. Therefore, concentrating on the imitation of harpsichord and its specific
expressive means is not recommended. In order to read and reproduce the written music, the
performer has to create a sonic, or artistic, image of the composition. An image of sound is an
essential part of style: not only the artistic image of the whole piece is important, but also the
images of its individual episodes and elements. The sound image is a specific means of

expression, enhancing the sonic impression of the performance.

2.2.2. Rhythm and tempo

The understanding of rhythmic structure involves the ability to read, recognise, and combine
different rhythmic elements of the piece. The rhythmic structure is most clearly expressed in
the music of the Classical era. However, its more complex forms have to be equally strictly
observed in the repertoire of the Romanticism and modern times. The rhythmic structure is
based on a certain hierarchy — the interdependence between groups of bars, strong and weak
beats, and groups of notes. Thus, the expression of rhythm is inseparable from dynamics. The
interconnection of the level of volume, which is achieved through dynamic expression, and the
arrangement of time and rhythm is perhaps the most complex part in the creative process of
performance. Performer's individuality and mastery are expressed in the relationship between
the rhythm and dynamics. Rhythmic structures are close to poetic sentences or verses, thus, the
rhyme is applied as a means to highlight or separate certain repetitive rhythmic elements,. The
rhyming brings out meaningful accents and dynamic directions in the phrase. The expression
of the rhythmic structure of the composition is also closely related to the choice of tempo. There
is no need to specifically aim for a faster tempo for its own sake. Instead, more attention should

be paid to various elements of expression. That way, more dynamic and rhythmic shades,
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contrasts, and phrasing nuances emerge in a certain section of the piece, creating intense
expression, and the need to accelerate the tempo disappears. The chosen tempo should enable

the audience to understand the music.

2.2.3. Phrasing

Connection / blending of sounds and their dynamic expression are some of the most important
objects of pianist's work. A musical phrase, like a linguistic sentence, has to mean something.
According to Goldenweiser, “No matter how it is performed, — forte, piano, with or without
accents, — it must always convey a declamatory expression. It has to be present even in the line
of successive accentuated notes: sometimes the accent belongs to the main note, sometimes to
the minor note, and sometimes to the upbeat, etc.” Similarly, the expression of singing voice
should be integrated into the phrasing at most times. Phrases have to be continuos,
uninterrupted, and reminiscent of a song or recitation. It should be borne in mind that singing,
like playing a number of instruments, is not possible without breathing. Therefore, it is
important to create an impression of taking breath between phrases. Intonation is another way
of providing the phrase with a dynamic expression. Related to the intonation of speech, it allows

the performer to shape the phrase and to highlight its particular moments.

2.2.4. Coordination of movements

The sound of piano is a reflection of pianist's movements. The movements have to correspond
to the desired impression of sound, and cohere with the character of music. The movements of
hands and body are related to the acoustic content and image of the composition. Performer's
movements affect not only his interpretation of the piece, but also the aural and visual
impressions of the audience. Efficient and flexible movements should be developed in order to
produce the desired sound with the least possible effort and muscle tension. Unnecessary
movements, that have no effect on music, should be avoided. A properly applied low-amplitude
movement can have a much greater effect on the change of the timbre or the extraction of a
high-intensity sound, than a high-amplitude movement. Strong and powerful sound depends on
the effective distribution of physical power. Fast-tempo music require a particularly well-
developed coordination and efficiency of movements, that would help in making quick changes
of dynamic shades, intonation, rhythmical patterns, etc. The correct movements are
instrumental in connecting / blending different sounds. Goldenweiser notes that “In most cases,
the hands have to move in graceful curves, and only occasionally, e.g. when performing a

sudden sforzando, in angular lines; if the hand movements do not match the rhythm of the
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music, it is either delayed, and the keys are pressed with nervous movements at the last moment,

or the hand is moved too early, and the movements stop and break, destroying the musical line.”

2.2.5. Work of a pianist

Effective work of a pianist depends on his ability to set clear objectives he wants to achieve.
They have to be as specific and detailed as possible. Therefore, performer's ability to analyse
the music in detail is essential. While learning the notes, it is necessary to understand the form
of the piece, the harmonic structure of phrases and musical sentences, as well as to create the
artistic sound image of the composition, and to encompass it as a whole. The sound image is
created gradually. Detailed studying includes learning and improving individual sections of the
piece. It is necessary to set a clear goal each time they are repeated. Then the performer has to
return to the perception of the composition as a whole. Being familiar with the structure of the
piece and having technically mastered it in detail, the pianist has to listen to his playing while
assessing if it corresponds to the sound image he has created. It is important to make the
performance understandable not only to the pianist himself but also to the audience, thus one

should strive for simplicity and clarity of expression.

2.3. Piano performance education principles of Aronovsky: interviews with her students
Based on the material of the author's interviews with 11 students of Aronovsky, her place in the
Russian piano school has been determined, and her piano performance education principles
have been presented in terms of the following aspects of performance: sound and phrase,

performance style, structure, and performance psychology.

2.3.1. Aronovsky in the context of the Russian Piano School

Aronovsky’s perception of the piano technique and the musical idea as a unity makes her one
of the rare piano pedagogues, who believe that pianism is merely a means to make music. At
the beginning of studies, she suggests to use a natural hand weight instead of employing
physical force only. She looks for the ways to use all the sound production possibilities the
piano can offer, rather than adapts to an imaginary style of a particular era. In each specific
case, she precisely indicates and demonstrates the type of the technique to be employed. The
development of a continuous sound and uninterrupted melodic line, as well as the attention to
the links / connections between different sounds, as part of the process of blending them, are
typical of her. The Russian school also manifests itself in Aronovsky's interpretation of
Beethoven, which is distinguished by a clear and objective approach to the music, and a strict
order of rhythm. The strict discipline of work, which forbids playing amateurishly or leaving

details of questionable quality, shall be also attributed to the influence of the Russian pianism.
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2.3.2. Sound and phrase

The quality of piano sound is a direct consequence of the ability to combine the arrangement of
sounds in time with their volume. The interconnection of time and dynamics between
successive sounds enables the performer to create a specific sound character. The mastery of
sound production is being developed for the acoustic environment of concert spaces. Specific
delayed pedal technique is used in order to connect / blend sounds or to amplify their resonance.
Particular importance is attached to the making of a continuous musical line; to maintain its
continuity, the performer is not allowed to break it by sudden distortions of rhythm and
dynamics. Phrasing is viewed in terms of singing, emphasizing the continuation of sound,
breathing, changes in timbre, etc. When playing rubato, changes of tempo and dynamics are to
be gradual and not to disrupt the melodic line. A rhyme is often applied to a repetitive or
characteristic rhythmic groups, providing them with intonation. Intonation is used as a means

of expression shaping the musical line.

2.3.3. Performance style

Before the certain features of the style of a particular epoch are taken into account, the style
manifests itself by the performer's ability to convey the music and to exploit the potential of the
sound producing capabilities. The performance of the Baroque repertoire focuses on the musical
narrative, its content, and the ways of expression, rather than mechanical possibilities of the
piano. Musical content is perceived as human rather than formal, and therefore all things related

to the style must first and foremost ensure lively communication with the audience.

2.3.4. Structure

An artistic expression largely depends on the performer's ability to recognise the elements of
the structure of the piece and to translate them into sound. The pianist is being taught to see the
composition through the eyes of the composer: to recognise the smallest elements of the
structure and to be able to connect them, seeking to achieve the greatest possible coverage,
wholeness, and the longest possible musical line. While studying the piece, large-scale sections
are divided into smaller groups to highlight their shape, and then reunited into a whole. The
tempo is also perceived as an important factor in maintaining the structure, noting that both too

fast and too slow tempo can ruin it.

2.3.5. Performance psychology
An intense expression of phrasing and dynamics is required in order to provide a sufficient

communication to the audience when performing on stage. An objective approach to one's own

186



performance is developed. While looking for the solutions to overcome technical difficulties,
the emphasis is put on keeping the artistic image and the integrity of the piece intact. Paying
attention to the knowledge of the structure / dramaturgy / architectonics of the composition, a
self-confidence of the student is built, preventing him from hesitation on stage. Physical and
psychological stamina of a young pianist is developed by playing the programme through in a

semi-public environment.

2.4. Lesson of Aronovsky

The exposition of the lesson demonstrates a precise and detailed reading of music as if from the
viewpoint of a composer. The ability to dissect the music into the smallest structural units before
integrating them into a large structure and long musical line is being developed. Studies of the
written music are not limited to composer’s score. The rhythmic and dynamic structure of the
piece is thoroughly analysed, and the ways of its expression are offered. Significant attention is
given to the formation of a continuous musical line, the use of pedal, and the character / sound

image of individual musical elements.

CONCLUSIONS

The artistic research Piano School of Sulamita Aronovsky: the Continuity of Performance
Traditions leads to the following conclusions:

1. The concepts of school, tradition, paradigm, and style often overlap due to vague
semantics, and their boundaries are blurred. The coverage of schools, identified and named
by researchers, is similar to a pyramid: from the school of individual musician to a group
of musicians, from schools of professions and styles to schools of artistic / cultural
processes at certain historical stages or periods, to schools of individual countries or even
continents at the top of the pyramid.

2. In the life of a tradition, the parameters of time and place intertwine with each other.
Tradition is always linked to the place, where it is cultivated, and the period of time. The
tradition emerges, develops, and settles itself, spreads, reaches the peak of its creative
potential, transforms, and dies, and thus its life in many ways resembles the life of a
physical organism, whose existence is enframed both geographically and historically. In
every historical culture, one can find a wide or even unlimited variety of ways of
interpretation and a complex interaction of phenomena. The performance of music and its

evaluation depends to a large extent on the performer and the listener. As a result, the
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transfer and adaptation of the traditions of performance, which ensure their continuity,
mainly depend on the human factor.
The emergence and development of national school as a unique style of performance and
teaching, characteristic to a particular country, was linked to two important factors:
manufacturing of pianos and founding of conservatoires. The distinctive features of a
national school include: national character, covering culture and its influence on the school;
historical circumstances; traditions of performance, i.e. sound culture, aesthetics, and
technique; and an individual personality attributed to a particular school either as its
archetype or as a significant teacher.
It is unanimously agreed that the great piano schools no longer exist in their former shape.
The gradual process of their unification has been going on for many years. The unification
of schools is a natural consequence of their development. The process of unification may
have been completed, or may still be ongoing, depending on the situation of a particular
school. The factors, determining the unification of schools, include: globalisation, record
industry, international competitions, standardised teaching, commercialisation of music,
and a small number of predominant instrument manufacturers.

The contents and ideas characteristic to a particular national school are likely being

preserved merely in the practices of pianists of older generation. During the golden age of

national schools, individual musicians were unified by these ideas, yet nowadays their
presence makes their individual practices unique.

The musical personality of Sulamita Aronovsky was shaped in three different systems of

music education and cultural environment (Lithuania, Russia, and Great Britain). The

periods of her education and professional career can be divided into:

e 1940-1941: Kaunas Conservatoire, class of Aldona Dvarioniené.

e 1941-1945: Arzamas (Russia) and Bukhara (Uzbekistan) Music Schools; Youth
Department of the Leningrad Conservatoire, Tashkent (Uzbekistan), class of
Barenboim.

e 1945-1953: Kaunas Conservatoire and the Lithuanian SSR State Conservatoire, class
of Dvarioniené; concertmaster at the Lithuanian SSR National Opera and Ballet Theatre.

e 1953-1956: postgraduate studies under Goldenweiser, Ginzburg, and Abram Shatzkes
at the Moscow Conservatoire.

e 1956—1970: piano teacher, associate professor at the Lithuanian SSR State

Conservatoire.
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Since 1971: piano professor at the Royal Northern College of Music (Manchester) and
the Royal Academy of Music (London).
1989-2009: founder and Chair of Jury of the London International Piano Competition.

The comparison of the artistic viewpoints of Aronovsky and her teachers, prominent

representatives of the Russian school (Goldenweiser, Ginzburg, and Barenboim), offers the

following statements, uniting their goals of the development of pianism:

in order to develop a sense of style, the performer should not care about the
manifestation of his individuality; he ought to develop the ability to recognise specific
artistic features of the composer and his composition, expand his cultural horizons, and
undertake ongoing personal development;

the interpretation of a musical piece has to be comprehensible, clear, and not obscured
by superficial effects;

the performer's perception of the rhythmic structure of the composition is defined by the
ability to read, recognise, and combine different rhythmic elements, providing them
with a dynamic shape;

a musical phrase should always have a declamatory meaning;

the sound of piano should resemble a vocal musical line in most cases;

constant attention has to be paid to the connection / blending of sounds and to their
dynamic expression, i.e. the aspects of performance that require the greatest mastery;
instead of developing the use of a fixed hand position, pianist should strive for a variety
of applications of hand movements, as the whole process of music performance is a

constant movement;

e precise execution of a musical text is not sufficient to create an artistic interpretation —

that is only a precondition of it;

Conclusions 8 to 12 are based on the study of the author's interviews with the students of

Aronovsky.

8. The following substantial features relating the piano performance education principles of

Aronovsky to the mid-20th century Russian piano school include:

performance as a unity of technique, musicianship, and ability to communicate with the
audience;

sound formation in an early stage of student's development, based on the hand and body
weight distribution techniques;

focus on the physical sound preparation;

the aim to form a continuous musical line that resembles voice (singing);
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emphasis on the expression of intonation;
establishing the structures of rhythm and intonation as an essential factor conveying the
form of the piece;

strict discipline of work.

9. The aspects of phrasing mastery characteristic of the piano performance education

principles of Aronovsky are the following:

phrasing mastery is achieved by developing the correct balance between the timing of
sounds and their volume;

balance of timing and dynamics plays an essential role in creating a desired artistic /
aesthetic impression;

multifunctional application of a delayed pedal is one of the most important technical
means to ensure an uninterrupted musical line;

vocal image of the piano sound is used to create a continuous musical line;

rubato expression depends on the rhythmic structure of the phrase and the direction of a
melodic line; in a rubato phrase, gradual changes in tempo and dynamics are sought while
maintaining clear rhythmic parameters;

the analogy of poetic rhyme is being used in order to provide the rhythmic models/
structures with intonation, particularly in fast tempo compositions,;

the concept of intonation is associated with speech (reciting) and singing.

10. The following features of the development of the performance style have been identified:

performance style is not an end in itself; it is a consequence of pianist's ability to perceive
and convey the content of the piece; the style is largely determined by pianist's eagerness
and skills to comprehensively study the written music and its cultural background;

the focus is primarily placed on exploiting the sonic / technical possibilities of the piano,
rather than adapting the stereotypes of performance style canons of a particular epoch;
singing qualities of the piano sound are being exploited in the compositions of all epochs;
when performing Baroque music, the attempt to imitate the sound of harpsichord and to
apply its specific expressive means are not approved,;

vocal approach to the music of the Baroque and Impressionism;

the clearest differences between the performance styles of different epochs are observed
in comparing the levels of rhythmic freedom and dynamics of sound, rather than the ways

of sound production.
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11. The studies of the structure of music in Aronovsky’s lessons can be described by the

following statements:

architectonics and shape are the foundation of the structure of the piece;

the artistic expression of the composition depends on the performer's ability to recognise
and translate the elements of its structure into sound; structure is identical to expression;
music should be considered as a structure and form in a progression through time;

the perception of the structure of the piece plays a key role in shaping the small-scale and
large-scale musical ideas;

the ability to identify similar rhythmic and melodic motifs is one of the most important
factors in achieving structural integrity and clarity;

the structure of the composition is similar to the structure of a literary work: it is a
hierarchy of words, phrases, sentences, paragraphs, and chapters, all within an over-

arching narrative.

12. The following aspects of performance psychology in the pedagogy of Aronovsky have been

identified:

high intensity of the phrasing and dynamics-related performance expression as a way to
communicate to the audience in a convincing manner;

attention to the structure / dramaturgy / architectonics of the piece as the way to enhance
the performer's concentration and ensure his self-confidence on stage;

development of psychological and physical stamina on stage through promoting the habit
of playing the whole programme through in a semi-public environment;

providing a student with the opportunities of public performances as an essential part of
studies;

students' audio recordings as a method to develop a critical self-evaluation;

intensive analytical work before concerts as a way of developing student’s concentration

and communication of the performance.

13. The case study of the lesson of Aronovsky reflects her attitude towards interpreting music,

as identified by her students and characteristic of her and her teachers — representatives of the

Russian piano school of the first half of the 20th century:

the sound image of the composition or/ and its individual parts is created by clearly
specified means, which are applied after a particularly detailed analysis of the structure
and its elements;

the texture of the piece is broken down in detail so that the performer takes into account

its smallest elements;
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e close linkups of rhythmic and melodic elements in the texture of the piece are identified;
based on them (linking and highlighting them during the performance), the structure of
intonation and dynamics is constructed in every phrase;

e more complex structures are divided into smaller melodically and / or rhythmically
similar fragments, suitable expression and hand movements are applied, and, when
mastered, the fragments are connected into a whole, aiming to create a continuous,
uninterrupted and long musical line;

e great importance is given to the mastery of connecting / blending different sounds,
determining the direction of a melodic line and its intonations, and applying the delayed
pedal;

e inorder to connect / blend the sounds, flexible and efficient hand movements are applied;

e piano sound as an image of voice and / or recitation is used even in the virtuoso passages,

e an impression of a rhymed text is achieved, when giving clear dynamic directions to
repeated melodic motifs; consequently, expression of the phrase is brought closer to a
poetic verse and singing;

e significant attention is given to the sound balancing — the continuous process of changing
the balance between different sounds;

e correct duration of long notes and pauses is ensured by dividing them and counting them
in smaller values;

e itisrequired to strictly adhere to the rhythmic structure even in a rubato phrase.

The principles of the development of pianism of an outstanding teacher reflect both
individual and universal trends in the art of music performance. The essential principles of
education cultivated by the teacher and his way of conveying them may be similar to his
contemporaries or musicians of the past, who influenced him. However, the talent, charisma of
a personality determines certain aspects of his perception of music that are always characteristic
of him alone.

Conversations with Aronovsky and interviews with her former students support the
statement that Aronovsky has preserved the artistic principles of her teachers, especially
Alexander Goldenweiser, almost unchanged, making her piano pedagogy exceptional,
particularly nowadays when national piano schools no longer exist in their previous form. The
research confirms the assumption that the effectiveness, integrity and authenticity of
Aronovsky's system of piano performance education provide the basis to call it an individual
piano school, which is perhaps one of the purest examples of the continuity of the mid-20th

century Russian piano traditions.
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