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JVADAS

Meno doktorantiros projekto tiriamosios dalies ,,Fortepijono mokyklos sampra-
ta, raida ir jtaka nadienos atlikimo meno paradigmoms® objektas — fortepijono
mokykla kaip istoriskai besikei¢iantis ir besivystantis rei$kinys, kurio centriné
figara yra atlikéjas, siekiantis suvokti ir savo atlikimu perteikti kompozitoriaus
muzikiniame tekste jprasmintas karybines idéjas. Atlikéjo formavimas yra
neatsiejamas nuo pedagogy, dominuojanciy stilistiniy kryp¢iy ir atlikimo
praktiky, teoriniy, moksliniy ir metodologiniy patir¢iy. Tai kontekstas, dél
kurio jtakos ryskéja charakteringi atlikimo mokyklos pozymiai. Siame darbe,
siekiant iskristalizuoti fortepijono mokyklos savoka, atsispiriama nuo Algirdo
Jono Ambrazo (2007) pasitlyty mokyklos apibréities komponenty: programa,
mokytojas, mokiniai, laikas ir vieta, tradicija.

Ambrazo modelis naudojamas tiriant istoriskai susiklos¢iusiy fortepijono
mokykly jtaka nadienos atlikimo paradigmoms. Darbe koncentruojamasi j
tris esmines paradigmas: konceptualiaja, vokaline ir koloristine. Siy paradigmy
tyrimas leidZia pasiaiskinti reik$mingus klausimus: kuo remiantis galima i$skirti
ir susisteminti kariniy interpretavimo praktikas; kokj vaidmenj $iame procese
vaidina atlikéjo asmeninés savybés, aplinka bei mados prioritetai; ar pedagoginé
genealogija leidZia jzvelgti budingiausius fortepijono mokyklos bruozus; kokia
jtaka atlikéjo interpretacijai daro kompozitoriy karybinis stilius, konkrecios salies
kultdra ir estetinés vertybés? Siy aspekty analizé padeda atsakyti j pagrindinj
$iame darbe gvildenama klausimg - kaip ir kodél susiformavo minétos atlikimo
meno paradigmos.

Pripazjstant, kad atlikimo paradigmos glaudziai siejasi su specifiniais
nacionalinés mokyklos bruozais, reikia pabrézti, kad nacionalinis mokyklos
identitetas priklauso nuo konkreciy Zmoniy - kompozitoriy, atlikéjy, mokytojy,
kurie nebatinai yra $ios tautos atstovai, tatiau nemazai prisideda prie fortepijono
repertuaro ir pedagogikos nuostaty jtvirtinimo, atitinkamy meniniy kanony
formavimo.

Fortepijono mokykla ir atlikimo paradigma - artimos, ta¢iau netapacios
sgvokos. Paradigma kaip bendras tam tikry specifiniy interpretaciniy elementy
naudojimo budas ne visada pasireiskia tik nacionalinés mokyklos kontekste.
I$ tikryjy XXI a. dél visuotinés globalizacijos fortepijono mokyklos sgvoka
tampa vis labiau problemiska, todél $io darbo autorius, siekdamas identifikuoti
interpretacinius skirtumus, pasirinko atlikimo paradigmos savoka, kuri leidzia
ivesti bendrus atlikimo meno tendencijy vardiklius. Darbe viena greta kitos
analizuojamos $iy dieny atlikimo praktikoje dazniausiai aptinkamos paradigmos
leidZia daryti prielaida, kad koloristinés paradigmos ,veidas® - tai prancaziska
jeu perlé technika ir polinkis i tusé jvairove; konceptualigja paradigma identi-
fikuoja racionalus, struktarinis mastymas ir pir§tiné technika (jvardijama kaip



brillante spielen), o vokaline paradigma dazniausiai reprezentuoja ,,dainingas®
fortepijono garsas, mastymas ilgomis frazémis, kvépavimas ir emocionalus
atlikimo stilius.

Darbo naujumas ir aktualumas pasireiskia tuo, kad, fortepijono meno feno-
meng tyrinéjant per dvejopa atlikimo mokykly bei nidienos kiarybos paradigmy
prizme, pavyksta kompleksiskai pazvelgti j pianisty kuriamas interpretacijas,
iSryskinti jose nepakartojamus individualius ir atlikimo praktikose jtvirtintus
universalius pradus.

Atlikimo tradicijy analizé darbe grindZiama pedagoginiais fortepijono techni-
kos formavimo principais, kurie identifikuojami remiantis vizualiniais elementais
(atlikéjo sédésena, ranky padétimi, judesiais) ir garso i$gavimo ar prisilietimo
prie klaviatiros specifika. Nors fortepijono technikos problemg gvildenanciy
darby bata ir anksc¢iau - pazymeétini Reginaldo R. Gerigo Famous Pianists &
Their Technique (2007), Kennetho Hamiltono After the Golden Age: Romantic
Pianism and Modern Performance (2008), Alfredo Cortot Rational Principles of
Pianoforte Technique (1930), Jevgenijaus Libermano Pa6oma 1ao gpopmenuartoti
mexnuxoti (1971), Heinricho Neuhauso O6 uckyccmee gpopmenuannoii uzpoL.
3anucku nedazoea (1961), Samuilo Feinbergo ITuanusm kax uckyccmeo (1965) ir
kiti (jais naudotasi $iame tyrime), ta¢iau jy darby autoriai i$samiomis technikos
vystymo analizémis bei rekomenduojamais pratimais ir etiudais dazniausiai
pristato tik savo $alies pedagoginiy tradicijy modelius. Siuo tyrimu siekiama
identifikuoti tris minétas fortepijono atlikimo tendencijas, kurias $io darbo
autorius jvardija kaip paradigmas.

Darbo tikslas - identifikuojant reik§mingiausius atlikéjo technikos, inter-
pretacijos ir repertuaro pasirinkimo aspektus pateikti atlikimo meno raidos nuo
fortepijono mokykly link nidienos atlikimo meno paradigmy refleksija.

Siekiant $io tikslo iSkelti tokie uzdaviniai:

1. I8gryninti darbui aktualig fortepijono mokyklos sampratg ir i§skirti
svarbiausius struktarinius komponentus, kurie tapty orientyrais identifi-
kuojant pedagogines ir menines fortepijono mokyklas bei jy skirtumus.

2. I8skirti esmines pianistinés technikos formavimo ideologijas ir kryptis, kuriy
metodinés nuostatos leidzia identifikuoti fortepijono mokykly skirtumus.

3. Jzvelgti ir pademonstruoti nadienos atlikimo meno paradigmy uzuo-
mazgas XIX a. mokykly pianistinés technikos ir interpretaciniy elementy
karimo procesuose.

4. Tyrimais argumentuoti ir jvertinti romantiky pianistinés reformos jtaka
$iuolaikinéms fortepijono meno paradigmoms.

5. Atskleisti pedagoginiy tradicijy gyvybinguma ir transformacijas peda-
goginés tasos schemomis.

6. Lyginamosios analizés budu tyrinéjant jvairiy laikotarpiy atlikéjy jragus
ir vertinant jy technikos elementy bei i§raiskos priemoniy pasirinkimo



aspektus, iSkristalizuoti XX-XXI a. fortepijono atlikimo meno tendencijas
ir tam tikrus poZzymius, budingus nadienos atlikimo meno paradigmoms:
konceptualiajai, vokalinei ir koloristinei.

Tyrimo metodai. Darbe taikyti $ie metodai: aprasomasis, kritinis, lygina-
masis istorinis, jvairiy laikotarpiy atlikéjy garso jrasy analizé ir interpretacijy
tyrinéjimo metodas.

Literataros ir $altiniy apZvalga. Tiriant mokyklos sgvoka kaip vieng pama-
tiniy Sio darbo objekty daugiausia buvo gilinamasi j lietuviy autoriy - A. J. Am-
brazo (2007), G. Daunoravicienés (2016), D. Katkaus (1997, 2006), L. Navickaités-
Martinelli (2013, 2014), E. Ignatonio (1997, 2001), L. Drasutienés (2004, 2015),
M. Bazaro (2017) jzvalgas. Apzvelgiant pianistinés technikos reik§me atlikéjo
interpretacijai remtasi C. Czerny (1970/1839),]. Libermano (1971), H. Neuhauso
(1961), A. Birmak (1973), N. Terentjevos (1999), C. Martiensseno (1964) studi-
jomis. Pristatant individualios technikos idéja, pasitelkti C. Martiensseno (1966),
V. Gricevic¢iaus (2000), H. Schonbergo (1987), D. Rabinovi¢iaus (2008) darbai.
Reik$mingy jzvalgy, susijusiy su konkreciais jvairiy atlikimo praktiky aspektais,
rasta R. R. Gerigo (2007), K. Hamiltono (2008), A. Cortot (1930), J. Libermano
(1971), H. Neuhauso (1961), S. Feinbergo (1965), kity autoriy veikaluose.

XIX a. fortepijono mokykly jtakos Siuolaikinéms atlikimo meno paradig-
moms tyrimui daugiausia informacijos surinkta i$ R. Gerigo (2007), J. Hellaby
(2018), S. Malcevo (2010), Ch. Timbrellio (1999), H. Leichtentritto (1930),
B. Asafjevo (1971), N. Goodchild (2007), K. Hamiltono (2006) moksliniy darby.
Nemazai vertingy Ziniy pasisemta ir i§ enciklopedinio Zodyno The New Grove
Dictionary of Music and Musicians (2001), ypa¢ tyrimui praverté J. Samsono,
A. Walkerio publikacijos.

XX-XXI a. fortepijono atlikimo paradigmy tyrime daugiausia remtasi
E. P. Baduros-Skodos (1972), S. Gordono (2016), J. Milsteino (1975), L. Hakelio
(1990) jzvalgomis.

Darbo struktiira. Darbg sudaro jvadas, trys skyriai, i$vados, literattros ir
$altiniy saradas bei 2 priedai.

Pirmajame skyriuje ,,Fortepijono mokyklos samprata“ analizuojama forte-
pijono mokyklos idéja ir savokos komponentai. Aptariami mokyklg formuo-
jantys veiksniai - mokymo programa, mokytojo vaidmuo, mokiniai ir atlikimo
tradicija, kultarinés erdvés ir laikotarpio kontekstas, bandoma atskirti pedago-
ginés ir meninés mokyklos sgvokas. Paskutiniame pirmojo skyriaus poskyryje
(Zr. 1.3 poskyrj) pristatomas jvairiy muzikology ir tyréjy pozitris j fortepijoninés
technikos vystymo badus ir perspektyvas.

Antrajj skyriy ,,Pirmyjy fortepijono mokykly atsiradimas ir genezé® sudaro
du poskyriai: XIX a. pirmosios pusés fortepijono pedagogikos pasiekimai ir
XIX a. antrosios pusés pianisty virtuozy reformos analizé $iuolaikiniy fortepi-
jono atlikimo paradigmy kontekste. Siame skyriuje senyjy Londono, Vienos ir



Paryziaus fortepijono mokykly pedagoginiai principai tyrinéjami lyginamosios
analizés metodu, atskleidZiamas jy ideologinis panasumas ir skirtumai. Daug
démesio skiriama techniniy elementy analizei: pianisto sédésenai, ranky ir pir$ty
padédiai, judesiams, taip pat interpretaciniams niuansams — garso i§gavimo,
dinamikos, pedalo ir tu$é elementy naudojimo biidams. Antrajame poskyryje
(Zr. 2.2 poskyrj) pristatoma garsiyjy fortepijono kompozitoriy-pianisty karybos
ir pedagoginiy nuostaty jtaka fortepijono meno raidos tendencijoms. Jame taip
pat nagrinéjama C. Martiensseno individualios technikos idéja, kuri, §io darbo
autoriaus nuomone, glaudziai siejasi su nadienos atlikimo paradigmoms atsto-
vaujanciy atlikéjy interpretacijy charakteristikomis.

Treciajame skyriuje , XX-XXI amziy fortepijono mokykly paradigmos® pri-
statomos Siuolaikinés fortepijono atlikimo meno tendencijos, kurios jvardijamos
kaip konceptualumo, vokalinio ir koloristinio prado paradigmos. Kiekviena
paradigma tyrinéjama pasitelkiant ankstesniuose skyriuose isskirtas idéjas,
tokias kaip ritmo, tempo rubato, tusé, dinamikos, pedalo ir technikos elementy
naudojimas, atlikéjy interpretacijose atsiskleidziantys muzikinio mastymo
stereotipai. Koloristinés atlikimo paradigmos interpretacijy analizei pasitelkti
vieno laikotarpio (~1930-1940 m.) jrasai, o vokalinés ir konceptualiosios para-
digmy iliustracijai naudojamos jvairiy laikotarpiy pianisty interpretacijos. Tokj
pasirinkimg salygojo trys priezastys: 1) koloristiné atlikimo maniera, kuri buvo
paveikta C. Debussy karybinio stiliaus, geriausiai atsiskleidzia kompozitoriaus
mokiniy bei amzininky interpretacijose — butent jos tyrinéjamos Siame darbe;
2) vokaliné atlikimo maniera, prieSingai nei koloristiné, formavosi daugelio
kompozitoriy (ne vien rusy) karyboje, todél ji skirtingy atlikéjy interpretacijose
pasirei$kia nevienodai; 3) konceptualumo paradigmos tyrimu siekta parodyti
klasikinio ir romantinio mastymo skirtumus.

Tiriamajame darbe pateiktos 3 lentelés, 7 pedagoginés tasos schemos, 64 naty
pavyzdziai, 1 paveikslélis, 2 priedai. Analizei naudojami $iy pianisty jrasai: Da-
nielio Barenboimo, Evgenijaus Bozhanovo, Alfredo Brendelio, Rudolfo Buchbin-
derio, Roberto Casadesuso, Barry Douglaso, Walterio Giesekingo, Aleksandro
Lubiancevo, Nikolajaus Luganskio, Deniso Macuevo, Marcelle Meyer, Ervino
Nyiregyhazi, Levo Oborino, Vlado Perlemuterio, Sergejaus Rachmaninovo,
Rudolfo Serkino, Sviatoslavo Richterio, Seong-Jin Cho, Arturo Schnabelio,
Ricardo Vifies.

Analizuoti $ie kariniai: E. Lisztas, Petrarkos sonetas Nr. 123; P. Caikovskis,
»Irikinkéje“ i§ ciklo ,,Mety laikai“; C. Debussy, ,,Auksinés zuvelés (Poissons
Dor) i8 ciklo ,Vaizdai“ (Immages) II sasiuvinio; L. van Beethovenas, Sonata Nr. 8
(,,Patetiné®) op. 13, I dalis.



1. FORTEPIJONO MOKYKLOS SAMPRATA

Pirmajame $io darbo skyriuje siekta iskristalizuoti esminius poZymius, apibreé-
Zianius ir paaiskinanéius mokyklos sgvoka. Siam tikslui pasitelktos A. J. Am-
brazo, G. Daunoravicienés, D. Katkaus, L. Navickaités-Martinelli, A. Borodino,
N. Guralnik jzvalgos (1.1). Tyrimo eigoje nustatyta, kad dauguma autoriy
ry$kiausiu muzikavimo mokyklos komponentu jvardija mokytoja lyderj, kurio
veiklai turi jtakos laikas ir vieta su tam tikra mokymo sistema ir tradicijy peri-
mamumu. Analizei pasirinkta Ambrazo pateikta klasifikacija, kurios pagrindiniai
démenys - programa, mokytojas, mokiniai, vieta, laikas ir tradicijos.

Dauguma minéty autoriy reik§mingu akcentu mokyklos sampratoje jvardija
nacionalinj identitetg, kuris formuojasi bendruomenés kultariniy vertybiy ir
tradicijy kontekste. Sig idéja susistemina A. Borodinas, pateikdamas dvi for-
tepijono mokyklos apibréztis: 1) mokykla kaip mokymo strukttra, karybinis
kolektyvas, naudojantis panasius ugdymo metodus, - tai konservatorijos, mu-
zikos mokyklos, muzikos akademijos; 2) mokykla kaip kryptis, pasireiskianti
regioniniame, nacionaliniame ar internacionaliniame kontekste, kai jos indélis
pasirei$kia pasauliniu mastu ir turi i$skirtine i§liekamaja verte. Pastebéta, jog
$ios jzvalgos turi daug bendro su Ambrazo siekiu atskirti ir tyrinéti ,,mokykla*“
kaip pedagogine sistema ir kaip menine kryptj, kuri $iame darbe siejama su
atlikimo paradigmos sgvoka.

Atsispiriant nuo minéty autoriy jZvalgy, nuspresta pasirinkta problema ana-
lizuoti pagal Ambrazo klasifikacijg, jvardijant pedagoginés ir meninés mokykly
specifinius elementus (1.2). Pradedant nuo pirmojo démens - programos (1.2.1),
kurig pedagoginéje mokykloje sudaro bendrieji reikalavimai (programos apim-
tis, gamy egzamino turinys ir privalomi atsiskaitymai kiekvienam mokiniui) ir
repertuaras (rekomenduotiny kariniy sarasas), konstatuota, jog mokyklos iskir-
tinumga pabrézia butent pastarasis. Pagrindziant §j teiginj, analizuotos Lietuvos
ir Rusijos muzikos ir meno mokykly programos ir pastebéta, kad kiekviena $alis
stengiasi mokymo repertuare naudoti savy kompozitoriy karyba, o tai formuoja
specifinius jgadzius, kurian¢ius mokyklos i§skirtinuma. Meninéje mokykloje
programos atitikmeniu galéty bati muzikinés idéjos kaip paradigmos - tai or-
kestrinis fortepijono skambéjimas, garso spalvy ieskojimas, lyrinis, vokalizuotas
fortepijono skambéjimas, intelektualus ir tikslus kompozitoriaus naty teksto ir
nuorody perskaitymas, t. y. jau smarkiai pazengusiy pianisty siekiai.

Aptariant mokytojo vaidmenj (1.2.2), pastebéta, kad pedagoginése mokyklose
dazniausiai dirbama racionaliais metodais pagal Salyje jteisinta déstymo progra-
ma ir laikantis tradiciniy interpretacijos sprendimo budy. Ta¢iau pedagogai lyde-
riai, aktyviai skleidZiantys originalias menines idéjas bei pritraukiantys sekéjus,
formuoja atlikimo meno kryptis kaip menines mokyklas. Lyderius pabandyta
suskirstyti i tris grupes: pianistai, sukare mokyklg (C. Czerny, M. Clementi,



H. Neuhausas, T. Leschetizkis, J.-L. Adamas, broliai A. ir N. Rubinsteinai); pia-
nistai-kompozitoriai, savo kiiryba jteisine nauja stiliaus kryptj fortepijono mene ir
padare jtaka meniniy fortepijono mokykly raidai (tarp jy E Lisztas, E Chopinas,
R. Schumannas, S. Rachmaninovas, C. Debussy); pianistai, nesukiare mokyklos
ir nedirbe pedagoginio darbo, bet sukiare originaly savo stiliy ir buriantys aplink
save sekéjus (V. Horowitzas, G. Gouldas). Tyrimo eigoje nustatyta, kad pirmosios
dvi lyderiy grupés budingos ir pedagoginéms, ir meninéms mokykloms. Ta¢iau
tokie pianistai kaip V. Horowitzas ar G. Gouldas savo originaliu stiliumi daro
jtaka (jsiliedami j viena ar kita atlikimo meno paradigma) interpretavimo menui,
bet nesukuria mokyklos.

Analizuojant mokiniy vieta mokyklos sagvokoje (1.2.3), pasitelkta E. Igna-
tonio pateikta mokiniy klasifikacija pagal pasirinkta tolesne veiklg - tai artisto,
kamerinio ansamblio artisto, pedagogo profesija, o nepasirinkus profesionalaus
kelio - savirai$kos galimybés. Tiriant mokytojo ir mokinio sgsajas, pastebéta, kad
geriausiai jos atsispindi pedagoginés tasos schemose. Darbe pateikiami jvairiy at-
likéjy pasisakymai apie mokytojo ir mokyklos jtaka tolesnei kiirybinei veiklai.

Aptarus mokytojo ir mokinio santykj, tampa aiSku, kad pedagoginiy metody
ir interpretaciniy elementy perimamumo tradicija garantuoja testinuma (1.2.4).
J. Kermano nuomone, tradicijos yra uzrasomos ir perduodamos pedagogikos
procese, taip pat - i§ muzikanto klausytojui koncerty saléje ar klausantis jrasy.
Visa tai leidzia manyti, kad tradicija - tai tam tikras kanonas, perduodamas kaip
sukaupta grupés Zmoniy patirtis, bendra muzikanto erudicija, profesionaltis
igudziai, Zinios apie bendras jvairiy meno epochy stilistines nuostatas.

Kalbant apie mokyklos savokos elementus - vietg ir laika (1.2.5), svarbu
atkreipti démesj, kad globalios visuomenés salygomis $iy komponenty esmé ir
batinybé keiciasi. Dabartiniame laike, kai nesunku pasiekti bet kurig pasaulio
vieta, mokykla vis maziau atliepia atlikéjo nacionalinj identiteta. Tai paaiskina-
ma tuo, jog issilavinimag jvairiose mokyklose jgije pedagogai gali dirbti savoje
Salyje, kitoje Salyje ar keliose $alyse. Tai diktuoja muzikos rinka ir pedagogy
paklausa.

Tyrinéjant mokyklos sagvokos komponentus, prieita i$vada, kad fortepijono
mokyklos identifikacija nejmanoma be pianisto kiino, ranky, pirsty padéties bei
interpretacijose naudojamy technikos elementy analizés (1.3). Pastebéta, kad
jvairiy $aliy tyréjy darbuose technika vadinama skirtingai - fiziologiné, natarali,
mechaniné, virtuoziné, meniné, individuali. Tolesniuose skyriuose pateiktos
analizés leidZia daryti prielaida, kad butent virtuoziné technika gali padéti iden-
tifikuoti nadienos atlikimo paradigmai atstovaujantj pianistg. Tyrime jvardytos
trys technikos — brillante spielen (C. Czerny terminas); jeu perlé — prancuziska;
technika, formuojama naudojant rankos svorj ir kiino bei ranky judesius - rusis-
ka. Manytina, kad atitinkamai jas naudoja konceptualiajai, koloristinei, vokalinei
paradigmoms atstovaujantys pianistai.



2. PIRMUJU FORTEPIJONO MOKYKLU
ATSIRADIMAS IR GENEZE

Antraja darbo dalj sudaro du skyriai, kuriuose analizuojamos XIX a. pradzioje
susiformavusiy Londono, Vienos ir ParyZiaus fortepijono mokykly pedagoginés
nuostatos, padéjusios pamatus tolesnei atlikimo meno raidai (2.1), bei pianisty
romantiky reformos jtaka nadienos paradigmoms (2.2). Analizé rodo, kad
XIX a. pradzioje fortepijono mokykly skirtumus daugiausia lémé instrumento
specifika: angly fortepijonai pasizyméjo pilnesniu garsu, ,dainuojanciu® tonu,
ju garsas buvo gilesnis, nors jie lé¢iau reaguodavo | pianisto judesius; Vienoje
populiariausio Walter instrumento (daznai vadinamo Mozarto rojaliu) garsas
pasizyméjo grakscia elegancija, skambéjo aiskiai, apibréztai, koncentruotai,
nelabai ,placiai®, kitaip tariant, nedaug skyrési nuo klavesino ir klavikordo;
Paryziaus Pleyel ir Erard firmy fortepijony mechanika buvo artima Londono
instrumentams, su kuriais vyko nuolatiné konkurencija.

Atlikus tyrimg prieita i$vada, kad Londono mokyklos lyderio M. Clementi ir
jo mokiniy veikla suformavo virtuozinj, i$skirtine pirsty technika pasizymintj
atlikimo stiliy, kuris toliau buvo plétojamas romantiky karyboje. Vokaline for-
tepijono iSrai$kg smarkiai stimuliavo J. Fieldo atrastas noktiurno Zanras, véliau
iStobulintas F. Chopino. Isigilinus j londoniec¢iy pedagogines nuostatas ir priori-
tetus, daroma prielaida, kad §i mokykla labiausiai pasitarnavo vokalinés atlikimo
meno paradigmos formavimuisi. Tai patvirtina pedagoginés tasos schema: joje
matyti ai$kios sasajos su rusy fortepijono mokykla, kuri yra vokalinés atlikimo
meno paradigmos puoselétoja.

Vienos fortepijono mokyklos atstovy J. N. Hummelio ir C. Czerny indélis
i klasicistinés fortepijono technikos formavimo principus atsispindi gausybéje
darby (2.1.2). Ypa¢ produktyvus kompozitorius ir pedagogas C. Czerny, sukires
beveik 600 opusy etiudy, kurie gali bati laikomi pianisto technikos formavimo
enciklopedija, apraso ir jvardija $iuolaikinéms atlikimo meno paradigmoms
buadingas technikos rasis, i§ kuriy klasikinés technikos modeliu pavadino bril-
lante spielen technika. Pateikti naty pavyzdziai atskleidé Vienos kompozitoriy-
pedagogu karybos jtaka pianistinés romantiky reformos atstovams F. Chopinui
ir E Lisztui.

Paryziaus fortepijono mokyklos profesorius Jean-Louisas Adamas savo peda-
goginése nuostatose rémési prancizy klavesinisty E Couperino ir Jean-Philippeo
Rameau atradimais (2.1.3). Jo prioritetai — ,,pir§tiné® technika ir démesys pe-
dalui - padéjo suformuoti pranciziskos technikos modelj, pavadintg jeu perlé.
Sig technikg i$populiarinusio Adamo mokinio F. Kalkbrennerio kiiryba atskleidé
fortepijono technikos raidos perspektyvas. C. Debussy, F. Chopino, F. Liszto ir
Kalkbrennerio naty pavyzdziai pasirodé turintys daug panasiy kompoziciniy
elementy.



XIX a. pirmosios pusés fortepijono mokykly suformuotos vertybés davé
pradzig romantiky pianistinei reformai, kuri siejama su pianisty ir fortepijono
muzikos karéjy - E Chopino ir E Liszto - vardais (2.2). Daroma prielaida, kad
batent iy pianisty virtuozy karyba paveiké $iuolaikiniy atlikimo meno para-
digmy formavimasi.

Siekdamas priversti fortepijong dainuoti, Chopinas i§ esmés atrado fortepi-
jono bel canto (2.2.1). Didzioji dalis jo ornamentikos yra skaidriai vokalizuota,
gausu ilgy, vientisy, plataus kvépavimo fraziy ir melodiniy linijy, kurios ypa¢
buadingos rusy kompozitoriy karybai. Vokalinis pradas girdimas jo lygose, kuriy
gausu noktiurnuose, baladése. Chopino jtaka koloristinei atlikimo paradigmai
labai reik§minga. Pirmiausia tai jeu perlé technika, kuri puikiai tinka jo kariniy
kadencinio tipo pasazuose. Tam tikrus koloristinius efektus kuria tusé jvairove,
pedalo naudojimo subtilybés. Chopino atrasti sonoristiniai efektai girdimi
C. Debussy karyboje.

E Liszto karybos jtaka $iuolaikinéms fortepijono atlikimo meno paradig-
moms neabejotina (2.2.2). Analizuojant jo karybinius atradimus buvo pasirink-
tos trys kryptys: fortepijono prilyginimas simfoniniam orkestrui ir koncertinio
stiliaus jteisinimas; vokalinis fortepijono skambéjimas; koloristinis fortepijono
garso praturtinimas. Tyrimas, gausiai iliustruotas naty pavyzdziais, atskleidé
glaudzias kompozitoriaus kirybos sasajas su L. van Beethoveno kiiryba. Anali-
zuojant fortepijono kaip simfoninio orkestro idéja, panasiy faktariniy elementy
pastebéta S. Rachmaninovo, P. Caikovskio kiiryboje. Liszto démesys pauzéms,
fermatoms, frazuotei sukuria vokalizuota atlikimo maniera, budinga rusy
fortepijono mokyklai. Nemaziau reik$émingi kompozitoriaus atradimai, turéje
jtakos koloristinés atlikimo paradigmos formavimuisi, - tai programiskumas,
fakturiniai elementai ir atonalumas, dinamika, specifinis tempo rubato.

Tyrinéjant pianisty romantiky atradimus susidométa individualios technikos
idéja, kurig i8kélé C. A. Martienssenas (2.2.3). Idéjos esmé - siekis sugrupuoti
atlikéjus pagal ju individualias savybes ir pozitrj  kompozitoriaus naty teksta.
Mokslininkas jZvelgé tris atlikéjy tipus: klasikinj, romantinj, ekspresionistinj.
J. Libermanas jvardijo interpretavimo lygmenis: emocinj, kompozitoriaus ir
atlikéjo, emocinj-intelektualinj. Atlikéjy individualybe i stiliaus ir atlikimo ma-
nieros rémus bandé jsprausti ir D. Rabinovicius, vartodamas terming ,,stiliaus
dominanté, o tai, L. Navickaités-Martinelli nuomone, yra ,,semantinio gesto*
atitikmuo. Siekiant pagrjsti individualios technikos idéja, analizuoti F. Liszto
Petrarkos soneto Nr. 123 jrasai. Pasitelktos trijy atlikéjy interpretacijos leido
teigti, jog tipiniai atlikimo elementai dominuoja skirtingoms atlikimo kryptims
kaip paradigmoms atstovaujanciy pianisty atlikime.
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3. XX-XXI AMZIY FORTEPIJONO MOKYKLY PARADIGMOS

Siekiant paaiskinti ir pagristi fortepijono mokyklos ir atlikimo paradigmos
sasajas, buvo pasirinktas lyginamosios analizés metodas, leides iskirti tam
tikrg atlikimo paradigma ryskiausiai jkinijancias interpretacijas. Kiekvienos i$
paradigmy kaip tam tikry atlikimo krypciy formavimuisi reik§mingos jtakos
turéjo istorinés aplinkybeés.

Konceptualioji paradigma i$sirutuliojo konfrontacijoje tarp XIX-XX a. Vei-
maro ir Leipcigo konservatorijy (3.1.1). Pagrindiniai konservatyviosios krypties
pianisty, atstovaujanciy konceptualiajai paradigmai, prioritetai atlikimo mene -
tai racionalus mastymas, apgalvotas karinio atlikimo planas, konstruktyvas
principai ir saikingos iSrai$kos priemoneés. Siekiant jvardyti atlikéjy muzikinio
mastymo specifikg kaip klasikine ar romantine, iskilo W. A. Mozarto ir L. van
Beethoveno kirybos prioritety lyginamosios analizés batinybé, kuri remiasi
pedalo, dinamikos, tempo, ritmo, artikuliacijos uzragymo ir atlikimo aspektais
(3.1.2). Prieita i$vada, kad konceptualiosios paradigmos iliustracijai tinkamesné
yra Beethoveno karyba, turinti ir klasikinio, ir romantinio atspalvio (3.1.3). Ty-
rimui pasirinkta sonata Nr. 8, op. 13 (,,Patetiné®), kuri laikoma kompozitoriaus
ankstyvojo karybos periodo vir§ine. Darbe analizuojami du naty pavyzdziai:
sonatos jzanga (1-4 taktai) ir tema (11-19 taktai). Analizei pasitelktos septynios
XX-XXI a. pianisty interpretacijos. Tyrime daug démesio skiriama atlikéjo
mastymo specifikai, tempui, o ypa¢ detaléms, pianisty naudojamiems technikos
elementams.

Tiriant vokalizuotos atlikimo manieros atsiradimo istorinj fong pastebéta, kad
$i fortepijono atlikimo meno paradigma formavosi jvairiy fortepijono mokykly,
kompozitoriy ir atlikéjy karybos bei pedagoginiy nuostaty kontekste (3.2.1).
K. Hamiltono teigimu, fortepijono garso dainingumo i$ryskinimui labiausiai
padéjo pianisto ranky pozicijos pakeitimas i§ aukstos rie$o pozicijos | Zema.
Analizuojant K. Igumnovo pedagogines idéjas, kurios remiasi pianisto rankos
svorio ir ,,kritimo® j klaviatiirg metodika, konstatuota, kad rusy mokyklos atstovy
vartojamas terminas ,intonacija“ - tai sugebéjimas priversti fortepijong dainuoti
ir, atliekant melodine linijg, jo garsa priartinti prie Zmogaus kalbiniy intonacijy.
Siems aspektams pagristi analizuojami P. Caikovskio pjesés , Trikinké ( Trojka) is
ciklo ,,Mety laikai“ op. 37b $e$iy pianisty garso jrasai (3.2.3). Tyrimui naudojami
du naty pavyzdziai, apimantys 1-8 ir 8-9 taktus, kuriuose daugiausia démesio
kreipiama j rubato elementus, intonacijg, taip pat - i ritmg, tempa, struktira,
frazavimg bei autoriaus nuorody laikymasi.

E Liszto ir F. Chopino idéjos, turéjusios jtakos koloristinés atlikimo paradig-
mos formavimuisi, atsispindi prancizy kompozitoriy impresionisty karyboje
(3.3). Jeu perlé technikos elementai buvo tobulinami ir metodiskai aprasomi
daugelio XX a. ParyZiaus konservatorijos pedagogy darbuose, ypa¢ pazymétinas
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M. Long, A. Cortot, I. Philippo indélis (3.3.1). Fortepijono meno istorijoje spal-
viniy niuansy atsiradimas - tai nauja idéja, sukélusi perversma atlikimo mene.
Koloristinés israiskos priemonés remiasi $iais pagrindiniais elementais: derme,
harmonija, ritmu, tembriniais niuansais. Sios paradigmos analizei pasitelkta
C. Debussy pjesé ,, Auksinés zuvelés“ (Poissons Dor) i§ ciklo ,Vaizdai“ (Images)
II sasiuvinio, kuri laikoma impresionizmo manifestu muzikoje (3.3.2). Analizuo-
jamos penkiy pianisty, gyvenusiy panasiu laiku kaip kompozitorius C. Debussy,
interpretacijos (3.3.3). Keturiuose naty pavyzdziuose (7-11, 16-21, 45-48, 84-87
taktai) démesys daugiausia kreipiamas j dinamika, pedala, tempo rubato.

Interpretacijy analizés atskleidé, kad vienai paradigmai atstovaujanciy pia-
nisty atlikimas ir pasirinkti interpretaciniai elementai gali skirtis. Taciau atlikéjai,
labiausiai jkainijantys vieng ar kitg paradigma, ilgainiui tampa pripazintais tam
tikros meninés krypties atstovais.

ISVADOS

Pagrindinis démesys atliekant meninj tyrima ,,Fortepijono mokyklos samprata,
raida ir jtaka nadienos atlikimo meno paradigmoms® buvo sutelktas i fortepijono
mokykly poveikj formuojantis ir jsitvirtinant $iuolaikinéms meno paradigmoms.
Sios paradigmos atspindi ir lemia specifinius kiiriniy interpretavimo bruozus,
liudija sasajas su atitinkamy mokykly atlikéjiskais kanonais.

Tyrimo eigoje jvardytos konceptualioji, vokaliné ir koloristiné atlikimo pa-
radigmos akumuliuoja fortepijono mokykly suformuotas ir jtvirtintas atlikimo
praktikas. Visuotiné globalizacija aktyvavo paradigmy sklaidos bei mokykly
transformavimo procesus.

Atliktas tyrimas leidZia daryti $ias i$vadas:

1. Fortepijono mokyklos sgvoka gali buti apibréziama naudojantis A. J. Am-
brazo iskristalizuotais kompozitoriy mokyklos komponentais, kur esmine vieta
uzima pedagogo asmenybé ir sugebéjimas burti aplink save sekéjus. Fortepijono
mokyklos tradicijos ir nadienos atlikimo paradigmos turi daug bendrybiu.
Pagrindiniai saly¢io taskai - tai pedagoginiy programy specifika, pasireiskianti
nacionalinio repertuaro pasirinkimu, poziuris  i§rai$kos priemoniy panaudo-
jimo galimybes ir, svarbiausia, technikos elementy, tusé bei vizualiniy aspekty
(atlikéjo sédésenos, ranky padéties, judesiy) konceptualumas.

2. Ivairiy muzikology, pianisty ir pedagogy darbuose jvardijami skirtingais
parametrais paremti technikos tipai: fiziologiné, natarali, mechaniné, virtuoziné,
meniné, individuali. Ta¢iau labiausiai mokykla charakterizuojantis veiksnys yra
virtuoziné technika, atspindinti fortepijono mokykly paradigmas. Skirtingose
mokyklose virtuoziné technika jgauna specifing israiska, atitinkancig mokyklos
prioritetus: brillante spielen technika (C. Czerny terminas, vokiska ir austriska
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mokyklos), jeu perlé technika (prancazi$ka), vokalinj, dainingg fortepijono garsa
i$gaunanti technika (rusiska).

3. Tyrimui reik§minga buvo Carlo Martiensseno iSkelta individualios tech-
nikos idéja. Lygindamas atlikéjy technikos ir irai$kos priemoniy naudojimo
badus, mokslininkas jvardija klasikinj, romantinj ir ekspresionistinj atlikéjy
tipus, kurie turi daug bendrybiy su $iame darbe jtvirtinama fortepijono atlikimo
meno paradigmy idéja.

4. Tyrime apibrézti mokyklos formavimasi lemiantys veiksniai: instrumentai,
kurie ypa¢ XIX a. dél skirtingy konstrukeijy lémé skirtingg atlikimo technika;
iskilas pedagogai-atlikéjai, padéje pagrindus fortepijono mokykloms; kompo-
zitoriai-pianistai, kuriy idéjos ir karybinis stilius ilgam jtvirtino reik§mingas
fortepijono meno paradigmas.

5. Fortepijono mokykly ir instrumenty konstrukecijos tarpusavio koreliacija
pademonstruota lyginant XIX a. pradZioje susiformavusias Londono, Vienos
ir Paryziaus fortepijono mokyklas. Angly fortepijonai pasizyméjo pilnesniu
skambéjimu, ,,dainuojanéiu® tonu, jy garsas buvo gilesnis, nors jie reaguodavo
pianisto judesius kiek pavéluotai. Vienoje gaminamy Walter firmos instrumenty
garsas i$siskyré grakscia elegancija, skambéjo aiskiai, apibréztai, koncentruotai,
nelabai ,,placiai®, kitaip tariant, buvo artimas klavesino ir klavikordo skambéji-
mui. Savo ruoztu Paryziaus Erard, Pleyel fortepijonai pasizyméjo aiskiu, $variu
garsu, gana lengva, bet jautria klaviatara. Fortepijono gamintojai nuolat tobulino
instrumento mechanizma, mokési vieni i§ kity, konkuravo tarpusavyje. Esminiai
gaminamy fortepijony skirtumai zenklino ir §iuose muzikos centruose besifor-
muojancias atlikimo mokyklas.

6. Londono fortepijono mokykla siejama su Muzio Clementi pedagogine
bei menine veikla. Sio muziko bei jo sekéjy atlikimo maniera pasizyméjo is-
skirtine pirsty technika. Jie drasiai atlikdavo virtuozinius pasazus dvigubomis
natomis, oktavomis, akordais, repeticijomis, i$siskyré nepaprastu virtuoziskumu,
o atlikimo technika buvo paremta pir$ty individualumu. Tai buvo pasiekiama
daug valandy trunkanciomis pratybomis, ,,plaktukiniu principu® besiremiancia
pedagogika. Grojimui buvo budingas grieztas ritmas ir kontrastinga dinamika.
XIX a. pradzios Londono fortepijono mokykla padaré nemazg jtaka daugeliui
Europos mokykly. Kartais $is poveikis lémé ir netikétas transformacijas: lon-
donieciy idéjos apie grieztg legato greituose pasazuose bei novatoriskus pedalo
efektus, jprasmintus Johno Fieldo noktiurnuose, paskatino fortepijono vokali-
zacija, tapusig charakteringu rusy fortepijono mokyklos pozymiu.

7. Vienos fortepijono mokyklos indélis ypac ryskus formuojant ,,klasikinio®,
konceptualaus atlikimo kanonus. Neatsitiktinai prie $ios mokyklos iStaky buvo
muzikai, tiesiogiai susiliete su didZigja Vienos klasikinés mokyklos tradicija. Tai -
Beethoveno mokinys Carlas Czerny ir Mozarto mokinys Johannas Nepomukas
Hummelis. Svarbiausi XIX a. metodiniai darbai, atspindintys Vienos fortepijono
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mokyklos principus, yra J. N. Hummelio trijy tomy leidinys ,,Pilnas fortepijo-
no atlikimo meno teoretiniy ir praktiniy instrukcijy kursas“ (vok. Ausfiihrlich
theoretisch-practische Anweisung zum Piano-forte-spiel, 1828) ir C. Czerny trijy
tomy metodinis traktatas ,,Pilna teoriné-praktiné fortepijono mokykla“ (vok.
Vollstindige theoretisch-practische Pianoforte-Schule op. 500, 1839) bei per 600
opusy etiudy ir pratimy, jtvirtinanciy brillante spielen technikg. Tiriamajame
darbe pademonstruota, kad F. Lisztas ir E Chopinas, du iskiliausi XIX a. fortepi-
jono meno reformatoriai, savo kiiryboje naudojo Hummelio ir Czerny sukurtus
technikos ir faktiiros modelius, kurie romantiky karyboje toliau buvo tobulinami
ir jgavo naujg kokybe.

8. Paryziaus fortepijono mokykla formavosi pranciizy klavesinisty E Coupe-
rino ir J.-P. Rameau metodiniy nuostaty, kurias fortepijonui adaptavo ryskiausi
XIX a. Sios mokyklos pedagogai-pianistai J.-L. Adamas ir F. Kalkbrenneris,
pagrindu. Esminiai jy pedagogikos bruozai - tai garso tusé jvairové ir technika
jeu perlé, kurios skiriamieji bruozai - jautrus prisilietimas prie klavi$y, nu-
spaudziant juos ne iki dugno, pirdtai arti klaviSy, riedas aukstai. Siai mokyklai
badingas garso tembras — ,,permatomas, seklus, blyskus; pagrindinés muziki-
nés vertybés — elegancija, apskaiciuotos proporcijos, subtili frazuoté; ypatingas
démesys pedalui. Specifiné pranciizy fortepijono atlikimo mokyklos stilistika
suteiké impulsg kompozitoriy impresionisty C. Debussy, M. Ravelio karybai,
paskatino koloristinés paradigmos formavimasi.

9. Fortepijono meno raida neatsiejama nuo didziy kompozitoriy pianisty
virtuozy veiklos, o jy dar prie$ pusantro Simtmecio jprasmintos idéjos aigkiai
veda link nadienos atlikimo meno paradigmy. Visy pirma tai - F. Chopinas ir
E Lisztas. Tyrime parodyta, kaip jvairios mokyklos pritaiko $iy karéjy pavelda
savo meninéms idéjoms i$reiksti. Rusy fortepijono mokykla E. Chopino kiryboje
i$skiria tempo plastiskumg, natiralumg ir organiska siekj priversti fortepijong
dainuoti, ir tai sukaré pagrinda vokalinés paradigmos israigkai atlikimo mene;
pranctizai F. Chopino kiryba glaudziai sieja su C. Debussy kariniy atlikimo
tradicija, kreipia démesj j ,,fortepijono poeto® kirybos virtuozinius elementus
ir pedalo naudojimo specifika, daznai turincig koloristinj tiksla. Savo ruoztu
E Liszto karybiniy ir pedagoginiy nuostaty analizé rodo, kad jo idéjos labiausiai
paveiké vokalinés ir koloristinés fortepijono atlikimo paradigmy formavimasi.
F Lisztui didziausig jspadj daré L. van Beethoveno kiryba. Tai buvo viena i§
priezasciy, paskatinusiy atrasti ir sukurti koncertinj stiliy, jteisinantj simfoninio
orkestro raiska imituojantj fortepijona. Tam buvo naudojami fff, primenantys
orkestro tutti, akordine ir oktavine technika i§gaunami tremolo, pedalo efektai.
Siekdamas vokalinio fortepijono skambéjimo E Lisztas naudojo jvairius tusé
elementus: legato, non legato, staccato; daug démesio skyré pauzéms, ferma-
toms, frazuotei. Koloristinés paradigmos israiskg F. Liszto karyboje galima
sieti su netradicine, daznai net paradoksalia dinamika, specifiniais fakttriniais
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elementais, taip pat programiskumu. Tyrime prieita i§vada, kad FE. Chopino ir
E Liszto techniniy priemoniy atradimai turi daug bendry bruozy: tai pirsty sa-
varanki$kumo aspektai ir aplikatira; virtuozinés technikos elementy vystymas;
natarali ranky padétis. Abiejy pianisty virtuozy poziaris j technikos vystyma
atsispindi etiuduose bei kituose jy kariniuose.

10. Garso jrasuose skambancios muzikos atlikimo lyginamoji analizé is-
ry$kino skirtinga jvairioms fortepijono mokykloms atstovaujanciy pianisty
interpretacinj pozitrj i ta patj muzikinj teksta. A. Brendelio, E. Nyiregyhazi ir
E. Bozhanovo interpretuojamas F Liszto Petrarkos sonetas Nr. 123 patvirtino
kiekvieno atlikéjo sgsajas su atitinkamos mokyklos kanonais bei orientacijg
i $ioms mokykloms budingas paradigmas: Brendelio skambinimas liudija
»Kklasikinio atlikimo® prioritetus, jais dazniausiai seka tie pianistai, kurie savo
mene laikosi konceptualiosios paradigmos standarty; Nyiregyhazi tarsi jkanija
vokaline atlikimo paradigma, dazniausiai siejama su rusy fortepijono mokykla,
nors netradiciniai $io atlikéjo interpretaciniai sprendimai leidzZia jj tapatinti ir
su C. Martiensseno jvardytu ekspresionistiniy atlikéjy tipu; Bozhanovas - tai
akivaizdus koloristinio atlikéjo tipas, atstovaujantis koloristinei atlikimo meno
paradigmai.

11. Siek tiek kitu kampu pazvelgta j interpretacija, kai pats karinys savo
stilistiniu apibréZtumu suponuoja atitinkamg atlikimo paradigma. Buvo anali-
zuoti trys kariniai: L. van Beethoveno Sonatos Nr. 8 (,,Patetiné®) op. 13 I dalis;
P. Caikovskio pjesé , Trikinké* i§ ciklo ,Mety laikai; C. Debussy ,, Auksinés zu-
velés® i§ ciklo ,,Vaizdai“ II sgsiuvinio. Kiekvieno karinio analizei buvo pasirinkti
atitinkamai atlikimo kryp¢iai (paradigmai) atstovaujantys pianistai: Beethove-
no - konceptualiosios paradigmos atstovai (A. Schnabelis, A. Brendelis, R. Ser-
kinas), Caikovskio - vokalinés (S. Rachmaninovas, L. Oborinas, D. Macujevas),
Debussy - koloristinés (R. Vifies, M. Meyer, W. Giesekingas). [vertinus atlikima
buvo i§gryninti esminiai kiekvienos paradigmos bruozai:

« konceptualiosios atlikimo paradigmos specifika atskleista per artikulia-
cijg, struktarinj mastyma, tempa, ritma, ,,pirstine technika® (brillante
spielen);

« vokalinio prado paradigma identifikuota pagal intonavimg, frazuote, lygas,
tempo rubato ir pedalo naudojima;

« koloristinio prado paradigma susieta su pedalo efektais, tu$é elementais,
specifiniu tempo rubato.

12. I$sami interpretacijy analizé leidZia daryti i$vada, kad atlikimo mokyklos
sgvoka $iuolaikiniame meno kontekste gerokai pakito: ji pamazu praranda vietos
dimensijg, labiau iSryskindama individualiy asmenybiy ir globaliy visuomeniniy
procesy jtakas.

13. Tyrimas rodo, kad tai paciai paradigmai atstovaujanciy Siuolaikiniy atlike-
ju interpretacijos toli grazu néra identiskos. Kita vertus, nors esminiai skirtumai
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pasireiskia i$raikos priemoniy kiekybéje ir kokybéje, ta¢iau jvaldytos technikos
radys ir muzikinio mastymo tipai leidzia jsprausti atlikéjg j tam tikro atlikimo
stiliaus ar paradigmos rémus.

Fortepijono atlikimo menas - tai nepaprastai daug Zziniy ir jgadziy reika-
laujantis procesas. Fortepijono mokyklos ir $iame darbe iSkeltos atlikimo meno
paradigmy idéjos problematika susijusi su $io laikmecio i$$ukiais, kuriy esminis
bruozas - universalumas. Sis tyrimas atskleidé ir tai, kad sunku rasti universaliy
pianisty, gebanciy tiksliai i$reiksti bet kurio kompozitoriaus karybinius ketini-
mus. Siekiant atrasti bendrus interpretacijy vardiklius, geriausiai tinka atlikimo
paradigmos sgvoka, kuri nepaneigia fortepijono mokykly egzistavimo fakto,
taciau gerokai praplecia jy atpazinimo ribas, i§ dalies atsisakant nacionalinio
identiteto, kuris $iandienos globalioje visuomenéje nebéra svarbiausias. Kur
kas svarbesné ir jdomesné tampa asmenybé ir jos charakterio bruozai. Butent
jie, pasiekus aukstg meistriskumo lygmenj, leidZia pasirinkti interpretacinius
prioritetus, iSry$kéjancius nadienos atlikimo meno paradigmose.
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INTRODUCTION

The object of the artistic research paper The Concept of a Piano School, its Develop-
ment, and the Impact on Contemporary Performance Paradigms is a piano school
as a historically changing and developing phenomenon whose central figure is
a performer, seeking to perceive and convey the creative ideas incorporated in
the composer’s musical text through performance. The formation of a performer
is inseparable from teachers, the predominant stylistic trends and performance
practices, as well as theoretical, scientific, and methodological experiences.
That is a context that influences the emergence of the characteristic features of
a performance school. In the present research paper, in order to crystallise the
concept of a piano school, the components of a school definition proposed by
Algirdas Jonas Ambrazas (2007), i.e. curriculum, teacher, students, time and
venue, and tradition, has served as a basis.

The model of Ambrazas has been used to investigate the influence of the
historically formed piano schools on the contemporary paradigms of piano
performance. The paper focuses on three fundamental paradigms: the conceptual,
vocal, and colouristic ones. The study of these paradigms prompts answers to
important questions: On what basis can music interpretation practices be iden-
tified and systematised? What role in the process is played by the performer’s
personal qualities, the environment, and fashion priorities? Does the pedagogi-
cal genealogy make it possible to trace the most distinctive features of a piano
school? How is the performer’s interpretation affected by the composer’s crea-
tive style, country-specific culture, and aesthetic values? The analysis of these
aspects provides answers to the main question addressed in the present paper:
how and why the above-mentioned paradigms of the art of piano performance
were formed.

The recognition of a close relationship between the paradigms of performance
and the specific features of a national school seeks to emphasise the dependence
of the national identity of a school on specific people — composers, performers,
and teachers who are not necessarily representatives of the same nation but who
contribute significantly to the establishment of the piano repertoire and the
pedagogical attitudes as well as the formation of respective artistic canons.

A piano school and a paradigm of performance are two similar, however, not
identical concepts. A paradigm as a general manner of using certain specific
interpretive elements does not always manifest itself merely in the context of
a national school. In fact, in the 21st century, as a result of globalisation, the
concept of a piano school has been becoming increasingly problematic, and
therefore the author of the present research paper has chosen the concept of
the performance paradigm to identify the differences in interpretation, since it
enables one to derive common denominators of the trends in the art of piano
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performance. In the paper, the paradigms most frequently encountered in current

performing practices and analysed one next to another suggest that the essence

of the colouristic paradigm is the French jeu perlé technique and the inclination

towards the diversity of touch; the conceptual paradigm is identified through

rational, structured thinking and the finger technique (defined as brillante

spielen); while the vocal paradigm is most often represented by the “melodious”
sound of the piano, thinking in long phrases, breathing, and an emotional style

of performance.

The novelty and topicality of the present research paper manifests itself by
the fact that, when exploring the phenomenon of the piano art through a dual
prism of performance schools and contemporary creative paradigms, one is
able to comprehensively look at the pianist interpretations and highlight their
unique individual as well as universal fundamentals established in performance
practices.

The analysis of performance traditions in the paper is based on the pedagogi-
cal principles of the piano technique formation, which are identified on the basis
of visual elements (the performer’s posture, hand position, and movements) and
specifics of the sound extraction or touching the keyboard. Quite a few works on
the piano technique exist, to name just a few noteworthy ones, such as Reginald
R. Gerig’s Famous Pianists & Their Technique (2007), Kenneth Hamilton’s The
Golden Age: Romantic Pianism and Modern Performance (2008), Alfred Cortot’s
Rational Principles of Pianoforte Technique (1928), Eugene Liberman’s Pa6oma
Hao gopmenuannoti mexxuxoii [Work on the Piano Technique] (1971), Hein-
rich Neuhaus’s O6 uckyccmese popmenuannoii ueput. 3anucku nedazoea [On the
Art of Piano Playing. Notes of a Teacher] (1961), Samuel Feinberg’s ITuanusm
kax uckyccmeo [Pianism as Art] (1965), and others (used in the paper); how-
ever, their authors, through comprehensive technique development analyses
and recommended exercises and etudes, tend to present mainly their national
models of pedagogical traditions. In the meantime, the present paper seeks to
identify the three aforementioned piano playing tendencies, named paradigms
by the author.

The aim of the paper is to present the reflection on the development of the
art of piano performance from piano schools towards the contemporary per-
formance paradigms through identification of the most significant aspects of the
performer’s technique, interpretation, and the choice of repertoire.

To achieve the aim, the following objectives have been set:

1. To refine the concept of a piano school, relevant to the paper, and to iden-
tify the most important structural components that would serve as reference
points in the identification of pedagogical and artistic piano schools and their
differences.

20



2. To identify the key ideologies and directions of the piano technique forma-
tion, whose methodological provisions make it possible to identify differences
between piano schools.

3. To discern and demonstrate the origins of the contemporary paradigms
of the art of piano performance in the processes of the piano technique and
interpretive element development in the 19th century schools.

4. To substantiate through research and to highlight the influence of the
Romantic piano reform on the contemporary piano art paradigms.

5. To reveal the viability of pedagogical traditions and transformations
through the schemas of pedagogical continuity.

6. Through studies of performer recordings from different periods by means
of comparative analysis and evaluation of the aspects of technical elements and
means of expression, to crystallise the trends of the 20th to the 21st century art of
piano performance and some of the characteristics typical of the contemporary
performance paradigms: the conceptual, vocal, and colouristic ones.

Research methods. In the current research, the following methods have been
used: descriptive, critical, comparative historical, and analysis of audio recordings
of performers and their interpretations from different periods.

Review of literature and sources. In the research into the concept of school
as one of the key objects of the present paper, the insights of Lithuanian authors
have mainly been used: Algirdas Jonas Ambrazas (2007), Grazina Daunoravic¢iené
(2016), Donatas Katkus (1997, 2006), Lina Navickaité-Martinelli (2013, 2014),
Eugenijus Ignatonis (1997, 2001), Liucija Drasutiené (2004, 2015), and Motie-
jus Bazaras (2017). An overview of the significance of the piano technique for
performer’s interpretation was based on the studies by Carl Czerny (1970/1839),
Liberman (1971), Neuhaus (1961), Ariadna Birmak (1973), Natalya Terentyeva
(1999), and Carl Adolf Martienssen (1964). The works of Martienssen (1966),
Vitaly Gricevich (2000), Harold C. Schonberg (1987), and David A. Rabinovich
(2008) were used to introduce the idea of an individual technique. Significant
insights into specific aspects of various performance practices have been found
in the works by Gerig (2007), Hamilton (2008), Cortot (1930), Liberman (1971),
Neuhaus (1961), Feinberg (1965), and other authors.

On the subject of the influence of the 19th century piano schools on the
contemporary paradigms of the art of piano performance, most information has
been collected from the works by Gerig (2007), Julian Hellaby (2018), Sergey
Malcev (2010), Charles Timbrell (1999), Hugo Leichtentritt (1930), Boris Asafiev
(1971), Neil J. Goodchild (2007), and Hamilton (2006). The New Grove Diction-
ary of Music and Musicians (2001) also provided a lot of valuable knowledge,
especially the publications of Jim Samson and Alan Walker.
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The studies of the 20th to the 21st century piano performance paradigms
have been largely based on the insights of Paul Badura-Skoda (1972), Steward
Gordon (2016), Yakov Milstein (1975), and Leonid Hackel (1990).

Structure of the artistic research paper: the paper consists of an intro-
duction, three chapters, conclusions, a list of literature and sources, and two
appendices.

Chapter 1, The Concept of a Piano School, presents an analysis of the idea
of a piano school and the components of the concept. The school-forming fac-
tors — the curriculum, teacher’s role, students, and the performance tradition, as
well as the context of the cultural space and period - are discussed, by making
an attempt to distinguish between the concepts of a pedagogical and an artistic
school. The final section of Chapter 1 (1.3) presents the views of various musi-
cologists and researchers on the ways and prospects of the development of the
piano technique.

Chapter 2, The Origin and Genesis of the First Piano Schools, consists of two
sections: the achievements in piano pedagogy of the first half of the 19th century
and an analysis of the virtuoso pianists’ reform in the second half of the 19th
century in the context of the contemporary paradigms of piano performance.
The chapter explores the pedagogical principles of the early piano schools of
London, Vienna, and Paris by means of the comparative analysis method, thus
revealing their ideological similarities and differences. Great attention is paid
to the analysis of technical elements: pianist’s posture, hand and finger position,
and movements as well as interpretive nuances — the ways of sound extraction,
dynamics, pedalling, and touch. The second section (2.2) presents the influence
of the works of outstanding piano composers-performers and their pedagogical
attitudes on the development of the piano art trends. It also explores Martienssen’s
idea of an individual technique, which, in the author’s view, is closely related to
the characteristics of interpretations of performers who represent contemporary
paradigms of performance.

Chapter 3, Paradigms of Piano Schools of the 20th to the 21st Century, in-
troduces the contemporary trends in the art of piano performance, which are
identified as conceptual, vocal, and colouristic paradigms. Each paradigm is
explored through the ideas crystallised in the previous chapters, such as the use
of rhythm, tempo rubato, touch, dynamics, pedalling, and technique elements
as well as stereotypes of musical thinking as reflected in performers’ interpre-
tations. For the analysis of the interpretations of the colouristic performance
paradigm, recordings of one period (~ 1930 to 1940) have been used, while
the vocal and conceptual paradigms have been illustrated by pianist interpreta-
tions from different periods. There are three reasons for such a choice: 1) the
colouristic manner of performance, influenced by Debussy’s creative style,
was best reflected in the interpretations of his students and contemporaries,
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therefore specifically those were explored in the paper; 2) the vocal manner of
performance, contrary to the colouristic one, was formed in the works of many
composers (and not only Russian), therefore, it manifested itself differently in
the interpretations by different performers; and 3) through the exploration of
the conceptual paradigm, the differences between the Classical and Romantic
thinking were sought to reveal.

The research paper contains three tables, seven schemas of pedagogical
continuity, 64 samples of sheet music, one figure, and two appendices. For the
analysis, the recordings of the following pianists have been used: Daniel Baren-
boim, Evgenij Bozhanov, Alfred Brendel, Rudolf Buchbinder, Robert Casadesus,
Barry Douglas, Walter Gieseking, Alexander Lubiancev, Nikolai Luganskij, Denis
Macuev, Marcelle Meyer, Ervin Nyiregyhazi, Sergei Rachmaninov, Rudolf Serkin,
Sviatoslav Richter, Seong-Jin Cho, Artur Schnabel, and Ricardo Viiles.

The following compositions have been analysed: Franz Liszt, Sonetto 123
del Petrarca; Pyotr Tchaikovsky, “In the Troika” from the cycle “The Seasons”;
Claude Debussy, “Poissons Dor” from Book 2 of the cycle “Images”; and Ludwig
van Beethoven, Sonata No. 8 (Pathétique), Op. 13, 1st movement.

1. THE CONCEPT OF A PIANO SCHOOL

Chapter 1 of the present artistic research paper seeks to crystallise the essential
features that define and explicate the concept of a school. The insights of Am-
brazas, Daunoravic¢iené, Katkus, Navickaité-Martinelli, Borodin, and Guralnik
(1.1) have been used for the purpose. In the course of the research, it was found
out that teacher-leader, whose activity was influenced by the time and the place
with a certain system of teaching and the continuity of traditions, was by most
authors identified as the most prominent component of a music making school.
The analysis is based on the classification provided by Ambrazas, including the
curriculum, teacher, students, place, time, and tradition.

Most of the above-mentioned authors named national identity, formed in
the context of the community’s cultural values and traditions, as a significant
accent in the concept of a school. Borodin systematised the idea by providing
two definitions of a piano school: 1) a school as a teaching structure, a creative
team using similar educational methods: those were conservatoires, music
schools, or music academies; and (2) a school as a trend in a regional, national,
or international context, when its contribution manifested itself on a global
scale and had an exclusive lasting value. As noted, those insights have much in
common with the aspiration of Ambrazas to separate and explore a ‘school’ as
a pedagogical system and as an artistic direction, which in the present paper is
linked to the concept of the performance paradigm.
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With reference to the insights of the above-mentioned authors, a decision was
taken to analyse the chosen problem in accordance with Ambrazas’ classification,
identifying the specific elements of the pedagogical and artistic schools (1.2).
Starting with the first component, the curriculum (1.2.1), which, within the
framework of a pedagogical school, consists of general requirements (the scope,
the content of the scales exam, and compulsory tests for each student) and the
repertoire (a list of recommended works), it was concluded that it is precisely
the latter that highlights the exclusivity of the school. In support of the statement,
the curricula of Lithuanian and Russian music and art schools were analysed:
in accordance with our findings, each country endeavours to use the works of
their own national composers in their repertoires, which develop specific skills
accounting for the exclusivity of the school. The equivalent of a curriculum in
an artistic school could be musical ideas as paradigms, i.e. the orchestral sound
of the piano, the search for the colour of the sound, the lyrical, vocalised sound
of the piano, and intelligent and accurate reading of the text of the composer’s
score and instructions - all those as aspirations of highly advanced pianists.

In the discussion of the teacher’s role (1.2.2), pedagogical schools have
been observed to work in a rational manner, in accordance with the nationally-
established curriculum and following traditional approaches to interpretation.
However, it happens so that teachers-leaders, who actively disseminate original
artistic ideas that attracted followers, have been forming the trends of the art
of performance as artistic schools. An attempt has been made to divide the
leaders into three groups: the pianists who created their schools (Carl Czerny,
Muzio Clementi, Heinrich Neuhaus, Theodor Leschetizki, Jean-Louis Adam,
Anton and Nikolai Rubinstein); pianists-composers, who by their work estab-
lished a new stylistic trend in the art of piano performance and influenced the
development of artistic piano schools (including Franz Liszt, Frédéric Chopin,
Robert Schumann, Sergei Rachmaninov, Claude Debussy); and pianists who
did not create their own school and did not teach, however, developed their
own original style and brought together their followers (Vladimir Horowitz,
Glenn Gould). As established in the course of the research, the first two groups
of leaders mentioned above were characteristic of both pedagogical and artistic
schools. However, pianists such as Horowitz or Gould tended to influence the
art of interpretation by their original style (joining one or another paradigm of
the art of piano performance), but they did not create a school.

For the analysis of the role of students in the concept of school (1.2.3), the
classification of pupils presented by Eugenijus Ignatonis (in accordance with
the choice of their further career) has been used: it includes the professions
of an artist, a chamber ensemble artist, or a teacher; provided a professional
career was not chosen, the opportunities for self-expression remained. When
examining teacher-student relationships, it has been found out that they are best
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reflected in the schemas of pedagogical continuity. The research paper includes
the reflections of various performers on the influence of teacher and school on
further creative activity.

Upon discussing the teacher-student relationship, it becomes clear that the
tradition of transferability of pedagogical methods and interpretive elements
ensures continuity (1.2.4). According to Joseph Kerman, traditions are recorded
and passed on in the pedagogical process as well as from a musician to the au-
dience in the concert hall or through listening to recordings. All that suggests
that tradition is a kind of a canon conveyed as the accumulated experience of a
group of people, the general erudition of a musician, professional skills, and the
knowledge of the general stylistic attitudes of different art epochs.

As regards place and time as the elements of the school concept (1.2.5), it is
important to note that, in the context of a global society, the nature and neces-
sity of these components are changing. In the current times, when it is easy to
reach anywhere in the world, the school is increasingly less reflective of the art-
ist’s national identity. That is explained by the fact that teachers who acquired
their education in different schools can work in their own country, in another
country, or in several countries. This is dictated by the music market and the
demand for teachers.

The investigation of the components of the concept of a school led to a con-
clusion that the identification of a piano school is impossible without an analysis
of the pianist’s body, the position of hands and fingers, and the elements of the
technique used in interpretations (1.3). As noted, in the works of researchers
of different countries the technique is called differently: physiological, natural,
mechanical, virtuoso, artistic, or individual. The analyses presented in the
further sections suggest that it is the virtuoso technique that can help identify
the pianist who represents the contemporary paradigm of performance. The
paper identifies three techniques — brillante spielen (Czerny’s term); jeu perlé -
the French technique; and the one formed by the weight of the hand and the
movements of the body and hands - the Russian technique. Presumably, they
are respectively used by the pianists representing the conceptual, colouristic,
and vocal paradigms.

2. THE ORIGIN AND GENESIS OF THE FIRST PIANO SCHOOLS

Chapter 2 of the present artistic research paper consists of two sections: the
first one analyses the pedagogical attitudes of the London, Vienna, and Paris
piano schools, formed in the early 19th century, that laid the foundations for
the further development of the art of piano performance (2.1), and the second
deals with the influence of the pianists-Romantics’ reform on the contemporary
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paradigms (2.2). As proved by the analysis, in the early 19th century, the differ-
ences between piano schools were largely predetermined by the instrument’s
specificity: the English pianos had a fuller, “melodious” tone; their sound was
deeper, although they were slower to respond to the pianist movements; the
sound of Walter’s instruments, most popular in Vienna (and often called Mo-
zart’s fortepiano), was distinguished by its graceful elegance and clear, distinctive
and concentrated, not very “wide”, sound; in other words, it little differed from
the harpsichord and the clavichord; meanwhile, the mechanics of the pianos
of Pleyel and Erard companies in Paris were close to London instruments and
were in constant competition with them.

The research concluded that the activity of the London school leader Muzio
Clementi and his students formed a virtuoso style of performance, distinguished
by its exclusive finger technique which was further developed in the work of
the Romantics. The vocal expression of the piano was greatly stimulated by the
genre of nocturne created by John Field and later refined by Chopin. In-depth
studies of the London school pedagogical attitudes and priorities led to an as-
sumption that the school had been instrumental in the formation of the vocal
paradigm of the art of piano performance. That was confirmed by the schema
of pedagogical continuity revealing a clear connection with the Russian piano
school, which fostered the vocal paradigm of the performance art.

The contribution of Johann Nepomuk Hummel and Carl Czerny, representa-
tives of the Vienna piano school, to the principles of formation of the Classicist
piano technique has been reflected in a number of works (2.1.2). Especially
highly productive composer-teacher Czerny, having created nearly 600 etudes
which can be regarded as an encyclopaedia of the pianist technique formation,
described and named the types of the technical characteristics typical of the
contemporary paradigms of the piano performance art; he called the brillante
spielen technique a model of the Classical technique. The musical examples
presented in this thesis reveal the influence of Viennese composers-teachers on
the Romantic pianist reform representatives Chopin and Liszt.

Jean-Louis Adam, professor at the Paris piano school, based his teaching on
the discoveries of French harpsichordists Frangois Couperin and Jean-Philippe
Rameau (2.1.3). His priorities — the finger technique and the focus on pedal -
helped shape a model of the French technique called jeu perlé. The work of
Fritz Kalkbrenner, Adam’s disciple who popularised the technique, revealed the
prospects of the piano technique development. The compared musical examples
by Debussy, Chopin, Liszt, and Kalkbrenner were discovered to have quite a few
similar compositional elements.

The values formed by the piano schools of the first half of the 19th century
gave rise to the Romantic pianist movement associated with the names of pian-
ists and piano composers Chopin and Liszt (2.2). It was the work of those piano
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virtuosos that is assumed to have influenced the formation of the contemporary
paradigms of the art of piano performance.

To make the piano sing, Chopin essentially discovered the piano bel canto
(2.2.1). Most of his ornamentation was transparently vocalised, rich in long,
homogeneous, wide-breathing phrases and melodic lines that were particu-
larly characteristic of Russian composers. The vocal origins were heard in his
ties, abundant in nocturnes and ballads. Chopin’s influence on the colouristic
performance paradigm was very significant. First of all, it was the jeu perlé
technique that was perfect for the cadence-type passages in his compositions.
Certain colouristic effects were created by the variety of touch and the subtleties
of the pedal use. The sonoristic effects discovered by Chopin can be heard in
the compositions by Debussy.

The influence of Liszt’s work on the contemporary paradigms of the art of
piano performance is unquestionable (2.2.2). In the analysis of his creative
discoveries, three directions were chosen: equating the piano with a symphony
orchestra and validating the concert style; the vocal sound of the piano; and
colouristic enrichment of the piano sound. The research, richly illustrated
with sheet music examples, revealed close links between the works of Liszt and
Beethoven. During the analysis of the idea of the piano as a symphony orches-
tra, similar textural elements were observed in the works of Rachmaninov and
Tchaikovsky. Liszts focus on pauses, fermatas, and phrasing created the need
for a vocalised manner of performance, so typical of the Russian piano school.
No less significant were Liszt’s discoveries which contributed to the formation
of a colouristic paradigm of performance, including a programmatic character,
textural elements and atonalism, dynamics, and specific tempo rubato.

In the studies of the discoveries of pianists-Romantics, the idea of an indi-
vidual technique raised by Carl Adolf Martienssen was found to be of an interest
(2.2.3). The essence of the idea was grouping performers in accordance with
their individual qualities and attitudes to the composer’s text. The scholar saw
three types of performers: classical, romantic, and expressionist. Meanwhile,
Eugene Liberman named the levels of interpretation: emotional, composer’s
and performer’s, and emotional-intellectual. David Rabinovich tried to squeeze
artist’s individuality into the frame of style and performance manner, using the
term of “the dominant of the style”, which may be considered, according to
Lina Navickaité-Martinelli, as the equivalent of a “semantic gesture”. In order to
substantiate the idea of an individual technique, recordings of Liszt’s Sonetto del
Petrarca No. 123 have been analysed. Interpretations of three performers have
been employed, which suggested that typical performance elements dominated
in the performance of the pianists representing different directions of perform-
ance as paradigms.
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3. PARADIGMS OF PIANO SCHOOLS
OF THE 20TH TO THE 21ST CENTURY

In order to explicate and substantiate the relationship between the piano school
and the performance paradigm, the method of comparative analysis was chosen
which enabled the identification of the interpretations most clearly embodying
a particular performance paradigm. The formation of each of the paradigms
as certain directions of performance was significantly influenced by historical
circumstances.

The conceptual paradigm evolved in the confrontation between the Weimar
and Leipzig Conservatories in the 19th and the 20th centuries (3.1.1). The main
priorities of the conservative trend pianists representing the conceptual paradigm
in the art of performance were rational thinking, a thoughtful plan of interpreting
the musical work, constructive principles, and moderate means of expression. In
order to identify the specificity of performers’ musical thinking as Classical or
Romantic, a need arose for the comparative analysis of the creative priorities of
Wolfgang Amadeus Mozart and Ludwig van Beethoven, based on the aspects
of pedalling, dynamics, tempo, rhythm, notation of articulation, and perform-
ance (3.1.2). As concluded, Beethoven’s works, which contained both classical
and romantic features, were more suitable for the illustration of the conceptual
paradigm (3.1.3). Sonata No. 8, Op. 13 (Pathétique), considered to be the pin-
nacle of the composer’s early creative period, was chosen for the comparison.
The research paper analysed two examples of sheet music: the introduction to
the Sonata (bars 1-4) and the theme (bars 11-19). Seven interpretations of the
20th and 21st centuries pianists were used for the analysis. Great attention was
paid to the specifics of the performer’s thinking, the tempo, and particularly to
details and the elements of the technique used by the pianists.

In the investigation of the historical background to the emergence of the
vocalised performance manner, it was noted that the said paradigm of the art of
piano performance evolved in the context of different piano schools, the work of
composers and performers, and pedagogical attitudes (3.2.1). Kenneth Hamilton
argued that changing the position of the pianist’s hands from a high position
of the wrist to a low one most substantially contributed to the highlighting of
the melodiousness of the piano sound. The analysis of Konstantin Igumnov’s
pedagogical ideas, based on the methodology of the weight of the pianist’s hand
and its “falling” on the keyboard, led to the conclusion that the term “intonation”
used by the Russian school representatives was the ability to make the piano sing
and, when performing the melodic line, to bring it close to human speech into-
nations. To justify those aspects, six pianists’ audio recordings of Tchaikovsky’s
piece “In the Troika” from the cycle “The Seasons’, Op. 37b, were analysed (3.2.3).
Two musical episodes have been used for the research, covering bars 1-8 and
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8-9, focusing on the rubato elements and intonation as well as rhythm, tempo,
structure, phrasing, and following the composer’s instructions.

The ideas of Liszt and Chopin, which influenced the formation of the
colouristic paradigm of performance, were reflected in the works of French
composers-impressionists (3.3). Elements of the jeu perlé technique were re-
fined and methodologically described in the works of numerous pedagogues of
the Paris Conservatoire in the 20th century, including particularly noteworthy
contributions of Long, Cortot, and Philipp (3.3.1). The emergence of colour
nuances in the history of piano art was a new idea that revolutionised the art of
performance. The means of colouristic expression were based on the following
fundamental elements: mode, harmony, rhythm, and timbral nuances. For the
analysis of that paradigm, Debussy’s piece “Poissons dor” from Book 2 of the
cycle “Images”, considered to be the manifesto of impressionism in music, was
used (3.3.2). The interpretations of five pianists, the contemporaries of Debussy,
were analysed (3.3.3). In four examples of sheet music (bars 7-11, 16-21, 45-48,
and 84-87), the attention was mainly focused on dynamics, pedalling, and
tempo rubato.

The analyses of interpretations revealed that the performance of the pianists
representing one paradigm and the interpretive elements chosen by them may
differ. However, the performers best embodying one or another paradigm eventu-
ally became recognised as representatives of a particular artistic direction.

CONCLUSIONS

The artistic research paper The Concept of a Piano School, its Development, and
the Impact on Contemporary Performance Paradigms focused on the impact
of piano schools on the formation and establishment of the contemporary
paradigms of art. The paradigms reflect and determine specific features of in-
terpreting musical works and testify to the links with the performative canons
of respective schools.

In the course of the research, the conceptual, vocal, and colouristic perform-
ance paradigms were identified, which accumulated performance practices
formed and established by piano schools. Globalisation had activated the proc-
esses of paradigm dissemination and school transformation.

The conducted research led to the following conclusions:

1. The concept of a piano school can be defined through the components of a
composer school crystallised by Algirdas Jonas Ambrazas, with the most impor-
tant one being the teacher’s personality and their ability to bring together their
followers. The traditions of a piano school and the contemporary paradigms of
performance have much in common. The main points of contact are the specif-
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ics of the pedagogical curricula, manifesting itself in the choice of the national
repertoire, the approach to the possibilities of the use of means of expression,
and, most importantly, the conceptuality of the technical elements, touch, and
visual aspects (artist’s posture, hand position, and movements).

2. The works of various musicologists, pianists, and pedagogues identified
types of techniques based on different parameters: physiological, natural, me-
chanical, virtuoso, artistic, and individual. However, the feature best character-
ising the school is the virtuoso technique that reflects the paradigms of piano
schools. In different schools, the virtuoso technique acquired a specific expression
that reflects the school’s priorities: the brillante spielen technique (Czerny’s term,
German and Austrian schools), the jeu perlé technique (the French school), and
the technique extracting vocal, melodious piano sound (the Russian school).

3. The idea of the individual technique, proposed by Carl Martienssen, was
significant for the research. Through comparison of performers’ techniques
and their use of means of expression, Martienssen identified the Classical, Ro-
mantic, and Expressionist types of performers that had much in common with
the idea of the paradigms of the art of piano performance, established in the
present research.

4. The research defined the factors influencing the formation of the school:
instruments, which, especially in the 19th century, due to different structures
predetermined different performance techniques; outstanding teachers-per-
formers who laid the foundations for piano schools; and composers-pianists
whose ideas and creative styles established significant paradigms of the art of
piano performance for a long time.

5. The correlation between piano schools and the structure of instruments
was demonstrated through the comparison of the piano schools of London,
Vienna, and Paris formed in the early 19th century. English pianos had fuller
sound, a “singing” tone, and their sound was deeper, though they were a little
late to respond to the pianist's movements. Meanwhile, the sound of the Walter
instruments produced in Vienna was characterised by its graceful elegance and
clear, distinctive, and concentrated, not very “wide” sound, in other words, close
to the sound of the harpsichord and clavichord. The Parisian Erard and Pleyel
pianos had a clear and distinct sound and a fairly light, but perfectly responsive
keyboard. Piano producers had been constantly improving the mechanism of
the instrument, learning from each other and competing with each other. The
major differences in piano production also marked the performance schools
emerging in those music centres.

6. The London piano school is associated with Muzio Clementi’s pedagogical
and artistic activity. The manner of performance of Clementi and his follow-
ers featured an exclusive finger technique. They bravely performed virtuoso
passages with double notes, octaves, chords, and repetitions, distinguished
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themselves by their extraordinary virtuosity, and their technique was based on
the individuality of their fingers. That was achieved through hours-long practic-
ing and “hammering”-based pedagogy. The performance was characterised by
strict rhythm and contrasting dynamics. The London piano school of the early
19th century made a significant impact on many European schools. Sometimes
that effect also led to unexpected transformations: Londoners’ ideas of strict
legato in fast passages and innovative pedal effects, incorporated in John Field’s
nocturnes, promoted piano vocalisation which became a hallmark of the Rus-
sian piano school.

7. The merits of the Vienna piano school were particularly significant for
the formation of canons of the “classical’, conceptual performance. It is no
coincidence that the musicians associated with the origins of the school were
directly related to the great tradition of the Vienna classical school: those were
Beethoven’s pupil Carl Czerny and Mozart’s pupil Johann Nepomuk Hummel.
The major methodological works of the 19th century reflecting the principles of
the Vienna piano school included Hummel’s three-volume publication A Com-
plete Course in Theoretical and Practical Instructions in the Art of Piano Perform-
ance (Ausfiihrlich theoretisch-practische Anweisung zum Piano-forte-spiel, 1828)
and Czerny’s three-volume methodological treatise A Complete School of Piano
Theory (Vollstindige theoretisch-practische Pianoforte-Schule Op. 500, 1839) as
well as over 600 opuses, etudes and exercises, establishing the brillante spielen
technique. As demonstrated in the present research paper, Liszt and Chopin,
two of the most prominent reformers of the 19th century piano performance art,
used the techniques and texture models created by Hummel and Czerny, which
were further refined in the works of Romantics and acquired a new quality.

8. The Paris Piano School was formed on the basis of the methodical provi-
sions of French harpsichordists Couperin and Rameau, which were adapted to
the piano by Adam and Kalkbrenner, the most prominent 19th century teachers-
pianists of the school. The fundamental features of their pedagogy included a
variety of the sound touch and the technique of jeu perlé, whose distinctive
features were sensitive touch of the keys that were not pressed down to the bot-
tom, fingers close to the keys, and the wrist held high. The timbre of the sound
typical of that school was “transparent’, shallow, and pale; the main musical
values were elegance, calculated proportions, subtle phrasing, and particular
attention to the pedal. The specific stylistics of the French piano performance
school gave impetus to the work of composers-impressionists Debussy and Ravel
and promoted the formation of the colouristic paradigm.

9. The development of the piano art is inseparable from the work of the great
composers virtuoso pianists: their ideas born a hundred and fifty years ago
clearly led to the contemporary paradigms of the art of piano performance. First
and foremost, those were Chopin and Liszt. The research paper demonstrated
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how various schools adapted their legacy to express their own artistic ideas. In

Chopin’s compositions, the Russian piano school emphasised the plasticity of
the tempo, the naturalness, and the organic desire to make the piano sing, which

laid the foundation for the expression of the vocal paradigm in the art of piano

performance; the French closely associated Chopin’s work with the tradition of
Debussy’s performance, paying attention to the virtuoso elements and the pedal

use specifics in the “piano poet’s” works, often pursuing a colouristic purpose.
Meanwhile, the analysis of Liszt’s creative and pedagogical attitudes revealed

that his ideas mainly influenced the formation of the vocal and colouristic piano

performance paradigms. Liszt was greatly impressed by the works of Beethoven.
That was one of the reasons for discovering and creating a concert style that

legitimised the piano imitating the expression of a symphony orchestra. For
that, fffresembling the orchestra’s tutti, tremolo extracted by means of chord and

octave techniques, and pedal effects were used. Liszt employed various touch

elements for the vocal sound of the piano: legato, non legato, and staccato; he

paid much attention to pauses, fermatas, and phrasing. The expression of the

colouristic paradigm in Liszt’s work can be related to unconventional, often even

paradoxical dynamics, specific textural elements, and a programmatic character.
The research paper concluded that the discoveries of Chopin’s and Liszt’s techni-
cal means had much in common: the aspects of finger autonomy and fingering;

development of elements of the virtuoso technique; and the natural position of
hands. The approach of both pianists-virtuosos to the development of technique

was reflected in their etudes and other works.

10. By means of audio recordings, a comparative analysis of music perform-
ance was carried out with the aim of highlighting different interpretive perspec-
tives on the same musical text by pianists from different piano schools. The
interpretations of Liszt’s Sonetto del Petrarca No.123 by Alfred Brendel, Ervin
Nyiregyhazi, and Evgeny Bozhanov testified to each pianist’s association with the
canons of respective schools and their orientation towards the paradigms inher-
ent in those schools: Brendel’s performance testified to the priorities of “classical
performance,” often followed by pianists who adhered to the standards of the
conceptual paradigm; Nyiregyhdzi seemed to embody the vocal performance
paradigm, commonly associated with the Russian piano school, although his
unconventional interpretive solutions made it possible to identify him with the
expressionist type of performers as defined by Martienssen; and Bozhanov was
an obvious type of a colouristic performer, representing the colouristic paradigm
of the art of piano performance.

11. Interpretation was considered from a slightly different angle when the
composition, due to its stylistic distinctness, itself presupposed a corresponding
performance paradigm. Three works were analysed: Beethoven’s Sonata No. 8
(Pathétique), Op. 13, 1st mvt.; Tchaikovsky’s piece “In the Troika” from the cy-
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cle “The Seasons”; and Debussy “Poissons dor”, Book 2 from the cycle “Images”.
Pianists representing the respective direction of performance (paradigm) were
selected for the analysis of each composition: for Beethoven, representatives of
the conceptual paradigm (Arthur Schnabel, Alfred Brendel, Rudolf Serkin), for
Tchaikovsky, of the vocal paradigm (Sergey Rachmaninov, Lev Oborin, Denis
Matsuev), and for Debussy, of the colouristic paradigm (Ricardo Viiles, Marcelle
Meyer, Walter Gieseking). Upon performance evaluation, the salient features of
each of the following paradigms were identified:

« the specificity of the conceptual paradigm of performance was revealed
through articulation, structural thinking, tempo, rhythm, and the “finger
technique” (brillante spielen);

« the vocal origins paradigm was identified in accordance with intonation,
phrasing, ties, and the use of tempo rubato and pedal;

« the colouristic origins paradigm was associated with the pedal effects, touch
elements, and a specific tempo rubato.

12. A thorough analysis of the interpretations led to the conclusion that the
concept of a school of performance in the contemporary art context had changed
considerably: it had been gradually losing its local dimension, highlighting rather
the influences of personalities and global social processes.

13. The research witnessed that contemporary performers representing the
same paradigm were far from identical in their interpretations. On the other
hand, while the essential differences manifested themselves in the quantity and
quality of the means of expression, the kinds of the mastered techniques and the
types of musical thinking made it possible to place a performer in the framework
of a particular style, or a paradigm, of performance.

The art of piano performance is a process demanding abundant knowledge
and skills. The issues of a piano school and the idea of the paradigms of the art
of piano performance raised in this work are related to the challenges of the
present time, the essential feature of which is universality. However, the research
also revealed the difficulty of finding universal pianists, capable of accurately
expressing the creative intentions of any composer. In order to discover common
denominators of interpretations, the concept of the paradigm of performance
was found to be the most appropriate: it does not refute the fact of the existence
of piano schools, however, broadens the boundaries of their recognition, partly
abandoning the national identity factor which is no longer central to today’s
global society. Much more important and interesting is the personality and its
human character traits. It is they which, on having reached a high level of mastery,
enable one to choose interpretive priorities that emerge in the contemporary
paradigms of the art of piano performance.
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