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JVADAS

Fortepijono menas — daugiau nei 300 mety gyvuojanti kultara - susiformavo
kaip savitas ir savaranki$kas Vakary muzikos kanono reiskinys. Tvirtos tradi-
cijos klostési pamazu evoliucionuojant ir formuojantis visiems su $ia kultara
susijusiems elementams: instrumento konstrukcijai ir tembro etalonui, meto-
diskai ugdymo sistemai, koncertinio gyvenimo formoms, konkursams, pianisto
atlikéjo meninei veiklai, specifiniam ir kokybi$kam repertuarui, ir visa tai sudaré
salygas pasiekti aukstg kultaros standarta.

Instrumento galimybés, nulemtos konstrukcijos ypatybiy (paslankumo,
polifunkcionalumo), suteiké impulsg fortepijonui paplisti bei savitoms instru-
mento tradicijoms formuotis ir kitose uz Vakary muzikos kanono riby esanciose
kultarose. Platus fortepijono pritaikymas émeé skleistis XIX-XX a. sandiroje
ir jgavo pagreitj XX a. antrojoje puséje. Ypatingg statusa $is instrumentas jgijo
dziazo muzikoje; ¢ia savitg rai$ka ir nejtikéting virtuoziskuma, subtily garso
pojutj ir ekspresija demonstruoja dZiazo pianistai. Jvairas stiliai, atlikimo tech-
nikos bei tekstiros atsiskleidé Lotyny Amerikos muzikos kultarose — Kubos ir
Puerto Riko salsa Sokiy muzikoje susiformavo fortepijoninio akompanimento
ritminés-harmoninés struktaros: montuno, merengue ir kt. Ne maziau svarbus
ir specifinis fortepijono bei jo atmainy - sintezatoriy bei elektromechaniniy
vargony ,Hammond“ - vaidmuo atsiskleidé tiek dziazo, tiek roko, o ypac
progresyvaus roko muzikoje.

Akademiné muzika taip pat nei$§vengia neakademinés muzikos skverbimosi
ir absorbuoja jvairius muzikinés kalbos elementus. Kompozitoriams jtraukiant
vis iSradingesnes technikas ir i§raiSkos priemones, besisemiant idéjy jvairiose
neakademinése muzikos kultarose, su tokia muzika susidiirusiems pianistams
tenka jsigilinti j konkrety stiliy, jtikinamai jj jsisavinti ir kuo profesionaliau
perteikti. Nors universalaus pianisto modelis gali atrodyti utopinis, ta¢iau tai
leidZia formuoti prielaidas, jog platesnis ir nuodugnesnis instrumento pazi-
nimas gali praversti gerinant meistriskuma.

« Atlikimo autenti$kumas. Vienas i$ atlikéjo tiksly - perteikti kuo labiau
tikroviskg, atpaZjstama stiliaus elementg. Kiekviena muzikavimo terpé
turi savitg kanong, kurj formuoja jvairas veiksniai: tradicija, instrumento
specifika bei tekstiiros funkcija. Atlikéjas turéty siekti, kad kariniuose
pasitaikantys stiliai ar jy elementai bty atliekami korektiskai, laikantis
jiems budingy taisykliy ir principy.

« Inspiracija interpretacijai. Skirtingy ir specifiniy muzikavimo stilistiky
paieska gali iSplésti interpretacijos lauka, padeéti surasti karybiskiausia
ar autenti$kiausig sprendima. Kartais smulkiausia technikos, motyvo,
ritmo elemento ar tembro uzuomina, i$manant tradicija, pasufleruoja
naudotinas priemones.



« Techniniy jgudziy tobulinimas. Kiekviena muzikavimo tradicija ir
stilius siekia meistriSkumo. Savitg jvairios technikos ir stiliy specifika
iSryskina skirtingi muzikos kalbos parametrai: ritmika, harmonija, fra-
zavimas. Gilinimasis { stiliy specifikg gali padéti vystant techninius jga-
dzius bei ple¢iant techniniy priemoniy arsenalg, pritaikomg atliekamam
repertuarui.

Inspiracijos ir idéjos radyti tiriamajj darba kaupési pamazu, apmastant
asmenine patirtimi grista jvairialypj karybinj kelig ir turint ryzto kurti nauja
karybine kokybe. Muzikiniy Ziniy ir mokslo diferenciacija darbo autoriy ly-
déjo nuo mazens - tarsi du skirtingi poliai ir autoritetai prieSingose stovyklose
neretai atsidurdavo mokymosi institucijos ir artimiausioji aplinka. Pastaroji
sudaré visas salygas formuotis platiems ir jvairialypiams muzikiniams intere-
sams: tévai, profesionaliis pianistai, skatino  muzikos reiskinius zvelgti placiau,
dométis daugiau, palaiké karybines iniciatyvas, kurios netruko materializuotis
i bandymus kurti pirmasias muzikos grupes, i nuodugnesnj doméjimasi dziazu,
Vakary ritmine muzika. Ta¢iau situacija kai kuriose muzikos ugdymo grandyse,
nepaisant puikiy ir muzikai pasi$ventusiy pedagogu, buvo padiktuota laikmecio
aplinkybiy - po sovietmecio likusios inercijos ir paveldéto neigiamo pozitrio
i »neteisingg“ muzika, veikiancio i$vien su klasikinés muzikos aukstinimu,
sakralaus jos kulto karimu.

Apmastymai busimaja tema jgavo kontarus studijy Hamburgo aukstojoje
muzikos mokykloje metu reziduojant tarp klasikinio fortepijono ir dziazo kated-
ry. Paskaitose ir diskusijose po truputj kristalizavosi idéjos apie universalesnj
technikos jgiidziy lavinimg. Per meistriSkumo kursus ir paskaitas suzinota apie
Messiaeno dermiy ir modernaus dZiazo sasajas, Branfordo Marsalio karybiniy
inspiracijy paie$kas Brahmso dainose. Nuostabg sukélé faktas, kad klasikinio
fortepijono profesorius puikiai valdo dZiazo harmonijg, o dziazo fortepijono
déstytojas groja Mozarto ir Beethoveno sonatas bei Ligeti etiudus.

Pradéjus dirbti pedagogu ir jgijus kuklios patirties, vis aiskiau matyti, kad
atlikéjo rengimas pagal kanong turi per mazai salycio tasky su kitais muzikos
mene egzistuojanciais rai$kos budais, stiliais. Kai tobulinami tik su ,,pagrindi-
nés srovés“ muzika susije jgiidZiai, o kanoninis repertuaras tampa svarbiausiu
matavimo vienetu, dazniausiai technikos vystymo ir muzikinio mastymo pu-
siausvyra i$kreipiama pastarojo nenaudai. Prie siauro matymo lauko prisideda
ir nepakankamai karybiskas teoriniy muzikiniy discipliny laukas, per menkai
supazindinantis su jvairialypiu garsy pasauliu. Isry$kéjusi takoskyra tarp skir-
tingy muzikavimo praktiky paskatino dométis priezastimis, suformavusiomis
fortepijono meno ir pedagogikos atotrukj ir uzdaruma, bei ieskoti budy, kaip
priartinti neakademinio muzikavimo praktikas, neabejotinai turinéias jtakos
atlikimo menui. Todél temos aktualumas jvairiais rakursais gvildenant $ig

jsiSaknijusig akademiSkumo ir neakademiskumo sfery priespriesa ir diskutuo-
jant jos jveikos galimybes yra akivaizdus.

Tyrimo objektu pasirinktas pianisto meistriSkumas techniniy jgudziy la-
vinimo ir muzikinio mastymo prie$priesos jveikimo bei pusiausvyros aspektu.
Objekto pasirinkimg, darbo kryptj ir pobudj lémé suvokimas, kad meistris-
kumas (su retomis iSimtimis) yra svarbiausia savybé, uztikrinanti dalyvavima
$iuolaikinéje muzikos rinkoje. Daugiausiai probleminiy sankirty formuo-
jasi tarp minéty asmeniniy patiréiy ir pedagogikos institucijy, atsakingy uz
meistri$kumo ugdyma. Pastebint, kad instituciniu muzikos ugdymo poziariu
skirtingi stiliai ir muzikavimo praktikos esti tarsi skirtingose dimensijose, kyla
ir daugiau probleminiy klausimy:

« Kodél vis dar palaikomas muzikos skirstymas j meniskai vertingesne ar
ne tokig vertinga, daznai atmetant novatoriskus pasialymus technikos
ir muzikinio mastymo lavinimui, kylancius i§ jvairiy neakademinés
muzikos atlikimo praktiky?

« Kodél pianisto atlikéjo ugdyme fundamentaliy jgtdziy lavinimas apsiri-
boja tik baziniy Ziniy suteikimu, bet vengiama gilesnio ritmo ir harmo-
nijos sistemy pazZinimo?

+ Kodél nejvertinamas universalumo, jvairialypiskumo poreikis, kylantis
i§ $iuolaikinés muzikos rinkos formuojamy praktiky?

« Ar dabartinés fortepijono pedagogikos metodai yra pajégis uztikrinti
kokybiska, prasminga modernaus fortepijoninio repertuaro jvaldyma?

Vyraujancios nuostatos, kad Vakary muzikos kanonui priklausancios
muzikavimo formos yra tobuliausios ir vertingiausios, jtvirtina negincijama
klasikinio muzikavimo pagrindy i$manymo nauda bet kurj stiliy kultivuojan-
¢iam muzikantui. Tai daznai aptariama tiek metodinéje literataroje, tiek moks-
liniuose tyrinéjimuose. Sios nuostatos materializuojasi ir ugdymo programose.
Darbo naujumas yra pagrijstas radikaliai prie§inga nuostata: neakademinés
muzikos atlikimo praktikos gali padéti tobulinant jgudzius, kurie pravers
daugeliu atvejy, jskaitant ir klasikinj repertuara. Siuo poZitirio kampu tema yra
mazai tyrinéta, nors kartais pasitaiko konceptualiy pasvarstymy apie tokios
perspektyvos naudg modernaus fortepijoninio repertuaro analizei ir atlikimui.
Universalaus pianisto koncepcija kol kas irgi egzistuoja tik idéjiniu lygmeniu,
nepaisant net ir tarptautinj pripazinimg pelniusiy pianisty veiklos.

Sio tiriamojo darbo tikslas — atskleisti neakademinés muzikos atlikimo
praktiky, praturtinanciy akademinio pianisto techninius jgadzius bei muzikinj
mastyma, pagrindZianciy pianisto atlikéjo, dalyvaujanc¢io muzikos rinkoje,
universalumo nauda, galimybes.

Kaupiant, sisteminant ir kriti$kai analizuojant tyrimui batinus duomenis,
darbe i$sikelti $ie uzdaviniai:



1. Apibrézus fortepijono meng kaip socialinés veiklos sferg ir pritaikius jos
analizei Pierreo Bourdieu ,,]Jauko sociologijos“ teorines prieitis, atskleisti
$iuolaikinés fortepijono pedagogikos santykj su Vakary muzikos kanonu
ir muzikos rinka.

2. Remiantis skirtingy fortepijono meno bendruomenés grupiy — moks-
leiviy, studenty, pedagogy - refleksijomis, kiekybiniais ir kokybiniais
apklausy metodais atskleisti Lietuvos fortepijono pedagogikos ir saviug-
dos dabarties padétj, problemines jtampas bei lukescius.

3. Atskleisti pianisty ekspertuy, savo asmeniniu pavyzdziu puoseléjanciy uni-
versalaus pianisto idéja, nuostatas ir praktinius patarimus pianistams.

4. Istirti fortepijono pedagogikos adaptyvuma repertuaro atzvilgiu re-
miantis pasirinktais jgidziy lavinimo kategorijy (ritmo ir harmonijos)
aspektais.

5. Aptarti alternatyvaus karybinio ugdymo ir neakademiniy muzikos
techniky metody pritaikymo galimybes tobulinant pianisto technikos
jgudzius ir muzikinj mastyma.

Stengiantis jvairialype problema nagrinéti jvairiais rakursais, pasitelkti
skirtingi tyrimo metodai. Metodinés literatiiros $altiniy analizei buvo taikomi
apraSomasis, analitinis kritinis ir komparatyvistinis metodai; lauko sociolo-
gijos teorijai — aprasomasis, kritinis ir modeliavimo metodai. Sisteminimas
ir modeliavimas padéjo pateikiant ir apibendrinant kiekybiniy ir kokybiniy
apklausy rezultatus.

Literatiiros ir $altiniy apZvalga. Tyrime buvo gilinamasi j Zymiy pianisty
pedagoguy (H. Neuhaus 1993, J. Lhevinne 1972, J. Hoffmann 2010, W. Giese-
king, K. Leimer 1972) darbus apie ugdymo ir atlikimo procesus, mokslininky
edukology (E. Gordon 1997, 2013, P. Webster 1990, D. L. Cerqueira 2010)
publikacijas, kuriose apibréziamas muzikinis mastymas ir mokymosi procesai,
dométasi literattira bei moksliniais straipsniais apie alternatyvias muzikinio
ugdymo sistemas (C. Orffo, E. Dalcroze, Z. Koddly, S. Suzuki sistemos); nag-
rinétos apzvalginés fortepijono repertuaro raidos ir akademinés muzikos
kanono formavimosi studijos (A. Anexcees 1988, W. Weber 1999, G. Kehler
1982, J. Kerman 1983, A. C. Shreffler 2013, J. Gould 2005). Pritaikant ,,Jauko
sociologijos“ modelj buvo remiamasi P. Bourdieu veikalais (1992, 2002), 7. Gai-
Zutytés-Filipavic¢ienés (2005), M. Petriko (2009), J. T. Velikovsky’io (2012) ir
P. Burnard (2012) darbais.

Poliritmijos analizei buvo pasirinkti dazniausiai fortepijono pedagogiko-
je naudojami jvairiy laikotarpiy - nuo XVIII a. vidurio iki XX a. antrosios
pusés — pianisty, pedagogy, kompozitoriy sukurti pratimy rinkiniai grojimo
technikai lavinti. Analizuojant pratimus ir iSrys$kinant jy sasajas su aktualiu
fortepijono repertuaru, pasitelkti fortepijono virtuozy ir pedagogy darbai:

E Liszto (1880), J. Brahmso (1893), A. Cortot (1928), E. R. Blanchet ,,Technique
Moderne du Piano“ (1933).

Moderni harmonija ir jos raida buvo aptarta remiantis V. Persichetti
(1961), M. Morangelli (2012) darbais. Praktiniy patarimy bei akademiniy ir
neakademiniy atlikimo praktiky atrama tapo N. Slonimskio (1947), ]. Bergonzi
(1992-2006), P. Taggo (2016) leidiniai. Sia tematika taip pat analizuota daugybé
disertacijy, tiriamyjy darby ir straipsniy.

Darbo struktiirg sudaro jvadas, trys dalys, i$vados, literatiiros sarasas ir
priedai. Pirmoje dalyje fortepijono meno kultara apibréZiama kaip socialinés
veiklos sfera taikant Pierreo Bourdieu lauko sociologijos apibrézima ir termino-
logija; nagrinéjama, kaip kito fortepijoninis repertuaras $iuolaikinés muzikinés
rinkos, taip pat kanono sampratos ir jos kaitos atzvilgiu. Remiantis atskleistais
socialiniais ir kultariniais veiksniais bei pianizmo universalizavimo poreikiu,
lokalizuojama fortepijono pedagogikos ir saviugdos padétis fortepijono meno
kultaroje. Antroje dalyje analizuojami atlikty empiriniy kokybiniy ir kiekybi-
niy tyrimy, kuriais siekta i$siaiSkinti fortepijono meno pedagogikos bukle bei
vystymosi tendencijas (apklausti pedagogai ir studentai), rezultatai. Interviu
forma apklausus du pianistus, atstovaujancius inovacinéms pedagoginéms
nuostatoms, i$samiau nagrinéjamos refleksijos universalaus muzikinio profilio
klausimais. Tiek apklausy metu, tiek atliekant kritine istoriniy metodiniy pra-
timy leidiniy analize, aiSkinamasi poliritmijos jveiky problematika. Trecioje
dalyje aptariami atlikimui reik§mingi muzikinio mastymo ir muzikinio garso
percepcijos principai, taip pat istoriskai ir idéjiskai susiklosciusi technikos
lavinimo budy priesprie$a bei autoriaus sitlymai taikyti neakademinés mu-
zikos atlikimo praktiky elementus ritmui ir harmonijos jgudZziams gerinti.
Prieduose pateikiami ankety ir interviu klausimai, pagal ritmo, harmonijos ir
melodijos parametrus parengta palyginamoji modernesniy muzikos kalbos
elementy lentelé.

1. UNIVERSALAUS PIANISTO POREIKIS
IR FORTEPIJONO MENAS:
SOCIALINIAI IR KULTURINIAI VEIKSNIAI

Pirmoje darbo dalyje tiriamas $iuolaikinio fortepijono meno ir pedagogikos
santykis su Vakary muzikos kanonu ir muzikos rinka. Remiantis prielaidomis,
kad fortepijono menas yra istori$kai susiformaves savitas ir savarankiskas
kultaros reiskinys, tolesnei rei$kinio sandaros ir désniy analizei pasirinkta
pranciizy sociologo Pierreo Bourdieu ,lauko sociologijos® teorija. Tokj pa-
sirinkimg paskatino ir $ios teorijos taikymas kituose moksliniuose darbuose,



nagrinéjanciuose savitus meno reiskinius, kuriems naudojama autonomisko
veiklos lauko socialinéje sferoje apibréztis.

Tiriant fortepijono kulttiros kaip uzdaros autonominés sistemos agenty /
institucijy subordinacija, pasitelkus P. Bourdieu ,,]lauko sociologijos* teorines
prieitis (1.1.), nustatyta, kad fortepijono kulttra atitinka visus ortodoksisko
meno sampratos ypatumus. Tai leido darbo jvade suformuluotg problematika
jvardyti opozicine sgvoka — heterodoksija. Pagal apibrézimg, pastaroji siejasi
su simboline fortepijono kultaros kaip uzdaros autonominés sistemos grésme
arba, pagal Bourdieu terminologija, socialinés erdvés struktaros status quo.
Gilinantis j lauko teorijos apibrézimus (ypac akcentuojant nekvestionuojamas,
savaime suprantamas lauko Zaidimo taisykles — doxa ir agentus mobilizuojan-
¢ig bei konkuruoti ver¢iandia motyvacijos sistema — illusio), nagrinéjant kity
darby problematika ir Bourdieu samprotavimus, i$ryskéja pedagogikos lauko
vaidmuo agento dispozicijai (habitus) ir pasirinkimui bei ginant status quo. Pe-
dagogikos lauko reik§mé ir poveikis agento habitus i$reiSkiami ir grafiniu pavi-
dalu fortepijono meno sferai pritaikant J. T. Velikovsky’io ,,Karybinés praktikos
teorijos modelio“ schemg. Pedagogikos lauko ekspansija iliustruojama ir kity
tyréjy pateikiamomis refleksijomis, atskleidzian¢iomis, kaip pedagogikos lauko
doxa ir Zaidimo taisyklés (illusio) formuoja ne tik besimokanciojo veiksmus ir
pasirinkimg, bet ir karybinio mastymo ypatumus. Isry$kinamas svarbiausias
veiksnys, matavimo dimensija, kuria save jprasmina fortepijono meno lauke
esancios galios institucijos ir pedagogikos laukas — kanoninis repertuaras. Pa-
sak Pamelos Burnard, aukstojo meno ortodoksija yra auksta padétj uzimanciy
Zanry kanonizacija. Remiantis romantizmo karybinio genijaus ir ,,didZiojo
kompozitoriaus“ sgvokomis, jteisinama tam tikra vienos karybiskumo israiskos
virSenybé. Ir $iuo ortodoksisku pozitariu kirybiskumo savoka yra devalvuojama
ir suprastinama iki keliy galimy ,teisingy® i$raiSkos formy. Bandymai kitais
budais reiksti savo karybiskumga - kurti pa¢iam ar improvizuoti, veikiant pagal
tokij illusio, yra uzslopinami arba uzslopsta savaime.

Todél toliau $iame darbe, siekiant atskleisti pianisty repertuaro pasirinkima,
taip pat praeities ir dabarties muzikos santykio problematika bei prielaidas rastis
naujoms atlikéjisky profiliy atmainoms, nagrinéjama Vakary muzikos kanono
raida, kuri leido giliau pazinti fortepijono repertuaro ir atlikimo kanono raidos
ypatumus, vystymosi koncepcija $iais laikais (1.2.). Naujausi kanono tyrimai
(A. C. Shreftler 2011) rodo, kad XX ir XXI a. negalime kalbéti apie vieno,
centrinio, arba tik klasikinio kanono egzistavimg - dél gausybés muzikiniy,
socialiniy, istoriniy veiksniy pastebima ryski muzikos meno decentralizacija
ir dekanonizacija (1.2.1.). Tadiau klasikinis kanonas XX a. nei$nyko, priesin-
gai, netgi tapo stipresnis ir ryskesnis, apsibrézdamas savo isskirtinumo ribas.
Dar vienas svarbus veiksnys, paskatines kanono decentralizacijg, arba fragmen-
tacija, pasak J. Kermano, yra modernisty sgmoningos pastangos ir nenoras
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priklausyti romantizmu persmelktam kanonui. Remiantis Shreffler jzvalgomis
teigiama, kad XX a. kanonizacija prarado centralizuota pozicija. Vietoj to veikia
daugybé kanony formavimosi autoritety, reprezentuojanciy skirtingus tikslus,
interesus ir uzimanciy skirtingas pozicijas globalioje ir lokaliose hierarchijose.
Maza to, vertinami kanony skirtumai yra ne tokie ryskas. Be centrinio pripa-
Zinto autoriteto, kuris apibrézty skirtingoms muzikos kategorijoms priskiriama
kultarine verte, skirtumai tarp ,,aukstosios” ir ,,Zemosios“ kultiros kanony
yra pastebimai susilyging (bet neiSnyke). Skirtingy kanony koegzistavimas
nereiskia autoriteto nebuvimo - veikiau rodo jo skilimg j atskirus. Taciau
kanony formavimasis ir toliau yra gyvybingas, jy sudarymo principai galioja
ir XXTI amZiuje.

Fortepijoninio repertuaro kristalizacija ir atlikéjy kanonas i§ dalies taip pat
perémeé $iuolaikine kanono vystymosi jtampa (1.2.2.). Kita vertus, i$ryskéjo
aiski takoskyra tarp kanoninio pasirinkimo ir naujoviy, nusverian¢iy svarstyk-
les modernios muzikos nenaudai: nuo pianisty ego ir Siuolaikinés muzikos
estetiniy nuostaty nesutapimo su pianisto nuostatomis, susiformavusiomis
romantizmo estetikos pagrindu, iki pedagogikos konservatyvumo ir nuolat
keliamo naujy kariniy ,,pianisti$kumo“ klausimo. Taip pat aptariamas dar vienas
kanoninio repertuaro ,,forpostas“ — konkursinis repertuaras, kuris nors ir yra
aukstg meistri$kuma palaikantis veiksnys, tac¢iau neretai nustelbia naujy kariniy
populiarinima ir yra aktuali smulkesniy fortepijoninés kultaros regiony, tokiy
kaip Lietuva, specifikos ir reprezentavimo problema (1.2.3.).

Kanono decentralizacija ir fragmentacija nei§vengiamai palieté ir atlikéjo
profilio vystymasi (1.2.4.). Ypa¢ paskutiniais XX a. deSimtmeciais ir XXI a.
galima i$skirti keletag muzikos rinkos tendencijy, susijusiy su atlikéjo profilio
riby prasiplétimu ir repertuaro koncepcijy ekspansija: universalesnj pianisto
atlikéjo profilj (klasika - dZiazas, dziazas — klasika) ir Siuolaikiniuose kariniuose
kompozitoriy koduojamas ekspektacijas. Atrodyty, kad dél tokiy tendencijy
reikéty persvarstyti ir pedagogikos nuostatas, ta¢iau nagrinéjant autoritetingy
ugdymo jstaigy pasiruo$imo ir egzaminy reikalavimus, vis dar akivaizdi atli-
keéjisky profiliy ir su jais siejamy jgadziy lavinimo separacija.

2. AKADEMINES IR NEAKADEMINES MUZIKOS SAVEIKA
FORTEPIJONO PEDAGOGIKOJE IR SAVIUGDOJE:
TECHNIKA VERSUS MASTYMAS

Lauko sociologijos teorija padéjo jvardyti fortepijono meno ir pedagogikos
funkcionavimo principus, agenty ir institucijy veiklg saugant susiformavusias
tradicijas ir nustatant zaidimo taisykles, i$ryskinti dviejy prieSingy nuomoniy,
principy susikirtimg: doxa ir heterodoxa, akademiskumas ir neakademiskumas,
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tradicija ir alternatyvos. Remiantis teorijos sufokusuotu problemos kampu,
nei$vengiamai reikalinga ir pacios fortepijono meno bendruomenés refleksija
$iais klausimais. Todél pirmame antrosios dalies skyriuje kokybiniais ir kieky-
biniais empiriniais metodais tiriama pedagogy refleksija (2.1.).

Kad bty aiskesnis $iuolaikinés Lietuvos fortepijono pedagogikos buklés
vaizdinys, remiantis lauko sociologijos veikimo schemos gairémis atskleidzia-
mos profesionaliai dirban¢iy fortepijono pedagogy nuostatos pianistiskumo,
neakademinés muzikos, technikos vystymo ypatumy klausimais ir kritiskai
analizuojamos jy jZvalgos bei pasialymai dél galimy fortepijono meno ir peda-
gogikos poky¢iy ateityje (2.1.1.). Individualios nuomonés byloja jsitvirtinusia,
lauko sociologijos terminais jau aptartg agenty ir institucijy subordinacija,
ribojancia pokycius. Vis délto apklausos metu isaiskéjo, kad nors egzistuoja
pozitriy jvairové teikiant pasitlymus ar matant pedagogikos vystymosi mikro-
lygmeniu vizija, bendra pedagogu gildijos nuostata pedagogikos modernéjimo
klausimu yra progresyvi. Tai leidZia daryti prielaidas, kad ateityje galimas jtakos
ir galiy persiskirstymas pedagogikos lauko viduje.

Fortepijono pedagogy apklausg papildé pokalbiai su pianistais, kuriy ka-
rybiné veikla neapsiriboja viena menine kryptimi arba kurie patyré radikalig
karybinio amplua kaitg (2.1.2.). Tai - pastaruoju metu i$skirtinj universaluma
demonstruojantis Lietuvos pianistas profesorius Petras Geniusas ir Estijos pia-
nistas profesorius Anto Pettas, muzikinj kelig pradéjes kaip klasikinis atlikéjas,
taciau ryztingai nukreipes savo meninj profilj laisvosios (angl. free) muzikos
linkme. Jvairialypé $iy menininky patirtis ir komunikabilumas issiplétojo |
diskusija, atskleidusig visg spektra skirtingy dalyky. Remiantis tiek asmeniné-
mis patirtimis, tiek rinka, i$ryskintas pozitris j pianisto universalumo poreiki.
Aptartos pedagogikos dabarties realijos bei problemos ir nubréztos optimis-
tiskai nuteikiancios vizijos. Asmeniné pianisty eksperty patirtis diskusijos
eigoje i$sikristalizavo j konkrecius pasitilymus ir patarimus jgadziy lavinimui,
taip pat isskirtos svarbiausios Siuolaikinio atlikéjo kompetencijos ir jgudziai
nepriklausomai nuo jo profilio.

Antrame $ios dalies skyriuje (2.2.) keliais skirtingais metodais siekiama i$-
samiai i$nagrinéti poliritmijos reikinj kaip vieng i§ pasirinkty fundamentaliy
igudziy kategoriju. Atlikti kritine istorine fortepijono pratimy leidiniy analize
(2.2.1.) poliritmijos aspektu paskatino keletas veiksniy: tai buvo gana dazna
ritminés raiSkos priemoné ne tik modernios muzikos fortepijoniniame reper-
tuare, bet ir klasicizmo bei romantizmo epochose. Poliritmijos jveikos problema,
pastebéta analizuojant XX a. pradzios metodine literatiirg, galbat gladi reper-
tuaro novatoriskumo ir pedagogikos adaptyvumo santykyje. Taip pat atkreiptas
démesys | pratimy karéjy ar leidiniy sudarytojy deklaratyvumo ir savivokos
stoka muzikiniy naujoviy atzvilgiu. Tyrimo skirstymas laikotarpiais (iki 1850 m.,
1850-1900 m., 1900-1950 m. ir po 1950 m.) atskleidé techniniy jgaidziy lavinimo
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pusiausvyros kaita, periodiskai nusveriancia svarstykles tai j mechaninio fizinio
veiksmo kultg, tai | mastymu ir intelektu pagristo lavinimosi puse.

Lietuvos fortepijono meno bendruomenés apklausa poliritmijos lavinimo
klausimais (2.2.2.), kaip tolesné poliritmijos reiskinio tyrimo tasa, iSrys$kino
tiek tirtos literatiros adaptyvuma, tiek saviugdos jprocius, tiek susiformavusias
pagrindines gaires ir ritmo lavinimo badus. Klausimy formuluotés suteiké pro-
ga surinkti ir daugiau papildomos informacijos apie pedagogikos bukle, respon-
denty muzikine savimone, muzikos klausymosi jprocius, stilistinius pomégius,
karybiskuma, nuostatas apie universalumo poreikj fortepijono mene.

3. NEAKADEMINES MUZIKOS UGDYMO METODIKUY
IR ATLIKIMO PRAKTIKOS TAIKYMAS
SIUOLAIKINIO PIANISTO LAVINIME

Siekiant dar labiau aktualizuoti ir jreik§minti antrojoje dalyje apklausomis bei
kritine pratimy analize identifikuotas problemas, taip pat pianisty eksperty
nuostatas ir pasitilymus, nutarta pasiremti panasius reiskinius ir problematika
nagrinéjancia moksline literataira, kurioje antrosios dalies leitmotyvas ,,technika
versus mastymas” yra gvildenamas jvairiais rakursais (3.1.).

Pirmiausia pianisty eksperty i$ryskintos muzikinio mastymo ir mechanisko
igudziy lavinimo pusiausvyros ydos bei pateikti pasitalymai, kaip gerinti mas-
tymo parametrus, randa atramg ir teoring prieitj fundamentaliose studijose,
nagrinéjanciose garso percepcijos principus (3.1.1.). Edwino Gordono ,,Mu-
zikos mokymosi teorijoje” terminu audiacija jvardijama sintaksiniu suvokimu
pagristos muzikinés minties samprata. Audiacija yra muzikalumo pagrindas,
jiapibadina gebéjima girdéti ir suprasti muzikinj garsa, kuris jau nebeskamba
akustiskai, ta¢iau skamba mintyse. Tai yra labiau kognityvinis procesas, kai
muzikiniams garsams suteikiama prasmeé ir jie suvokiami kaip muzika, tarsi
muzikinis atitikmuo kalbiniam mastymui. Sig garso suvokimo teorijg papildo
ir Peterio Websterio ,,Kuarybinio mastymo modelio® teorija. Karybinis masty-
mas ¢ia apibudinamas kaip dinamiskas mentalinis procesas tarp divergentinio
(vaizdingojo) ir konvergentinio (praktinio, faktinio) mastymo, judantis etapais
per tam tikra laikg. Aktyvuojamas vidiniy muzikiniy jgadziy ir iSoriniy salygy,
jis sukuria baigtinj muzikinj produkta, kurio turinys (santykinai) yra naujas
karéjui (iniciatoriui), ir $io proceso rezultatas visuomet yra sugeneruotas
produktas. Pasitelkus $ig teorijg tiksliau apibréziama pernelyg daznai ir nesu-
fokusuotai naudojama karybiskumo sgvoka.

Antra, kritinés pratimy analizés i$ryskinta fortepijono pedagogikos iner-
cija tam tikry jgudziy vystymo klausimais apzvelgiama istorikai (3.1.2.). Tai
rodo, jog ,technika versus mastymas® pusiausvyra nuolat keitési dél jvairiy
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priezasc¢iy ir aplinkybiy: jsigaléjusio institucionalizuoto muzikos mokymo, universalumo pozymiy. N. Slonimskio ir J. Bergonzi metodikos yra pritaiky-

atskiry mokykly kultivuojamy skirtingy technikos vystymo principuy, atlikimo tos modernaus akademinio repertuaro, daugiausia neoklasicizmo pavyzdziy
meno estetikos vystymosi ypatumy ir keistenybiy (grojimo mintinai praktika (P. Hindemitho ,,Ludus tonalis®, S. Prokofjevo Sonatos op. 84, S. Barberio Sona-
XIX a. sunkiai skynési kelig j pripazinimg). XX a. pirmojoje puséje jvyko tam tos op. 26), harmoninés kalbos supratimui gerinti. N. Slonimskio ,Thesaurus of
tikras pedagogy bendruomenés samonés persilauzimas - pastebimas jZymiy Scales and Melodic Patterns® suvienija, integruoja ir kity XX a. kompozitoriy
pedagogy susirapinimas dél mechaniskumo kulto, ryskéja samprotavimai puoseléty derminiy-harmoniniy sistemy principus (pavyzdziui, O. Messiaeno
technikos ir mastymo pusiausvyros atkirimo klausimais. riboto transponavimo dermiy), kuriuos kontekstualiai yra lengviau suprasti.
Tredia, kiekybiniy apklausy metu atskleistas fortepijono meno bendruo- Pateikta principy demonstracija suponuoja $iy sistemy naudojima kaip reiks-
menés ir pedagogy nuostaty bei jprociy inertiSkumas gali bati paai$kinamas mingg gamy ir pratimy papildyma.
naujausia literatira, nagrinéjancia Vakary muzikos kanong, arba eurokla- Pasirinkto Gyorgy Ligeti etiudy fortepijonui Pirmosios knygos (1985)
siking tradicija, institucionalizuotoje muzikos ugdymo sistemoje isigaléjusj analizé pakelia tyrima j tarpdisciplininj lygmenj. Analizuojamos kiekvieno
etnocentrizma, nubloskiantj pedagogika ir neleidZiantj jai pakilti i§ XIX a. i§ $esiy etiudy jvairios karybinés inspiracijos: nuo skirtingy pasaulio regiony
teoriniy sampraty bei konteksto (3.1.3.). Butent taip vienoje i§ naujausiy savo etnomuzikos ritminiy savitumy iki fraktaly geometrinés teorijos. Pateikiami
knygy ,,Everyday Tonality II“ (2016), skirty tonalios harmonijos reiskiniy ir neakademiniy atlikimo praktiky badai: analizé dziazo harmonijos pagrindu,
analizei, teigia brity muzikologas Philipas Taggas; jis iSkelia daugybe pavyz- »Tala“ ritmo lavinimo sistemos adaptacija ir kt. Modeliuojama, demonstruojama
dziy, parodandiy prigimtinius euroklasikinés tradicijos trakumus vertinant ir diskutuojama, kokie metodai buty efektyviausi. Remiantis Saltiniais ir kitais
globalaus masto arba skirtingy kultary muzikinius reiskinius tik per savo $ios tematikos tiriamaisiais darbais, nagrinéjamos prielaidos, kiek pasirinkti
prizme, taciau dél jsigaléjusio etnocentristinio poZiario jaudianciag turint jveikos metodai sutampa su pirminémis kompozitoriaus inspiracijy preferen-
prerogatyva taip daryti. Tokie paai$kinimai leidZia suprasti, kodél egzistuoja cijomis. Svarstoma, kad G. Ligeti etiudy inspiracijy jvairové leidzia brézti nauja
didelé skirtis tarp muzikiniy rei$kiniy ir kodél vangiai vyksta alternatyviy pedagogikos atsinaujinimo vizijg. Primenama leitmotyviné darbo idéja, kad kai
pasialymy integracija. kuriy etiuduose numatyty jgdziy (ypac ritminiy) lavinimas turéty tapti jprociu,
Nepaisant negailestingo verdikto su euroklasikine tradicija susijusios peda- neapsiribojant vien tradiciniame repertuare pasitaikanciais sunkumais.

gogikos buklei ir siekiant naujoviy integracijos, nagrinéjami ritma ir harmonija
lavinantys neakademiniy atlikimo praktiky pavyzdziai, realiomis salygomis

isbandyti darbo autoriaus (3.2.). Ritmo lavinimui pasitelkta universali metodika ISVADOS
,Tala“ paremta Ryty Indijos ritmikos konceptu (3.2.1.). Sis lavinimosi biidas
jprasmina daugelio kity alternatyviy muzikiniy ugdymo sistemy moto - nau- 1. P. Bourdieu prielaida, kad ,visy kultaros lauky struktara ir funkcionavimo
doti kuo maziau $alutiniy priemoniy ar instrumenty siekiant ugdymo tikslo. principai yra homologiski®, paskatino ,,lauko sociologija“ taikyti fortepijono
Demonstruojami jvairts sistemos panaudojimo buadai sprendZiant ritmines meno lauko analizei. ,Lauko sociologijos® pritaikymas fortepijono meno lau-
komplikacijas: sinkopavima, poliritmija, polimetrija, politempa ir kt. Svarbiau- ko (ypa¢ pedagogikos) kritinei refleksijai atsiskleidé aptariant lauko Zaidimo
sia — sistema galima pasitelkti kaip nuosekly metoda sprendziant poliritmijos taisykles, nekvestionuojamy prielaidy fenomeng doxa (gr. nuomoné, teiginys)
problemas, sukuriant skirtingo sudétingumo pratimus. Tuo i§ esmés buvo ir illusio (lot. Zaisti: in+ludo).
i$spresta problema, kurig sukélé metodinio sprendinio nebuvimas poliritmijai « ISanalizavus fortepijono pedagogikos lauka, veikiantj Bourdieu ,,lauko
lavinti skirty pratimy rinkiniuose. sociologijos“ taisykliy pagrindu, galima teigti, kad lauko specifiniy dés-
Pateikty pritaikymui metodiky fone, panasiai kaip ir analizuojant poliritmi- niy jtaka agento / individo karybiniam pasirinkimui, savirealizacijai ir
nj aspekta pratimy rinkiniuose, i§ryskintas kontrastas tarp XX a. moderniosios integracijai j kulttiros sistema yra labai reik§minga. Pedagogikos lauke
muzikos harmoniniy sistemy novatori$kumo bei nepakankamo jy aktualizavi- dominuojancias pozicijas uzimantys agentai ir institucijos (pedagogai ir
mo ar logisko i$aiSkinimo atlikéjams skirty XX a. pratimy rinkiniuose (3.2.2.). mokslo jstaigos), veikiami kity lauky galios atributy (fortepijono veiklos
Toks susiformaves pozitiris kontrastuoja ir su pateikty alternatyviy harmonijos lauko nustatyty savirealizacijos ir rai$kos formy), siekia i$laikyti savo do-
metodiky susikirimo ir i§populiaréjimo istorijomis bei jtaka akademinés ir minuojantj bavj ir uztikrinti, jog visi lauke veikiantys agentai pripazinty
dziazo muzikos raidai, kurios leidzia teigti, kad muzikos kalba turi daugiau ju legitimizuotg doxa ir zaisty pagal lauke nustatytas taisykles (illusio).
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« Kanoninis repertuaras yra tarsi centriné asis, aplink kuria susidélioja
visy su fortepijono menu susijusiy lauky elgsenos taisyklés; jis tampa
galios instrumentu, lemianc¢iu pedagogikos ortodoksiskuma. Pedagogi-
ka grjztamuoju rysiu ,,aptarnauja“ repertuarg ir palaiko kanono gyvastj
konkursais, koncertinio gyvenimo formomis. Susidaro uzdara sistema,
i$gryninanti jsivaizduojamas teisingos veiklos formas ir turinj, aiskiai
atskirianti ir nustumianti heterodoksiskas praktikas j parastes.

+ Nepaisant ortodoksiskos pedagogikos, Siuolaikiné muzikos rinka, vei-
kiama daugialypés kultirinés sistemos, kelia reikalavimus atlikéjams
dél vis daugiau jy jsivaizduojamo tradicinio i$silavinimo neatitinkanciy
kompetencijy, atsiranda naujos universalaus pianisto atlikéjo profilio
atmainos ir objektyvios priezastys atsizvelgti | heterodoksiskas idéjas.

2. Tiriant fortepijono pedagogikos adaptyvuma repertuaro atzvilgiu, re-
miantis pasirinktomis jgtdziy lavinimo kategorijomis (ritmu ir harmonija),
nustatyta:

« ISanalizavus specializuotas mokymo priemones, skirtas pianistinei tech-
nikai lavinti, paai$kéjo, kad poliritmijos klausimu rim¢iau susirapinta tik
dviem paskutiniais XIX a. deSimtmeciais ir XX a. pirmojoje puséje. Vis
labiau ryskéjanti poliritmiskumo tendencija fortepijoninéje muzikoje
buvo tarsi ignoruojama.

« Nagrinéjant pratimy rinkiniy turinj ir lyginant su panasiu metu pasi-
rodziusiais fortepijoniniais kariniais, pastebétas fortepijono metodinés
literataros atsilikimas nuo aktualaus repertuaro. Pirmieji pratimai, susije
su poliritmijos lavinimu, buvo i8leisti mazdaug po pusés amziaus nuo tada,
kai poliritmija tapo neatsiejama tokiy kompozitoriy kaip F. Chopinas
stiliaus dalimi. Net J. Brahmso pratimai buvo sukurti kompozitoriaus
gyvenimo pabaigoje - tarsi apibendrinantys individualy fortepijoninj
stiliy ir technikas, jy santykj su poliritmija. Daugelis pateikty poliritmi-
niy pratimy pavyzdziy yra gana sudétingi, nepasizymi laipsnisku tokios
technikos vystymu, stokoja teorinio paaigkinimo.

 Galima teigti, kad jvairios pedagoginés nuostatos, instrumento tobu-
léjimas ir profesionalaus virtuozy meno jsigaléjimas stipriai veiké pro-
fesionalios fortepijono pedagogikos koncepcija. Muzikalumo ir fizinio
treniravimosi pusiausvyra pratimuose ir specialiuose kariniuose nuolat
keitési. Dar J. S. Bacho gana gerai subalansuotos techninio ugdymo mo-
kymo priemonés uzleido vietag mechaniniam, fiziniam, su muzikavimu
nedaug kg bendra turin¢iam pir$ty miklumo lavinimui. Ilgainiui, supratus
tokiy principy ydas ir Zala, j techniskumo ir muzikalumo balansa buvo
kreipiama daugiau démesio. Ta¢iau toks reiskinys kaip Hanono pratimy
populiarumas $iais laikais rodo, kad technikos lavinimo priemonés, at-
skirtos nuo muzikinio mastymo, vis dar gajos.
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« Pedagogikos adaptyvumo sparta atlikéjo harmonijos supratimo lavini-
mo klausimais taip pat yra inerti$ka. Tai atsiskleidé analizuojant XX a.
pratimy rinkiniuose pateikiama medziagg harmonijos modernumo
aspektu ir palyginus jg su realiu atotrikiu nuo euroklasikinés tradici-
jos. Galima apibendrinti, kad esminiai tonalumo paradigmos pokyciai
XX a. pirmojoje puséje buvo labai vangiai aktualizuojami, vis dar gyventa
pagal XIX a. standartus, o modernios muzikos kalbos jsisavinimui triko
logiskumo ir teoriniy prieiciy.

« Siekiant apibendrinti visy tyrime aptarty pedagogikos trakumy prieZastis,
galima remtis Philipo Taggo nuomone, jog euroklasikine tradicija pagrista
pedagogika yra etnocentriska. Tai reiskia, kad euroklasikinés tradicijos
tonalios teorijos koncepcija ir terminologija néra tinkamos ir netonaliy
akademiniy, ir daugelio tonaliy neakademiniy praktiky analizei bei
vertinimui. Taigi ir toliau remiantis tokia etnocentriska ugdymo sistema,
daugelis muzikiniy kategorijy, vertinant vis didesne jy svarbg XXI a.,
taip ir lieka moksliskai ir metodiskai tinkamai nei$aigkintos.

3. Apibendrinant 2015 m. atliktos pedagogu apklausos rezultatus, galima
teigti, kad Lietuvos fortepijono pedagogikos instituciné sandara ir ugdymo
linija vis dar yra konservatyvios ir vangiai atsiveriancios Siuolaikinei muzikos
rinkai. Apklausos metu atskleista, kad daugelio pedagogy pasaulézitira yra
gerokai atviresné, imlesné naujovéms nei institucionalizuota terpé, kurioje
jiems tenka dirbti. ISryskéjo nuomong, kad, norint islaikyti pusiausvyra tarp
tradicijos ir naujoviy, reikalingi sisteminiai poky¢iai, ugdymo plany korega-
vimas, platesnis ir metodiskesnis neakademinés muzikos praktiky taikymas,
repertuaro (ypa¢ mokyklinio) plétra.

2013 m. atlikta visy fortepijono mokymosi pakopy mokiniy ir studenty
apklausa ,,Ritminio lavinimo svarba ir ugdomujy savirefleksija“ atskleidé iuos
pedagogikos ir ugdymo trakumus:

« I8analizavus apklausos metu surinktg informacija, pazymétina, kad
ritminiam lavinimui formaliojo ugdymo metu skiriama nepakankamai
démesio. Manytina, kad pagrindiné priezastis - ugdymo programos
spragos. Daugelio apklaustyjy nuomone, specialesniam ritmo lavinimui
reikéty skirti daugiau démesio.

« Dauguma tyrimo dalyviy prisipazino asmeniskai skiriantys nepakan-
kamai laiko ir pastangy ritmo lavinimui. Tai rodo ir taikomy metody
ritminéms problemoms spresti asortimento skurdumas. Taip pat pazy-
meétinas nepakankamas metodiniy priemoniy ir literataros studijavimas:
ne visuose respondenty nurodytuose pratimy rinkiniuose buvo poliritmi-
jai lavinti skirty pratimuy, tik nedidelé dalis respondenty galéjo pasigirti
taikomy ritmo lavinimo metody gausa, tikslingumu ir efektyvumu.
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« Respondentai nepakankamai gilinasi | klausomos muzikos ritmine
sandarg. Tai rodo tyrimo rezultatai: beveik 4/5 apklaustyjy nurodé ne-
sigilinantys arba tuo uzsiimantys retai, taip pat pripazjstama, kad tokiai
analizei traksta Ziniy. Taigi pianistams stinga platesnio, smalsesnio
pozitrio j muzika ir jgtdziy lavinima. Beveik 2/3 respondenty nurodé
neieskantys jokiy sasajy, asociacijy tarp atliekamo akademinio repertuaro
ir neakademinés muzikos.

4. Apibendrinant pianisty eksperty, savo asmeniniu pavyzdziu puoseléjan-
¢iy universalaus pianisto idéja, nuostatas ir praktinius patarimus pianistams,
galima pateikti bendrg absoliuciai teigiamg ir entuziastingg pozitrj j batinybe
kreipti fortepijono meng ir pedagogika universalumo linkme. Tai susije tiek su
techniniu tobuléjimu, tiek su muzikiniu mastymu ar karybiskumu. I$ kokybi-
niy interviu paai$kéjo, kad P. Geniuso ir A. Petto taikomi praktiniai metodai
patvirtina darbe aptartg E. Gordono audiacijg (gebéjima priimamiems muzikos
garsams suteikti prasme, lyginti ja su turima muzikine informacija ir taip plésti
muzikinj zodyna) bei P. Websterio ,,kiirybinio mastymo modelj*, apibréziama
kaip aktyvy ir struktiruota mastymo muzikos garsais process, kurio rezultatas
yra muzikinio produkto sukarimas ir kurio turinys yra naujas pac¢iam karéjui.
Tuo remiantis pravartu apibendrinti konkretesnes idéjas ir sitlymus, kurie,
pasnekovy nuomone, yra batini bet kurio profilio pianistui:

« Savyjy idéjy raiSkos tobulinimas - gebéjimas reiksti savo muzikines
mintis pasitelkiant klausg, o ne vien naty pavidalu pateiktg muzikine
informacijg. Tai galima jvardyti kaip alternatyva improvizacijai, taciau,
pasak A. Petto, toks jgadis yra naudingas bet kurio profilio muzikantui,
jis suteikia kitokios rasies algoritmg muzikinio mastymo greiciui ir ko-
munikacijai gerinti, palyginti su uzrasytos muzikos grojimu.

 Muzikiniy komunikacijos jgtidziy tobulinimas grindziamas dviem aspek-
tais: gebéjimu jsiklausyti j kartu muzikuojanciojo mintis ir veiksmus bei
priderinti savuosius, mokéjimu klausytis saves ir vertinti tarsi i§ Salies.

« Inspiracijos Saltiniy paieska interpretacijai — galimybé i§plésti paieskas
ir uz muzikos riby pasitelkiant vaizduojamojo meno, literataros ar net
mobkslo specifikos pavyzdzius.

5. Tvirtg pagrindg universalumo koncepcijos plétotei suteiké tyrimo metu
atskleista dviejy muzikos pasaulio asmenybiy - N. Slonimskio ir J. Coltraneo -
kirybinés veiklos sinergija. Si aplinkybé lémé ne tik dziazo muzikos kalbos
poky¢ius ir naujy stiliy gimima XX a. 6-7 de$imtmeciuose. J. Coltraneas savo
asmeninémis nuostatomis ir kiirybinés veiklos pavyzdziais pagrindzia muzikos
kalbos, jgidziy lavinimo ir karybiniy inspiracijy universalumo idéja. Pateikus
alternatyvaus karybinio ugdymo ir neakademiniy atlikimo metody pritaiky-
mo galimybes pianisto technikos jgadziy ir muzikinio mastymo tobulinimui,
igyvendintas siekis atskleisti universaly metody pritaikyma.
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« ,Tala“ritmo lavinimo sistema, pagrista indy ritmo tobulinimo elementais,

gali padéti tobulinti ritmika bent keliais skirtingais aspektais. Pirmiausia
tai yra universali, nepriklausoma nuo instrumento muzikanto ugdymo
sistema, aktualizuojanti jgudziy tobulinimg be instrumento. Kartu su
novatoriskomis ar netradicinémis idéjomis ji jungia keleta jau Zinomy
principy, tokiy kaip matematinis poliritmy santykio apskaic¢iavimas,
kuriuos su $ia sistema yra lengviau perkelti i$ teorinio lygmens j praktinj.
Taip pat §i sistema gali padéti jveikti poliritminius pratimus, kurie pa-
sitaiko tradiciniuose pratimy rinkiniuose ir kuriems truksta nuoseklios

sudétingumo gradacijos.

Pasirinkty $altiniy - N. Slonimskio ,Thesaurus of Scales and Melodic

Patterns® (1947) ir . Bergonzi ,Inside Improvisation Series“ (1992-2006) —
taikymo pavyzdziai dirbant su moderniu fortepijoniniu repertuaru

atskleidzia tokiy priemoniy pranasuma muzikinio mastymo aspektu:

sukuriamos aiskiai suvokiamos teorinés prieitys, padedancios lengviau

ir grei¢iau perprasti modernios harmonijos sistemas bei susieti jas su

atlikimo praktika. Sios priemonés gali padéti kirybiskiau pazvelgti i

gamy ir pratimy grojima bei tapti fundamentalia techniniy jgudziy

vystymo platforma. Kaip $iy ir panasiy neakademiniy atlikimo praktiky

metody privalumas jvardytas ir pagrindinis tikslas — vystyti improviza-
cijos jgudzius: i§ pat pradziy pateikiamas logiskas ir nuoseklus metodo

muzikos kalbos taisykliy i$aiskinimas gali inspiruoti tolesnius karybinius

eksperimentus.

« Tiriamajame darbe suformuluoti sitlymai iliustruojami i§samia prakti-

nio pritaikymo analize pasitelkiant meniniame projekte interpretuotus
Gyorgy Ligeti Pirmosios knygos etiudus (1985). Platus ir jvairus G. Ligeti
etiuduose naudojamy techniky ir inspiracijy spektras rodo kompozito-
riaus lukescius atlikéjy atzvilgiu - i jy tikimasi visapusiskos kompetencijy
plétros. Todél jgudziy ir muzikinio mastymo plétojimas jsisavinant spe-
cifines zinias (pavyzdziui, dziazo harmonijos pagrindus) arba uzsiimant

»Tala“ sistemos praktika gali paspartinti mokymosi procesa, uztikrinti
geresnj jsiminima bei atkarima.
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INTRODUCTION

The art of the piano - a culture that exists for over 300 years — has been formed
asa unique and independent phenomenon within the canon of Western music.
Solid traditions have formed as a result of gradual evolution and formation
of all elements pertaining to this culture: construction of an instrument and
timbre standard, methodical teaching system, forms of concert life, competi-
tions, artistic activities of a pianist performer, specific and quality repertoire.
All of the above provided for the achievement of high culture standard.

The instrument’s possibilities determined by peculiarities of its construction,
such as mobility and multifunctionality have stimulated the spreading of the
piano and formation of original traditions of the instrument in cultures out-
side the borders of the Western music canon. Extensive adaption of the piano
commenced at the turn of 19th-20th centuries and has gathered pace in the
second half of the 20th century. The instrument gained special status in jazz
music, where jazz pianists demonstrate original expression and extraordinary
virtuosity, fine sound sensitivity and expressiveness. Diverse functions related
to keeping rhythm and harmony have emerged in Latin American music cul-
tures such as Cuban and Puerto Rican salsa’s rhythmic-harmonic structures for
piano - montuno, merengue, etc. Equally important and specific was the role
of the piano and its varieties — synthesizers and Hammond electromechanical
organ - in jazz, rock and especially in progressive rock music.

Academic music also could not preclude the penetration of non-academic
music, absorbing different elements of its musical language. While composers
keep incorporating inventive techniques and means of expression looking for
ideas in diverse non-academic music cultures, the pianists facing such scores
have to penetrate a specific style, persuasively master and present it as profes-
sionally as possible. Although the model of a versatile pianist might seem utopi-
an, it provides for the raising of hypotheses that broader and deeper knowledge
of an instrument might be beneficial in perfecting one’s technique.

o Authenticity of performance. One of the objectives of the performer
is to convey the stylistic element as truthfully and recognisably as pos-
sible. Every music performance environment has its own canon formed
by diverse factors, namely tradition, peculiarities of an instrument and
function of texture. A performer should strive to properly convey styles
or elements thereof contained in musical pieces, adhering to their char-
acteristic rules and principles.

o Inspiration for interpretation. Pursuit of diverse and specific music
performing styles might expand the interpretation field and assist in
finding the most creative or authentic solution. When one possesses
knowledge of a tradition, sometimes even the tiniest hint in technique,
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motif, rhythmic element or timbre might suggest the means to be
used.

« Training of technical skills. Each music performance tradition and style
strives for technical excellence. Original and specific characteristics of
diverse techniques and styles are disclosed through different parameters
of musical language: rhythm, harmony and phrasing. Deepening one’s
understanding of stylistic peculiarities might assist in development of
technical skills and expanding an arsenal of technical means applicable
to performed repertoire.

Inspirations and ideas to write the present artistic research paper have ac-
cumulated gradually, while thinking about multifaceted creative path based on
personal experience and possessing resolution to produce new creative quality.
Differentiation of musical and scholarly knowledge followed the author of this
thesis since his early days - as contrasting poles and authorities the private
environment and academic institutions often represented two opposite camps.
Family provided all opportunities for the formation of wide ranging and di-
versified musical interests: parents, professional pianists, encouraged to take a
broader view towards musical phenomena and to expand the range of interests;
they supported creative initiatives that soon resulted in the attempts to form
the first music bands and led towards exhaustive interest in jazz and Western
rhythmical music. However, the situation in music schools and gymnasiums
was determined by the circumstances of the time — an inertia remaining from
Soviet times and an inherited approach towards “wrong” music.

Contemplations on future research topic took shape during studies at the
Hochschule fiir Musik und Theater Hamburg, while residing between depart-
ments of classical piano and jazz. During lessons and discussions, ideas concern-
ing a more versatile development of piano skills have gradually emerged. Master
classes and lectures informed about the relation between Messiaen’s modes and
modern jazz or Brandford Marsalis’ pursuits for creative inspirations in songs
by Brahms. It was rather amazing to find out the fact that the author’s professor
of classical piano had mastered jazz harmony, while the jazz piano teacher kept
playing sonatas by Mozart and Beethoven and Ligeti’s etudes.

Working as a pedagogue and having accumulated a modest experience
in the field, it becomes increasingly evident that canon-based preparation of
performers has too few points of contact with other means of expression or
styles existing in the art of music. When all attention is focussed on training
repertoire-related skills and canon-based repertoire becomes the ultimate
measure, the balance between technique development and musical thinking
often shifts in a direction unfavourable to the latter. Adding up to the narrow
field of view is an insufficiently creative field of theoretical musical subjects,
providing poor insight into the multifaceted world of sounds. A division identi-
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fied between diverse music performance practices encouraged looking into the
reasons that determined the dissociation between the art of the piano and its
education (as well as their insularity), and to look for ways to bring closer the
non-academic music practices possessing indisputable influence upon the art
of performance. Hence, the obvious relevance of the topic that springs from
investigation of established opposition of academic and non-academic spheres
and discussions concerning ways of coping with it.

Subject of the present artistic research is focused on the pianist’s profi-
ciency from the perspective of overcoming the opposition and maintaining
the balance between the development of technical skills and musical thinking.
Choice of subject, the focus and nature of the research paper were determined
by an understanding that proficiency, with rare exclusions, serves as the key
characteristic that ensures participation in contemporary music market. The
majority of problematic intersections are formed between the abovementioned
personal experiences and pedagogic institutions that are responsible for profi-
ciency training. Having noted that the institutional music education approach
has somehow positioned diverse styles and music performance practices in
different dimensions, additional problem-related questions arose:

» Why is the sorting of music into more or less artistically valuable still sup-
ported, often rejecting innovative suggestions with regard to development
of technique and musical thinking that arise from diverse non-academic
music performance practices?

o Why is training of fundamental skills in education of a pianist performer
limited to provision of basic knowledge, avoiding deeper insight into
rhythm and harmonic systems?

o Why is the need for versatility or diversity, arising from practices shaped
by contemporary music market, not taken into account?

o Are the piano pedagogy methods of the present-day sufficient to ensure
high quality and profound mastering of contemporary piano repertoire?

Prevalent attitudes that the music performance forms springing out of West-
ern music canon are the best and the most valuable establish an indisputable
benefit of knowing the classical performance fundamentals among musicians
promoting either musical style. This is often discussed in methodological litera-
ture and academic research papers and these attitudes also find their way into
the education programmes. The novelty of the present artistic research is based
on a radically different approach: non-academic music performance practices
might help training the skills that will be of use in a variety of scenarios, includ-
ing the classical repertoire. Such angle of approach towards the topic is rare,
despite occasional conceptual considerations about contemporary piano rep-
ertoire. So far, the concept of a versatile pianist also exists only at a conceptual
level, regardless of activities of several internationally acclaimed pianists.
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The aim of the present artistic research work is to disclose the possibilities
opened by non-academic music performance practices that enrich the technical
skills and musical thinking of an academic pianist and substantiate the benefits
of versatility of a pianist performer participating in the music market.

The following objectives were raised while accumulating, systemising and
critically investigating the data required for the purposes of the research:

1. Having defined the art of the piano as a sphere of social activity and
analysing it through application of theoretical approaches of Pierre
Bourdieu’s “field sociology”, to disclose the relation of contemporary
piano pedagogy with Western music canon and music market.

2. Based on reflections of diverse groups of the piano art community (pu-
pils, students, teachers), along with quantitative and qualitative survey
methods, to disclose the present state of Lithuanian piano pedagogy and
self-training, along with problematic tensions and expectations.

3. To disclose the approaches and practical advice of the piano experts,
personally promoting an idea of a versatile pianist.

4. To investigate the adaptability of piano pedagogy with regard to the
repertoire based on selected aspects of skill training categories (rhythm
and harmony).

5. To discuss the possibilities of application of alternative artistic education
and application of methods of non-academic music performance tech-
niques in the training of a pianist’s technique skills and musical thinking.

In order to approach a multifaceted problem from diverse perspectives,
different research methods have been applied. Descriptive, analytical critical
and comparative methods were used to analyse the methodological literature,
while the theory of field sociology was analysed using descriptive, critical and
modelling methods. Systemisation and modelling have helped to present and
summarise the results of quantitative and qualitative surveys.

Review of literature and resources. The present artistic research inves-
tigated works by famous pianists pedagogues concerned with education and
performance processes (H. Neuhaus 1993, J. Lhevinne 1972, J. Hoffmann
2010, W. Gieseking, K. Leimer 1972), publications by scholars educologists
(E. Gordon 1997, 2013, P. Webster 1990, D. L. Cerqueira 2010) defining musical
thinking and learning processes, literature and academic articles on alternative
music education systems (systems of C. Orff, E. Dalcroze, Z. Kodaly, S. Suzuki);
it investigated review studies dedicated to development of piano repertoire and
formation of academic music canon (works by A. Anexcees 1988, W. Weber
1999, G. Kehler 1982, J. Kerman 1983, A. C. Shreffler 2013, J. Gould 2005).
When applying the “field sociology” model, the author relied on works by
P. Bourdieu (1992, 2002), Z. Gaizutyté-Filipavi¢iené (2005), M. Petrikas (2009),
J. T. Velikovsky (2012) and P. Burnard (2012).
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For the analysis of polyrhythmics, the author chose sets of exercises for
training the performance technique that are most often used in piano pedagogy
and were created by pianists, pedagogues and composers in diverse periods
ranging from the middle of the 18th century to the second half of the 20th
century. Analysis of the exercises and disclosure of associations thereof with
current piano repertoire, the works by piano virtuosi and pedagogues were
employed, including those by E. Liszt (1880), . Brahms (1893), A. Cortot (1928)
and Technique Moderne du Piano by E. R. Blanchet (1933).

Modern harmony and its development were discussed on the basis of
works by V. Persichetti (1961) and M. Morangelli (2012). Review of practical
advice and academic and non-academic performance practices relied on the
publications by N. Slonimsky (1947), J. Bergonzi (1992-2006) and P. Tagg
(2016). Numerous dissertations, research papers and articles on the subject
have been analysed as well.

The structure of the thesis consists of an introduction, three parts, con-
clusions, list of literature and appendices. In Part 1 the culture of piano art is
defined as a sphere of social activity using Pierre Bourdieu’s definition and ter-
minology of field sociology; author investigates the changes of piano repertoire
with regard to contemporary music market, as well as the concept of the canon
and transformations thereof. Based on revealed social and cultural factors and
the need for pianism versatility, the state of piano pedagogy and self-training in
the culture of piano art is identified. Part 2 investigates the results of empirical
qualitative and quantitative research, which sought to identify the state and
development trends of the piano art pedagogy (pedagogues and students were
surveyed). An interview form was used to question two pianists representing
innovative pedagogical approach, along with exhaustive analysis of reflections
regarding versatile musical profile. During the interviews and while carrying
out the critical analysis of historical publications of methodological exercises,
the problems associated with polyrhythmics were investigated. Part 3 discusses
performance-wise significant principles of musical thinking and perception
of music sound, along with historically and ideologically established opposi-
tion of methods of performing technique training, as well as the author’s sug-
gestions to apply elements of non-academic music to improve rhythmic and
harmonic skills. The appendices contain questions of surveys and interviews
and a comparative table of more modern music language elements based on
rhythm, harmony and melody parameters.
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1. THE NEED FOR A VERSATILE PIANIST
AND ART OF THE PIANO:
SOCIAL AND CULTURAL FACTORS

The first part of the thesis investigates the relation of contemporary piano art
and pedagogy with Western music canon and music market. Based on assump-
tions that the art of the piano is a historically formed original and independent
cultural phenomenon, the “field sociology” theory by French sociologist Pierre
Bourdieu was employed for further analysis of the phenomenon’s structure and
laws. Such choice was encouraged by the use of this theory in other academic
works investigating original artistic phenomena, which are defined as autono-
mous field of activity within the social sphere.
During the investigation of piano culture as subordination of agents / institu-
tions of closed autonomous system using theoretical approaches of Bourdieu’s
“field sociology” (1.1.) it was identified that the piano culture possesses all
characteristics of an orthodox art concept. This allowed using an opposing
concept of heterodoxa to name the problems identified in the introduction.
By definition, the latter concept is associated with a symbolic threat posed
by the piano culture as closed autonomous system, or, to use Bourdieu’s ter-
minology, a status quo of social space structure. Further investigation of field
theory definitions (specifically through emphasis of non-questionable and
naturally perceived rules of the field game - doxa and agent-mobilising and
competition-promoting motivational system illusio) and analysis of problems
raised in other works and Bourdieu’s reasoning, has disclosed the influence
of pedagogical field upon the agent’s disposition (habitus) and choice, and in
defence of the status quo. The significance and influence of pedagogical field
upon the agent’s habitus are expressed in graphical form, by adapting the
scheme from J. T. Velikovsky’s “Creative practice theory model” to the sphere
of the piano art. Expansion of the pedagogy field is illustrated by reflections
presented by other researchers, revealing how the pedagogical field’s doxa and
the rules of the game (illusio) form the actions and choices of the student, along
with the peculiarities of his/her creative thinking. The key factor or measuring
dimension is highlighted, through which the power institutions and the peda-
gogical field - canon repertoire existing in the field of the piano art establish
themselves. According to P. Burnard, the orthodoxy of high art is a canonisa-
tion of high-status genres. Based on concepts of the Romantic creative genius
and “the Great Composer” — certain supremacy of a single creative expression
is legitimised. And from this orthodox perspective the concept of creativity
is devalued and simplified to several possible “right” forms of expression. At-
tempts to express one’s creativity in other ways, either through own creation or
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improvisation, under the scenario of such illusio are extinguished or become
suppressed by themselves.

Therefore, seeking to disclose the choice of pianists’ repertoire, the problems
associated with the relation of the music of the past and present, as well as the
premises for emergence of new varieties of performing profiles, the develop-
ment of Western music canon was investigated, allowing better understanding
of the peculiarities of evolution of the piano repertoire and performance canon
and the concept of their development in our times (1.2.). Most recent canon
research (A. C. Shreffler 2013) indicates that in the 20th and 21st centuries we
cannot speak about the existence of a single, central or merely classical canon -
due to abundance of musical, social and historical factors the decentralisation
and decanonisation of the music art has become more pronounced (1.2.1.).
However, the classical canon did not vanish in the 20th century; on the con-
trary, it has become more powerful and pronounced, having defined the limits
of its exceptionality. According to J. Kerman, another important factor that
stimulated the decentralisation or fragmentation of the canon lies in the con-
scious efforts of modernists and their reluctance to be associated with a canon
saturated with Romanticism. Based on Shreffler’s insights it is claimed that the
canonisation has lost its centralised position in the 20th century. Instead, there
exist numerous authorities of canon formation representing diverse objectives
and interests and assuming different positions in global and local hierarchies.
Moreover, the assessed canon differences are less pronounced. Without the
central established authority to define the cultural value attributed to diverse
music categories, the differences between “high” and “low” culture canons
have noticeably evened (but not vanished). Coexistence of different canons
does not indicate the absence of authority, but rather indicates splitting thereof
into separate entities. Yet, formation of canons is still viable and the principles
of their making still apply in the 21st century.

Crystallisation of the piano repertoire and performers’ canon has partially
taken over the contemporary tension of canon development as well (1.2.2.).
On the other hand, there emerged a clear division between the canonical
choice and innovations, which tilt the balance in a direction not favourable to
modern music: from a mismatch of the pianists’ ego and aesthetic attitudes of
contemporary music with the pianist’s attitudes formed on the basis of Romantic
aesthetics, to the conservativeness of pedagogy and continually raised question
regarding the “pianistic qualities” of new pieces. Another discussed “outpost”
of canonical repertoire is the competition repertoire, which, despite being a
factor maintaining high level of proficiency, often overshadows the promotion
of new pieces and is a topical issue related to the specifics and representation
of smaller regions of piano culture, such as Lithuania (1.2.3.).
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Decentralisation and fragmentation of the canon inevitably affected the
development of performer’s profile (1.2.4.). In the last decades of the 20th
century and in the 21st century several trends of the music market might be
distinguished, associated with the extension of the limits of performer’s pro-
file and expansion of repertoire concepts: a more versatile pianist-performer
profile (classical - jazz, jazz - classical) and composers’ expectations encoded
in contemporary music pieces. It would seem that these trends should force
rethinking of pedagogical attitudes, however, the analysis of preparatory and
examination requirements of authoritative education institutions still indicates
a clear separation between the performing profiles and the training of skills
associated with them.

2. INTERACTION OF ACADEMIC AND NON-ACADEMIC MUSIC
IN PIANO PEDAGOGY AND SELF-TRAINING:
TECHNIQUE VERSUS THINKING

The theory of field sociology helped identifying the principles of piano art
and pedagogy function, the activities of agents and institutions in guarding
the established traditions and setting the rules of the game as well as highlight
the intersection of two opposing opinions or principles: doxa and heterodoxa,
academicism and non-academicism, tradition and alternatives. Based on the
problem angle focussed by the theory, a reflection of the piano art community
is inevitably required with regard to these issues. Hence, the first chapter of
Part 2 uses qualitative and quantitative empirical methods to investigate the
reflection of pedagogues (2.1.).

In order to present a clearer picture of the state of present-day Lithuanian
piano pedagogy, the guidelines of field sociology action scheme are used to
reveal the attitudes of professionally working piano pedagogues with regard to
issues of pianism, non-academic music and peculiarities of technique training,
along with critical analysis of their insights and suggestions concerning pos-
sible future changes of the piano art and pedagogy (2.1.1.). Individual opinions
demonstrate an established subordination of agents and institutions (already
discussed in terms of field sociology), which restrains change. However, surveys
have revealed that even though diverse attitudes exist with regard to presenta-
tion of suggestions or seeing a vision of micro level pedagogy developments,
the general approach of the pedagogues’ guild towards pedagogy modernisa-
tion is progressive. This calls for assumptions that a shifting of influence and
powers is possible within the pedagogy field in the future.

Survey of piano pedagogues was supplemented by interviews with pianists,
whose creative activities have not been restricted to a single artistic direction
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or who have undergone a radical change of creative stance (2.1.2.). These
include Lithuanian pianist and professor Petras Geniusas, presently exhibit-
ing exceptional versatility and Estonian pianist and Professor Anto Pett, who
started his musical career as a classical performer and later made a determined
move of his artistic profile towards free music. Widely ranging experience and
communication skills of the two artists have expanded into a discussion that
revealed a broad spectre of diverse matters. Based on personal experiences
and the market, the need for the pianist’s versatility was highlighted. Present
day realia and issues of pedagogy were discussed and optimistic future visions
were drawn. Over the course of discussions, the personal experiences of expert
pianists have transformed into specific suggestions and advice concerning skill
training; also, key competences and skills of a contemporary performer were
identified, regardless of his/her profile.

In the second chapter, several different methods were used to exhaustively
analyse the phenomenon of polyrhythmics as one of the selected categories of
fundamental skills (2.2.). An idea to perform the critical historical analysis of
piano exercise publications from the polyrhythmic perspective was encouraged
by several factors: it used to be fairly frequent means of rhythmic expression
not only in contemporary music piano repertoire, but also in times of Clas-
sicism and Romanticism. The problem of coping with polyrhythmics, noted
while analysing the methodological literature of early 20th century might lie
in the relation between innovativeness of repertoire and adaptiveness of peda-
gogy. Attention was also drawn to the lack of declarativity and self-perception
from creators or publication editors of piano exercises with regard to musical
innovations. Chronological division of the research (until 1850, 1850-1900,
1900-1950 and after 1950) revealed changes in the balance of technical skill
training, which periodically weighted the scale either in the direction of a
cult of mechanical physical action or towards thought and intellect-based
side of training.

A survey of Lithuanian piano art community concerning issues of polyrhyth-
mic training (2.2.2.) as a follow-up of the polyrhythm phenomenon research has
highlighted the adaptiveness of investigated literature, the self-training habits
and the established key guidelines and rhythm training methods. Wording of
the questions provided an opportunity to collect additional information on
the state of pedagogy, the respondents’ musical self-awareness, music listening
habits, stylistic preferences, creativity and attitudes on the need for versatility
in the piano art.
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3. APPLICATION OF EDUCATION METHODS AND
PERFORMANCE PRACTICE OF NON-ACADEMIC MUSIC
IN TRAINING OF MODERN PIANISTS

In order to further actualise and emphasise the problems identified in Part 2
through surveys and critical analysis of exercises, as well as the attitudes and
suggestions coming from expert pianists, a decision was made to revert to lit-
erature concerned with similar phenomena and problems, where the leitmotif
of the second part “technique versus thinking” is addressed from a variety of
perspectives (3.1.).

Firstly, expert pianists have emphasised the drawbacks of balance between
musical thinking and mechanical skill training and have presented suggestions
on how the thinking parameters could be improved - these observations find
substantiation and theoretical approach in fundamental studies investigat-
ing the principles of sound perception (3.1.1.). Edwin Gordon, in his Music
Learning Theory, uses a term audiation to refer to musical thought that relies
on syntactical perception. Audiation is the basis of musicality, defining the
ability to hear and understand a musical sound when it is no longer physi-
cally present but is present in one’s mind only. It is a rather cognitive process,
when meaning is attached to musical sounds and they are perceived as music;
a kind of musical equivalent to syntactical thought. This sound perception
theory is further supplemented by Peter Webster’s Creative Thinking Model
theory. Creative thinking in music is defined as a dynamic mental process that
alternates between divergent (figurative) and convergent (practical, factual)
thinking, moving in stages over time. It is enabled by internal musical skills
and external conditions and results in a final musical product the contents of
which are (relatively) new for the creator (initiator), whereas the entire proc-
ess always results in a generated musical product. Application of this theory
allowed more precise definition of the creativity concept that is used way to
frequently and without clear focus.

Secondly, the inertia of piano pedagogy disclosed by the critical analysis
of piano exercises has been historically reviewed from the perspective of
training certain skills (3.1.2.). It demonstrates that the balance of “tech-
nique versus thinking” has underwent continuous transformation due to
variety of reasons and circumstances: established institutionalised music
education, diverse technique training skills promoted by individual schools,
peculiarities and curiosities of development of performance art aesthetics
(e.g. the practice of playing from memory was not easily accepted in the
19th century). In the first half of the 20th century a certain breaking point
in the consciousness of pedagogue community takes place — concern of
prominent pedagogues over the cult of mechanical training is noted, along
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with emerging thoughts on the questions of restoring the balance between
technique and thinking.

Thirdly, the inertia of piano art community and pedagogical approaches
and habits revealed through quantitative surveys might be explained by the
newest research literature concerned with the ethnocentrism of Western music
canon (or euroclassical tradition) that came to prevalence in the pedagogy of
institutionalised music studies, bringing the latter back into and hindering
the rise from the theoretical concepts and context of the 19th century (3.1.3.).
This claim is found in one of the most recent books by British musicologist
Philip Tagg dedicated to the analysis of phenomena of tonal harmony Everyday
Tonality II (2016). Tagg presents numerous examples demonstrating inherent
drawbacks of euroclassical tradition in assessing the musical phenomena of a
global scale or pertaining to diverse cultures through its own perspective, and
feeling entitled to act this way due to established ethnocentric approach. Such
approach explains the existence of a huge gap between musical phenomena
and slow-paced integration of alternative proposals.

Despite rigorous verdict regarding the state of pedagogy associated with
euroclassical tradition and pursuing the integration of innovations, examples
of non-academic performance practises training rhythm and harmony have
been investigated and tested by the author of the present artistic research in
real-life circumstances (3.2.). Rhythm training was carried out using a uni-
versal methodology called “Tala”, based on the rhythmic concept of Eastern
India (3.2.1.). This training method gives sense to the mottos of many other
alternative musical education systems - to use as little extraneous means or
instruments as possible in pursuit of the education objective. It is demon-
strated how this system could be used to resolve rhythmical complications:
syncopation, polyrhythmics, polymetrics, polytempo, etc. What is of utmost
significance - the system might be employed as a consistent method to resolve
the polyrhythmic issues and to create exercises of different complexity levels.
This essentially resolved a problem posed by the lack of methodical solution
in sets of exercises dedicated to polyrhythmic training.

In view of methodologies presented for application and similarly to the
analysis of polyrhythmic aspect in exercise sets, a contrast between the in-
novativeness of harmonic systems of modern music of the 20th century and
insufficient actualisation or logical explanation thereof in the 20th century
exercise sets for performers was disclosed (3.2.2.). This established opinion
also contrasts with the stories of foundation and popularisation of presented
alternative harmonic methodologies and their influence upon the development
of academic and jazz music, which allows claiming that the language of music
possesses more versatility characteristics. Methodologies by N. Slonimsky and
J. Bergonzi are adapted to better understand the harmonic language of modern
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academic repertoire, namely neo-classical music (P. Hindemith’s Ludus To-
nalis, S. Prokofiev’s Sonata Op. 84, S. Barber’s Sonata Op. 26). N. Slonimsky’s
Thesaurus of Scales and Melodic Patterns unites and integrates principles of
modal-harmonic systems promoted by other composers of the 20th century
(for example, O. Messiaen’s modes of limited transposition) that are easier to
understand in context. The presented demonstration of principles suggests the
use of these systems as significant addition to scales and exercises.

Analysis of Gyorgy Ligeti’s Book I of piano etudes (1985) brings the re-
search to an interdisciplinary level. Diverse creative inspirations of each of
the six etudes are analysed: from rhythmic distinctions of ethno music from
diverse regions of the world to fractal geometry theory. Ways of non-academic
performance practices are presented as well: analysis on the basis of jazz har-
mony, adaptation of “Tala” rhythm training system, etc. The author models,
demonstrates and discusses which methods might be the most efficient. Based
on resources and other research works on the topic, the author investigates
the assumptions how the selected coping methods correspond to the initial
inspirational preferences of the composer. It is debated that the diversity of
inspirations of G. Ligeti’s etudes provides for drawing a new vision of pedagogy
renewal. The leitmotif idea of the present thesis is recalled, namely stating that
the training of certain skills (especially rhythmic ones) should be a permanent
process and should not be limited to difficulties encountered merely in the
traditional repertoire.

CONCLUSIONS

1. P. Bourdieu’s assumption that “the structure and functional principles
of all culture fields are homologous” encouraged the use of field sociology
theory for the analysis of the piano art field. Application of “field sociology’
towards a critical reflection of the field of piano art and pedagogy has been
revealed through discussion of the field game rules, the phenomenon of non-
questionable assumptions doxa (Greek — opinion, common belief) and illusio
(Latin - to play: in+ludo).

« Following an analysis of piano pedagogy field acting on the basis of rules
of Bourdieuss field sociology, a claim can be made that the influence of spe-
cific field laws upon agent’s / individual’s creative choice, self-realisation
and integration into the culture system is of great significance. Agents
and institutions (pedagogues and education organisations) occupying
dominant positions in the pedagogy field that are influenced by power
attributes of other fields (forms of self-realisation and expression estab-
lished by the piano action field) strive to retain their dominant state and

>
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to ensure that all agents acting within the field would acknowledge their
legitimised doxa and would adhere to the rules of the game set in the
field (illusio).

« Canonical repertoire acts like a central pivot, surrounded by behavioural
rules of all fields associated with the piano art; it becomes an instrument
of power that determines the orthodoxy of pedagogy. Feedback from
pedagogy “services” the repertoire and maintains viability of the canon
through competitions and forms of concert life. A closed system is formed,
purifying the imaginable forms and content of “right” activity, clearly
distinguishing heterodoxic practices and placing them in the margins.

« Despite orthodox pedagogy, the contemporary music market that is
influenced by multilayered cultural system poses requirements to the
performers with regard to an increasing number of competences that
do not satisfy their imaginary traditional education; new instances of
versatile profile of the pianist performer emerge, along with objective
reasons to take into account the heterodoxic ideas.

2. Investigation of adaptability of pedagogy towards the repertoire, based
on selected skill training categories (rhythm and harmony), has identified the
following:

« Analysis of specialised teaching means aimed to train the piano playing
technique has revealed that the question of polyrhythmics has been ear-
nestly taken into consideration only during the last two decades of the 19th
century and in the first half of the 20th century. The increasing prominence
of polyrhythmic trend was seemingly ignored in piano music.

« Examination of exercise set contents and comparison thereof with piano
pieces that emerged at the time has revealed that the methodological
literature for piano was lagging behind the actual repertoire. The first ex-
ercises associated with polyrhythmic training were published nearly half
a century later after polyrhythmics had become an inseparable stylistic
part in the music of such composers as E. Chopin. Even J. Brahms’s exer-
cises were developed in his late years — as if summarising the individual
piano style and techniques as well as their relation to polyrhythmics. The
majority of presented polyrhythmic exercises are fairly complex; they do
not feature gradual development of such technique and lack theoretical
explanations.

« It might be claimed that diverse pedagogical approaches, structural im-
provements of an instrument and establishment of professional virtuosi
art had significant influence upon the concept of professional piano
pedagogy. The balance between musicality and physical training in ex-
ercises and special pieces was constantly changing. Means of technical
teaching fairly well balanced by J. S. Bach have given way to mechanical
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and physical training of finger dexterity, which had little to do with music
playing. After the drawbacks and harm of such principles were eventu-
ally realised, more attention was paid to the balance of technicality and
musicality. However, the phenomenon of Hanon exercise popularity
nowadays demonstrates that technique training means separated from
musical thinking are still viable today.

« The adaptiveness of pedagogy towards training of a performer’s under-
standing of harmony is also fairly inert. This was revealed by analysing the
materials contained in the 20th century exercise sets from the perspective
of modern harmony and comparison thereof with an actual detachment
from the Common Practice Era or euroclassical tradition. It might be
summarised that the key changes of tonality paradigm were very slowly
actualised in the first half of the 20th century, still sticking to the standards
of the 19th century, whereas mastering of modern musical language was
hindered by the lack of logic consistency and theoretical approaches.

o In order to summarise the reasons behind all drawbacks of pedagogy
discussed in the research, one might revert to Philip Tagg’s opinion that
pedagogy based on euroclassical tradition is ethnocentric. This means
that the concept and terminology of tonal theory of euroclassical tradi-
tion are not suitable for the analysis and assessment of atonal academic
and many tonal non-academic practices. Therefore, further reliance on
such ethnocentric education system leaves a majority of musical catego-
ries (and assessment of their increasing significance in the 21st century)
without proper scholarly and methodological explanation.

3. Summarising the results of pedagogue survey conducted in 2015 it might
be stated that the institutional structure and education line of Lithuanian
piano pedagogy remain conservative and only slowly opens to the market of
contemporary music. The survey has revealed that the worldviews of many
pedagogues were significantly more open and susceptible to innovations than
the institutionalised environment in which they work. An opinion emerged
stating that in order to maintain the balance between tradition and innovation
a systematic change was required, along with correction of education plans,
broader and more methodological application of non-academic music practices
and expansion of repertoire (especially at schools).

In 2013 a survey titled Significance of Rhythmic Training and Self-reflection
of Students was carried out among pupils and students of all stages of piano
studies. It revealed the following drawbacks of pedagogy and education:

« Analysis of information collected during the survey revealed that insuf-

ficient attention was paid to rhythmic training in the course of formal
education. Perhaps the key reason for that is related to gaps in the educa-
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tion programme. Majority of respondents indicated that more attention
should be paid to more specialised rhythm training.

o Majority of the participants of the research admitted that they did not
spend enough time and effort for rhythm training. This is also evidenced
by the assortment and scarcity of methods used to solve rhythm issues.
Also, poor knowledge of methodological tools and literature shall be
noted: not all of the exercise sets indicated by the respondents contained
polyrhythmic training exercises; few respondents demonstrated abun-
dance, expedience and efficiency of methods used for rhythm training.

« The respondents do not go into sufficient detail while investigating the
rhythmic structure of music they listen to. This is evidenced by the re-
sults of the survey: nearly 4/5 of the respondents indicated that they did
not/rarely did investigate rhythmic structures, also admitting the lack of
knowledge required for such analysis. Therefore, pianists appear to lack
broader and more curious approach to music and training of their skills.
Nearly 2/3 of the respondents indicated that they did not search for any
correlation or association between the performed academic repertoire
and non-academic music.

4. Summarising the attitudes and practical advice to pianists presented by
expert pianists personally promoting the idea of a versatile pianist, a general
absolutely positive and enthusiastic approach towards the necessity to direct the
piano art and pedagogy towards versatility might be presented. It is related both
to technical perfection of skills and to musical thinking or creativity. Qualitative
interviews revealed that the practical methods employed by P. Geniusas and
A. Pett endorse E. Gordon’s audiation discussed in the thesis, i.e. the ability to
confer meaning to accepted musical sounds, comparing it with the previously
accumulated musical information, thus expanding the musical vocabulary and
the “Creative Thinking Model” proposed by P. Webster, defined as active and
structured process of thinking in musical sounds, which results in creation of
musical product bearing a content that is new to the creator himself/herself.
Therefore, it would be beneficial to summarise the specific ideas or suggestions
that, according to the interviewees, are essential for a pianist of any profile:

o Perfection of the expression of own ideas — ability to express one’s musical
thoughts in non-written music. This might be regarded as an alternative
to improvisation, yet such skill, according A. Pett, would be beneficial to
a musician of any profile, since it provides a different kind of algorithm to
improve the speed and communication of musical thinking as compared
to playing the music from the sheet.

o Perfection of musical communication skills relies on two aspects: ability
to listen to the thoughts and actions of a musical partner adjusting one’s
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own thoughts and actions accordingly and the ability to listen to and
assess oneself from the side.

« Search for sources of inspiration for interpretation - ability to expand
the pursuit outside the borders of music, reverting to instances of visual
arts, literature or even science.

5. Substantial ground for the development of the versatility concept was
provided by the synergy of creative activities of two prominent personalities
of the music world, N. Slonimsky and J. Coltrane, which was unveiled in the
present research. This circumstance did more than merely determine the change
in jazz music language and the birth of new styles in 1950s—1960s. Through his
attitudes and creative activities J. Coltrane personally substantiated the idea of
versatility of music language, skill training and creative inspirations. Through
presentation of possible application of alternative creative education and non-
academic performance methods towards improvement of a pianist’s technique
skills and musical thinking, the aim to disclose the universal application of
methodologies was achieved.

o “Tala” rhythm training system, based on Indian rhythm learning elements
might assist in enhancing the rhythmic skills in at least several different
ways. First of all, it is a universal, instrument-independent musician train-
ing system, actualising the enhancement of skills without an instrument.
Along with innovative or unorthodox ideas it encompasses several already
familiar principles, such as mathematical calculation of polyrhythmic
relation, which, with a help of this system are made easier to transfer
from theoretical to practical level. Also, this system might help in coping
with polyrhythmic exercise that can be found in traditional exercise sets
and which lack consecutive gradation of complexity.

« Instances of application of selected sources, namely N. Slonimsky’s
Thesaurus of Scales and Melodic Patterns (1947) and ]. Bergonzi’s Inside
Improvisation Series (1992-2006), while working with modern piano
repertoire reveal the similarities of these means from the musical thinking
standpoint: clearly perceivable theoretical approaches are created, which
help to easier and faster comprehend the modern harmonic systems and
to associate them with performance practice. These means might assist
a more creative approach towards playing of gamuts and exercises and
might become a fundamental platform for the development of techni-
cal skills. The principal objective of these and similar non-academic
performance practice methods is also one of their advantages and is
aimed at development of improvisational skills: logical and consecutive
explanation of the rules of method’s music language that is provided at
the very beginning might serve as an inspiration for further creative
experiments.
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« Suggestions formulated in the research work are illustrated with extensive

analysis of practical application through the use of Gyorgy Ligeti’s Etudes

for Piano Book I (1985) interpreted in the artistic project. Broad and var-
ied spectre of techniques and inspirations employed in G. Ligeti’s etudes
show the composer’s expectations towards the performers - they are
expected to demonstrate thorough expansion of competences. Therefore,
the development of skills and musical thinking while absorbing specific
knowledge, for example the fundamentals of jazz harmony or engagement
in “Tala” system practice might speed up the learning process, ensure
better memorising and recollection of information.

39



MOKSLO IR MENO TYRIMUY KONFERENCIJOSE
SKAITYTI PRANESIMAI TIRIAMOJO DARBO TEMA /
CONFERENCE REPORTS ON THE SUBJECT
OF THE ARTISTIC RESEARCH PROJECT

1. ,Pianisty ugdymas Lietuvoje: ritminio lavinimo svarba ir ugdomujy savirefleksija“
[Education of Pianists in Lithuania: The Importance of Rhythmic Training and Student
Self-Reflection]. LMTA metiné konferencija ,,Mokyklos samprata Lietuvos meno kon-
tekstuose”, skiriama LMTA 80-ies mety jubiliejui / Annual LMTA conference dedicated
to the 80th anniversary of the Academy titled Concept of the School within Lithuanian
Art Contexts. Vilnius: Lietuvos muzikos ir teatro akademija, 2013 m. balandzio 24 d. /
Lithuanian Academy of Music and Theatre, April 24, 2013.

2. “Challenging Piano Performance for the 21st Century Market: Interrelation Between
Different Music Styles through Gordon’s Audiation Dimension”. 1st International Con-
gress of Numanities (ICoN 2014). Kaunas: Kauno technologijos universitetas, 2014 m.
birzelio 6 d. / Kaunas University of Technology, June 6, 2014.

3. ,Pianisto jgudziy ir suvokimo tobulinimas: nykstancios ribos tarp muzikos stiliy ir
muzikavimo praktiky“ [Improving on Skills and the Perception Process of a Pianist:
Vanishing Boundaries between Music Styles and Playing Practices]. Atlikimo studijy
ir meniniy tyrimy simpoziumas ,,Meny funkcijos kultiiriniuose ir socialiniuose proce-
suose“/ Symposium of Artistic Research and Performance Studies Functions of the Arts
in Cultural and Social Processes. Vilnius: Lietuvos muzikos ir teatro akademija, 2014 m.
rugséjo 25 d. / Lithuanian Academy of Music and Theatre, September 25, 2014.

4. “Piano Wars: In Search of the Most Knowable Piano Sound”. 2nd International Con-
gress of Numanities (ICoN 2015). Kaunas: Kauno technologijos universitetas, 2015 m.
geguzés 26 d. / Kaunas University of Technology, May 26, 2015.

5. “Gyorgy Ligeti’s Etudes for Piano Book I: Contribution to the Concept of a Versatile
Pianist. Processing New Guidelines for Piano Performers”. 3rd International Congress of
Numanities (ICoN 2016). Kaunas: Kauno technologijos universitetas, 2016 m. geguzés
23 d. / Kaunas University of Technology, May 23, 2016.

PUBLIKACIJOS TIRIAMOJO DARBO TEMA / PUBLICATIONS
ON THE SUBJECT OF THE ARTISTIC RESEARCH PROJECT

1. ,,Pianisto jgudziy ir suvokimo tobulinimas: nykstancios ribos tarp muzikos stiliy ir
muzikavimo praktiky“ [Improving on Skills and the Perception Process of a Pianist:
Vanishing Boundaries between Music Styles and Playing Practices]. In: Lina Navickaité-
Martinelli, red. Meny funkcijos kultiiriniuose ir socialiniuose procesuose / Functions of
the Arts in Cultural and Social Processes. Vilnius: Lietuvos muzikos ir teatro akademija,
2014, p. 79-90.

2. ,Fortepijony karai: atpazjstamiausio fortepijono tembro beieskant“ [Piano Wars: In
Search of the Most Knowable Piano Timbre]|. Muzikos barai, 2017, Nr. 3-4. Interneto
prieiga / Available online at: http://www.muzikusajunga.lt/n/fortepijony-karai.

40

Motiejus Bazaras (g. 1987) - pianistas, Lietuvos muzikos ir teatro akademijos dokto-
rantas. Mokési J. Naujalio muzikos gimnazijoje, J. Gruodzio konservatorijoje. Studi-
javo Lietuvos muzikos ir teatro akademijoje pas prof. Z. Ibelgaupta, prof. S. Okrusko,
prof. P. Geniu$a. Pagal ,Erasmus“ mainy programa stazavosi Hamburgo aukstojoje
muzikos mokykloje (prof. V. Banfield). Kaip solistas dalyvavo daugiau kaip 20 tarptau-
tiniy ir respublikiniy konkursy, kuriy dauguma laiméjo arba buvo aukstai jvertintas
jo pasiektas rezultatas. Pianistas sukaupé daug patirties grodamas su orkestrais ir
kameriniais ansambliais. Plésdamas savo muzikiniy interesy ir kompetencijy rata,
kaip plataus profilio pianistas / klavi§ininkas nuolat groja dziazo, roko ir kitokiy stiliy
grupése, dalyvauja festivaliuose ir muzikiniuose projektuose, uzsiima aranzavimu
bei kompozicija. Sukaupta patirtimi Motiejus dalijasi dirbdamas pedagoginj darba
J. Gruodzio konservatorijoje ir déstydamas Kauno technologijos universitete. Tyrimy
sritys — akademinés ir neakademinés muzikos sgveikos atlikimo praktiky aspektu,
fortepijono konstrukcijos tobulinimo galimybés.

Adresas: Gedimino pr. 42, LT-01110 Vilnius, Lietuva
El pastas: motiejus@musician.org

Motiejus Bazaras (b. 1987) — pianist, doctoral student at the Lithuanian Academy of
Music and Theatre. Studied at J. Naujalis Music Gymnasium, J. Gruodis Conservatory.
At the Lithuanian Academy of Music and Theatre he studied with Professors Z. Ibel-
gauptas, S. Okrusko and P. Geniusas. Under ERASMUS student exchange programme
Motiejus studied at the Hochschule fiir Musik und Theater Hamburg (with Professor
V. Banfield). As a soloist Bazaras has appeared in over 20 national and international
competitions, becoming a prizewinner in most of them. The pianist has solid experi-
ence of performing with orchestras and chamber ensembles. Striving to broaden the
scope of his musical interests and competences as a broad profile pianist / keyboardist
Bazaras regularly performs with jazz, rock and other genre bands, participates in festivals
and music projects, arranges and composes music. Motiejus shares his accumulated
knowledge as teacher at J. Gruodis Conservatory and as lecturer at Kaunas University
of Technology. Areas of research include interactions of academic and non-academic
music from the perspective of performance practices, search for improvements to
piano construction.

Address: Gedimino ave. 42, LT-01110 Vilnius, Lithuania
E-mail: motiejus@musician.org

41



Motiejus Bazaras

NEAKADEMINES MUZIKOS ATLIKIMO PRAKTIKY TAIKYMAS
PIANISTO LAVINIME

APPLICATION OF NON-ACADEMIC MUSIC PRACTICES
IN TRAINING OF ACADEMIC PIANISTS

Meno doktoranttiros projekto tiriamosios dalies santrauka / Summary of the artistic research paper
Verté / Translated by Martynas Aleksa

I8leido Lietuvos muzikos ir teatro akademija, Gedimino pr. 42, Vilnius
Spausdino UAB ,,BMK leidykla“, J. Jasinskio g. 16, Vilnius
Tirazas 60 egz. Nemokamai



