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‘Georgijs Osokins~
\

“It was very important for us,
specifically for the Latvia’s centenary,
to show our country’s music in all of its
splendour and diversity and to prove
that Latvia is a global force in the
realm of classical music. We recorded
as-yet undiscovered masterpieces and
also well-known compositions of piano
music. The first category definitely
includes Janis Zalitis’ compositions

for piano, Jazeps Vitols' Berceuse and
Janis Ivanovs’ later preludes. To the
second category belong Vitols" Song of
the Waves, Péteris Vasks' compositions
from the The Seasons cycle and Arturs
Maskats” wonderful piano poem
Kazbegi: Tsminda-Sameba, which is
dedicated to us and inspired by the
composer’s journey to Georgia. And, of
course, Adolfs Skulte’s Arietta...”

Sergejs, Andrejs and Georgijs Osokins



This album by the Osokins pianists has, whether consciously or not, become something of an anthology
of the lyrical side of Latvian piano music. It is mainly a collection of miniatures, with only a few of the
pieces representing large forms.

22 - 27 Some of the six compositions by the patriarch of Latvian music, Jazeps Vitols (1863-1948),
could be labelled as salon music; however, they are “appetising” enough as compositions and,
performed well, they are a delight to listeners’ ears.

The more expansive Song of the Waves Op. 41 No. 2 (1909) is already of a higher standard. Vitols wrote
about it in his book, Memories of My Life: “The three summers | spent on the Pabazi seashore, from 1909
to 1911, were unforgettable. It was just the two of us — the sea and me. In this solitude anointed by God
I literally forgot what my voice sounded like. (..) Diederich from Saint Petersburg provided me with a
beautiful grand piano - it provided a reason for me to not stand in the way of work. Incidentally, on an
enchanting moonlit evening | heard my Song of the Waves from the sea.”

“Heard from the sea” and impressionistically coloured, this poem of the waves introduced the second
and more refined stage of Vitols” compositions for piano.

4 - 10 Janis Zalitis (1884-1943) was one of the Latvian musicians who studied under Vitols while he was
still teaching at the Saint Petersburg Conservatory.

The eleven years Zalitis spent in Saint Petersburg (1904-1915) were the most productive years of his life.
This is where the composer wrote many of his most important solo songs and works for choir. Musical life

in Saint Petersburg was so rich and stimulating! Zalitis was able to follow the late-life artistic evolution

of Alexander Scriabin, his guru in ideological aesthetics. And right next to him the young and extremely
talented Igor Stravinsky, Sergei Prokofiev and Nikolai Myaskovsky were dynamically growing and maturing.
In Saint Petersburg Zalitis became acquainted with the exciting and challenging contributions of Claude
Debussy, Maurice Ravel, Gustav Mahler, Arnold Schoenberg and Béla Bartok. The Mir Iskusstva (World of Art)
movement was gathering progressively-minded personalities in various creative fields — artists, musicians,
poets. Against this backdrop, Zalitis unequivocally became the most innovative and seeking of Latvian
composers. “Zalitis was an unmistakably progressive composer,” concluded Vitols.

As pertains to this album, one could call him “the unknown Zalitis”, or at least “the little-known Zalitis”.
Although his choir and solo songs are counted among the classics of Latvian music, his compositions
for piano remain more on the periphery of his oeuvre. Except for the four-part Sonata, all of his piano
pieces are miniatures written while he was a student in Saint Petersburg. Some of them, left as mere
sketches, were finished and edited by the Estonian musicologist Mart Hummal, who in the 1980s studied
modernist trends in the work of Baltic composers in the early 20th century.

Considering the richly coloured and musically refined piano parts Zalitis wrote for his solo songs, which
were truly innovative for their time, one must wonder why he did not write anything more significant,
anything larger for this instrument. But alas, this is what his inner feeling as an artist, his Muse, must
have dictated...

11 - 20 Janis lvanovs (1906-1983) and 3 Adolfs Skulte (1909-2000) represent the second generation of
Latvian composers, those who studied under Jazeps Vitols at the Latvian Conservatory he founded.

Janis Ivanovs’ first Five Preludes (1952-1953) date to the time when composers in the Soviet Union were
forced to comply with the prevailing ideological aesthetic doctrine, namely, to write simply, melodically

and in a folk-like manner. Every piece was to exude optimism and joy regarding Soviet life. This became
the period of “socialist realism” (or rather, “socialist romanticism”) in lvanovs’ work, which is exemplified
by his Sixth and Seventh Symphonies, his Violin Concerto and the film music he wrote.

But was there no genuine sunshine, light or joy in life outside of this repressively imposed optimism? Of
course there was! By the 1950s, Ivanovs had a young pianist, his son Igors, sitting on the piano bench next
to him. The formation of a young artistic soul right in front of his eyes (moreover, one of his own blood)
became a powerful and hopeful source of inspiration for Ivanovs. The Five Preludes (as well as the Variations
in E minor, 1948) are dedicated to his son. And perhaps this is why they contain rare glimpses of games

and humour and form a kind of island of sunlight in Ivanovs’ otherwise typically autumn-like music. The first
prelude, in A minor, is close to Debussy's Doctor Gradus ad Parnassum from the Children’s Corner suite and
invites the listener to climb upwards along the “beanstalk” of knowledge and skills. By the fifth prelude, in
F-sharp minor, the young hero has grown so far through games and instruction that he is able to rise like a
bird from his parents’ nest and begin a long journey of his own.

The Five Preludes Ivanovs wrote from 1976 to 1979 are another story. They are generally unhurried and
meditative. The form of expression is reduced to an ascetic minimum, even bareness. Perhaps they are
pages from a diary that an old man strives to fill late in the autumn. But what should he write, if the

moments of loneliness line up in an endless row, if the days and weeks follow one another without any
change, if everything remains a serene shade of grey? A fog has settled in for the foreseeable future...
And still, he must solve the never-ending conversation with nature, which in autumn is so full of colour, so
majestic, like a painting. The grand and rich — and at once tender and emotional — autumnal song must be
sung (the first and third preludes are arrangements of vocalises for choir).

In his interpretation, Sergejs Osokins emphasises less of the mystery of nature and more of the
psychological nature of these preludes (sudden ticks of agitation and the subsequent reconciliation).

Amongst nine symphonies, operas and ballets, piano music plays a fairly secondary role in the creative
output of Adolfs Skulte. It includes the Sonata written while he was still a student, the Sonatina, Ballad
and Four Moods cycle composed in the 1950s and 1960s and also a number of miniatures, including the
Arietta from 1948.

Is Arietta simply a small stylisation of a classical aria? Knowing Skulte’s creative nature, it seems to be
something more. The composer sought to discover new emotion for the writing of every piece, thus
confirming his status as a true romantic (and one of the last romantics).

Vitols, the patriarch of Latvian music, died in exile in Germany in 1948. Skulte had enjoyed a sincere,
affectionate relationship with his former teacher and later worked as the professor’s closest assistant. In
a letter from 1941 — written during the war and with a resigned sense of foreboding - Vitols dedicated
the following thoughts to Skulte: “Your fate is to be a vessel into which | weep my tears. It is a fate you
have earned yourself — why did you become such a dear friend to me in this desert of humans?”

Did the news of the professor’s death serve as the sudden and powerful impulse that spurred Skulte to
express his emotion in sound? It may very well have...

And finally, the fourth generation of Latvian composers, represented here by 1,2 Péteris Vasks (1946)
and [21 Arturs Maskats (1957).

Péteris Vasks’ artistic endeavours are linked, first of all, with symphonic and choral music (three
symphonies, several instrumental concertos, sacred music) as well as chamber music for string
instruments (five quartets). Maybe this is why his compositions for piano can be described as orchestral -
and sometimes even vocal — in their expression and texture. They do not bow to the desire of some
pianists to shine like virtuosi. The benefit of this: that special aura of the piano unique to Vasks and its
distinctness in the 21st century, when it seems that everything for the piano has already been composed
long ago. (If speaking of influences, as an apprentice Vasks had a heightened interest in American
composer George Crumb’s timbral and acoustic quests in the realm of piano music.)

White Scenery (1980) is the first piece in Vasks’ The Seasons cycle, which was created over a span of
many years. It is the most subdued and the most lyrical piece next to the much more expansive and
dramatic Spring Music (Quasi una sonata, 1995), Green Scenery (2008) and Autumn Music (Quasi una
sonata, 1981). Music for a Summer Evening (2009) can be considered a kind of postlude, an epilogue to
the whole cycle.

It would be too little to compare these compositions to paintings of nature or impressions of the
seasons. Vasks always uses images from nature as metaphors for more profound subtexts, without
which he probably would never even attempt to compose. (He has no use for generalised lyricism,
average delight and so-called utility music, or Gebrauchsmusik.)

The talent of Arturs Maskats as a composer has until recently been known mostly from his innovations
in the genres of ballet, symphonic and vocal instrumental music and theatre music. His attention to the
piano as a solo instrument therefore comes as somewhat of a surprise. Maskats tells about one of his
newer compositions:

“The Tsminda Sameba (Holy Trinity) monastery is an extremely beautiful Georgian church built in the 14th
century at an elevation of 2500 metres above sea level in the Caucasus Mountains. To the Georgians, it is
one of their most important sacred sites, and services and religious ceremonies still take place in the church.
Itis located along the Georgian Military Highway, very near the Russian border. When not shrouded in
clouds, the church opens to an astonishing view of mighty Mount Kazbek.

“In 2011, | took a wonderful trip to Georgia, and the Tsminda Sameba monastery left one of the

most powerful impressions on me. It is precisely these feelings that | have tried to tell about in this
composition... The structure of the entire piece is based on an exposition of three-part musical material
that varies with ever more developed counterpoint, meanings and colours. | have dedicated the piece
to the superb pianist Andrejs Osokins, who first performed it.”

Imants Zemzaris



“Mums bija Joti svarigi tiesi uz Latvijas
simtgadi paradit latvieSu muaziku

visa tas krasnuma, daudzveidibag,

un pieradit, ka Latvija ir klasiskas
muzikas lielvalsts. lerakstijam gan

vél neatklatus, gan jau plasi zindmus
klaviermuzikas Sedevrus. Pirmaja
kategorija noteikti ieklaujas Jana
Zalsa klavierdarbi, Jazepa Vitola
“Dusi saldi, mans bérns” un Jana
Ivanova velinas preludijas. Bet

otraja — Vitola “Vilnu dziesma”,
Petera Vaska kompozicijas no cikla
“Gadalaiki”, ka arf tiesi vienam no
mums veltitais skandarbs — Artura
Maskata briniskiga klavieru poeéma
“Kazbegi.Tsminda-Sameba”, kurai
iedvesmu autors smélies Gruzijas
celojuma. Un, protams, Adolfa Skultes
Arietta...”

Sergejs, Andrejs un Georgijs Osokini

Sergejs Osokins




Pianistu Osokinu kopigi veidotais albums apzindti vai neapzindti sandcis ka latviesu klavierlirikas
antologija. Parsvard miniattras; par nosaciti lielajam formam var runat tikai nedaudzos gadijumos.

22 - 27 Dalu no patriarha Jazepa Vitola (1863-1948) sesiem skandarbiem drosi vien ndktos piepulcét
salonmdzikas apcirkniem, tacu, badami pietiekami “garsigi” komponéti un art atskanoti, tie klausitaja
ausij sagadas tikamus baudijuma mirk]us.

-

Jau citas raudzes opuss ir formveide izverstaka
gramata “Manas dzives atminas” Vitols raksta:

Vilnu dziesma” op.41 nr.2 (1909). Par tas tapsanu sava

“Neaizmirstamas man tris Pabazu jarmald pavaditds vasaras 1909. - 1911. g. Bijam divi ar dabu - jaru
un mezu. Sint Dieva svaiditajd vientuliba burtiski aizmirsu, kd mana balss skan. (..) Diderihss no Péterpils
man piegaddja skaistu fligeli — iemesls arf darbam cela negriezt. St.c., kada burvigd ménessnaktr jarai

noklausijos savu “Vilnu dziesmu”.

Ka “jarai noklausita” un impresionistiski koloréta i vilnu poéma iesak Vitola klavierdailrades otro,
tematiski izsmalcinatako, skaniski rafinétako posmu.

4 - 10 Janis Zalitis (1884 — 1943) pieder pie tiem latviesu mazikiem, kuri Jazepa Vitola klasé macijusies
vél Péterburgas konservatorija.

Vienpadsmit Péterburgd pavaditie gadi (1904 — 1915) klGst par pasiem produktivakajiem Zalisa radosaja
biografija — tur top liela daja no vina nozimigakajém solodziesmam un kordarbiem. Péterburgas

mazikas dzive ir tik bagdta un rosinosal Ta Jauj sekot Aleksandra Skjabina (Zali$a idejiski estétiska guru)
mdakslinieciskajai evolcijai vina vélinaja dailrades posma. Turpat blakus aug un dinamiski attistas tolaik
gluzi jauno Stravinska, Prokofjeva, Mjaskovska spilgtie talanti. Péterburgd ir iespéja iepazit Debisi, Ravéla,
Malera, $&nbega, Bartoka izaicindjumiem pilno devumu. Makslas dzives stravojums “Mir iskusstva” (“Mdkslas
pasaule”) pulcé progresivas personibas dazadas rado3ajas nozarés — maksliniekus, mazikus, dzejniekus. Saja
laika nogriezni Zalitis neapsaubdmi klGst par pasu novatoriskako, meklgjosako starp latviesu komponistiem.
“Zalttis bija nepdrprotams progresists,” - ta vinu vérté Jazeps Vitols.

ST albima sakard varétu sacit: nepazistamais Zalitis, vai vismaz — mazpazistamais. Ja Jana Zaliéa kora
un solodziesmas ieklaujas latviesu klasikas zelta fonda, tad saceréjumi klavierém vina opusu sarakstd
ienem nomalu vietu. Atskaitot ¢etrdaligo Sonati, tas visas ir miniatdras, tapusas studiju laika Péterburgad.
Dazas no tam, atstatas skicu stadija, pabeidzis un redigéjis igaunu muzikologs Marts Hummals, kura
pétijlumu téma pag. gs. 80-tajos gados bija modernisma stravojumi Baltijas komponistu daijlradé 20.
gadsimta sakuma.

Zinot Jana Zalida solodziesmu bagatigi krasnas, pianistiski izsmalcinatas un savam laikam tieSam
novatoriskas klavierpartijas, arvien bijis jadoma: kadél gan vins klavierém nav veltijis ko nozimigaku,
vérienigdku? Bet ta bija Iémusi vina makslinieka iek$éja izjta, vina Madza...

11 - 20/ Janis lvanovs (1906-1983) un 3 Adolfs Skulte (1909-2000) parstav latvie$u komponistu otro
paaudzi, tos, kuri Jazepa Vitola kompozicijas klasi absolvéja jau vina dibindtaja Latvijas konservatorija.

Jana Ivanova pirmas Piecas preltdijas (1952-53) ndk no laika, kad toreizéjas PSRS komponisti savas
ieceres bija spiesti paklaut ideologiski estétiskai doktrinai - rakstit vienkarsi, melodiski, tautiski. Ik opusa
bija javalda optimismam, priekam par padomiju dzives istenibu. Sis laiks kjuva par “socidlistiska redlisma”
(pareizak batu - “socidlistiskd romantisma”) periodu Ivanova dailradé, ko apliecina tad pat tapusas
Sestd un Septitd simfonija, Vijolkoncerts, mazika kinofilmam. Bet vai bez §i represivi uzspiestd optimisma
nekur dzivé vairs nevaréja rast patiesu saulainumu, gaisumu, prieku? Tomér varéja! Piecdesmitajos
gados komponistam blakus pie klavierém jau séz déls Igors — toposais pianists. Jaunas makslinieciskas
personibas veidosands turpat acu prieksa (turklat kauls no pasa kaula) ir stiprs un gaiss iedvesmas
avots. Piecas preltdijas (tdpat ka Varidcijas mi minord, 1948) ir veltijums délam. Laikam gan tadé|

tajas sastopam citkart tik retos rotalu un humoristiskos télus, kas veido laimigo saulaino salu noteicosi
rudenigajd Jana Ilvanova muzikas pamatizjata. Pirma, la minora preltdija, kas tuva Kloda Debist “Doctor
Gradus ad Parnassum” no “Bérnu stlrisa”, vedina rapties augSup pa zind$anu un iemanu “garo pupu”.
Caur rotal@m un macibam jaunais varonis ir izaudzis tiktdl, ka piektaja, fadieéz minora preladija var ka
putns pacelties no vecaku ligzdas un doties tala lidojuma.

Septindesmitajos gados tapusds Piecas preludijas (1976-79) ir cits stasts. Parsvard nesteidzigi tempi,
meditativs raksturs. Pianistiskie lidzek|i reducéti l1dz askezei, pat kailumam. Varbdt tas ir dienasgramatas
lappuses, ko tiecas aizpildit sirms virs rudeni. Bet ko gan lai $ajds lappusés raksta, ja vientulibas brizi
krajas nebeidzama virkne, ja dienas un nedélas seko cita citai bez jelkddam parmainam, viss rimti peleks?
Migla, kas apmetusies te uz ilgu paliksanu...Un tomér jarisina bezgaligd saruna ar dabu, kas rudent ir tik
kradna, gleznieciska, teiksmu pilna, majestatiska. Jaizdzied lield, bagata un reizé jatigd, smeldzigd rudens
dziesma (pirma un tre$a preltdija ir kora vokalizu parveidi).

Mazdk dabas mistériju, vairdk So preltdiju psihologismu (peksna satraukuma tiki un sekojo$a atbutne)
sava interpretdcija izce| Sergejs Osokins.

Devinu simfoniju, operu un baletu autora Adolfa Skultes dailradé klaviermazika ienem saméra pakartotu
vietu. Vina klavierdarbu saraksta : studiju laika Sondte, 1950. - 60. gados tapusie Sonatine, Balade, cikls
“Cetras noskanas”. Ari virkne miniataru, starp kurdm 1948. gadd sarakstitd “Arietta”.

Vai tikai klasicistiskas arijas mazs stilizéjums? Pazistot Adolfa Skultes rado%o iedabu, $kiet, ka tomér kas
vairdk. Katra jauna opusa saceréSanai komponists arvien ir centies rast ipasu dvéseles savilnojumu, tada
zind budams patiess romantikis (viens no pédé&jiem romantikiem).

1948. gada Vacija trimda mirst Jazeps Vitols, latviesu mazikas patriarhs, ar kuru Adolfu Skulti saistijudas
meistara un macek|a un véldk profesora un vina tuvaka asistenta sirsnigi siltas attiecibas. 1941. gada
véstulé, jau kara apstdklos un rezignétas nakotnes nojausmads, Vitols velta Skultem 8adas rindas: “Jlsu
liktenis — bat par trauku, kurd es ieraudu savas asaras, — no Jums pasiem izpelnits: kamdé| Jis man
tapusi tads mij$ draugs Sini cilvéku tuksnest.”

Vai zina par profesora aizieSanu ir bijis tas péksnais un spécigais impulss, kas licis pardzivojumu izteikt
skanas? Loti iespéjams, ka ta...

Visbeidzot - latvieSu komponistu ceturtd paaudze, ko Se reprezenté 11, 2 Péteris Vasks (1946) un

21 Arturs Maskats (1957).

Pétera Vaska makslinieciskie centieni saistiti pirmdm kartam ar simfonisko un kora dailradi (tris
simfonijas, vairdaki instrumentalie koncerti, garigd muzika), art ar kamermuziku stigu instrumentiem
(pieci kvarteti). Varbat tadé] vina saceréjumi klavierem sava izteiksmé un faktlrd prasas raksturojami
ka orkestrali vai reizumis pat - vokali. Te neatradisim ne mazdkos reveransus pianistu dazkart

paustai vélmei spidét ka virtuoziem. leguvums no ta: ipatnd, Vaskam raksturiga klavieru aura un

tas atpazistamiba 21. gadsimtd, kad, liekas, klavierém viss ir jau sen pasaulé saceréts. (Ja runa par
iespaidiem, tad Vaskam vina macekla gados ta ir bijusi kapinatd interese par amerikana Dzordza
Kramba tembralajiem un akustiskajiem mekléjumiem klavierzanra.)

“Baltd ainava” (1980) ir pirmais, ievadosais skandarbs ilgdku gadu gaita tapusaja cikla “Gadalaiki”.
Pats klusinatakais, liriskakais, salidzinot ar krietni izvérstakajiem un dramatiskakajiem “Pavasara
klaviermaziku” (Quasi una sonanta, 1995), “Zalo ainavu” (2008) un “Rudens klaviermaziku” (Quasi una
sonanta, 1981). Bet “Vasaras vakara maziku”(2009) var uzskatit par savveida postladiju, pécvardu visam
apjomigajam ciklam.

Par maz bitu os skandarbus nodévet par dabas glezndm vai gadalaiku impresijam. Dabas télus Péteris
Vasks allaz izmanto ka metaforas dzilakiem zemtekstiem, bez kuriem vins diez vai vispar kertos pie
komponésanas. (Vasks nemil visparindtu liriku, caurméra jasmu, t.s. lietojamo muziku jeb Gebrauchmusik).

Artura Maskata komponista talants lidz §im bijis pazistams galvenokart no novitatém baleta, simfoniskaja
un vokali instrumentalaja Zanrd, tapat art teatra mazikd. Tadé| ka zindms parsteigums nak vina ieversands
klavierem ka solo instrumentam. Savu jaundarbu komenté autors pats: Tsminda Sameba (Svétas
Trisvienibas) klosteris ir arkartigi skaists 14. gadsimta celts sens gruzinu dievnams 2500 m augstuma Kaukaza
kalnos. Gruzijas tauta to uzskata par vienu no savam svarigakajam svétvietam. Tur art masdiends notiek
dievkalpojumi un religiskiem svétkiem veltitas ceremonijas. Klosteris atrodas Gruzijas Kara ceja mala, |oti
tuvu Gruzijas-Krievijas robeZzai. No klostera paveras satriecoss skats uz vareno Kazbeka kalnu - tad, kad
Kazbeks nav parkldjies ar makoniem un Jauj sevi ieraudzit.

2011. gada biju briniskigd celojuma pa Gruziju, un viens no visspécigdkajiem iespaidiem toreiz bija Tsminda
Sameba klostera apmekléjums. Par $im izjatdm ari cendos stastit Saja darba... Visa skandarba uzbdve balstas
trisbalsiga mazikas materidla izklasta, kurs variéjas ar arvien vairdk attistitiem  kontrapunktiem, nozimém,
krasam. Skandarbu esmu veltijis t& pirmatskanotdjam — izcilajam pianistam Andrejam Osokinam.

Imants Zemzaris



Andrejs Osokins




lepazistot pianistus Sergeju Osokinu (1960), Andreju Osokinu (1984) un Georgiju Osokinu (1995),

jUs iepazistat vienu no Latvijas spilgtakajam maziku dzimtam. Vini visi tris ir Latvijas valsts augstaka
apbalvojuma muozika - Lields Mazikas balvas - lauredti (Sergejs — 2004., Andrejs — 2008., Georgijs — 2015.
gada). “Pianisms ir mUsu gimenes psihiska slimiba. Vienkarsi patik. Patik klavieru skana un klaviermdzika.
ArT mana sieva ir pianiste”, kadd intervija pajokot atjavas Sergejs Osokins.

Kop$ 2015.gada tévu un délus Osokinus reguldri var dzirdét muzicéjam ari kopa. Pie tam - ne tikai ka
solistus, kas satikusies uz vienas skatuves un viena koncertd, bet ari repertudrd, kas piejauj tris pianistu
kopdarbu. Par saspéli Latvijas publikas tik |oti iemilotajos Osokinu dinastijas koncertos Andrejs Osokins ir
teicis — visinteresantdkais tad ir — spét saglabdt savu individualitati. Un - nezaudéjot individualitati, veidot
vienu veselumu.

JUsu rokas ir pirmais visu triju Osokinu ieskanotais albums, kurd katra mazika individualitate nu summeéjas
latvieSu mizikas panordmas veseluma. Visdrizak, ar neiztrikstoSam autobiografiskam detalam.
Georgijam Osokinam vél pratd, ka septinu gadu vecuma Adolfa Skultes “Ariettu” spéléjis Darzinskola.
Andrejs Osokins Jazepa Vitola muziku savulaik interpretéja art Jazepa Vitola Starptautiskaja pianistu
konkursa. Un var tac¢u ta bat, ka toreiz pavisam jauninais Sergejs Osokins Jana Ivanova muziku pagdjusa
gadsimta septindesmitajos, astondesmitajos gados spéléjis autoram — Latvijas dizakajam simfonikim —
pasam klatesot?

Visi tris Osokini macibas uzsakusi legendarajd Latvijas mazikas izcilibu kalvé — Emila Darzina mazikas
vidusskold, kura skolojusies daudzi pasaulslaveni maziki - Gidons Krémers, Filips HirShorns, Mariss Jansons,
Andris Nelsons, vél citi.

Gan Andrejs, gan Georgijs Darzinskold macijas pie sava téva. Sergejs Osokins jaunos pianistus te skolo jau
kops 1988.gada - péc atgriesands no studijam Ninas Jemeljanovas klasé Maskavas Konservatorija. Kops
1999.gada Sergejs Osokins maca ari Jazepa Vitola Latvijas Muzikas akadémija, tapat — meistarklasés
daudzas Eiropas augstskolds. Zimigi, ka pédéjo gadu laikd pedagogiskas aktivitatés arvien vairdk iesaistas
art Andrejs Osokins.

Atceroties macibas pie téva, Andrejs ir teicis: “Téva pedagogiskd metode ir loti saistita ar audzékna pratu,
ne tikai pirkstu tehnikas attistibu. Tévs rosina un pienem origindlu pieeju katram skandarbam. Vins meklé, ko
jaunu var saklausit un atrast audzéknis, un ar vinu kopd itin ka atkldj skandarbu no jauna. Tapéc pat més ar
brali veidojamies |oti atskirigi. Gan estétiskaja zind, gan repertudra izvélé un pieeja klavierspélei. Pat ja kads
skandarbs ir téva repertudrd, més to varam sdkt iestudét it ka no baltas lapas.” Un Georgijs rezumé : “Téva
individudla pieeja ir: atklat ko jaunu ik studenta un ik skandarba”.

TieSi teva mudinati, déli péc Darzinskolas absolvésanas devas skoloties uz pasaules izcilakajam izglitibas
iestadem. Andrejs — uz Londonu, kur macijies gan Trisvienibas koledzd, gan Karaliskaja Mazikas akadéemija

pie HemiSa Milna un Kristofera Eltona. Bet Georgijs — uz Nujorku, uz DZuljarda skolu pie Sergeja Babajana
un péc tam - uz Diseldorfas Roberta Simana augstskolu pie Georga Fridriha Senka. Andrejs atceras — ta
bijusi vieniga reize, kad jutis “spiedienu” no téva puses — pamainit vidi un savu domasanu, dodoties pie
citiem pedagogiem. Georgijs nepieciesamibu apglt dazadas skolas definé kd “gimenes metodi”. Kad
globalizacijas dé| vairs nepastav pianisma skolas tira veidd — krievu, vacu, francu vai vél citas, tad janem
no visa un javeido kas savs. Un Andrejs piekrit, noradot, ka mazikis no katra pedagoga iegust kaut ko citu,
no ka péc tam veidot savu pasa stilu. Gluzi ka bite, no tik dazadiem ziediem ievakto nektaru parversot
medu. Abi brali macijusies art pie Mihaila Voskresenska un Dmitrija Baskirova, Andrejs vél art pie DZzona
Lilla, Domenika Merlé, Borisa Bermana, Menahema Preslera, Paula Badura-Skodas, un $o uzskaitijumu
varétu turpindt vél un vel...

Par vél vienu “akadémiju”, vél vienu iemeslu sevi motivét Andrejs Osokins sauc konkursus. Lauredta titulu
ving savulaik ieguvis Rubinsteina, Longas-Tibo, Karalienes Elizabetes, Lidsas un daudzos citos konkursos,
tapat - Vacu Klavieru balvu (German Piano Prize) un §t konkursa klausitdju balvu. 2008.gada - art 1.vietu
Jazepa Vitola Starptautiskajd pianistu konkursa Rigd. Georgijs, kur$ Aleksandra Skrjabina konkursa Parizé
uzvaréja jau desmit gadu vecuma, bet 2015.gada kjuva par Starptautiska Friderika Sopéna konkursa
Varsava sensdciju, lauredtu un publikas miluli (“...neparedzams. Pardk revolucionars, lai batu uzvarétdjs”
- tads bijis kritiku atzinums), ir visai kategorisks, pauzot, ka konkursi drizdk ir sports, kam nekada sakara ar
mdkslu neesot. Jo konkurences sajtta, kas konkursos ir neizbégami kidtesosa, mdksla Joti traucéjot.

Atskirigi Osokiniem ir arT radosie impulsi. Ta Georgijs par maksliniekam butisku uzskata spéju abstrahéties
un paskatities uz dzivi un sabiedribu no malas, nemot sizetus no turienes distancéti, it ka no attaluma. Jo:
“Mana dzives metode ir sarundties ar sevi”, vins teic.

Savukart Andrejs Osokins atzist, ka vinam patik smelt iedvesmu cilvékos, sarunds: “Katrs cilveks ar savu
raksturu un pasaules redzéjumu var k|Gt par télu un varoni manas interpretdcijas, mand muzikas pasaulé.
Kad ilgi esmu viens un tikai ar klavierém, redzu, ka man vairs nav par ko runat ar komponistu. Man vajag
iedvesmu no citiem cilvékiem.”

Sergejs Osokins rezumé: “No cilvekiem — |oti maz. Tikai no daziem. Taja pasa laikd = no visiem un visa. No
gramatdm un dabas”. Un piebilst: “Man patik stradadt, kad man ir interesanti. Ar déliem man vienmer ir
bijis interesanti.”

Un ar Sergeju, Andreju un Georgiju Osokiniem ir interesanti ne tikai klausitajiem, kuriem vini muzicéjusi
jo daudzas lieliskas Eiropas, Amerikas un Azijas koncertzalés, bet arT orkestriem un dirigentiem Polija,
Japand, Ukraing, Arménija, Vacija (Georgijs), Belgija, Francija, Lielbritanija, Trija, Vacija (Andrejs). Un
loti gaiditas ir vinu visu triju uzstaSands reizes ar Latvija ar madsu labdkajiem orkestriem Riga, Liepdja,
pasaulé.



