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If we realize the importance of creative work and research in art and their indivisibility, we also do realize the importance
of musicological practice and train at the beginning of professional development. As student instrumentalist and composer
needs regular concert/competition for controlling growing of oneself so young musicologist must have opportunity to try own

293096%9 3995MALEIE: actual professional level in the context of peers, as only writing articles and publications are insufficient. The international
student’s conference/competition also serves to exceed the bounds of institution and country and share Georgian musicology
dsos Logue, Jgoogash 3oeedy gargby dmgogbgamo, ogmbs 4gededs. with world musical achievements and to make Georgian musical culture subject of research.
| would like to congratulate to the third international student conference and wish successful work to participants, com-
BOOKLET PREPAIRED BY: petitors and jury!

Maia Sigua, Ketevan Chitadze, Elene Murjikneli, Teona Kvatchadze. ,
Reso Kiknadze, Rector of conservatory
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FROM ORGANIZERS

We are glad that International Conference-competition for students in musicology in Thilisi is held for the third time — this
fact makes us think that Conference-competition gradually will become a constant tradition. Since 2009 Conference-com-
petition presents itself as one of the most important events as for young Georgian musicologists so for foreigners. We have
traditional participant countries, though the number of foreign participants gets more every year. We hope that this tendency
will continue and the number of Georgian participants will increase.

We wish successes to all participants and interesting working days to jury.

Maia Sigua, Ketevan Chitadze, Nana Katsia
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SCHEDULE

April 27

10:30 registration of participants

11:00 - 11:20 - Djamilia Mirzoeva (Azerbaijan)
11:20 - 11:40 - Tatiana Trofimchuk (Belarus)
11:40-12:00 - Liana Khorbaladze (Georgia)
12:00-12:10 BREAK

12:10 - 12:30 - Marina Murashko (Belarus)
12:30 - 12:50 - Anastasiya Konovalova (Belarus)
12:50 - 13:10 - Lyubov Petrova (Belarus)
13:10 -14:00 LUNCH

14:00 - 14:20 - lulia Taranukha (Belarus)
14:20 - 14:40 - Viacheslav Petko (Belarus)
14:40 - 15:00 - Irina Pilatova (Belarus)

18:00 CULTURAL PROGRAMM:
CONCERT

April 28

11:00 - 11:20 - Rusudan Datukashvili (Georgia)
11:20 - 11:40 - Mariam Tsotskhalashvili (Georgia)
11:40-12:00 - Marjiana Dujovic (Serbia)

12:00-12:10 BREAK

12:10 - 12:30 - Ekaterine Kazarashvili (Georgia)
12:30 - 12:50 - Nevena Stanic (Serbia)

12:50 -14:00 LUNCH

14:00 - 14:20- Levan Gomelauri (Georgia)

14:20 - 14:40 - Nicola Derico (ltalia)

14:40 - 15:00 - Viktorija Kolarovska-Gmirija (Macedonia)
15:00 - 15:20 - leva Rozenbaha (Latvia)

17:00 CULTURAL PROGRAMM:
VISIT AT THE GEORGIAN NATIONAL MUSEUM

s3bomo 29 April

Jnmenéramo 3bmaéheds: 90Q Cultural programm:

J3b3IAHLOS

EXCURSION
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Anastasia Konovalova

Belarusian State Music Academy. BA. 3rd year
Scientific supervisor — Candidate of arts, major teacher Alla Tikhomirova

CONCERTO FOR PIANO AND STRING ORCHESTRA “CALYPSO” BY A. LITVINOVSKY:
ABOUT THE PROBLEMS OF PROMINENCE-BACKGROUND RATIOS IN A REPETITIVE COMPOSITION

The article describes a problem of the ratio of the well-defined and cumulatively perceived, the prominent and back-
ground in the musical material, of peculiarities in reflection of these categories in the processes of theme and form formation
of music at the turn of the XX-XXI century.

The problems of prominence-background ratios in a repetitive composition are focused on in the article, their reflection
in the processes of the thematic development, form formation.

The focus of the researches is Concerto for Piano and String Orchestra “Calypso” (2002) by A. Litvinovsky, which is
stylistically peculiar due to combination of the traditional principles of the thematic development and form formation and the
principles of the thematic development and form formation of repetitive minimalism. The dynamics of prominence-background
ratios in such a composition is characterized by continuous shifts of functions of prominence and background by its elements
due to the nature of thematization (belonging of the theme-pattern to “background” thematization) and peculiarities of its de-
velopment (occurrence of micro-thematic formations in the process of development). The shift of functions of prominence and
background in the process of form formation is related to the periodic return of the theme-pattern in its “initial” form, creating a
special form prominence. Shifts of functions of prominence and background of the elements in a repetitive composition create
the “static of dynamics” in it, becomes a peculiar way to reflect the most important principles of concert genre (the principle of
timbre dialog and the playing principle).

13
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Bogemamoo bodmymgol (1903-1978) BgdmPBgrgdomo 3gd430bgmds XX Lomgmbols 3mbogol obgmébools 343emggsérons
oo bsffomoliorgol mgls terra incognita-bi FoérB8moagbl. ol 3mliogsdo csbslgrbrmggmds mbgsbmmep ghfydol Foblsm-
ol Lomygogbm @éowoiogdl s odsbrormmos dmogmoliygh, bmmm mbds gbhmgbmmo Loffyolo gmobogds Bmgswggéhrm-
3mmo bogzbmmo @gbwgbogdols gmbby,

B3gbo ymbomgdol 39660380 b. bsdmymagols ghor-ghoo godmbro boffobrdmgdos gmysmmbo ogmo ,dmébrwols 3slieghbe-
4ol mobo mgdbo”, bmlgmog Jm3Bmbogmébol FgdmJBgrgdomo Lodfogol 3ghompl asbggmmabgds. Bggbl Bogéh asbbogmumem
6ofoérB8mgdBo FobrBmpagbomos szsmérols BgdmPBgegdomo dogdgdols dmegehro doBsbrormmgdgdo gmmembmm-oligmbommo
ool 4ebagduado.

4393980 3obggmess aobbogmmmo 6. bedmymgoli obpogomemmbio bogzbmmo Leomols cmogoligdmébgdgdo yma-
3mbogmbol gbogaogmér-gommbmgomb Igbgommgdgdest dJobm 4ogdohBo. b, bsdmymgol dmbogemmmbro sbébrmgbgdols
doogotro amogoligdmbrgdgdorsb, hzgbo sbébom, gedmobhgge bgmbrmdsbeobdol @gbogbogdo, sbomo @odols dgmemeogols dogds,
3mmogmbombo @gfbogol dsmomo Embg, .3hmsmaogzoligmmo” Eodol ombdgelieggbméosht @mbommdsty oybhrbmds,
3mmogmbommmbo o dmmogommmbo Jmblabmogdol ed3gobgds, dmbogemmbr-glodmmmaoméro @sbsliosomgdoliogols
Sprechstimme-boedo 3o8sébrongs o Lbg.

Yuliya Taranukha

Belarusian State Music Academy. BA. 3rd year
Scientific supervisor — Candidate of Arts, docent Natalia Ganul

NIKOLAI DMITRIEVICH NABOKOV’S CREATIVE HERITAGE
IN CULTURAL CONTEXT OF THE EARLY 20 CENTURY MUSIC

The creative heritage of Nikolai Dmitrievich Nabokov (1903-1978) is terra incognita at present for the researchers of the
homeland music of the 20th century. Modernity is harmoniously combined in his music with the best traditions of the past and
aspirations for the future, and the deep national origin is reflected in the background of the common European art tendencies.

The focus of our research is on one of the distinguishing works by N. Nabokov — the vocal cycle “Four Poems by Boris
Pasternak” related to the mature period of the composer’s creative activity. The analyzed work represents the main trends of
the author’s creative searches in the context of the cultural historical epoch.

The peculiarities of N. Nabokov’s individual art style in their inextricable connection with the aesthetic and philosophical
views of the composer are analyzed in the research for the first time. Among the constant features of the musical thinking
of Nikolai Nabokov the principal ones, in our opinion, are the neoromantic tendencies, search for a new type of melodics, a
high level of polyphonic techniques, basis on a twelve-step tonality of the “Prokofyev’s” type, implementation of polytonal and
polymodal constructions, use of the Sprechstimme technique as a means of musical and psychological characteristics, etc.

15
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Viacheslav Petko

Belarusian State Music Academy. BA. 2nd year
Scientific supervisor — Candidate of arts, Docent Elvira Oleinikova

CHAMBER SYMPHONY «POET’S LAST AUTUMN» BY V. VOYTIK:
THE PROBLEM OF INTERPRETATION OF THE GENRE AND POETIC ORIGINAL SOURCE

In various on genre composition work of one of the largest Belarussian composers of the last fourth of the twentieth
century V.A. Voytik an important place of the composer’'s Chamber symphony « Anomass Bocens [loata» by V. Voytik on the
poems by Verlaine, translated by M. Bogdanovich.

Appealing to work of classic of Belarussian literature, a composer managed to find the original reading of select by him
translations of founder of French symbolism, feel their emotional closeness to work of Bogdanovich, to find out in them allu-
sions with the fate of home Poet and to line up own artistic conception the basic idea of that is reflected in the deeply symboli-
cal name of work.

In its own way innovative is the musical reading of poetry of Bogdanovich in the genre of chamber vocal symphony inter-
pretation of that by the Belarussian composer, in our view, very eccentric and in native music while does not have analogues.
Synthesizing the row of genre models (actually symphony, vocal cycle, suite with the lines of through development) in work, V.
Voytik proves universality of symphonic cycle, opening in him the special intensions to “mobility” and variety of composition.

17



18

067060 30@06@30

68@067‘0[)0[) 8‘8[)0d0l) bobggavo%m odo@aaoo 60&)@086’)00@0, \/ d‘o&)b(’)

IDIGHILO S36IGOLO: LIdISL bdbI 3. IMHME3IBNROL IMAMEHMBIBO ,FORVI6S IBIERY" XY
Q LIMLLOL IGAMLOLINSE M3IGIAN

booooo‘ao 80%0@‘0@00 Q’O‘gadob bot‘na 05(‘)60@0 aagoé‘gbo 3V06@ob, 8@0@0386 dm@medaaoﬁob 3«107567030‘30 "30'
QO&)O @agasQo" [\&d 86)('135"0@0 dm33m°boomé)ob anoé)o bam@bdob aémbobg@oos (04386)0‘80

lJOOOOOIJ 30708067 oamoosob Vo&)amOQaasb 3%}6@0[&0 [\& 6(‘)33('1%00(‘)670[) 3086) 830670'.’ 6)07‘3@0 boboomob 06’086368'
006’)860[) (B{JQO")OBO 0[1030, %gagooQam 3306)0[1 30030[’ 3(06038830 806763830, 6700 0[)05‘0@00 06)0 3memQ 30660@‘06,

Qoaoéabocn 3(‘0305Q06{]m (")6)0 boboomob ‘33@063&) agg)oé)lobo Q’O‘L’]adob ©5 oGd EOgMO 0368670[)0[’ - ;3%333 38‘7‘
QOL’ (')38670@06 HOOQOH, 6@3@8600 3bao3b Gbmabgaol}am@ 300706)060‘30 3ml53@635' 030'.’0730'.) 5336, 06)070 356)08, 0go(Mo
6080Q83680) (‘167038 (‘)386)0[) bomgaogaob 605300‘)067060[}, bm@m, 330163 366703 3°. ‘BaaaOOQam 030 0 03 'JOO"JOGOO‘BO,
3(‘)0{]3‘0@0 (')6)0 6306)0'.) 30830(30 6386050 3[;303[1350 3067@0 oaobo, 5386 o@350‘353m @omadobo o oasgémbob 3‘0[1060@'0670
Qoboboowgagaob %(")808670’)0 3[1303[:360

Qobobm@o oamoos‘r]&ob onbobbGa@oQ 603(‘)30885’80) @gébom@maoﬂém 3{]me0, 67(')80@00 9 6’)‘05083'.’6000[} ‘367(').3{]'
BOL‘ boq;igd;;g@oo, Obaaa 3058@%@306{]@80’) boo@'ﬂbo OSOQ’O%OL‘ 3aooonmoO

Irina Pilatova

Belarusian State Music Academy. BA. 5th year
Scientific supervisor — Doctor of Arts, professor Ekaterina Dulova

BELARUSIAN AMNERIS: AN IMAGE OF LUBKA IN V. KOROTKEVICH’S STORY “SIVAYA
LEGENDA”(“GRAY-HAIRED LEGEND”) AND IN THE OPERA OF D. SMOLSKY OF THE SAME NAME

In the article we considered the image of Lubka in the story of outstanding Belarusian writer Vladimir Korotkevich “Sivaya
legenda (“Gray-haired Legend”) and the opera of national composer Dmitry Smolsky of the same name.

Comparison of sophisticated heroine’s character interpretations by the writer and the composer became the main task of
our research. We tried to understand the motives of her behavior reflected both in the verbal text of the libretto and in musical
text of opera.

In addition, we compared two characters — Belarusian Lubka and Italian Amneris from Verdi's opera “Aida” under similar
vital circumstances. For that we have tracked the development of both operas plots and tried to discover similarity in their
characters behavior in different situations. Moreover, some semblance of musical characterizations of Lubka and Amneris was
noted.

To achieve the tasks we have applied the textual method, which has become the basis of the works of E. Ruchyevskaja,
and also the method of stylistic analysis.
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EUROPEAN AND NON-EUROPEAN MUSICAL CULTURE RELATIONSHIP PROBLEM
IN THE 20TH CENTURY FRENCH MUSIC

Confrontation between the East and the West appears to be one of the main paradigms that defined the identity of the
European culture. Dialogue between the European and non-European cultures is an active process of development even
today and the issue of their relationship requires intensive study.

The problem mentioned in this presentation has been considered on the example of French music.

French musical culture was always notable for its implementation of novelties. The first composer who reflected peculiari-
ties of the new oriental musical thinking in his work was Claude Debussy. Music that greatly affected the composer’s way of
thinking was gamelan from the Isle of Java. It was presented to the audience in 1889 at the international exhibition in Paris.

Impact of the oriental musical culture has also been clearly reflected in the works of Olivier Messiaen who created new
composing instruments on the basis of old traditions including Indian music traditions. Indian music culture held special place
in the composer’s work; he created new modes and a rhythmic structure based on the tala system.
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PROBLEM OF MUSICAL QUOTATIONS IN THE CLASSICAL OPERA
(THE PARADIGM OF MOZART’S AND SALIERI'S OPERAS)

The paper is considering problem of musical quotation in the classical opera, Mozart's and Salieri’'s operas can be re-
garded as a paradigms in this respect. Technique of quotation was frequently used by the composers of classical era. Mozart
and Salieri used excerpts from the pieces of another authors as well as of their own. Their points of view were different to the
problem — they either quote the text of another author as it sounds in its original, or stylize another composer’s manner, that is
found like citation because of coinciding musical idioms.

Mozart quotes themes of Bach’s in his piano concerto no.12 as well as from opera “Mariagge of Figaro” of his own in
opera “Don Giovanni”. He often used to cite other composers’ themes jokingly.

Salieri’s Prima la musica, poi le parole consists of a larger quotations, making up nearly a sixth of the whole opera. This
opera incorporates three different blocks of quotations from Sarti’s Giulio Sabino, as well as Tarchi’s Cari Oggetti and Pensieri
Funesti of Salieri himself.

The implicit message of Prima la musica, poi le parole could be seen as a parallel to today’s paradigms of intertextuality
and multi-autorship showing itself within such artistic genres as pastiche and vaudeville.

23



24

30670060 Qmom3of)o

68@6(’70@0b bg@mSBUBOb mgogaé’)b(')@a@o B‘Ob(')dob %OJSQ]@{J@OL’ 60d0@08(’)00®0
boagggog&)m 53@86@3063@0 = 36’)("1(8 @O@OOEO 806’%50’)30?)0

LIGB3IMOL bLOIIBMUL (1897-1912) dAL03OTIALN BbM3HIdS LASEOLLLOH3 306NGSNL 3036 dIT 36O
Me306TIZITO FILOIST'TL0O IM3IEIdOL IN6IV3N0)

1878 Va@l}, (00("18060)0 03386700[’ SO'V@OOEO 600(‘7.6(060'.! ‘333Q35 baéaamao Qoammdogaagmao 3(003(’130 Qo336‘)m-
BOQ‘) 3@501306)0@8330 8(')(860'.}0[], l)l')3o 333506360[} 3[1&03[:0@, 6‘063660300, ‘33‘36@853@0 oy™ 606300’706)86‘8@05(‘) Qoboagam
336)('13‘0@0 L!OOQ)OL‘ dlﬂ@om&)mgao 05036’)3603 0606086)0')0 86036‘0@() 60‘85'00). ¢ %}@oVoQ‘ao boosob@og 6060060[’

505'00‘50 oym dm33m°6oomé)o, QO&)OS(‘)&)O, @00606)0, 3obV03@363@o o 63@6‘70@0[} 3‘0[]060@‘0")0 Obmsé){]ﬁob
(')676050%00(‘)670 305 68@6‘70Q0b 3‘0[}060@'@6 05(')367860(30 ‘agamoooso 3@60@‘06'0%06‘03&60‘0@0 EoVoé)amgbabob 8(06‘{_']'
3860'06)0 Voéamgaasaao, Obaa{], 6’)(‘)3(‘)60 Qoooébo boboaaoolgéo QoV{Jbg&ﬂQ»aao 030&)360[} Q°Q330b°m3ob - 020 ('13{]670[}
DBQDQQO\)"}baa'ﬂQO 0)806670[) 30638@0 QO"){)&O(’)&)O oy™ (1920']924) 3(05[:3532)0[1 30%0600 303(’)050@(’)[} 6050060'.’ 360'

Marijana Dujovié

University of art Belgrade. Faculty of Music. BA
Scientific supervisor — prof. Tatjana Markovic¢

MUSIC LIFE IN KINGDOM OF SERBIA (1897-1912) TROUGH MUSIC HAPPENINGS IN BELGRADE ORGANIZED
BY STANISLAV BINICKI

In year 1878, almost 50 years after becoming principality inside Ottoman Empire, Serbia gained full independence. After
many centuries under Ottoman reign, there was no chance for immediate cultural and artistic life as in Western Europe. After
gaining independence, European-style cultural life with some national marks started to emerge. Twenty years in, mostly thanks
to activities of Stanislav Binicki (1872-1942) Belgrade got first concerts. Bini¢ki worked as a composer, conductor, choir leader,
teacher and organizer of musical life in Belgrade.

Thanks to Binic¢ki, musical life in Belgrade was introduced monumental performing of vocal-instrumental works, as well as
systematic institutional performance of opera — he was the first director of the founding of Belgrade Opera (1920-1924). This
paper aims to review reception of multi-faceted activities of Stanislav Binicki, in his contemporary’s viewpoints between 1897.
and 1912, and in context of music life of Kingdom of Serbia.
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SOME QUESTIONS ON PIANO TIMBRE EXPANSION
IN MUSIC OF THE SECOND HALF OF 20-TH CENTURY

Timbre expansion will be the subject of our report, more precisely — the piano. By the observation of this instrument we
will try to understand what reasons have stipulated such active researches in the sphere of musical sound, what means have
been used to obtain desired result and how it was artistically incarnated.

In the second half of the 20th century piano sound changing occurred by the means of placing foreign subjects in the
chords, in the other words, piano sound was artificially changed, prepared. Today the term “prepared” is associated with Ameri-
can composer John Cage. By the observation of his works we will try to ascertain the main principles of piano “preparation”.

Later different method of preparation was formed, in which the sound was not preliminarily changed; it was changed dur-
ing the rendition. Fine examples of this are works of American composer George Crumb. Lean upon his pieces “Makrokosmos”
we will show how the composer manages to change the timbre of the instrument. We will also discuss completely new use of
piano resources, which is presented in Lachenmann’s piano etude “Guero”. The composer uses absolutely new methods of
piano technique: pizzicatos on the chord clamps, arpeggios on key surface. In fact, the pianist applies all the methods of ren-
dition except for traditional-playing the keys. In the end we will touch the subject, which entirely expanded the world of music
sound. These are electrical sound producing equipments. In our work we will try to ascertain what changes electrical resources

have brought to piano and how these two, as though incompatible spheres, co-exist.
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MUSIC BY AVET TERTERIAN IN THE CONTEXT OF THE ARMENIAN CINEMA.

The article is devoted to the film music by Avet Terteryan. Film music - is the most unexplored area in his work. A. Ter-
teryan associated with cinematography at different levels. A. Terteryan associated with cinematography at different levels. The
musician showed himself not only as a composer but also as an actor. In the film by Vigen Chaldranian “Voice in the Wilder-
ness”, he played one of the bit parts. In addition, some aspects of the dramatic symphonies can be compared with cinematic
techniques.

List of works of the composer in the field of cinematography is impressive: more than twenty films were based on works
by Avet Terteryan. Genre films are varied: drama, adventure, historical and biographical picture, a documentary film. The pur-
pose of the report is to present symphonic music by Avet Terteryan in the context of Armenian cinema. The research is based
on the method of the traditional historical and theoretical musicology, as well as modern works on film by I. loffe, Z. Lissa, N.
Agafonova, I. Hangeldieva, I. Shilova, S. Gurevich and others.
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OLD SLAVIC IMAGES IN THE OPERAS BY N. A. RIMSKI-KORSAKOV
(“THE SNOW MAIDEN” (SNEGUROCHKA), “SADKO” AND “THE LEGEND OF THE INVISIBLE CITY OF KITEZH
AND THE MAIDEN FEVRONIYA”)

This article considers operas by N. A. Rimski-Korsakov “The Snow Maiden” (Snegurochka), “Sadko” and “The Legend of
the Invisible City of Kitezh and the Maiden Fevroniya” in their relation with Old Slavic world outlook and culture, which allows
to get a wider conception about pantheistic world of images of these works. The most essential feature, which unites these
operas, is Old Cult of Nature. It is based on beliefs of pre-Christian Russia and is refracted in each work in one of its hypostatic.
So, the most bright, primary and ground idea of the opera “The Snow Maiden” is the Cult of the Sun. This idea generates all
development of the plot, and the opera represents itself as a whole hymn to main godhood of Slavs — life-giving Sun as Yarila.

In the opera “Sadko” all action develops around second esteem element of Slavs — element of the Water, and the work
represent thus glorification of the Water, its life-giving power in the appearance of the see, See King and River Volhova. “The
Legend of the Invisible City of Kitezh and the Maiden Fevroniya” closes pantheistic trilogy of operas and anthems the cult
of Mather-Earth. This opera shows grandiose and elevated, spiritual legend about Mather Crude Earth as a great Temple of
God. The characteristic feature of the opera “The Legend of the Invisible City of Kitezh and the Maiden Fevroniya” is organic
coexistence of pantheistic world outlook and religious motives and ceremonial elements.

To interpret the operas contents are used actual scientific materials and publications in the area of Slavic and pre-Slavic
history, mythology and culture (A. N. Afanasyev, N. |. Costomarov, B. A. Rybakov, A. I. Asov, U. P. Mirolubov, V. N. Dyomin
and others).
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THE TEACHING TRADITIONS OF GEORGIAN CHANTS FROM THE PAST UP TO THE PRESENT DAYS

Georgian chant is very precious for our country. It's already 20 years since the process of the awaking of the country
began. The researchers’ and practical choristers’ young generation is involved in the process.

Chant teaching has quite a long history in Georgia, more than 10 centuries. It is known that big monastery centers had
the special functions of the educational places from the Middle Ages up to the XIX centuries. In the Xl century, big spiritual and
educational places such as Gelati and lkalto Academies were founded. There is no documentary evidence of chant teaching,
though after looking through the letters of the XVIII-XIX centuries choristers and the liturgical collections of the X-XI century, it
is clear that Georgian Chant was transmitted from one generation to another orally.

The aim of our paper is to examine the following topics:

1. The processes which take place while teaching Georgian Chant.

2. Survey of the appearing and development of the educational places.

3. Serving of the elesiastics in these educational places.

4. The importance of the liturgical-musical collections.

The research of the past helps us to appreciate our culture and the present state, and how to plan the future develop-
ment correctly.
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DMITRY STEPANOVICH BORTNYANSKY’S SACRED CONCERTOS:
STYLISTIC COORDINATES AND THE BY PYOTR ILYICH TCHAIKOVSKY

In this paper, many aspects of copying and pasting in have been clearified on the example of Bortnyansky's a cappella
choral sacred concertos, which are among the most popular works of Russian sacred music. At the same time, these pieces
initiate stream of questions related with matters of copyright, originality, adoption and adaptation. Bortnyansky's sacred con-
certs have been examined from different angles, questioning:

1. Style

2. (In)direct sources of textual and musical material

3. Tchaikovsky's edition

The method | used to approach my topic is based on detailed analysis of Bortnyanky's music and texts; hermeneutical
analysis and historical preview. Musical analysis are represented with textual and liturgological analysis in the same time.
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ON USING SOME TRADITIONS OF ROMANTICISM
IN MUSIC OF AZERBAIJANI COMPOSERS

The article reviews achievements in Azerbaijani composers’ school of the XX century, a synthesis of national and Euro-
pean traditions.

As you know, Azerbaijani symphonic music passed long-way development. We can also say that there was formed a
pronounced unique national symphonic school in Azerbaijan.

Looking at the some genres of symphonic romanticism of Azerbaijan music, we can also say that adoption for these
genres had taken place in a very short time and had specific varieties.

For example, the romantic traditions are typical for works of F. Amirov. As it known, the melody plays special role in the
Romantic Era, and it primary distinguishes with its pronounced tunefulness. This quality is generally characterizes F. Amirov’s
works. In the works of F. Amirov tendency for disclosure of improvisational-rhapsodical content appears. One of the works,
wide acknowledged both in Azerbaijan and abroad, is “Azerbaijan” symphonic suite (1990). The work consists of four-part
cycle, and very significant for composer in who’s works the native land’s glorifying takes an important place. Enthusiastically-
elevated attitude to the country, its nature, culture and music is one of the favorite themes of works of F. Amirov. The open
emotionalism, brightness and brilliance of its musical language, which melodic refinement and orchestra luxury are fascinating
— all of these, of course, bring Azerbaijani composer closer together with traditions of Romantic Era.

As it well-known, one-part symphonic poem of the romantic music composers was widespread between composers of
Azerbaijan. We also discuss most popular example of this genre was K. Karaev’s “Layli and Mejnun” symphonic poem.
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THE «IDEAL BELARUS» IN THE CREATIVE WORK OF THE BELARUSIAN COMPOSERS THE END OF THE XX
AND THE BEGINNING THE XXI CENTURY

In the multidimensional field of Belarusian culture at the end of the XX and the beginning the XXI centuries highlights the
artistic trend of “historicism”. The idea of historical memory and appeal to the cultural experience are the main characteristics
of the selected trend. Historism in the artistic consciousness of the possibility for the artist to go beyond the present.

In the 1970-2000’s appeal to the historical theme led to the renewal of the identification codes of the Belarusian culture.
Similar processes have taken place in the culture of music. The perception of the past is based on several fronts :

folklore, reconstructive and historical inversion (Bahtin).

Thus, the diversity of ideas and individual copyright incarnations of historical themes in Belarusian culture of the late
XX - early XXI centuries combined with the general orientation of Belarusian artists at the meta symbol the «ldeal Belarus».
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SEVERAL OPINIONS ABOUT THE USAGE OF ADDITIONAL NOTE DURATIONS AND ADDITIONAL SOUND
TECHNIQUE
(ACCORDING TO “THE TECHNIQUE OF MY MUSICAL LANGUAGE” BY OLIVIER MESSIAEN)

My paper is dedicated to the description of the theoretical work “The Technique of My Musical Language” by one of the
biggest composer, pianist, organist, and a teacher - Olivier Messiaen.

In his book, which consists of nineteen chapters, Messiaen refers to the matters of melody, form and harmony, from
which two are highlighted in this paper: rhythms with the additional note durations and additional sounds to harmonies (third
and thirteenth chapters). In chapter three, the explanations of additional note durations appeared to be the most interested for
me, rhythmical preparation and falling. However, in chapter thirteen, Messiaen’s vision on the perception of chord in respect
of the rows of overtones and chord usage together with the additional note duration, in the frames of tone seemed original.

In order to consider and then use it in the practice, | stopped on these two issues. On the current phase of my develop-
ment, | work on harmony and rhythms; | am trying to think on an original technique which will be comfortable, acceptable,
interesting and justified with sonority for me. The conception of the additional note durations and sounds by Messiaen made
my musical vision and mind wider, created several creative ideas and | think that it will help me in the execution of the aides
as well.
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FACING THE FUTURE THROUGH PRESERVING THE PAST:
A BRIEF INTRODUCTION TO GIULIO CASTAGNOLLI’'S MUSIC

Giulio Castagnoli is an Italian composer who has always been trying to bridge the gap between musical cultures. The
“influence” of the Oriental cultures emerge from many titles of works dating back to the end of the eighties and reach the climax
with Tre poesie T’ang, Fioriture |, and Madrigale guerriero e amoroso. The Greek tradition shows itself particularly in a group
of works inspired by the poet Konstantinos Kavafis, while a Hebraic vein surfaces in Tre canti ebraici, Sciofar, and Quarto Trio
“Kaddish”. Also the Indian and Arabic cultures become visible in many other compositions.

Castagnoli’s works are strongly imbued with classical education and deeply marked by a vision of music which strives to
redress the balance between its craftsmanship and its sacredness — a double perspective he matures also thanks to the two
figures that accompanied him in his musical apprenticeship: Brian Ferneyhough and Giacinto Scelsi.

This paper intends to cast light on a composer who, exactly as many others before him, teaches how contemporary mu-
sic can face the future keeping the past alive.
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Viktorija Kolarovska-Gmirja

Skopje Sts. Cyril and Methodius University.
Doctor of Musicology, Professor of the Faculty of Music Art

A MACEDONIAN COMPOSER VLASTIMIR NIKOLOVSKI (1925-2001)
ASPECTS OF THE PERSONALITY AND WORK

The universal work of our eminent composer Vlastimir Nikolovski (1925-2001) has played an important role in the Mac-
edonian professional music composing school. With his creative work he solved the following issues:

Creation of national music language (folklore — style dominant, and along with it — the Orthodox Christian music and the
Macedonian language)

Mastering the key genres of the European music ( he created music in almost all genders except for musical stage
genres)

Creation of conceptual-content system which unites the musical and nonmusical content (the meaning of the genres
connected to the word; theatricality as special quality of his music).

With his pedagogical work Mr. Nikolovski created the composers’ class at the Faculty of Music Art in Skopje — the capital
of Macedonia. He was on key positions of the main music institutions and associations and a creator of numerous art projects.

Such a broad acting in all these fields is a characteristic of the corresponding historical period and positions Mr. Vlastimir
Nikolovski as one of the most significant generic individual in the history of the Macedonian music culture in the second half
of the XX century.
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6mamo@Q aé)aodob (*]93]) Missa Paschalis (2009) Q""O'L']("&"'OQ’O 33[10[1 o‘adoéo 3030@00000. SoVoﬁamaa‘ao 33[)0 ordi-
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330360[1 53@050[) (*1942) 33[30 Libera me (1999) moaobmq;@oQ oggbtﬂ@o bmmGoVogmoGo l"’d“’GGOé’O"‘ agboo. GoVogta—
30 moaobmtgo@o ‘33675330[5 360600300700 oamdbaaogo 6@3@60 ordinarium, oba proprium 33b330Q05': Introitus, Cruci-
fixus, Tuba mirum, Dies irae, Agnus Dei.

leva Rozenbaha

Jazeps Vitols Latvian Academy of Music. Riga.
Post-doctorate, lecturer

MASS IN CONTEMPORARY LATVIAN MUSIC
(ON THE BASE OF ROMUALDS JERMAKS AND PETERIS BUTANS MASSES)

The object of the report — to show the variety of interpretations of the mass in the formation of cycles as well as the musi-
cal language. In this report it is shown on the base of two compositions.

The history of mass in Latvian music is only about twenty years long. The cause of it — historically formed confessional
situation and social political conditions. Two fundamental tendencies in the interpretation of mass cycle formation exist in Lat-
vian music nowadays: Liturgy mass and Concert mass.

Romulds Jermaks (*1931) Missa Paschalis (2009) is a example or liturgical mass. The composer has made use of the
whole cycle of the mass ordinarium (Kyrie, Gloria, Credo, Sancus, Agnus Dei) which is supplemented with proprium parts
(Introitus: Resurrexit, Graduale: Haec dies, Offertorium: Terra tremuit, Communio: Pascha nostrum).

Péteris Butans (*1942) mass Libera me (1999) represents a type of concert mass. The cycle consists of five parts, which
correspond to different fragments of the mass, both ordinarium and proprium: Introitus, Crucifixus, Tuba mirum, Dies irae,
Agnus Dei.
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In 1987 graduated from musicology faculty of the Tbilisi State Conservatoire, in 1987-91 years was Postgraduate student in the Institute
of History of Arts (Moscow, Russia). From 1991 to the present — Professor of the Tbilisi State Conservatoire of the Department of Musicology,
carries out selection courses in History of 20th century music; Analysis of 20th century music; History oh Musical-theoretical systems. From
1998 to the present — President of the Young Georgian Composers and Musicologists Association. 1999, 2001, 2003, 2005, 2007 — Organ-
ized the concerts of contemporary music in Tbilisi. Since 2007 ketevan Bolashvili is a director of the festival Contemporary Music Evenings.
She is also head of Science-Creative Society of Students; co-founder and president of the Accossiation of Young Georgian Composers and
Musicologists; vice-editor of the electronic journal of Thilisi State Conservatoire; director of the newspaper Kultura. Curator of the Music
Theory and Composition Faculty in State Conservatory Quality Assurance. Ketevan Bolashvili also is an author more then 20 articles about
Contemporary music on Georgian, Russian an English language and 26 Radio Broadcasts on Georgian public radio station — “XX century —
Music and Musician”. She is author of the text-book “History of 20th Century Music. Lectures®.
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(N ORR Latvia

érogols 0sbg3 gogmemliols Lok, Professor of Jazeps Vitols Latvian
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llma Grauzdina (1948) has graduated from Jazeps Vitols Latvian State Conservatory and has completed her education in the graduate
program (1973—-1983) at the Gnessinas’s State Music Pedagogy Institute. She has ac—quired doctoral degree in arts (Dr. art.) in 1993, her
doctorate thesis was about the organ music culture in Latvia. llma Grauzdina is a professor of Latvian Academy of Music since 1993. She
provides a scientific guidance for a whole range of works, both practical and theoretical, for bachelors program, academic and professional
masters program, as well for the doctorate program in Musicology. Her researches organ music, history of Latvian music, music theory and
methodology issues in musical education. She is also the author of many scientific works and text-books. In 2010, I. Grauzdina has received
the annual prize, attributed by the Jazeps Vitols Latvian Academy of Music to the best academic.
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Skopje Sts. Cyril and Methodius University.
Doctor of Musicology,

rofessor of the Faculty of Music Art
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Graduated on the Musicology department at St. Petersburg Conservatory “N.A.Rimsky-Korsakov” (class of Prof. Dr. E. Ruchyevskaya).
Since 1989, she has lived and worked in Macedonia as professor at “Sts. Cyril and Methodius” University — Faculty of Music Art in Skopje. At
the same Faculty she graduated at the Piano department and earned her MA and PhD degree. She writes papers about contemporary Mac-
edonian music and music education and takes part in many international conferences and seminars. She is a member of the Editorial Board
of the journal “Muzika” published by Association of the Composers of Macedonia. She also performs as piano accompanist and member of
chamber ensembles at the musical festivals in Macedonia and abroad.

Georgia
PH. D., Associate professor of
Thilisi State Conservatory
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Tamar Chkheidze graduated from Tbilisi State Conservatoire, direction of Musicology in 1993 and defended dissertation in 1997. Her
scientific interests are directed toward the research of problems of old Georgian professional music (Chanting). She has published more
then 20 scientific works. She is a participant of various local and international scientific conferences (Ukraine, Georgia) also trainings and
seminars of quality assurance direction (Georgia, Germany and Norway). She is doctor of Art’s, Associate Professor of Music theory and
Church music direction, deputy head of quality assurance department and also an expert of the development of quality assurance of national
centre of accreditation.
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THE WINNERS OF 2011 YEAR CONFERENCE-COMPETITION:

Ekaterine Qazarashvili — Best paper of BA student
Ekaterina Samokhovets - Best paper of MA student

leva Rozenbaha - Best paper of PH.D. student
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Info: www.conservatoire.edu.ge

Contact: geomusicology@gmail.com



