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Reso Kiknadze, Rector of Conservatoire

If we realize the importance of creative work and research in art and their indi-
visibility, we also do realize the importance of musicological practice and train at the
beginning of professional development. As a student instrumentalist and composer
needs regular concert/competition for controlling growing of oneself so young mu-
sicologist must have opportunity to try own 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 with world musical achievements and
to make Georgian musical culture subject of research.

| would like to congratulate to the sixth international student conference and
wish successful work to participants, competitors and jury!
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FROM ORGANIZERS

This year the Thilisi International Conference-competition for musicology stu-
dents will be held for the sixth time. 6 years of its regular occurrence shows us that
the conference-competition has been become a some kind of tradition. Since 2009
the conference-competition has presented itself as one of the most important events
for young Georgian and foreign musicologists as well. We are excited that several
countries take part in our conference regularly and every year the geographical
borders are expanding. For the last three years the conference-competition has not
been restricted to sessions only. Foreign members of jury share their experience
with their Georgian colleagues and students through lectures and masterclasses.
We wish good luck to every participant and an engaging working experience to the
members of jury.

Ketevan Chitadze, Maia Sigua, Liana Khorbaladze
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10:30-10:50 - Jan Lech (Poland)

10:50-11:10 - Mariam Mepharishvili (Georgia)
11:10-11:30 - Archil Nikatsadze (Georgia)
11:30-11:50 - Nun Nino Samxaradze (Georgia)

11:50-12:00 - BREAK

12:00-12:20 - Ozge Cigdem Denizci Goérgiili (Turkey)
12:20-12:40 - Asli Bala Askan (Turkey)

12:40-13:00 - Cigdem Baloglu (Turkey)

13:00-13:50 - LUNCH

13:50-14:10 - Aydin Ciracioglu (Turkey)

14:10-14:30 - Shorena Metreveli (Georgia)
14:30-14:50 - Karolina Kolinek-Siechowicz (Poland)
14:50-15:10 - Tamar Putkaradze (Georgia)

16:00 - CULTURAL PROGRAM: Visit in Art Palace

April 25

11:00-11:20 - Giorgi Kraveishvili (Georgia)
11:20-11:40 - Oskar tapeta (Poland)
11:40-12:00 - Nino Razmadze (Georgia)
12:00-12:20 - Melanie Walters (Australia)

12:20-12:30 - BREAK

12:30-12:50 - Federico Furnari (Italy-UK)
12:50-13:10 - Pawet Siechowicz (Poland)

15:00 - CULTURAL PROGRAM: concert and closing ceremony

April 26
CULTURAL PROGRAM: P

09:00 - Excursion 2015 r [RILS, GRORGIA
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PARTICIPANTS 2015 BACCALAUREATE

Jan Lech

University of Warsaw, 3 year

Scientific supervisor:
Doctor Maria Makaruk

Jan Wawrzyniec Lech, interested in ethnomusicology and anthropology of music, did his BA
fieldwork research in the Ukraine, in the town of Murafa. Later on, in the winter of 2013/2014,
he participated as one of the organizers in the exhibition of photographs taken during the
fieldwork trips. He also published his research material in 2013. In June 2014 he participated
in Musicology Student’s Tour in Germany. Interested in music of the Confederacy he gave lec-
ture at the Institute of Musicology in May 2014 and about a month earlier he also published a
review of Wagner’s “Lohengrin”. His paper about musical conflicts in Murafa will be published
soon.

TRIUMPHING AUTHORS - PROBLEM OF MUSIC RECEPTION IN
THE POST-MODERN ROMAN CATHOLIC LITURGICAL MUSIC

The paper’s aim is to redefine Barthes’ idea of anti-authoritarian approach to the
analysis of textualised culture into the perspective, which manages to see important or
even dominating role of the authors in the process of music reception and valorization.

As for the background, in which such theory makes its stand in, the paper presents
Ukrainian town Murafa (Eastern Podole). The idols, which are leaders of various musi-
cal groups in the town, tend to participate in so-called debate over the state of musical
affairs during the liturgy. The respect they are granted by the lay and the clergy is rep-
resented by two opposing camps, two aesthetical positions: Polish-catholic formation of
religious and national identity and Ukrainian-catholic, tied to the new forms of musical
expression of the sacred, that came after the transformation period. Both are rooted
deeply in historical, cultural and social context.

This context, described as post-socialism, should be re-approached as not only the
problem of change, but also as the ongoing discourse of resistance and the conflict of
globalized, glocalized and locally cultivated, domestic tradition. Surprisingly, in such spe-
cific and in some ways isolated terrain, there seems to be the same notions, that shake
the ground in the opera houses all around the world — which tends to valorize music
because of its author’s value (also political), not because of the music quality.

THE SIXTH INTERNATIONAL CONFERENCE-COMPETITION FOR STUDENTS IN MUSICOLOGY
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PARTICIPANTS 2015 BACCALAUREATE

Mariam Mepharishvili

Thbilisi State Conservatoire, 2" year

Scientific supervisor:
Doctor of Arts, Professor Marina Kavtaradze

In 2009 graduated E. Mikeladze central music school’s theoretical department. In 2013 gradu-
ated from St. Grigol Pheradze Thbilisi University, faculty of journalism. In 2013 she continued
her education in Vano Sarajishvili State Conservatoire, faculty of Musicology.

SEMANTIC OF TANGO AND ITS MODIFICATION IN THE MUSIC OF
20™ CENTURY

The primary genre in classical music, particularly the establishment of the dance
genre becomes as some kind of regularity. Menuet, Waltz and other dances passed such
way from the routine forms to the Symphony. One of the latest dance is tango, which
was born from the depth of “Dirty Dancing” firmly entered in the 20th century professional
music. This paper concerns semantic of tango and its modifications in the music of 20th
century.

Basic postulates, as the plan, which will be fully discussed to this topic, are:

1. Birth of Tango, as a cultural symbiosis of Rio de la Plata;

2. Invasion of Tango in the classical music;

3. Tango in Ballet and Opera music;

4. Genre modification of Tango in the Jazz, Blues, by the merging to the Paso
Doble will be discussed according to the compositions of Chick Corea and Gipsy King;

5. Tango in the Soundtracks;

6. Modern Tango, as the project.

The genre transformation and different contexts gives us the possibility to look
through the theoretical-historical aspects of the semiotics of the primary tango, accord-
ing to the study in the semiotic field.

THE SIXTH INTERNATIONAL CONFERENCE-COMPETITION FOR STUDENTS IN MUSICOLOGY
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Archil Nikatsadze
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Scientific supervisor:
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In 2013 he graduated from the Technical University. He was mastering music education in
N 25 Music School, Z. Paliashvili Music School. He also graduated from the Mikeladze N 2
Central Music School piano department. During hid study period he took part in different con-
ferences: The Fourth International Conference-Competition; The Sixth International Confere-
nce of Shota Rustaveli’s State Theatre and Film University and other different musicological
events.

THE ISSUE OF A COMPOSER’S CREATIVE FREEDOM
IN A TOTALITARIAN STATE

This work deals with the peculiarities of a composer’s creative self-expression un-
der a totalitarian regime of the 20th century on the example of creative works of the
soviet composers in the 1930s and -40s.

The purpose of the thesis is to show creative principles of different composers
established in conditions of a totalitarian regime and how the impact of the system is
reflected in style, genre and dramaturgy levels.

Under ideologically restricted conditions each composer chooses different path for
self-expression of one’s creative individuality. From the viewpoint of the attitude towards
the process of “adaptation” to ideological pressure, various approaches take shape
based on different individuality of a composer. Proceeding from the above mentioned
three major layers of political system and composer’s coexistence have been singled
out:

Category | - when the composer manifests tolerance to the system, takes into
account all the demands of a political elite and accepts a creative compromise that is
reflected not only in the subject matter of creative works but also in musical language
and dramaturgy.

Category Il - when the composer with all his creativity is in opposition to ideology
demands of the system.

Category Il - is a sample of cohabitation when in the mentioned environment pass-
ing by the ideology composers manage to maintain their creative individuality in unbear-
able conditions and sometimes by various means of adaptation.
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In 1998 graduated from G. Tkhelidze Music School piano class in Chiatura. In 2014 she took
part in the student scientific conference and Giorgi Garakanidze’s Batumi 9th International
Scientific Conference of Folk and Sacred Music (Faculty of Music of Batumi Arts State Uni-
versity). Since 2002 she has lived in Mtskheta Samtavro Convent; she sings in the choir.
Scientific interests are connected with Church Music.

SAINT EUTHYMIUS THE CONFESSOR KERESELIDZE’S MUSIC
MANUSCRIPT KEPT IN SAMTAVRO CONVENT
(HISTORICAL-THEORETICAL ANALYSIS)

This paper represents the historical-theoretical analysis of St. Euthymius’ music
manuscript, which is preserved in Samtavro St. Nino Convent. The research of the hand-
written is carring out for the first time. Up to this date, the handwritten was unknown for
the researchers of church music.

In the paper there have been studied the reasons of being this manuscript in the
monastery archives, also the relationship between St. Father and the nuns. At the same
time, there is discussed the peculiarities of the construction of the handwritten. As it
known, during the notating of the chants only the first voice was recorded. But in our
discussing work the second voice of thirteen chants are recorded; in this connection we
have got some arguments.

Some of the chants from this manuscript are published in polyphonic version in
different chant collections. While working, all the note versions of the chants have been
searched and the comparative musical-theoretical analysis has been held; the results
are presented at the end of the paper.
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Asli Bala Askan

Istanbul Technical University

Scientific supervisor:
Doctor of Ethnomusicology, Professor Robert Reigle

Studied in Marmara University Fine Arts Faculty Photography Department. Until then, she
made researches about 20th century art movements for school projects. She started studying
Ethnomusicology in MIAM (Center For Advanced Studies in Music), Istanbul Technical Uni-
versity in 2013. Through the leading from previous studies she had in the undergrad school,
she started making researches about contemporary movements in Asian music, stages of
electronic music and their effects on popular culture, and musical movements in 20th century
Europe. Now concepts of free-improvisation and its reflections on cultural and educational
circles is her main research subject.

CONCEPTS OF FREE-IMPROVISATION MUSIC IN ISTANBUL:
A GENRE FOR HIGHLY EDUCATED AUDIENCE
OR ROOTS OF BASIC MUSICAL EXPRESSION?

Improvisation has been seen -and sometimes, also used- as a style for assessing
musicians’ ability to master their instruments. However, when it comes to free-improvisa-
tion, authorities and audiences from different point of views are still discussing and try to
put this genre in a specific status in different musical circles. As a genre known with its
adverse attitude to hierarchy in music, audience’s thoughts about this music may conflict
with the musicians’. With its limited but widely varied profile of audience, free improvi-
sation is an extraordinary genre, which gained popularity after late 1990s in Istanbul.
It’'s quite late when we consider the history of free improvisation. But during the years,
components of this music have been improved, and continuing to evolve. To identify this
place of free improvisation in Istanbul’'s music circle, topic will approached by two differ-
ent perspectives: “free improvisation as a style that is hard to understand and perform,
even for the people with high musical knowledge” and as “the most basic way to express
human musicality”. Those two different points of views also helps the project. Research
subjects are musicians who perform in this genre, audience, and music students from
different disciplines and academic staff from different universities who teaches about
free improvisation. Aim of this paper is to demonstrate people differences and similarities
between this genre’s place in social, musical and academic circles.
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Cigdem Baloglu

Afyon Kocatepe University Institute of Social Sciences, 1% year

Scientific supervisor:
Doctor, Professor Ahmet Biilent Alaner

She was born in 1988. She took piano lessons in the piano department at Anadolu University
State Conservatory. She entered the Musicology Department at Anadolu University in 2010.
In 2014, he graduated with a 3.63 grade point average. She presented many scientific papers
at the meetings while she was a student. Her basic research and interest are focused on
historical musicology. She recorded a CD, which she performed the piano pieces taken from
the book ‘The Study on 14 Piano Pieces Composed in the Period of Ottoman Empire’ by Prof.
Alaner. Her main area of interest is focused on Ottoman and Ottoman music texts. Baloglu
has published six international reports. Currently, she has been doing MA at the Graduate
School of Social Sciences at Afyon Kocatepe University.

“KADIZADE-i TIREVi EDVARI” KADIZADE-I TIREVI'S CIRCLES
(MUSICAL THEORY)

The study of Tire’li Kadizade -Turkish music theorists of the 15th century- which is
written in Ottoman Turkish and which is the first sample of its period has been transferred
to the modern Turkish without simplification (by giving glossary).

Twelve modes, seven dominant voices, four parts and forty-eight formations are
explained in the piece, in which the classification of Turkish Music modes is given or-
derly. The piece is transferred into modern Turkish with its intact textual features and it
is tried to draw a conclusion by comparing the twelve modes in the piece with today’s
samples. This study is an important source in terms of Musicology Department, Histori-
cal Musicology and Turkish Music History. The work came into view in accordance with
both my interest to Ottoman Turkish and my studies based on historical musicology. |
studied Tireli Kadizade, which is at “the unique work of arts “at Ankara national library
with the guidance of my lecturer. The importance of Kadizade dates back to Sultan Fatih.
He was a musician in 15th century. The text was not one of that original Kadizade’s art,
but an addendum. The text includes twelve modes primarily Rast, Irak, Isfahan, Kugek,
Buzurk, Zengule, Rehavi, Huseyni, Hicaz, Buselik, Neva and Ussak. Seven dominant
voice (vocals) Gevest, Nevruz, Selmek, Sehnaz, Hisar, Gerdaniyye and Maye are cov-
ered. The study is the translation of the original text to modern Turkish. In order not to
disorder unity | didn’t simplify the text. The main importance of the study is to present this
uncommon text to scholars.
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PARTICIPANTS 2015 MASTER STUDIES

Aydin Ciracioglu

Istanbul Technical University, 2" year

Scientific supervisor:
Doctor of Ethnomusicology, Professor Robert Reigle

Born in Mugla, Aydin Ciracioglu spent all his years of education in Istanbul. He has completed
his undergraduate education in the department of political science of Galatasaray University
in 2013. His undergraduate finishing dissertation was on the rebetiko history on a sociological
basis. He is a MA student of ethnomusicology in ITU, MIAM. He is also playing the accordion
and has been performing regularly the rebetiko and traditional music of the Western Anato-
lia and various traditions from Balkans and Caucasia. Some musicians he colloborated are;
Karantouzeni, Cafe Aman istanbul, Stelyo Berber, Areti Ketime, Sumru Adiryiiriiyen, iberya
Ozkan Melagvili and Yorgos Kapsalis.

REBETIKO IN ISTANBUL:
ONE GENRE, VARIOUS RECEPTIONS

Rebetiko is a style of life which includes, and best known for, the musical aspect.
It is quite controversial when questioning the Greekness and the Turkishness of this as-
pect for several reasons. First of all, the etymologists has not yet come to an agreement
about the word rebetiko or rebet. Also, one might observe several descriptions and time
tables for the original rebetiko. Taking historical and political events into account, this
study would like to share an opinion about the aforesaid problematic issue, utilizing the
literature on this subject, the interviews and the experience gained for several years by
residing among the musicians who somehow contaminated to this genre.
Living in Istanbul since 1994 years and listening/performing rebetiko since
2007 in various places in Istanbul, we can say that Istanbul is living ,somehow, the
revival of the rebetiko through republication of Greek artists’ albums, newly released
albums of Turkish musicians and concerts which take place in a large fan of halls, from
1500 seated halls to a simple student bar. The return of the rebetiko is not a coincidence,
however, the most crucial fact is the way of reception of the genre. From this point, we
will try to analyze ways of appropriating the rebetiko by Istanbuliotes. To make the sub-
ject more comprehensive, a brief history of rebetiko and the Turkish-Greek relations will
be introduced. Also to convince some points which will be declared in the study, scores
and recordings will be utilized among the other materials.
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PARTICIPANTS 2015 MASTER STUDIES

Ozge Cigdem Denizci Gorgiilii

Mimar Sinan Fine Arts University, 3 year

Scientific supervisor:
Assit. Prof. Alper Maral

In 2000, she graduated from Istanbul Fine Art High School. That year Denizci was accepted
to Yildiz Technical University and she graduated in 2008, specifically — Georgian Polyphony
in Georgian Folk Music. In 2010 her book ‘Georgians: Language, History, Culture and Music’
was published by Chiviyazilari Yayinevi. She made a documentary film about ‘Georgian folk
songs’ called “Georgian Voices”. Her articles were published in many music magazines, other
magazines and newspaper, as well as internet sites. She is still studying about ‘changing
musician identities with the usage of internet’ with Melih Duygulu in the Department of Ethno-
musicology and Folklore in Fine Art University graduate degree.

THE CHANGE AND POPULARITY OF BLACK SEA MUSIC IN TURKEY—
REGIONAL INTERFERENCES WITH THE CAUCASIAN MUSICAL
CULTURES, SOCIAL- AND MARKET-DRIVEN IDENTITY DISCOURSES

While the whole world with its manifold cultures is facing drastic changes in the
21st century, also the music changes—its ways of production/reproduction/distribution;
for sure, but moreover, its definition(s). Among many genres changing their definitions,
“folk music” is maybe the most interesting idiom to observe.

In Turkey the picture is not that different: In the last couple of decades, some im-
portant kinds of folk music have changed strongly and started being even popular. One
of these identity-dominated folk genres is the so-called Black Sea Music—the origins of
which can be searched/found and still performed in Eastern Black Sea Region in Turkey.
To underline shortly, this music is not only Anatolian, it also embraces elements of Cau-
casian (Georgian, Mingrelian) cultures.

Since 1990s, this music is getting more and more popular. Thus, it also rendered
the penetration of other popular music genres, instruments, markets, venues, etc. into
Black Sea Music, consequently changing its very nature.

The popularity of Black Sea Music — in a continuous change—enhances. In Tur-
key, the impact of the increasing use of Caucasian elements (Georgian & Mingrelian
manners and idioms such as polyphony, gestures, instruments, etc.), which play an im-
portant role therein, still need to be researched. Consequent findings and data shall
also enlighten the connections, interrelations, enriching differences of cultural identities
among Caucasian and Anatolian inhabitants through music- and changes thereof, and
maybe serve as a model for similar cases.

THE SIXTH INTERNATIONAL CONFERENCE-COMPETITION FOR STUDENTS IN MUSICOLOGY
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PARTICIPANTS 2015 MASTER STUDIES

Karolina Kolinek-Siechowicz

University of Warsaw College of Inter-Faculty Individual Studies in the Humanities, 2™ year

Scientific supervisor:
Dr. Matgorzata Szyszkowska

Karolina Kolinek-Siechowicz — MA student of Institute of Philosophy. Scholar of Ministry of Sci-
ence and Higher Education (2012-2014). She graduated Frederic Chopin Music High School
(oboe) and University of Warsaw. In 2014 she defended master thesis in musicology, now she
prepares another one in philosophy. She took part in many conferences in Poland and abroad
(e.g. SysMus 2013 in Genova) and published several articles in polish magazines. She is
interested in philosophy of music (especially narratives in music and autheticity), aesthetics,
and historical performance. She works as music critic and editor of ,Ruch Muzyczny”.

AD PERSONAM: SOME THOUGHTS ABOUT DIFFICULTIES
IN TRANSLATING MUSICAL EMOTIONS INTO WORDS

The aim of the paper is to introduce the main premises of the Persona in Music
Theory (Hatten, Robinson: 2012) which tries to create a coherent narration about music
explaining the problem of musical expression and then controvert this view, showing
how it can impoverish our musical experience. Adherents of Persona Theory claim that
Persona Theory enables treating emotion in music as “real” because there is a “musical
subject” who experiences them and we can think about his feelings exactly in the same
way as we think about feelings of fictional characters.

| would like to juxtapose main points of Persona Theory with the arguments of Pe-
ter Kivy (2009), Aaron Ridley (2007) and Stephen Davies (2003) who polemised against
it, showing that detailed narration about emotions in music may trivialize and go far
away from grasping the essence of musical experience. The final section of the paper
presents the problem of ineffableness of such experience and compares it with the issue
of musical thinking raised by Jerrold Levinson (2003). The conclusion is that the analogy
between music and literature propounded by adherents of the Persona in Music Theory
should be considered with the utmost caution in order to retain the uniqueness of the
musical experience and underline impossibility of experiencing music itself and following
its created narration at the same time.
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PARTICIPANTS 2015 MASTER STUDIES

Shorena Metreveli

Tbilisi State Conservatoire, 1%t year

Scientific supervisor:
Doctor of Arts, Assoc. Prof. Tamar Chkheidze

Was born in 1991, Rustavi. She has studied in Rustavi Z. Paliashvili Art School. In years 2010-
2014 she has studied in Tbilisi State Conservatoire, bachelor degree - faculty of Composition
and Musical Theory with the specialty of Church Music. She has participated in the local and
international conferences. In 2013 acquired D. Arakishvili scholarship. In 2014 was awarded
for the “Best Presentation” in the Fifth International Musicology Conference-Competition. In
2014 was granted with M. Andriadze award for the work: “Chants of Episcopal liturgy in Geor-
gian church tradition (Musical-liturgical analysis)”.

THE SYSTEM OF FEAST CHANTS
IN GEORGIAN LITURGICAL PRACTICE

In the structure of year in Church the feast system is very important. The aim of
the paper is to demonstrate musical-liturgical peculiarities of the feast liturgy and to
determine those specifications, which distinguish it from the weekly or liturgies of other
days of seven.

While working on the subject, historical information about the origins of the feasts
and the authors of hymnographic material, created especially for these occasions, were
found.

The extant musical manuscripts, which have kept the chants of the feasts, were
analyzed in order to identify musical-liturgical characteristics of chant material. Accord-
ing to the musical manuscript of St. Filimon the Chanter and St. Ekvtime the Confessor,
which are preserved in National Center of Manuscripts, looms the diversity of chant
genres on the examples of exaltations, stanzas to Lord, themes, the matins, anthems
and other musical patterns. In liturgy those are exactly the elements, which carry the
dogmatic origins of the feasts; they form the core idea and create the festive mood. The
specific musical-liturgical features, which are analyzed in this study, along with historical
facts, show exclusiveness of feast music in Georgian liturgical tradition.
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Giorgi Kraveishvili

Thilisi V. Sarajishvili State Conservatoire, 2" year

Scientific supervisor:
Doctor of Arts, Professor Natalia Zumbadze

Born in 1989 in Thilisi. In 2011 he graduated from the bachelor’s degree course at Thilisi State
Conservatoire (specializing in Ethnomusicology). With the same specialty, he graduated from
the master’s degree course of the Faculty of Music at Batumi Art University. Since 2013 he is
enrolled into a doctor’s degree course.

Since 2010 he works on the musical folklore of the Georgians living abroad. He has defended
diplomas, participated in conferences, has led expeditions financed with personal sources
and with sources of Rustaveli Science Foundation, has published articles, etc.

ISSUES OF RESEMBLANCE AND DIFFERENCES OF THE LAZIC AND
MEGRELIAN MUSICON THE EXAMPLES OF TUNES AND
SONGS OBTAINED IN ARCHIVAL AND AUTHORSHIP EXPEDITIONS

The aim of the work is to mark general similarities and differences between the Me-
grelian and Lazic folk music. Here we imply those regions which historically represented
one larger region of Georgia.

Lazic musical folklore, just like Megrelian, stands out by the abundance of sad
lyrical songs. It is remarkable that these songs are often performed on the Kamancha
with strings and bow (Lazic name of this instrument is “Tchilili”), just like Megrelian songs
performed on the stringed Chonguri. Both of these musical instruments add to the songs
more of sadness and serenity.

These coincidences must not be occasional.

Today Lazic and Megrelian folk music differ mainly in the point of polyphony. If
Megrelian songs are three-part till the modern times, the Lazic songs have, sadly, turned
into the unison, which was conditioned by the incorporation of this region of Georgia
into Turkey (In Sarpi the Lazic songs were polyphonized by non-Laz music teachers in
1960-ies or 70-ies). What about tchilili, decrescent parallelism of fourths is characteristic
for this musical instrument, which is alien for the Georgian music. Georgian polyphony is
presented in Lazeti only as the tunes performed on the gudastviri (Lazic ‘guda’).

Unfortunately, lullabies and dirges are not documented in Megrelia. We plan to set
an expedition with this aim, because it is extremely important to record them to compare
to analogical Lazic songs.
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Oskar Lapeta

Warsaw University/Institute of Musicology, 2" year

Scientific supervisor:
Ph.D. Alina Zérawska-Witkowska

He graduated from Psychology at Cardinal Wyszynski University in 2010 (MA thesis: Tem-
peramental and Personality Conditions of Perception of Musical Pieces and Preferred Musical
Style); graduate of Musicology at Warsaw University in 2013 (BA thesis: Sources and Recep-
tion of Eugeniusz Morawski’'s Symphonic Poem “Don Quichotte”). He is currently working on
a thesis about life and works of Eugeniusz Morawski. He has so far co-authored the launch-
ing of the popular music magazine “Presto” while also performing the duties of the managing
editor (2012-2013, 6 issues). Lapeta is also the author of over one hundred popular articles.

WITOLD LUTOSLAWSKI’'S SYMPHONY NO. 1 AS CONDUCTED
BY LEOPOLD STOKOWSKI -
RECEPTION AND COMPARATIVE ANALYSIS

The aim of the present paper is to analyse the reception of Leopold Stokowski’s
performance of Witold Lutoslawski’s Symphony no. 1 and to compare the most impor-
tant recordings of this work against Stokowski’s intepretation. In the repertoire of the
American conductor, contemporary music occupied a very important position, and Lu-
toslawski’s music was certainly appreciated by him. Symphony no. 1 was performed by
Stokowski in Warsaw on 22" May 1959. The performance was enthusiastically received
by both the public and the press. Lutoslawski, however, in a private conversation with the
publicist and editor Roman Jasinski, criticized heavily the way in which Stokowski treated
his work. This blatant discrepancy between the composer’s view and the opinion of the
press invites questions about the quality of Stokowski’s interpretation that was issued
by the Preludio label in 1995. Therefore, it is my intention to compare the performance
by Stokowski with that by Lutoslawski’s and other conductors appreciated by the Polish
composer, such as Esa Pekka-Salonen and Stanislaw Skrowaczewski. The results pin-
point the differences between Stokowski’s performance and the indications in the score,
thus allowing to look at Stokowski’s oeuvre from broad perspective, for his performances
remains controversial to the present day, and yet thanks to his unquenchable advocacy
of new music, he is frequently described as the most important and influential conductor
in this genre. The paper also includes a reference to the Polish episode in his career, an
event hardly recognized in the literature.
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Nino Razmadze

Tbilisi State Conservatoire, 1%t year

Scientific supervisors:
Doctor of Arts, Emeritus Professor Rusudan Tsurtsumia,
Associate Professor Davit Shughliashvili

Ethnomusicologist, employee at the IRCTP. Main focus of the study is Georgian folk instru-
ments and instrumental music. Also works on various aspects of Georgian secular and sa-
cred music. She is the author of several radio programs and newspaper articles. She has
participated in local and international scientific conferences. Nino Razmadze is awarded by
the stipends and prize. Organizes independent field expeditions. She is the author of different
project and co-author of the two books.

ON THE PROBLEM OF MODIFICATION OF
GEORGIAN TRADITIONAL MUSICAL INSTRUMENTS

Musical instruments represent the most important part of the material musical her-
itage of the world. They convey to us historical, social, musical and emotional informa-
tion, represent a tool of the cultural cognition, and occupy a special place in preservation
of the cultural memory.

On one hand, the physical forms of the musical instruments, the sounds they make,
the corresponding performance practice and repertoire reflect the knowledge and expe-
rience of the previous generations as well as the ways of their musical thinking; on the
other hand, proceeding from the different visions, the modern performers create different
interpretations, the novel practice, new forms of musical instruments, in which they instill
the national musical identity or perform the music different from the traditional style.

The theme of the report is several issues of the transformation of Georgian folk
musical instruments occurring both in the individual and in the collective art. The issue
is topical as in modern Georgia, besides the traditional ones, there is widely adopted the
non-traditional, temperate ensemble practice and musical instruments made of distinc-
tive materials and technologies, having different sizes and looks. Apart from the outward
transformation and changes in arrangement, some essential changes involve also the
repertoire.

The report reflects the relationship of the modern Georgian society to the issue in
question and opinions on the tradition and innovation, on the possibility of their coexist-
ence.
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Melanie Walters

Elder Conservatorium/The University of Adelaide, 4" year

Scientific supervisor:
Professor Mark Carroll

She completed her undergraduate studies at the University of Sydney, and completed a Mas-
ter of Music degree at the University of Adelaide in late twentieth century Australian flute
music. Her PhD is on the flute music of German-Australian composer Felix Werder. She is a
founding member of the new music duo Stereo/Mono and has performed with many other en-
sembles (Soundstream Collective, Stables Flute Ensemble, Chronology Arts). She received
the 2012 Naomi Cumming Prize from the Musicological Society of Australia, and the 2013
Elder Conservatorium Postgraduate Prize for Research Excellence and was a finalist in the
University of Adelaide’s Three Minute Thesis competition.

THE AESTHETICS OF ALIENATION AND
FELIX WERDER’S COMPOSITIONAL PHILOSOPHY

From his childhood growing up Jewish in Germany during the rise of Nazism,
through to his experiences as an immigrant, composer Felix Werder (1922-2012) was
on the outside of the dominant culture in which he lived throughout his life. His composi-
tional style was vastly different to the mainstream of Australian composition for most of
his career, and his music was met with hostility from audiences, performers, and other
composers. Werder was critical of many aspects of Australian culture, especially what he
described as the ‘inherent Australian contempt for intelligence’, and he frequently identi-
fied himself primarily as a German, rather than Australian, composer throughout his life,
despite having spent more than 70 years living in this country.

The stylistic influences on Werder’s music were numerous and varied, ranging
from Jewish liturgical music and Baroque music through to Schoenberg, Bartok, Ni-
etzsche, and Aristotle. But despite this diversity of influences, and despite the changes
in compositional technique as his music evolved, at the core of all his music was an
Expressionist aesthetic. This aesthetic arose from the alienation from society many Ger-
man artists experienced during the social upheaval and political changes of the early
twentieth century, and used violent techniques and distortion to express the turmoil with-
in the artists’ psyches. This paper will examine the ways in which alienation from society
formed an essential part of Werder’s compositional philosophy, and why the composer
was drawn to an aesthetic associated with the mayhem and change which occurred in
Europe in the early twentieth century.
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dobromso, dogbmbagols dggmo Gmpgmols dmdbbrg oym, gsbiggmo 4o 3gbbo dgbg-
©ode dsbros Lgomebrgo, ombrygol 3gbhamao (1725-1807) ,0sb53g00brmgg” dsgébrmbogols
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aﬂbodmbgab. 1776 V{]Q’l’ om@dob 336)0@3011 aobqomooado aoog3e Seminario Ves-
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§bebsbgmmo gogmbol Bogomomnby gamagze a3shzgbgdl, o bmamér asooacbs
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PARTICIPANTS 2015 PH.PROGRAMME

Federico Furnari
University of Sheffield, 1<t year

Scientific supervisors:
Doctors of Arts Tim Shephard,
Simon Keefe

After degree in Music (Classical Guitar), he achieved a Master in Musicology with honour. In
2013 he moved to University of Leeds in order to study for a Postgraduate Diploma in Music
(philology and editing). In September 2014 he started the PhD in Musicology at the Univer-
sity of Sheffield. he took part as a speaker at four International Conferences: 2010 (Pisa),
2011 (Rome), 2012 (Milan and Piacenza). he also wrote the voice “Angela Veronese” for the
Woman Encyclopaedia (Enciclopedia delle Donne).

His research interests are: philology of music, Eighteenth century instrumental music, and
Italian music in England in the Eighteenth century.

FROM THE STAGE TO THE PRIVATE LIBRARY:
CHANGING MUSIC PATRONAGE IN THE EARLY-MODERN ERA

‘Non-musicians collected scores in the same way as they collected objects for
display, because they needed them to substitute for the “house musicians” whom they
could not afford to maintain’ (Murata 1993). My research begins from this statement.

The Early-Modern era saw a change in the patronage system: until the early eigh-
teenth century

patrons paid musicians as court employees, but this became impossible over the
course of the century as musicians were replaced by paper copies of their own works.
This paper will consider two contrasting cases: one musician, and one patron, and their
different attitudes towards change. The musician is Giovanni Battista Serini (1715 -
1765), who sought to operate principally within the old model of patronage; the patron is
Henry Benedict Maria Stuart, Duke of York (1725 - 1807), who exemplifies the ‘modern’
model of patronage. Whilst Serini packaged manuscripts gifts in order to find employ-
ment with new patrons in Europe, the Duke of York built a large library of musical works
and sponsored events and musicians on an occasional basis. The Duke of York’s

library was donated in 1776 to Seminario Vescovile di Frascati in order to allow
anyone to consult the books. Serini, on the other hand, still hoped to invoke the personal
protection of a regular patron, the diplomat Robert D’Arcy. Through these two contrasting
characters, this paper will investigate how music patronage moved its focus from people
to the “surfaces” represented by the pages of books.
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PARTICIPANTS 2015 PH.PROGRAMME

Pawet Siechowicz

University of Warsaw/Institute of Musicology, 1% year

Scientific supervisor:
Professor Zbigniew Skowron

He received liberal education in the humanities and social sciences at Collegium “Artes Lib-
erales”, University of Warsaw (BA), received MA at the Institute of Musicology and finishes his
MA studies at the Faculty of Economic Sciences of the same university. His interests in the
creative oeuvre of Mikalojus Konstantinas Ciurlionis developed through conferences, publica-
tions of articles and culminated in MA thesis awarded with 2" prize of Zofia Lissa’s Competi-
tion. Currently he is starting a new research regarding musical markets while beginning Ph.D.
studies in musicology at the University of Warsaw.

CIURLIONIS’S DOUBLE DISCOVERY:
EXPLORATIONS OF MUSICAL IMAGERY AND PICTORIAL MUSICALITY

Mikalojus Konstantinas Ciurlionis (1875-1911) was a Lithuanian composer who
became a painter. In his diverse oeuvre various arts intertwine. Two moments of his
biography are, however, most inspiring. The first is the moment he starts to paint. It is
clear that his pictorial imagery is stirred by the subjects of his symphonic poems: “In the
Forest” and “The Sea”. The second, is the moment of the struggle to invent a musical
structure of painting. Pictorial cycles called “Sonatas” and diptychs of “Preludes and
Fugues” are the field of this struggle. Ciurlionis’s aphoristic piano compositions are full
of traces of his systematic endeavors to solve the problem of the synthesis of art and
music. They can be, in fact, interpreted as musical sketches of his paintings. To find the
analogies between musical pieces and paintings, I've proposed an analytical tool which
idea is based on the priority of making the musical line continuous and clearly visible.
Transformation of musical notation allowed for the discovery of structural similarities
between musical compositions and so called musical paintings of Ciurlionis. The closest
connection between musical and pictorial cycle was achieved in the case of two works
inspired by the time he spent by the Black Sea (Musical landscapes “The Sea” and So-
nata V). Ciurlionis’s struggle to achieve the synthesis of arts does not end at this point,
but is taken further, when the thematic line of the structure of a painted Fugue is taken
back to music becoming the subject of a fugue.
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Tamar Putkaradze

Thbilisi State Conservatoire, 2™ year of Ph.D Program

Supervisors:
Doctor of Music, Assoc. Prof. Eka Tchabashvili,
Doctor of Arts, Assoc. Prof. Marika Nadareishvili

Was born in Georgia, Tbilisi (1989). She graduated from The Tbilisi State Conservatoire
(Bachelor - 2010; Master - 2013). Her thesis entitled “The New Counterpoint in the latest
Georgian Chamber Opera”. She is active as a composer, having written peaces for solo,
chamber music and orchestral formations. She has participated in different festivals: "Compe-
tition For Young Composers” (Switzerland, 2008); “Women and Music” (Georgia, 2013); “Lake
George Music Festival Composition”(USA, 2014), and others. She received David Toradze
scholarship (2010-2011). Her piano peace “Road” (2014) was published in sheet music col-
lection “12/12”.

TIME-SPACE AND NEW COUNTERPOINT IN GEORGIAN MUSIC
(BASING ON THE SAMPLES OF EKA CHABASHVILI
AND REZO KIKNADZE MUSIC)

Universe and human exists in coincidence of “Multitimes” layers. The problem of
time and space categories relationship is particularly actual in XX-XXI century music.
The main focus of contemporary composers is directed towards the different understan-
ding of these two parameters. The main thing is an illustration of time-space aspects’ via
characters, modes as well as perceptual-psychological impact on the listener’s sense of
time. As a result composer’s individual and original time-space concept is formed, mostly
related to the compositional technique.

In the presentation the concept of time and space in music and its influence on
the emergence of new types of counterpoint will be presented. This phenomenon will be
discussed on examples of Rezo Kiknadze and Eka Chabashvili creations. New counter-
point types’ are important technique for many contemporary composers, which deter-
mines the importance and difficulty of study this problem.
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THE WINNERS OF 2014 YEAR CONFERENCE-COMPETITION:

Ekaterina Dolmatova (Russia) — Best paper of BA student

Teona Lomsadze (Georgia) - Best paper of MA student
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ORGANIZERS OF THE CONFERENCE-COMPETITION
EXPRESS THEIR GRATITUDE TO:

Ensemble “Sakhioba”;

Student Chant Choir of Tbilisi State Conservatoire;

Rector of Thilisi State Conservatoire, Mr. Revaz Kiknadze;

Head of administration of the conservatoire, Mr. Nikoloz Khorbaladze;
Ms. Lia Kartlelishvili;

Mr. Irakli Evstapishvili;

Ms. Nino Chkhikvadze;

Mrs. Marina Chikhladze and staff of the conservatoire’s history museum;
Mrs. Tinatin Kandelaki and Ketevan Zhorzholiani;

Mr. Temur Bolotashvili;

Georgian State Hand Shadow Theatre “Budrugana-Gagra”.
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