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3mb39mBL  BMmMEg30bmbs s Lodxzgmbogmo mEM3IgbEGobogol
(1991F.) mto Bgosdisos odsb. 3oMggmo Fgoddbs 1980 Famb, Mmogbag
3m33mbdo@mco Imbzmgol 3mbLgHgze@m®mosdo LFsgmmds. mdomoaley-

15 ggom oenmobmgo-gobgotadg o Botngs bostgndgomo. dnbogomymo bofom-
3mgdol sbomodo (mdomabo: mdomabol bobgmaFoxzm 3mbLgHgsGmEool 3sdmd(39d-
mmds, Il godmsgds, 2012), 39-49.
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Mo 36Mgdoghs Bggs 1980 Famb 30 bmgddgdl, 3mbbgtgedmEool o
LOgMbEIMEM EsMBSBT0. doybgsgsm 0dobs, M3 bofecdmgdds magol
MHmdg Logdome oEo sM0sMgds dmodmgs (1981 Famb LLES-L sboem-
30bM©s 3MA3MBoG MM gdol 3mbinebdg 3otMggmo 309d0s), S3&MML ym-
3930l 3gmbos g3ob3s, HMI bofs6r3mgd o o6 nym LEMmxzsbmgbso
aobbbomo gadYMo bEomolb 033Mmzodooymo dmbgds, o Jobogol
domosb 3603gbgmmgsbo oym. Lodgmms LEgMgME039d0l msbsbdsc,
®5d0 ,dbmdndo IMLogob e 3989amEM0530 gobobomgdmes, Fgbadsdo-
Lo, 0dbsbo 83509806 INLogobmsb dobo Lobmgdo o6 ¢Wbos ymayo-
moym dobobomdgdgmo Lodgmoms dLbdgbgmobogol. sbomo Mgmsdios
B90ddbs 1991 Faemb, Lowsi Jomosbsw Motymgzomos  ©mMEYIdBMbo-
@60 360630305 s M9 30Mzggmm Mgesd30sdo gobo 306036930l Lobom
094m dm3939mo, of 3m33mbodmMo bLEmmsew 53mmgbl K%odol dodstro

©053m 300939 gdsl: o6 dmzgghoeg s anmsebooms 85353909 ob 0d-
36mz0do(300, M@ 1 Imbs339mTost’’

»3M0(3960&T0 FMOEG93056mbs s Lodxgmboymo mEm3gb@Hobomgol*
ME009MHNJdggdsBos LogmbEgh@m, Lmbs@nM-Lodxnmboymoa, godyMo
R 35ddbsmdol 3006303930, o3 boFoImgdol gobéol s LBomol
©mbgdg 3mobmgds. bsFomdmagdols IMbogomane Jumgom3o Fotrdmmag-
Boemos goBal, 3msbognéo s Jomamo bambaemo 3nbogol 3s68mbo-
mmo bLobomgdo. MM, Hmamt 93&™MM0 5mbadbsgl, dobo Jodsbo sts
53 bodo 0o NmMadols s353F0Mgds, 9839 NROM 3msbogneo s
®oDMM0 LGOmMYdOL EosbEMMgds oym. ZMMIs gsdmadhggs LGGONIED-
6oL boBogmon s LEdFTYMdIMom. bofsBdmydBo ®sb3ndwgztrnmew
360l godmgmgbommo bmbos@neo gm&mdob yzgms sdsbsbosmgdgmo bo-
Bob-mg0Lgds.

bofotmdmgdol bLogm&@gdnsbm 3otm@ns 36 yobzsmyg ymgMsmmdom,
Lom®om 30689mdNmo s L3gE0xk03N6M0 LeTgdbEnmgdemmm Lotoy-
moo babosmegds. smbsboBbsgos, Hm3 gob@sba 3ob0dgd 3mbig®@o ,bo-
3nosto bgmobomgolb® Bgddbs. dmamez 3bmdomos, dobo Logmed@agdo-
3bm LsBgabOMMgdmm 3obgcs 30HENYMDMd0m, BgMHgdol LodoMom
5 @gddmnmo bonsblbgdoo godmamhBggs. ghmo dbGg, Lagm®mEgdosbm
g0 g omdol L39E0BOING Meg0LgdNEMgdSL Fotmdmeagbl mé3gLGmM-
mmds (FogdbodomyBoss godmygbgdymo Mm@ g305bmb yggmes Mgbme-
bo), 3gmerg dbGog, ogo B0o@3-bgdisool LeBgdbemmmgdmm gmgdgb@gdo-
005 3963bggomumo — sbom@ysdo Logmogzol Bmbdiosi gbodgds, Moi
3bg3g 3090mgdL 393F0Mdg ROBoL LBgabErMmgdmm L3gEoBo3oLMSb.

16 JImutpmit ¥xoB, 127-129.
17 3obadg, 0b@ghgos.
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by 930dmMYdBo 3odmygbgdmmos SMBGEOLoEONmo  30560LE Mo
BgbEOnmagdols LoBnomagdgdo, dsgsmomsm, Bgmol gmmgdoom s3360L
bagdbo (9.§. 3emobGghgdo, 3oHE0GMMSTo (308600 N58),* Hormmo 3meno-
33mMenmo 3md3mgdLgdo, obmbotmgdamo s3mMadol 3sMamymoddn
9439ms 6930L@®M30, 30HENMDNmo 3sboygdols 3obgswo (3. N10, 20, 23,
53, 69, 74, 79), 3mmoto@dnmmds, Rsto Mg3g@0E0gdo ghm daghadg
36 o3mtdg (3. N31, 73, 79), bsbatdmogewe gsdgmtgdnmo Hoddnmo
bog9090mdo (9.7 »a930%) s Lbg.

obggg 3mbg®@oL 3gLodyg gd3odmeo (3. N68), 3m33mbogmeol
0ddom, Foerdmowmagbl @MowoiEonmo xod-§Momb dyLE 0do@sEosl, 3
B9gdobg93930 ,a5L306g3mm* dsbob 356@0slL, MO 3MbGEMEdSLO, sGedg
d3b-go@oms n3Msgb 9.§. ,Walking Base“ (dmbostrogemg 3560) ¢9db03530,
o3 Lgobgol Jmogstrn ©sdsbobosmgdgmo mzgobgdss. s0boBbamm 9.7.
»RODNEO” Imbo339098B0 36033bg9mmzo60s mommbols Aobedge LszMeg-
0o ®anRoL 5gBoNMo BMbd0s. gobbognmEgdom LognEmopmadms G-
3ol 3oMG0s, OHmIgmoa dbol BMbdiEosl sbEMmadl s dob-go@otols
35M0mMgmMMMO 300560 gds, Moms3 9dmoghgdl dob bImgzgebgdsl. &«-
3oL 30600l 3560l BMbdioom Fotrdmhgbs GEomozonmo gadab 3g6o-
™ol bogmemgsbygmo Imbostrmmg me3gbEMgdol sbmEoszosb 0fggal
5 3m33mBoGMAL %obob BgLagdmMsb 8393906 gdL. Moz Bggbgds abat-
&Yd3 Lo3Mo390L, 350G NMTo o6 a3bzogds RKOD-MSdol oM 0s.
Laobaol Mo@do s L3gEEROINMO JMagMsmds domPanmos doMoms-
50 LomM39LEHM Lot EYs3o xamxzol 39339mdom, Mmndis 3Mbigc-
&0l 3gbodg dmbozzgmBo obotBysd 0blb@Mmymdgb@dg Bgdbermmagdgmo
3060-Lgdg" Lgobalb 9.§. PmoNggdom® M3EsgzL. 3M33mBboGmEo xbnd-
bnmmob 039380693000 50b0Bbogl, Gm™mI 3MmbigmGol 0bLE®MIgh-
&9mo Jgdoagbemmdol 5dageto ggb@oom, dsb 3ogg ghombgm Lneos
bobo gogbgs, Hm3 bsFotmdmgdals yggmodg ,,mo30LNRsmO” ©s ,%oDNEMO"
3mbs33900L gmghomdol domFggs Bgbadmgdgmos gmsbogndo obld-
6993968900l 3odmygbgdoom. dsb-go& ool s Msdol 0bl@®0dgbemmo
J09Msmds bofotmdmgddo 36ogdgb@nmaom, bmmme 39mdobsion®,
Robsmué 930bmm3o ggbgogds.?

53009650, boFotmdmgdol b3g30830300056 35dmB0boty, ngo gdbere-
mgdmobasb dmombmgl s60dstmrGm 30560B3ol LErMemymezomgdsls, dob3-

18 3. 3obodob Bggb dogt gosbsmodgdmmo str(396m0 boFocmdmgdo mgdrmg o6 godm(sg-
dmms, 5990056 go8mBobotyg, bLGsG0sBo, b5FoMBmMgdol sbomobolsl, s3@mEMabynm
bgmbof gt 3560 m®msTo domomgdamm (30836090L dmgzgobdmdon.

19 Mini drum set-3o gdsgommo bogMazgdo asd3moygbgds, Mmamd gedAM, abg 3esbo-
306 3qbogomac boFecmdmgdgdTo.
20 3obodg, 0b@atzon.
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&3dOHMBIL, 5MB0LEGODAL, 560dg sDOMZbgdal 033MMz0do30mmdSL
5 ®odob bgrmmgbgdol L3gE0B03NOMBOL gobol Mbsdb. Fobsomdwmga
B9gdobgg3930 Fgdbermemgdgemo 396 Fgdmgdl LHmymzomsw aodmb-
39L Fgbedsdobo gdmos s bsFotrdmgdol dbs@zermmo Rsbsgoddo.
LPmGgE ©d0@m3, ,,3mb3EaOGL BMOEGg305bmbs ©s Lodxzrmbonto
™6 398Mobmgol” Femgdol gob3ogemmdsBo, Ibmmmeo mogom 3m3I3mdo-
&mE0 sLEOMmgdos, Jonbgosgswe 0dobs, HM3 sMeghm Jobmggm s M-
bmgm 30560L@L 3Jmbros Liytgomo, Fggbermmagdobs bofscdmgdo. 2011
Pmo©ob, 93@mM3s go63399mPomoe bomds gosdmyboos Jotoggm
3mobogmb s goD-30060b@ gomégo Bogdodgl, HmBgemdss 3mbigm@L bo-
30560 LBgdbEOHNMadmm FGEMobgdo Fgbdobs s 2011 Fmowsb pmygd-
©g bofo®mdmgdo gob@oba 3ob0dol omogmmmdom dbmgmomlb strsgtrom

Jomogddo Bgbermmes Mooegbo Fothds@gdoo.

3- 3obodob “Bruderschaft” sem@ob, 306§ 9g3056mbs s
bodgd0560 MMZaLGGabomgal

3m33mbodmEol 3mbzg3@momntd dogdgddo, dob Jgdmddgwmgdsdo
90960 dmoz56M0 saomo NFotsgh bsfocmdmgdl LobgmFmogdom
“Bruderschaft’® sm@ol, 3mé@g3056mbs s bodgdosbo mM3gb@Mobom-
30U, 96m-gehm bsForImgdl, Hm3gmo(s yggmodg bJomow LEHMmogds s
6mIgmogg 1996 §gemb Bgoddbs sem@ob® oneo 3583980l szggmom. 3md-
3mbo@mtol ;mgdom, 353dg@olb mbmgbol msbsbdow, Mbos dgddbomoym
bofo63magdo gobol bomTo, HMm3gmToi Nbge 0dbgdmes sem@ ol 3s6-
&00bomgol gobzmmabormo 0336Hmz0ds30mmo G030l Imbszggmgdo.?

@bs 9006036mb, Gm™3 “Bruderschaft” msgmsdohggmo ggtlbooom
Roxod®mgdnmo ogm bm3Eobm Logdbmaumbobs s sen@ols bmenm dgdbere-
madmgdobomgal. gsdob Lydsb@ozom os@gzoMmmmo 0bl@MmMdgbol
Rotrmgs (bLogbmgmbo) 3mobogmé Lodgmbone 3s6:&o@NMsBo, dmbgd-
603005, 5dmoghgdl godolb sbmEosEon®mdol batobbl, mndis bofam-
dmgdo 306390 MgEsdE00m 36 Jgbermmadams. 306G sby gobodg om-
603653L: ,89 350689Mgbgdl, o9 Bmam® googmghgdl “Bruderschaft”
sem@obs o Ladbmxmbols Bogh... 30dOMd, HMI3 ghmbgm doobi Mbos
Bgbernmogl mszsd0Mzgmo 39Mboom™®

21 d6g®3on@o (Briiderschaft) — gg6dsbmmow ddmdol 6036sglb. dGOgMmdszs@om
Lob3gmob Jgbds  dgzgmgd o LaBGnmo MogMsmos, Mmogbsi Lobdobob ghmsw
BgbBs o39amdG9dLMSb sLmzotEgds. Lfmégro “Bruderschaft’-ol, dmamt (3 ddm-
30lbo s gMomdol 0gs ogem Logndgmsm 3. 3obodol Bofecmdmgdl.

22 39bodg, 0b6@gtrgoe.
23 o0dag.
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53 6556 gdob sm0stgdols s LomEbemobybstosbmdol edswsl-
&6 3dgmo Bogd@os oboi, O™ bmxrmomlb sMogho Jomsoddo LEmem-
©905 5 ymggmmzol oo mgsoEost 0dbobymgdl dbdgbgmmes IbGr0wsb.
3sb 39360 36mdoemo Igbogmbo @3603L, bmmm Logmth@gdosbm 3s6-
&osb, dmamt Tabo, mogoe 3mI3mdomMo sLENmMadl, Mowmgsh 1V
3mbo339030 L3gEoxk03mM0 Lobodmgdm 033OHMzodsEoNmo gmzsme-
60 Robstromos (Imgzoambgdl gaéramo Lodmggdol LsBgdbermemgdmm
LEOmU). Jogbgosgse 0dobs, HmA “Bruderschaft’ob dggéo LogmbigH&m
Robofgto omLgdmdL, 3mI3mbo@meo Lamzgomgbm 39Mbosw 1997 Fmol
odomobob bogmbig@m gbermmagdsl doohbygL.

“Bruderschaft” §o6dmowggbl mmbbofomosh 3md3mboiosl, dogésed
bofomms 0089 gbisotgdol dombgosgsm, Hmmmos, gobsymdmmm oo-
0mgnemolb sdmnzorgdgm 3mI3mdoion® BMbdiosdg.?t dmmosbmds,
39630006 9d0L ghmosbo bodol s6HLgdmMds ®kge Jowas Jmsbooddol
93mJosb 00gdl obsdsdl. bsFoerdmgdol 3mI3mbozos Fotmdmaragbl
0030bnxsm, Lodxgmbogmo 3mgdol Godob dbbgom goHMbsFomosh Lob-
09d96 gmMIsb, HMIgmBoz 033900900 Mmmbo asblbgaggdmmo dobdE -
30l dmbogggmo, HmAmgdo 90Isbgmlb gbsigmagds 3ombs-gbggbgdols
356939 o ghm0sb ©0bsdognt Botmmo (303mNMmdom sSmdgdoorm
3mbLEOHNJ0oL §Ibob. s3dgbo, (303mol MEMasbodgds, 3MmbGEMILEGL
353596000056939m0 LoTMomgdgdol godmygbgds, godgmmo mgds@ o
393306980 5 0336Mz0D5300 93 boFocmBmgdTo Lodxmboymos magobo
30Lom S SINM0sbgdl MSIsGmeaosl. “Bruderschaft’3o godsgéoro-
3b6gdmol BmmTo godmeol Hmbomb 3M0bi0dos, Mog ogmob bsfo-
mgdob LogHom mgds@nto 3ogBotgdom gmobrogds. dnbogsmado Jum-
300l 39630056985 5393Mm0s sSem@ol, BMOE9g305bmbs s bodgdosbo
™M 39bEM0L osmmaol s 3MbEGILGNMO g3odmegdol s3ocab3o-
6930l 3606(303%g, G 3odmobo@gds ©0bsdognmo LoBmemagdgdom,
3603369cmmzbo  godmothggs BoamEsEoNmo BogENMs, dmmoym-
bog®-3mImxzmbogmo Bsd@NMoL ©s30Mobdomgdom, Fomm-Gmbore-
60, Ho@dnmo babgEzmomgdoom. bmmob@gdol 3mbEgh@omgds of me-
65396@nm-30mHGNmbymo dmbgdobss.

bofo63mgdBo Fodyzeobos sm@ol o6 0s, sl 13b0Tzbgmmzsbglo
oo, 3NLoZomNE-M35GNMHZ0NmMo oGZ0MMZS gbodgds asbafy-
39803 MmMasbnm osmmaBo FMEMEG93056mbs s MmEZgb@Mols 3o6-
&05Lmsb. 3MI3MmBboGmo Logmsgol Fgbsdmgdmmdgdowsb asdmdro-
botg, ynMomadsl LFmego dob G gddemm L3g(308035dg 935630 gdL;
sem@ ol §93d60 ,,3bodmmmaonto Lom®domn* gsdmomBggs (Il 6sFomo).

24 16sfommo Adagio, IT - Allegretto, III - Andante, IV - Vivace
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0bLEHNIgbGNmo 3odm3bobggmmds godDNMo LEomobGozol Lodwoc-
Mo bobosmwgds (Il, IV bsfomo). gbmo db6og, ob dmsgsto ,3gMbmbs-
7055 endmol Fodyzeb 3mbd0odg 356808 MM3o dobo sd@ono Gmmo
398939 gdL. 3mMHg3056mb 356:@0s ©0bsdozncons, 56 9d39dwgdsthgds
339366 396mbgdl s FgboboTbogo 3oLMbmdL sg3@mEMobgmmo sSDHmg-
6980l 0336Hmz0BDoE0Nm dbgdol. Logm® @ gdosbm 3s®m@0sdo godmgemg-
boemo ©083dob, Im@0zgdol, szmtenmo Fymdolb bJoco dmbsigmgmds,
BgbEOrnmagdol mogobagsmo 300bisodo, boswos, 3936 Loghom mgobg-
B3l 93mgbl &ad-Inbogmbgdol LosdMmgbm 360bz03gdbes s dsmo Jgb-
Ommgdol bgemmgbgdobmeb, o gobbogmm®mgdamm 3athdbmdgmmdsl
3boggdl dnbogsl.

BOMImEO0L, goDobs o Zmobogmdo INbogol 0b@gatsiool
36Mmgbo gobbsgmmmgdom bosmmow gmobrogds “Bruderschaft”™ob 1V bo-
fomBo. 50bobymo Imbs 33900 30moMgds Gommalgdnmaowm, Mo bo-
Losmgds M0&3nm-0bsdoznco, Ggdddmmo, Mgaob@dmymo ddstrwo
30353mMd0m. 3mM0dMbGsmobs ©s 39H@0z5mol ghmodmymo Jgbg-
30056 Fomdmoddbgds GMoymo s3mBonmo 3m33mgdbgdo, Moi magol
603, RODYO 03003YMBO® JgMHOEMBIL dowgdl. domFgmmos ,dm-
&mEmmo JmdMomdol” Fgamdbgds, Goboi gobbogmm®mgdoom gob@sba
3ob0dob L3g30x803MMs gsdm®Pgmmo Lodmghol dsbgms, Lobodmgtm
0336m30d5309m0 3M3sneo Rsbsthmo sdmoghmgdl. gmasmaumo 3ot-
&0, HmIgmboi ,Fo65dmgol” gnfmogdom, osbsgmgom Ladstrmzggmml
B 3rmeob gergdgb@gdomas gedbgasmamo, 3gMdme 3o 3ndymo ©s
39a6amo LeBgdbeOMmgdmm bEomob 0doGoiosl Focrdmowagbl. s3g3s-
Mo, ghmo dbMog, gbggdoom basmbamo dnbogzolb gbermmgdol dsbgmols
030853300, dgmerg bog, babgdgs RIdBNMMO ,L3g@oL” - 9@ gduE™, 306-
&mdYmo 3m3omodgdmmo 0330mz0do00l godmygbgds. Inbosmado
Jbmgomo dommosbow godbggomumos gmbmgsdols gmgdgb@gdoom, brog-
35 sbogmagom bodomggmmlb gmmgmmeymo Jscmdmbonmo IHggdals
5 denndob 3ommb 3mEodmbGsmbs s 3g@0zsmBo gmmMmmobotygds,
6 m39em0o3 96056 0b6EMbsion® 3mI3madl Focrdmddbols (3. N108).

o3 9ggbgds 1V bsFomol Go@dnem 3mmbsoiosl, bodxgmbonto m-
39L@60b 0bLE®N39689gd0lb 39339mdom brogds GMswoizoymmo bzobgol
60&3dob 0do@otgds. bgobaol Go@Inmo 3Mmboios Jomfgmmos b3o-
60 dg@MYmo PsM®39300 ©s H0o@dob ,EGHommodsool” dgdzgmdom
(Be3dogdgmo 930398900, Lyazgbzogdo, pizzicato-b IGEobgdo s
Lbg.). 93539 ™ML 0bLEON3gbG N Imbozggml msb ghmgol me3gld-
6ol IMbozmbgdolb gg@dsmato Fodmdsbomgdo msobbdmgzgebdyg ,3“ o ;"
(- N113-115), Goosg obosd@ysdo bozmogol gxdgdols b3mgsbgdol
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03085300 bogds. bgobgo ®sBoL LEOMAL 5EMOdNEG, ghm-ghmo Lob-
&odbato dobobosmgdgmo 0fygds 3mbigh@ ol dgmmbyg dmbszggomowsb
(- N100), B3 350&0@uMsT0 omomgdeemos doboBbgdom ,,Solo Swing
Style® (3. N99, ovnds dobo Robobobo 3sbsdogs agbzwads). 3mI3mdo-
BMOL 3mbBH Bl 396@05F0 3odmygbgdmmo s93L g.§. “Walking Base”
8996035 @ 356080 NM5Bo(z B3000mgdnemos, ™I bobueggmos, 3mbE-
505L0L Pmghomdol godmogigds. g. gobodg “Bruderschaft’ol 1V bo-
ool Ygbobgd smboTbsgl: ,m0s, EoNnsM30 ,3583068355F Kod-M™ 0l
60839003 30 35g3L 3o3mygbgdmeman?

ombob0Bbogos, BMI mMogg bofotrdmgdBo bJomo gbgogdom 3o-
©9630m6 dmbs3zgmgdl, omdzs boFomdmgdol Rsbogodmowmsb gsdma-
©0botg, dsmgdmmom dogohbogm, 9.§. 300963060 dmbszzgmgdo
dmgobbgbomm, ,JmeNLgds®™?® Moz Jggbgds 53 Imbs 33909330 0d3Ermgo-
Bo309mmdob g5dmzmgbols ombgl, 3. 3050dgbmseb 0336 mgodo0s o6 3 -
mobbImdL Indoocgdol L3MBEGbYE 3OHMm(39LL. Fgbodsdobow, 3s6@0-
&06530 sbgmo Fmbs3zgmgdo o6 5ol Fomdmwmagbomo semgs@merymo?
603bom. sBOHMZgbgdol 0d3OMz0DsoNmMmMds 53 Fgdmbggzsadoi, mMgs-
bmemo gmFydol 3m33mBogonc 360b30398L.% 3. 3obodgbmsb 0d3Grm-
30053300 35dM0obs@gds 33M0bGNMMBom, M3dsBom — Moz 1gds@ Mo
doboemolb gotosEonm go6sddbsdo gmobrogds. bofomdmgdgddo brogds
0336Hm30bs30mmo Imegmohgds — 3mbgd@ ol JgdmbgggzsBo GMswo-
3OO0 ,Rx3d-GMomb” 0doGomgdom, bmmm “Bruderschaft” 303906b o3-
magbLb 9.7 ,dmenbob* 36106303006, BoE 3emobrgds Logm®m@gdosbm s
LomB3gbO™M 35MHB0ol osmMMane MOHMogHNMmdsTo 033MMm3z0ds(30-
mmo $o3ob “break” — 30096309960 &o3ob boggdmdgddo.”

25 3sbodg, 0b@gtzon.

26 ,dmernbo” (Chorus) godbL@sbostr@ol (s6 bgdabdagto Lbgs gsdmygbgdamo Bofot-
3mgdab) mgds (Igmmeos, BmEBs, 3omImbonmo dowmg) o dobdg oxndbgdnmo
Lo0d3Mzg0Bs0M 96 3MSbYoGgdNmo Imbo3ggmgdo; godMMo 3MI3mdoios M3gdgb
Bg30b393980 Jmembgdob bgeoobash Fgoagds. bmmob@o mgdolb GotamgdBo 033-
Hmz3000678L o Bggmdmos Logmmoto sdM0 Modwgbody ,JmEnbBo" gobsgometmb.

27 smgo@mMogs (Aleatory) 0d30Mmzgodoinsdg ©odystgdnmo msbsdgodmgg 3mI3m-
Booob 9d603s. &gM30bo ImIobstrgmdl Lo@ygowsb “alea” (3mgo, 3o8smgmo) s
603653L Bg8mbgggzoml. smgd@mermmo Logzm33mbdoiom Bgmmeo 3oMggmem asdm-
09496l 53563560@0bLE3s 3MIIMDoGMMgdds 3. FGmM33ondgbds o 3. dmgdIs (-
30m M Mm0bmgzo-xobgdastmodg s Botogs bowstgndzomo, 222).

28 a030 mMxmbogodg, msbsdgdmgg Jotonmo Inbogs gbomgdogob s bmomemmaonal
Bddg, mdomobo: go8m3(398mmds ,bgmmgbgds| 1985, 135.

29 Gunther Schuller, “The Influence of Jazz on the History and Development of Concert Music™
In New Perspectives on Jazz, ed. David N. Baker, Washington and London: Smithsonian
Institution Press, 1986, 22.
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Bdmgses 0336Mmz0dsEommds 3568 sbg 3obodolb Bgdmddgwgdals
353mdMo3909emo Lofyobos. 3603gbgmmgsbos, HBM3 mEogg bofomdmgd-
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Introduction

Twentieth-century art is characterized by its striving for synthesis, which
gave rise to a number of new styles and genres. A clear manifestation of this
tendency is the two-way relation between jazz and academic music - jazz had
a great impact on classical music, just as academic music significantly defined
the ways in which the art of jazz developed.'

This problem has not been studied in Georgian musicology, just as Geor-
gian academic music itself is unexplored from this standpoint, while in the
scientific literature of recent decades, research into the connection with other
directions of jazz, including the field of academic music, remains relevant.

Jazz was perceived by composers as the identity-giver of 20™-century mu-
sic; it was considered a musical symbol of contemporaneity, and its integration
into the genres of academic music with different interpretations spans the en-
tire 20" century - from Claude Debussy to present day.” In this way, musicians
created new unique styles that corresponded to the so-called “Third Stream™

1 Mike Zwerin, “Jazz in Europe: The real world music... or the full circle” In The Oxford
Companion to Jazz, ed. Bill Kirchner (New York: Oxford University Press, 2000), 534-535.

2 Frank A. Salamone, The Culture of Jazz: Jazz as Critical Culture (Lanham, Maryland: Uni-
versity Press of America, 2008), 50-54.

3 “Third Stream” originated in the late 1950s, based on the synthesis of academic music and
jazz. The term (1957) belongs to composer and conductor Gunther Schuler - the founder
of this direction. The works of this direction are characterized in an organic fusion of jazz
traditions and European composition technique, which is close to both jazz (improvisational
freedom, swing feeling, new shade of timbres) and “serious” composition technique.

72



Tamar Mikadze. ~ Vakhtang Kakhidze’s Creative Work in the Context of the ...

tendencies in European and American art — with the influence of “Jazz on
Academic Music” and of “Academic Music on Jazz”, which was manifested in
a single conceptual space, united by an artistic text.* This is evidenced by the
“Symphonic jazz” (Orchestral jazz) of Paul Whiteman, Fletcher Henderson
and George Gershwin; “Progressive Jazz”, examples of which are encountered
in the creative works of Gil Evans, Stan Kenton, Duke Ellington, Paul Hin-
demith, Igor Stravinsky;® “Cool jazz”, which some researchers call “European
jazz”; Dave Brubeck’s experiments in polyrhythm and polytonality; Miles Da-
" “Intellectual Jazz”; the “Baroque Jazz” of Jacques Loussier and John Lewis;
and the “Avant-garde Jazz” of Cecil Taylor, Ornette Coleman, Don Cherry,
John Coltrane, Archie Shepp, Pharoah Sanders, Albert Ayler, and others.®

In the phenomenon of jazz, Georgian composers were attracted to the
idea of freedom, with characteristic features — continuous rhythmic pulsation
of “new time”, improvisation, harmonious diversity and the so-called “magic

vis

theatre” magnetism of jazz.”

From this highly interesting topic for contemporary music, this article
highlights one aspect - the impact of jazz on Georgian academic music. The
creative work of Vakhtang Kakhidze, whose composing style is a clear example
of this process, is reviewed in the context of the jazz influence on academic
music. The urgency of the topic is determined by the peculiarities of mutual
influence and the mutual penetrability process of jazz and academic music
in Georgia. The research aims to ascertain the essence of the symbiosis of ac-
ademic music and jazz, basing this on an analysis of Georgian professional
music, more precisely Vakhtang Kakhidze’s creative work: his concert-genre
works (Concerto for Piano and Symphony Orchestra and “Bruderschaft” for
Viola, Piano and String Orchestra).®

4 Terry Teachout, Jazz and Classical Music: To the Third Stream and Beyond (Oxford: Oxford
University Press, 2000), 343-346.

5 JMuTpuit YX0B, ,, AHaJOTHM U acOLMalinM K Ipo6meMe J]ka3 1 eBpOIIelicKasi My3bIKa/IbHas
tpaguuus’. B Cosemckuti 0xas [pobnemovr Cobvumust Macmepa, per. Anexcanzip MenBenes
(Mocksa: CoBeTckuit KomnosuTop, 1987), 117-118.

6 Scott D. Reeves, “Gil Evans: The Art of musical transformation” In Annual Review of Jazz
Studies, ed. Edward Berger, David Cayer and Henry Martin (USA: Scarecrow Press, 2004),
12-14.

7 Bill Banfield, Cultural Codes: Makings of a Black Music Philosophy, African American
Cultural Theory and Heritage (Plymouth, UK: Scarecrow Press, 2009), 127-130.

8 Vakhtang Kakhidze - a 1980s-generation musician with a multifaceted education
(composer, pianist, conductor). His creative work has not been studied and researched yet.
In this article, we are going to assess and analyze his works and compositions for the first
time.
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Jazz in Georgian Academic Music

The 1960s saw the beginning of a new stage in the development of Geor-
gian compositional thinking, with the desire to master the ongoing processes
in European art of the late 20™ century. As for the use of modern technologies,
it can be said that Georgian composers applied this experience in moderation
and selectively, used fewer, or completely ignoring, the experiments in which
there was a complete break in the major-minor system. A common tendency
highlighted in Georgia in the late 20" century was the interpenetration of vari-
ous genres of music and the emergence of different, previously unusual, genre
hybrids.” However, the European experience was introduced in Georgian mu-
sic on a national basis. In this regard, the Georgian composers’ search for the
integration of classical, folk and jazz music is significant, happening quite nat-
urally in their music of the late 20™ century. The reason for this should prob-
ably be sought in the fact that folklore and jazz are similar phenomena - the
undocumented live process of thinking and creating artistic structure, which
combines improvisational and compositional principles of development in
their own way.'’ At the same time, jazz is a semi-folk phenomenon, originated
from the merging of the folk elements of different countries’ national culture.

This path is unique in its development dynamics. The 1960s revealed dif-
ferent extents of using jazz: different levels of its application in western Euro-
pean composers’ creative works, the separate music genres of Georgian com-
posers, as well as in pop, theatre and movie music:"

1. The use of jazz musical and linguistic resources and adaptation of
their individual elements as a means for updating traditional musical
language;

2. Imitation of jazz sounds with traditional classical instruments -
“colouring” in jazz style;

3. Jazz-style pieces that do not require jazz musicians to perform;

4. Structural integration jazz as a means of expression and classical
music.'?

9 Marina Kavtaradze, “The Problem of Genre-Stylistic Synthesis in Georgian Music” In
Collection of scientific works of Tbilisi State Conservatoire - Issues of Musicology, ed. Rusudan
Tsurtsumia and Marina Kavtaradze (Tbilisi: Tbilisi State Conservatoire Publishing, 1994).
218-228.

10 Rusudan Tsurtsumia, 20th Century Georgian Music, Identity and Value Orientations (Tbilisi:
Thilisi State Conservatoire, 2005), 124-125.

11 Examples of this are separate works of N. Gabunia, G. Kancheli, B. Kvernadze, V. Azarashvili,
S. Tsintsadze, J. Kakhidze, D. Toradze, S. Nasidze, N. Svanidze, P. Ghlonti. R. Kemularia, I.
Bardanashvili, G. Shaverzashvili, Z. Nadreishvili, and V. Kakhidze.

12 Marvyn Cooke, “Jazz among the classics, and the case of Duke Ellington”. In The Cambridge
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From the 1960s, Georgian composers periodically combined these two
spheres of music in examples of the classical genre. In this context, noteworthy
is “Concerto for Viola and Symphony Orchestra” created by Vazha Azarash-
vili in 1973. Interesting examples of combining jazz principles and elements
of contemporary academic music are encountered in the works of composer
Ramaz Kemularia — #1 Piano Concerto with Symphony Orchestra created in
1965 and his first Symphony created in 1978-1980;" and jazz-improvisational
inserts presented fragmentarily in Felix Ghlonti’s original work Symphony-
Concertante in the 1980s. Nodar Gabunia’s vocal-instrumental work “Fable”
(for a narrator, 3 vocalists and 7 instruments) in a folk-jazz performance man-
ner is the result of new thinking in Georgian music of the 1960s. However, no
Georgian composer mastered jazz as well as Vakhtang Kakhidze, for whom
jazz become a stylistic category of its own.

Vakhtang Kakhidze’s Concerto for Piano and Symphony Orchestra

In Vakhtang Kakhidze’s compositional and performance works, we can
observe the use of jazz at almost all levels, and not only as a model of styl-
ization, artistic image of the epoch, means of expression and way of coloring
the musical language, but as a principle of thinking and a symbol of identity.
Ethno jazz was a means of identification and the expression of himself as of a
composer’s “T".

The afore-mentioned clearly shows Kakhidzes special attitude towards
jazz. At the same time, his performing (conductor, pianist-improviser) and
composition studies are closely related to the idea of synthesizing jazz and
academic music, which is manifested in the Vakhtang Kakhidze’s approach
to musical improvisation and the classical initial resulted in the creation of
examples of non-traditional, albeit highly professional, academic music that
stand alone, equated with the national sound. His attitude to the phenomenon
of jazz is marked by his comment - “If it weren’t for jazz, I would not be a
musician today”."

His compositional and performing creative work, as of a jazz performer
and pianist-improviser, clearly confirms his particular attitude to the art of

Companion to Jazz, ed. Mervyn Cooke and David Horn (Cambridge: Cambridge University
Press, 2011), 171-173.

13 Rusudan Kutateladze, “Instrumental Concert”. In Essays on the History of Georgian Music
of the 1960s-1990s, ed. Tsurtsumia Rusudan (Tbilisi: Tbilisi State Conservatoire publishing,
2004), 158.

14 Vakhtang Kakhidze. Interviewed by Tamar Mikadze, Tbilisi, December 22, 2015.
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jazz. The composer’s musical language organically and harmoniously com-
bines the features of jazz, academic, and Georgian folk music. Consequently,
in his music, jazz in enriched with ethnic elements, manifested in the means
of expressing folk intonation, rhythm, and mode-harmony. In this regard,
attention-worthy are his “Concerto for Piano and Symphony Orchestra” and
“Bruderschaft” for a viola, piano and string orchestra. To illustrate this process,
let us consider the intonation, compositional, dramatic and stylistic issues of
these works.

Kakhidze’s composition is not limited by any musical parameters. In ad-
dition, the motives arising from free improvisation are eclectic in nature. The
composer’s original style is mainly nourished by several intonation sources,
namely European and Georgian professional music, jazz, and national folk-
lore. The proximity to the European school of composition is also manifested
in his interest in historically established genres of classical music, internally
regenerated by the composer. As for folklore, Kakhidze’s interest encompasses
not only the national, which occupies a dominant place, but also the folk music
of other countries, as evidenced by the abundance of recordings in the com-
poser’s music library. Genre-style synthesis is an important issue in his cre-
ative work. In 1980, he first realized the synthesis of three initials, European,
national and jazz, in “Concerto for Piano and Symphony Orchestra’, clearly
manifesting his aspiration to experiment. This was expressed in the conver-
gence of different styles and composition techniques (dodecaphony), in the
field of timbres and articulation, and the eclectic sound characteristic of jazz.

Characteristic features of the composer’s musical speech is a rich harmony
and thematism of instrumental nature, with its characteristic timbre-sound
palette. Complex is the chord composition of the work, in the tertiary struc-
ture of which the author introduces auxiliary tones, uses second-fourth chord
complexes, polychords, sustained chords (the so-called sus-chords), fourth-
fifth chords, etc. Original is the counterpoint technique in terms of conso-
nance and dissonance matching. The intonation material is characterized by
the “extension” of the melodic line, and organization with specific content.
The principle of form-making, with a clearly organized structure, is interest-
ing. Another specific feature of Kakhidze’s style is polyphonic thinking, mani-
fested in his creations at the level of using composition techniques, as well as
in the application of polyphonic genres and forms. Rhythmic beginnings are
often clearly defined and important in the composer’s scores. Meter-rhythm
is characterized by frequent variability, diversity, metric distribution, original
grouping of lengths, application of “intermittent” syncopated rhythms of jazz,
etc. Consequently, the timbre nature of percussion instruments is diversely
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presented, expressed not by the introduction of new instruments, but by lesser
use of traditional instruments."

His composer style boasts rich orchestral thinking. All his works, includ-
ing “Concerto for Piano and Symphony Orchestra’, live in the score; his music
is unthinkable without orchestral sound. It is subtle and colorful in terms of
timbre. In the score, instrumental solos are frequently encountered, unusual
effects of sound production, a complex Divisi of string instruments, flageo-
lets and glissandos, intricate melodic counterpoints, stereophony, principles
of antiphonal controversy and canonical call-outs; all creating a differentiated
polyphonic texture.

Kakhidze always thinks rationally. He mastered a number of 20" century
trends and composition techniques. At the same time, he remained faithful to
jazz improvisation in both composing and performing arts.

There are two editions of The Concerto for Piano and Symphony Orches-
tra (1991). The first was created in 1980, when the composer was a student
at The Moscow State Conservatory. Its Tbilisi premiere took place on 30 No-
vember, 1980, in the Grand Hall of the Tbilisi State Conservatoire. Although
the work gained considerable recognition in its time (First Prize at the USSR
Young Composers Competition in 1981), the author always had the impres-
sion that the work did not fully reveal the improvisational nature of the jazz
style, which was very important for him. According to Soviet stereotypes, jazz
was categorized as “light music”. Consequently, at the time, its synthesis with
academic music should not have been welcomed by Soviet listeners.'® A new
edition in 1991 completely rejected the principle of dodecaphony; and if in
the first edition, jazz was given as a hint, here the composer fully revealed his
attitude to jazz: “I did not incline, and honestly did the improvisation that is
in Part 11"

The interaction of the principles of concert, sonata-symphony, jazz form-
making, in “Concerto for Piano and Symphony Orchestra” is revealed at the
level of genre and in the style of the work. The musical texture of the work is a
harmonious synthesis of jazz, classical and Georgian folk music. However, as
the composer notes, he aimed to focus on the approximation of classical and
jazz styles, rather than combining these three directions. The form is distin-
guished in a complex and ordered structure, and the work sequentially reveals
all characteristic features of the sonata form.

15 Devil Arutinov-Jincharadze and Marika Nadareishvili. Analysis of Musical Works (Tbilisi:
Thilisi State Conservatoire Publishing, II edition, 2012), 39-49.

16 JImutpuit ¥xoB, 127-129.

17 Kakhidze, interview.
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The piano part of the work boasts brilliant sound, amazingly virtuoso and
specific complexity. It should be noted that Kakhidze created the concert for
“his own hands” It is known that his piano performance style is distinguished
in virtuosity, richness of colour and timbre nuances. On the one hand, a spe-
cific feature of piano is orchestration (all the resources of piano are used to the
maximum); on the other hand, it is imbued with the performance elements of
the rhythm-section. The piano also has the function of a percussion instru-
ment, which indicates a connection with the specificity of jazz performance.
Such episodes use non-traditional means of piano performance, for instance
playing with the palms of hands (the so-called tone Clusters, Score N 58),'®
intricate polychord complexes, parallelism of dissonant chords in all registers,
cascade of virtuoso passages (Score N10, 20, 23, 53, 69, 74, 79), polyrhythm,
fast rehearsals for one sound or chord (N 31, 73, 79), and long repetitive rhyth-
mic structures (the so-called “groove”), etc.

According to the composer, the third episode (N 68) of the concert is
also an exact imitation of a traditional jazz trio, in this case “swing” bass, not
double bass, with the bass guitar playing using the so-called “Walking Base”
technique, which is the main characteristic feature of swing. In these so-called
“jazz” sections, the active function of a group of metal wind instruments is im-
portant. Especially noteworthy is the tuba part, which acts as bass and devel-
ops in parallel with a bass guitar, thus enhancing its sound. The performance
of the tuba, with a bass function, evokes an association with the New Orleans
walking orchestras of the traditional jazz period, and connects the composer
with jazz roots. With regards the percussion instruments, the score does not
contain a jazz-drama part, and the rhythm and specific sound of swing are
achieved mainly through the orchestra percussion group. However, in the
third part of the concert, the drummer plays swing on a mini drum set with
the so-called “brushes”" In this regard, the composer says, that with such in-
strumental composition of the concert, he once again wanted to emphasize
that the sound of the most “free” and “jazzy” part of the work can be achieved
by using classical instruments. The instrumental sound of a bass guitar and
drum is fragmentarily encountered only in the culminating, final episode of
the work.?

Thus, dues to the specifics of the work, along with perfection, scale, and
artistry of pianism, the performer requires improvisation in thinking and the

18 None of the compositions by V. Kakhidze has ever been published by any publishing house.
Therefore, all the reference numbers cited in the analysis can only be found in the original
manuscript which is currently in my possession.

19 The instruments of a mini drum set are used in jazz as well as classical music.

20 Kakhidze, interview.
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ability to feel the specificity of jazz art in order to convey the appropriate emo-
tion and artistic intent of the work. Therefore, over the years, the “Concerto for
Piano and Symphony Orchestra” was performed only by the composer him-
self, even though many Georgian and foreign pianists wanted to perform it.
From 2011, the author expressed confidence in Georgian classical and jazz
pianist Giorgi Mikadze, who supplemented the work with his own touches,
and since 2011, the work has successfully been performed under Vakhtang
Kakhidze’s conduction in many countries worldwide.

V. Kakhidze’s “Bruderschaft” for Viola, Piano and String Orchestra

The work “Bruderschaft™ for Viola, Piano and String Orchestra, created
in 1996 at the request of violist Yuri Bashmet, occupies one of the main places
in the composer’s conceptual search, in his creative work. According to the
composer, Bashmet requested creation of a work in the jazz style with plenty
of improvisation-style sections for the viola.?

It should be noted that “Bruderschaft” was originally conceived for sopra-
no saxophone and viola soloists. The inclusion of an instrument loaded with
jazz semantics (a saxophone) in a classical symphony score naturally enhances
the degree of jazz associativity, although the work was not performed in the
first edition. Kakhidze notes: “It is interesting how Bruderschaft would sound
performed by viola and saxophone... I think it should be performed at least
once in the original version”.*

Recognition and the vitality of this work is also proven by the fact that
it has been performed in many cities around the world and always merits
great applause from the listeners. It has been performed by many famous
musicians, but the piano part is always played by the composer himself, as
section IV contains a specific improvisational vocal insert, reminiscent of
the Gurian song style (Guria is a region in Georgia). Even though there are
many concert recordings, the composer considers the 1997 Tbilisi concert to
be the best version.

“Bruderschaft” is a four-part composition, but despite the differentiation
of the parts, it is difficult to speak about the independent compositional func-
tion of each. Its integrity, the existence of a single development line, dates back
to the era of classicism. The composition of the work is a large, single-part

21 Bruderschaft - means brotherhood in German. Drinking at bruderschaft is an old feast
tradition, when drinking together is associated with making friends. It was the idea of
bruderschaft, as in brotherhood and unity, that formed the basis of Kakhidze’s work.

22 Kakhidze, interview.
23 Ibid.
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synthetic form of a free, symphony-type of poem, in which four sections of
different scale intersect, alternating without pause and forming a construc-
tion imprinted with a single, dynamic, latent cyclicality. Thus, in the work, the
organization of the cycle and unification of contrast means the comprehensive
thematic connections and improvisation are symphonic in their essence and
unify the dramaturgy. In “Bruderschaft”, the Rondo principle also acts as a
unifier, which is revealed by common thematic connections between the cycle
parts. Development of the musical tissue is based on the principle of dialogue
and opposition of viola, piano and string orchestra episodes, manifested by dy-
namic means’ a figurative texture significantly distinguished by the contrast of
polyphonic-homophonic texture, mode-tonal, rhythmic changes. The concert
of soloists here is of an ornamental-virtuoso nature.

Leading in the work is the viola part. It is attributed the most important
role, the musical-dramatic function in the continuous organic dialogue with
the piano and orchestra parts.** Considering the capabilities of the instrument,
the composer focuses on its timbre specificity; the timbre of viola is distin-
guished by “psychological depth” (part III), with an instrumental expression
characterized by rich jazz stylistics (Parts II, IV). On the one hand, it is the
main character, whose leading function is indicated by its active role in the
score. The piano part is dynamic and obeys strict laws, perfectly responding to
the improvisational nature of the author’s thinking. The frequent alternation
of rhythm, motifs, chord arrangement in the piano part, and free performance
principle, reveals many common features with the thinking principles of jazz
musicians and the art of their performance, giving a special sensitivity to the
music.

The integration process of folklore, jazz and classical music is particularly
evident in Section IV of “Bruderschaft”. The section develops in wavy manner,
which is characterized by the increasing rise of rhythm-dynamics, timbre and
register. Simultaneous construction of the horizontal and vertical results in the
formation of intricate chord complexes, which in its turn evokes an original
jazz sound. The feeling of “motor movement” is achieved, which is especially
enhanced by Vakhtang Kakhidze’s distinctive style of singing- improvisational
vocal insert. The vocal part is imbued with elements of western Georgian folk-
lore; more precisely, it imitates the Gurian and Megrelian style of performance.
Thus, on the one hand, we find an imitation of folk music performance man-
ner; on the other hand, jazz “scat” — wordless, virtuoso vocal improvisation, is
used. The musical texture is entirely imbued with elements of ethno jazz, while
harmonious layers of western Georgian folklore and the Blues are coordinated

24 1 Part Adagio, IT - Allegretto, III - Andante, IV - Vivace.
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horizontally and vertically, which forms a single intonation complex.

As for the rhythmic pulsation of part IV, traditional swing rhythm is imi-
tated by the instruments of the symphony orchestra. The rhythmic pulsation
of swing is achieved by frequent metric disturbances and through the “trioliza-
tion” of rhythm (unprepared restraints, sequences, pizzicato strokes, etc.). At
the same time, the instrumental section is accompanied by the verbal cries
of an orchestra musician on the consonants “sh” and “ts”, thus imitating the
sound of cymbals. Swing, an attribute of jazz style and one of its syntactic fea-
tures, starts from the third section of the concert, which is indicated in the
score as “Solo swing style” (although its germ is encountered prior to this). He
uses the so-called “Walking Base” technique in the double bass part, and the
score indicates that it is desirable to enhance the sound of double bass. Of Sec-
tion IV of “Bruderschaft’, the composer notes: “It is an open, unhidden swing;
I even used jazz-rock rhythms”?*

It is noteworthy that cadence passages are encountered often in both
works; however, given the intent of the work, we considered it correct to refer
to the so-called cadence sections as “choruses”*® As for the level of improvisa-
tion in these sections, with V. Kakhidze, improvisation does not imply a spon-
taneous process of making music. Accordingly, in the score, such sections are
not indicated as aleatory.”” Improvisation of thinking in this case also organi-
cally merges with compositional principles.?® With Kakhidze, improvisation is
manifested in variability, and play in variational transformation of the thematic
material. There is improvisational modeling going on in the works — an imita-
tion of the traditional “jazz trio” in the case of a concert, whilst “Bruderschaft”
reveals the connection with the so-called “chorus” principle, manifested in the
dialogue relation between the piano and orchestra party in the improvisation-
like “break” in cadence-type constructions.”

25 Kakhidze, interview.

26 'The chorus - theme (melody, form, harmonic grid) of a jazz standard (or any other work
used) and improvised or arranged sections based on it. In most cases, jazz composition
consists of a series of choruses. The soloist improvises within the topic and can develop his
opinion in several “choruses”

27 Aleatory - contemporary composition technique based on improvisation. The term comes
from the word “alea” (dice) and means random. The aleatory composition method was first
used by avant-garde composers K. Stockhausen and P. Boulez (Devil Arutinov-Jincharadze
and Marika Nadareishvili, 222).

28 Givi Orjonikidze, Contemporary Georgian Music in the Light of Aesthetics and Sociology
(Thilisi: Khelovneba Publishing, 1985), 135.

29 Gunther Schuller, “The Influence of Jazz on the History and Development of Concert Music™
In New Perspectives on Jazz, ed. David N. Baker (Washington and London: Smithsonian
Institution Press, 1986), 22.
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In general, improvisation is the driving force of Vakhtang Kakhidze’s cre-
ative work. Importantly, both works feature “concert form” and jazz. The ques-
tion arises as to why the composer uses jazz so openly in the concert genre?
The answer to this question should be sought in the essence of the concert it-
self. The term “concert” (It., competition, matching, dialogue of voices), refers
to musical form and genre constructed on the principle of artistic competition
between a soloist (or soloists) and an orchestra.** However, unlike other genres
of professional music, it is the concert form that has retained a solid zone of
improvisation in the form of “cadence” In this regard, the traditional form
of concert provides a good opportunity for using “competition-dialogue” and
improvised “break”-type cadences typical of jazz.”!

Reviewing the “Concert for a Piano and Symphony Orchestra” and “Brud-
erschaft”, we can say that the process of merging the regularities of jazz, aca-
demic music and folklore are clearly visible in both.

Conclusion

The discussed works reveal the result of Vakhtang Kakhidze’s composi-
tional searches, which is related to the use of jazz as a principle of thinking in
Georgian music. His compositional-creative searches are closely linked to the
idea of synthesizing jazz and academic art. The application of jazz as a starting
point has become an integral part of his individual creative style and aesthetic
concept.

Stylistic features of jazz art, improvisation as a principle of thinking, sol-
id compositional genres of academic music, classical forms and regularities
of Georgian folk music organically coexist in both of these examples of the
composer’s academic music. Each of them has a strictly defined dramaturgical
function in both of the works reviewed by us. And yet, improvisation, in this
case too, organically merges with composition. The synthesis of all this defines
his original composing style. Proceeding from the discussed characteristics,
among Georgian composers of the 1980s, Vakhtang Kakhidze’s works most
clearly reflected an interesting symbiosis of European compositional tech-
nique and jazz traditions. Consequently, many methods and levels of thinking
are revealed about “applying jazz” and solving this issue.

On the one hand, jazz is Vakhtang Kakhidze’s principle of thinking, a
natural means of musical expression which he introduced into classical genres
and incorporated in compositional thinking. On the other hand, cultural phe-

30 Devil Arutinov-Jincharadze and Marika Nadareishvili, 154-155.
31 Gunther Schuller, 9-11.
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nomenon of jazz is adapted in his work and is presented as a model of styl-
ization, artistic image, renewal of musical language, harmony, rhythm, pitch,
color and variety. The synthesis of jazz, academic music and Georgian folk mu-
sic regularities renewed both Kakhidze’s work and Georgian academic music.

The genre of Vakhtang Kakhidze’s two mentioned works can be defined
from the standpoint of classical music and modern style jazz. In the classical
definition “Concert for a Piano and Symphony Orchestra” features the inter-
action of concert, sonata-symphonic dramaturgy and jazz thinking (which is
expressed at form, genre and stylistic level of the work). “Bruderschaft” is a
large one-piece form in which the composer uniquely decided on the prin-
ciples of improvisation characteristic of a symphonic poem, a double-concerto
and jazz.

According to the stylistic definition of jazz: “Concert for a Piano and
Symphony Orchestra” and “Bruderschaft” - for a viola, piano and string or-
chestra, can be attributed to the examples of “Third Stream”, which reveals
the features of “ethno jazz”. But in Kakhidze’s creative work, Georgian folklore
participates not as a “sign of recognition’, but as a symbol of identity, a means
of self-expression, an organizer of the form and language of the musical mate-
rial.** Ethno jazz is the means for revealing the ethnical identity of a composer,
an individual, because the connections of “Ethno jazz” - “ethnic jazz” with
folklore are deep and at the same time hidden.*® With Kakhidze, in general, the
ethnic elements of Georgian music are presented in symbiosis with the artistic
techniques of jazz.

Both works should be considered a combination of jazz and academic
music, an original and valuable occurrence in contemporary Georgian music.

In the musical opuses of various 20™-century composers, jazz elements
were transformed in different ways. Jazz, as a characteristic phenomenon, was
formed as a concert version in Vakhtang Kakhidze’s works; this is the main
way of its integration with academic music.

32 Valentina Konen, The Third Layer: New Mass Genres in the 20" century Music (Moscow:
Muzika, 1994), 119-123.

33 Irine Ebralidze, “Georgian Folk Jazz and Ethno Jazz” (PhD diss., Ilia State University, Tbilisi,
2016), 9-10.
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