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Relevance of the thesis topic:

Tengiz (Gizi) Amirejibi is ranked among the musicians who left an indelible mark in our
country’s history. He undoubtedly made a great contribution as a performer, presenting with
dignity the best traditions of the Georgian performing school and promoting Georgian music.
In addition, he played the most outstanding role as a teacher, raising several generations of
musicians. The majority of Gizi Amirejibi’s students are the laureates of prestigious
international competitions, who are nowadays successfully carrying out their activity both, in
Georgia and abroad.

Therefore, it is particularly important to study Tengiz Amirejibi’s performing and especially

pedagogic activity and this thesis paper exactly serves this purpose.

The major part of this paper is based on personal experience and observations, since I have had
maintained professional relations with Tengiz Amirejibi for many years — under his supervision
I graduated Bachelor’ and Master’s degree programs, as well as postgraduate course of studies.
After graduation, I regularly turned to him for advice and he consulted me till the very last year
of his life. This sparked my intention and gave me courage to take it upon myself to conduct a
corresponding research on my teacher’s performance and pedagogical methods, especially as
there is almost nothing available in this regard. That’s where the topicality of the paper lies —
to study the peculiarities of Tengiz Amirejibi’s performance and pedagogical style, the musical
values that he had developed based on the musical traditions instilled by his teachers — grand

musicians, finally turning it into a foundation for his individual piano school.

Scientific novelty and practical significance of the paper:
18



The novelty of the paper is that it is the first-ever attempt to study the unique pedagogical and
performance methods of Tengiz Amirejibi, which is based on my personal experience as his
student, as well as on the interviews with his disciples. His teaching methods are analyzed based

on the traditions on which Tengiz Amirejib's performance and pedagogical style emerged.

We believe that this work is particularly valuable not only for teachers, but also for students
who have not had any contact with Tengiz Amirejibi. I do hope that this study will at least
partially open the way for them to the sublime world called ‘Tengiz Amirejibi's musical creative

work’.

Research purpose:
The main purpose of the research is to study the peculiarities of Tengiz Amirejib's pedagogical
methods and performance style and in this context to identify the musical values based on

which the Amirejibi piano school emerged.

Research objectives

To attain the research purpose it was necessary to accomplish the following tasks:

- to study the traditions based on which Tengiz Amirejibi's piano school was formed;

- to highlight Tengiz Amirejibi's performance style features;

- to studying the peculiarities of interpretation of Tengiz Amirejibi, being a recognized
performer of Chopin;

- to study Tengiz Amirejibi's pedagogical methods through the example of the analysis of a
particular composition studied in his class (F. Liszt — Fantasia quasi Sonata "After Reading
Dante");

- for better presentation of his pedagogical methods to interview the students he raised and

offer their analysis so as to reflect the dissertation research purpose.

Literature review:
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Despite Tengiz Amirejibi’s immeasurable contribution to the history of Georgian musical

performance, there is little material available about him.

Some basic information about his work can be found in newspaper reviews and articles. In
2013, based on the scarce material available in magazines and newspapers of different years, I
published a small monograph (Tbilisi, "Universali" 2013), which included the fragments from
Tengiz Amirejibi’s TV-interviews, where he in an interesting manner talked about his creative
path, his students and the performing arts, in general. Therefore, the research on Tengiz
Amirejibi's pedagogical methods is entirely based on my experience and memories of studying
in his class as one of his students. It is worth mentioning the interviews with Amirejibi’s former
students, which proved to be very important when working on the topic. A questionnaire on
Amirejibi's pedagogical methods was developed specifically for the interviews.

The material used when working on the paper covers such issues as Tengiz Amirejibi’s
teachers, various aspects of piano performance, in general, as well as the relevant sources of

music theory and history.

Research methods
The research methodology is based on the available literature on the history of piano playing
technique (pianism) and piano methodology. The following has been applied in the research:

1. Based on the empirical (observation, description) method, the characteristics of both, the
pedagogical methods and the performance style, were identified and the primary analysis of
the specific musical material was performed;

2. The principle of historicism that served as a foundation for the process of formation of
Amirejibi’s pedagogical methods according to the stages of his study: taking into account
the pedagogical experience of Tulashvili-Igumnov-Oborin;

3. Comparative method has been applied when comparing certain musicians’ pedagogical
and performing art methods and techniques;

4. Certain material subject to analysis is considered within the context of complex research;

5. Theoretical and performance analysis of Liszt’s Fantasia quasi Sonata is based on specific

analytical methods;
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6. Quantitative method was applied when drawing up pre-designed questionnaires and
interviewing Amirejibi’s former students (a total of 12 interviews);

7. In-depth interviews with Amirejibi’s former students are based on the qualitative method.

Structure of the research paper:
The paper comprises the introduction section, four chapters and the conclusion (a total of 121
pages). There is an annex to the paper — a list of laureate students of Tengiz Amirejibi and some

unique video records of his classes.

The introduction section offers substantiation of the relevance of the research topic,
formulating the research purpose and objectives, introducing the research object and subject-
matter, methodology, literature review, practical significance and novelty of the paper.

Chapter 1 — “Tengiz (Gizi) Amirejibi’s life path and performance activity” is dedicated to
the biographic and performance part of his life. The major part of his performance activity is
fully covered to the extent possible, including a diverse concert activity that he was engaged in;
characteristic features of Tengiz Amirejibi's performance style are determined, of which the
following characteristics are highlighted and extended: romantic inspiration, aristocratic
manner of performance, tasteful rubato, narrative manner of performance - continuous flow of
musical thought. The focus is also made on a special role of Chopin's works in Tengiz
Amirejibi's performing art.

Chapter 2 — “Tengiz Amirejibi’s pedagogues” is dedicated to the teachers of Tengiz
Amirejibi, who predetermined his formation as a performer and a teacher — Anna Tulashvili
during the period of study in Tbilisi, and Konstantin Igumnov and Lev Oborin - at the Moscow
Conservatoire. Each of them greatly contributed to the musical development and formation of
Tengiz Amirejibi, though the relationship with A. Tulashvili and K. Igumnov has had a
particular impact on him. Tengiz Amirejibi picked up the very best of what those musicians

possessed and based on their traditions he created an individual outstanding piano school.
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An insight into the musical peculiarities of those musicians has made it clear that all three
of them were united by common features and musical values: those three musicians were the
broad-minded individuals of amazingly versatile talent. As the musicians, all of them were
distinguished by a profound understanding of the content of the musical composition, an
extraordinary sense of form, rejection of any external effects, sincerity, an exceptionally diverse
sound, rich musical imagination, facile attitude to sound and an amazing ability to convey all
this to a student. All the above-mentioned conditioned the formation of Tengiz Amirejibi as an
outstanding pianist and teacher, as well as the development of the musical traditions based on

which Tengiz Amirejibi’s piano school later emerged.

Chapter 3 - (“Liszt’s Fantasia quasi Sonata “After Reading Dante” Analytical Etudes”) is
dedicated to the presentation of Tengiz Amirejibi’s pedagogical methods, as exemplified by the
musical piece selected by me (F. Liszt — Fantasia quasi Sonata “After Reading Dante”). I decided
to discuss Tengiz Amirejibi’s pedagogical methods through the example of Liszt’s Fantasia quasi
Sonata rather than Chopin’s musical piece for several reasons: Mr. Amirejibi was certainly an
outstanding interpreter of Chopin's pieces. However, by my choice I wanted to emphasize that
he was unrivaled when working on other composers’ pieces as well, and the second reason for
opting for this musical piece is quite subjective - Tengiz Amirejibi had an absolutely special
attitude towards Chopin's music. He believed that Chopin and Mozart’s pieces were the most
difficult to perform. However, despite that we worked on and processed many of his complex
pieces, including Chopin's 24 Preludes, Op. 28 and Fantasy op. 49, as well as the Ballad Op. 23,
etudes, waltzes, nocturnes. To better illustrate Tengiz Amirejibi’s pedagogical methods, in this
chapter I have opted for the musical piece that occupied a great place in my personal repertoire.
Its concept was proposed by Amirejibi and I remember and have implemented it pretty well.
One of such pieces is Liszt's Fantasia quasi Sonata "After Reading Dante".

This chapter provides general information on this piece by F. Liszt — the history of its
creation and origination of this piece, as well as covers some of its compositional features. The
first sub-chapter ("Theoretical aspects of Liszt's Fantasia quasi Sonata "After Reading Dante")
covers the compositional and dramatic aspects of the piece, with particular focus on the

peculiarities of the form, since this, in turn, contributes to a better understanding and analysis
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of the piece from the point of view of its performance, and in this case, in terms of Tengiz
Amirejibi’s performance-related recommendations. Subchapter 2 of Chapter 3 (“Tengiz
Amirejibi’s pedagogical and performance recommendations regarding Liszt’s Fantasia quasi
Sonata “After Reading Dante”) offers a detailed overview of Tengiz Amirejibi’s performance
guidelines ragrding this musical piece, allowing to draw certain conclusions about his

pedagogical methods.

Chapter 4 — “Tengiz Amirejibi — a teacher” includes two subchapters. The first one
(“Interviews with Tengiz Amirejibi’s disciples”) features the interviews with Tengiz Amirejibi’s
former students It is noteworthy that those interviews played a great role in developing this
paper. The purpose of the questionnaire drafted by me was specifically to highlight the teaching
methodology of Tengiz Amirejibi as a teacher, and it was based on such important aspects of
performing arts as the form of the musical piece, work on sound and performing techniques,
pedalization, etc. Some of the interviews were particularly interesting, valuable and provided
some important additional information to the paper.

Subchapter 2 of Chapter 4 (“Tengiz Amirejibi’s pedagogical methods”) summarizes Tengiz
Amirejibi’s pedagogical methods, the study of which revealed a number of basic characteristics

that we deem necessary to focus on:

1.Repertoir selection - he was quite free and lenient in this regard. He had never
imposed his choice on a student to make his own choice, only providing recommendations
relating to the musical piece, certainly with due account for the student's capacities.

2. Lesson planning - he was very meticulous when it came to lesson planning,
devoting a lot of time to each student. Especially if the student was preparing for a concert or a
competition. In this case, Mr. Gizi would teach us for hours until he achieved a desired result.
Before the competitions, classes were sometimes delivered every day. He had no set regimen or
specific lesson schedule. He would ask his students to come for the lessons as many times as
required. At the first lesson, he, as a rule, would listen to the musical piece from the beginning

to the end, never interrupting the student. His first remarks or advice were mostly about the
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idea and form of the musical piece. Only afterwards a profound work on the details would
begin.

3. Attitude towards composer’s style - Tengiz Amirejibi treated with particular
care and attention the composer's style, the depth of his/her ideas, an epoch that a certain
composer represented. It is believed that Mr. Gizi was an incomparable performer of Chopin's
pieces, and the role of Chopin's works is particularly emphasizes in his pedagogical work. This
is undoubtedly true, as Chopin's music, with its characteristic aristocratic, sophisticated, deep
nature, was very close to the maestro, and he certainly traditionally inherited from his teachers
this ability to deeply perceive Chopin's works, but he was no less capable of conveying to
students the content and style of the music by other composers, especially Mozart, Beethoven,
Schubert, Rachmaninov and Prokofiev. That’s probably because he was always scrupulous,
taking due account for the composer's style and it was inviolable for him.

4. Free choice of interpretation — Tengiz Amirejibi’s students recall that one of his
distinctive features was that he would never impose his opinion upon a student, allowing
him/her to make a free choice. In my opinion, he was quite principled in his views on the idea,
dramaturgy and sound of the musical piece. However, I remember that he would often offer
several options for the performance of a particular place, and would also accept from a student
an unusual interpretation for him if it was convincing.

5. Form of a musical piece - The most difficult thing that he ideally achieved while
working with each and every student was probably the integrity of form of a musical piece. To
achieve this, it was important how the dramaturgy of the musical piece was constructed. A
student may often break the form into smaller pieces, as he/she miscomprehends the place of
the general climax in the unified form. Relatively young students very often aspire for local
climaxes, not taking into account that these are only the components of the overall form. There
is certainly higher risk of this when it comes to performance of romantic music, where
emotions prevail over reason. Mr. Gizi ideally and in a very consistent manner described and
pointed out to a student the development of the idea and logically led it to the climax. He
always required thinking in terms of ‘broader phrases’. A single rhythmic frame without
excessive rubatos also facilitated the formation of an integrated, unified form of the musical

piece. In addition, any phrase had a load and a meaning that developed logically, never allowing
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the same phrase to be ‘uttered’ with one intonation in a boring manner - when the thought was
conveyed for the first time, the repetition of it should always be logically justified - it was either
a response, or a memory, or a return...Hence, yet another unique feature of Tengiz Amirejibi's
musical style has been highlighted:

6. Musical imagination-phantasy — his inexhaustible musical imagination always
found amazing literary matches for his thought and feeling. On a side note, he also regarded
literary comparisons as one of the best ways to explain the idea behind a musical piece.

7. Narrative manner of performance - narrative manner is Tengiz Amirejibi’s
another distinct pedagogical ‘signature line’, which originated from the dramaturgical principles
discussed above. He managed to achieve the narrative manner of performance though proper
intonation and phrasing.

8. Artistry - If we take a look at the methodology of Tengiz Amirejibi’s teachers, we
will see that Anna Tulashvili was far from being an ‘eloquent speaker’. She did not like to talk
much and was never ranked among the ‘orator’ musicians. She mostly expressed what she had
to say by showing it on the instrument, by hand gestures or using facial expressions. The
students of Konstantin Igumnov and Lev Oborin share their unforgettable memories of how
they showed it on another grand piano, though they are also well-known for their artistic and
literary comparisons. Amirejibi absorbed the very best of what those three teachers possessed.
As a teacher, he was characterized by an amazing artistic charm. He often used his facial
expressions, hand gestures, conveying his idea to students through eyes and breathing.

9. Attitude to sound — Tengiz Amirejibi did not like ‘misty’, poor-quality and shallow
sounds. He would often tell me that a ‘misty sound’ effect that I frequently resorted to as a child
and which I found interesting through my childish naivety, would attract attention only if I
used it rarely, only when there was a real need for that. In the case of F note, he would never
forgive a student any rough sound. For him, a great sound always originated from the content of
the musical piece. Even in the greatest culmination point he always required a deep, ‘noble’ F
taken with the full arm weight. He, as a performer and a teacher, had an incredibly broad
sound palette, which was not limited just to P and F. Perhaps for that very reason his students
referred to him as a painter. This sound was necessarily loaded with sense and was primarily

derived from the content of the musical piece. He disliked isolated, ‘pretty’ sound it was not
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carefully ‘thought over’. In addition, he was well-versed in all areas of art, and those various
comparisons and associations that he drew from literature, fine arts and other fields of art made
it easier for a student to achieve a desired sound. For this purpose, Mr. Gizi often used
comparisons with different instruments. In this case I particularly remember wind instruments,
the sound of which he often imitated.

10. Weighted playing - In general, he often compared a sound to a sunray shining on a
transparent glass. He required that a clear, bright note be played with the weight of the whole
hand. In general, playing with the full weight of one’s hand was his main methodological
principle, on which he worked for quite long with all the students, and which had originated
from Anna Tulashvili's teaching method. I remember him putting his fingers on the shoulder,
as if it was a keyboard, thus demonstrating the weight of his hand. This method proved to be
rather effective. Yet, it took one time to achieve the sound that he required. During the first
years of studying in his class he used to tell me - "You achieve the right sound, but that happens
at the expense of your ear rather that the weight of your hand. Once you play with the whole
weight of your hand, the sound will change completely." He required the same "weight" when
the matter concerned lower pitch. He had realized it himself as a performer, and for that reason
any instrument sounded as if it was singing tenderly. Therefore he believed that one can make
any instrument sound.

11. The orchestral sounding of the piano - many of Tengiz Amirejibi’s students
recall that whatever they learned at his first lesson absolutely strange and unknown for them.
This applied to both, the content he delivered and showed, as well as his attitude towards
sound. Many of us probably first heard about the possibility of making a piano sound like an
orchestra from the maestro. He knew all the instruments very well, and when working on the
sound, he used to compare different instruments. He was particularly fond of wind instruments
and showed the similarity of their sound with this or that piano sound in a figurative and very
artistic manner.

12. Work on playing technique — Tengiz Amirejibi required calmed attitude even
when the matter concerned technically difficult parts of the musical piece, never making it a
goal in and of the entire musical composition. Through this approach he made it easier for

students to handle even the most complex sections of the musical piece. Technical perfection
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was never an ultimate goal for him, in general. On the contrary, sometimes he would even
forgive a student his/her technical failure provided that what the latter played was filled with
content and spirituality. He regarded technical parts only as one of the playing techniques
rather than a special goal. He believed that the student should have realized the need for
working in this regard and he did not waste much time on it. When dealing with technical
parts, he mainly advised us to study cantabile and legato playing, as opposed to ‘hard’-finger,
loud and forceful playing. This applied to both, etudes and any difficult-to-perform technical
parts. He often helped students by suggesting a different finger notation, sometimes offering an
absolutely incredible fingering, which made it easier to play this or that technical part, at least
personally for me. This was due to the fact that he was an active performer himself.
Noteworthy is such an important issue as articulation that Mr. Gizi paid great attention to.
Proper articulation was achieved through independent existence of all fingers. He always
required his students to listen to and perceive every sound, one by one, even in the fastest

places, hence the technical refinement that characterized him as a performer.

13. Amirejibi-style rubato, sense of moderation, taste - Tengiz Amirejibi
would put any rubato within a logical framework and he did it in a very subtle manner, with
taste and a sense of moderation. He always used to say: “Little means a lot in music”. Once a
student was given ‘a free hand’ in terms of rhythm, he would then tell him/he - "Make up for it
soon". This meant that long deviations from the tempo where rubato was specified, even in the
most romantic music, did not exist. Alike his teachers, he was absolutely against superficial
display of feelings. The major part of the lesson time was allocated to the work on those aspects
- improvement and refinement of moderation, sense of time, taste. He also paid great attention
to one’s posture at the instrument - he required students to sit properly; he disliked excessive
body, head and hand movements. His amazing and well-known sense of humor allowed him to
imitate his students when they expressed excessive "sensitivity", which made all of us smile,
though he certainly did it with great love, because his attitude towards all the students was
absolutely exceptional and friendly.

14.Pedalization — As far as a pedal is concerned, he handled it delicately, in general,

though there were musical pieces (for example, Liszt's Fantasia quasi Sonata, Chopin's Prelude
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op.28 #17), where he required a rather ‘bold’ pedal. This pedal was filled with content and
conveyed to a student in a conceptually justified and artistic manner.

These are the main characteristic features that we deemed necessary to focus on so as to
better present Tengiz Amirejibi's pedagogical methods.

An impressive list of laureates raised by Tengiz Amirejibi, which is presented as an
annex, has a significant load in the paper. The records of Tengiz Amirejibi's lessons, which are
also attached to the paper, are absolutely unique.

At the end of the paper there is a conclusion summarizing the results of the research,
which reflects my experience of communicating with Tengiz Amirejibi, a great person and
musician, and the values he shared with me. As a performer, I am still nourished by the ideas
and knowledge shared by him; as a teacher, I have just realized how difficult it is to achieve
whatever he had always achieved when working with each and every student — a refined taste,
dramaturgical integrity of the work, sound quality, particular attitude to the composer's style.
Those very features are the foundation of Tengiz Amirejibi's piano school; as a person, he was
exemplary not only to me, but probably to all of his students, with his characteristic subtle
humor, friendly and warm attitude, and one exceptional quality — when he showed up in the
classroom and in the hall, he lit up the environment, which was due to his spirituality and
aristocratic nobility.

I do hope that this dissertation clearly illustrates the great role that Tengiz Amirejibi
played in our country’s musical culture and, at least to some extent, provides an insight into the

unique musical traditions, based on which Tengiz Amirejibi's piano school emerged.
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