


) S+

%

$(

)$

) &



& &
0
$
& /
) & 1
&
1 $
&
$
$
)
$& $& S&
s & 8&&
2
. . 'S )
)$
/ & |
0
&& 4 /
/ ) &55
2/ $'H.&
& 4 4 )
6 %& 2 3 '### +7/889
&
&/  $1m88
4

55



)
$ ) $
/ $
& %
) &
$
) & $
&
- $
$
) 0 &
& $ & $ $ &
&
$
$ 0
&
&1 &'##- 9 0
) ) & & &
/
& 4
4
$&&&6 &I
& & WS HES & HE'S & 7% & HHS & g

& "% & "7$ & ' #H- &



Q8-1$ Q8-,

Q8-(



)

/

Q887

0



)&



%

)$

) &

‘8. &

)

$



%

&$

2?7

2?7



$ $
&
)$
)&
&
&
$
) 0 0
) &
$
$ $
$ $
) 0
$
2 3%
$
$



0 )

& ( ‘77

2,8
(Q665-Q694, Q830, Q833, Q840)
$

$ $ &
) 2
$ &
&)
2
)
2
3 Q
&
$2
$
$ $
&
)
3 $

0

&

3%

) 0

3

(Q 665)



) $ * &
& H
H154
$ & 2
3 $ ! Q
$
$ H154
&
H154 '#
& O &
2 3 ) $ $
& 8
$
$
&
/
Q672, Q673 Q674,
$ $
0 ) &
&
& &&
& )
$
$ $
&
& & /
& 4 4 | &'#8 L &("

® & Q840 & 43-44



'#88



$

)

8

$ '
$ &8

55 & &

&/



3%



3% 2

$ &

3% 2

)& 2

& &

0/0 %

&3

0

0

$

34

[%&2 0 3'#8

& 2

"



0% 2*

0 & 2
$
)
1 &3
%
&
& 8&
/ )
3 2@ 3 0 &
$
42 A3&
$
0&
8"/
&* % & & & *
$
$
&
$ &
$
$
10 6

| )&2 3'.'+78



& $
* $ $ % $ $
$ $
& & Q887
$ 2 3
0 &* $ &
& & )
0 4 2
$ /
3&
$ % $
&
42 3 2 3& &
& $ /
$ "-8( $
2
0 $ &
$ 0
3&
2 3
$ &
2 3
$ 0 $ 0 %
$ $ & 0
$ )$
$ $
& 9 ) $2 3
$
$
&

g &2  3%#$+#" &



42 3&
2 &
B& !
$ $ $
$ &
& $
$
)
&
&
& 0
0 "
) $ 0
$
&
"8 4
6 )
6 &I"9 ;; $/ &!"8

2

3&

Oktohcos
$



$ %)
$

%

%

%

%

%






%

Q/8-1$ Q8-,

) &

1

&
(&
7&
8&

%

/

Q8~(

$$$C
$$89%)
$$8C



& )
&
78



??7?



4 &
Q887 O 0
$
Q
& /)
&
#1'7(
) &
0 )
) &
7?7
)
&
33%! : &
0 % 2 3
2 33 2 3
) $
< = ) $
&



3%

& 2




& 55
/ &
&1 $'##
18 | %& 2
& 6
& & &
(& 2 3 55
&1 &I
7& 55
: ) &/
8& &
0 0
1" )
& & &
& 1"
&
)
™
#&
) 2
3/ & !"'755%& $ (1™
6 /g
& 2 3 455
: ) &/
& 2 o+

&& &

3'HHES +HHI™

$I™&

&4 &

55
&/

55

855 &&&

$I™&



55
6 &!"8

/
55

) &6 !"-




v

BO®3>G-

©sbpgdmols
(b3> ©, 9, 3. b)

BO35@0l

(b3s o, 6, 9, B)

ej L;Q\;)Q;]Bagqv\(;;.‘)
f) swgogbgbomls bgws
g2) 3536ms
2) mads3og0 (©0gmoliddmdanols)
3) 9BomO @oorFYSgo
4) 25635bsmagdgano:
a) Logobgmm, soamdols
b) dgoegymms
c) dodbgomos
5) 390
6) oF 35690939
7) 39000 gRs@o
8) sanoanegos (03gOmo gYRomols bogmoe ds®bgsdo)
9) 930l FaO0bygee boé
10) bodgdosbols goemds (Fdows s@OLOl GOM3s®gdo)

1) @em3s®o
a) seEamdolsbo
b) wogds do@sgnosbols

) Lop@gbslfogamm
12) @wgmobddmdenobs

30besg0l

13) gmbwsgo
14) 03mlo
15) (odeamds 89Lodg aommdobs (0ds53mM)
16) LEoJoermyool Fodamds (Bxmdsmyg):
a) spEamdols
b) Loygemem gbslfsgmns
c) dotbgoms
d) goggmos eegms

085300

17) 0d53m (3306s @moly)

5b@ogmbols

18) 5b@ogmbo
19) 3mdobligbgbo

Fo®pamdols

20) (ot amds:
a) bsd{gbembo
b) bozolgtm Labs®gdols
c) bodmgodgmmbs, Fodgols bgos smeymdolbs

d) Lodmzodgmmbs, Jodgols bgos ymggmms mgms

F{dopss@liols

21) {3ops &L

Sgogogosls

22) sgnogogos (Fodgol)

©0EJOSNS

23) woygds dgbws @IgHrmem

24) wogds... of o ds@opols







Vano Sarajishvili Thilisi State Conservatoire

with the right of the manuscript

DAVID SHUGLIASHVILI

EIGHT-TONE SYSTEM IN GEORGIAN ECCLESTIASTIC CHANT

(according to tha notational transcription of chars)

Author’s Abstract

of the Dissertation Presented for the Academic Begf

PhD in Musicology

Subspeciality: Church Music

Thilisi

2009



The Scientific Supervisors:

MANANA ANDRIADZE PhD, Professor.
JOSEPH JORDANIA, PhD, Professor.

Experts:

MARIAM OSITASHVILI , PhD
TAMAR CHKHEIDZE , PhD, assoc.Professor

The defence of the dissertation will be held ory 2112009

at the meeting of the dissertation council No 5
of the Vano Sarajishvili Thilisi State Conserva¢oMusic Theory Faculty.
Chamber hall, No307

Address: N8, Griboedov st., Thilisi

It's possible to get acquainted with dissertatiod abstract at the Library

and web- site of Vano Sarajishvili Thilisi StaterServatoire

Sceientific Secretary of Dissertation Council,
PhD, assoc.Professor,

MARIKA NADAREISHVILI



General Description of Dissertation Work the Actuaity of the Dissertation Topic

In every sphere of ecclesiastical Christian agtehs a definite law, a certain system of rules
and norms, which stipulate the conformity of a timwaor work with ecclesiastic canons. In the
conditions of artistic and aesthetic freedom theyvsystem is the protective mechanism of
Christian art from secularization. Such a systemalso found in Georgian hymnography,

ecclesiastical chant.

The study of Georgian hymnography form the poihtview of liturgic, literature and
linguistics has a long tradition. We come across ihiformation about eight-tone in various
scholary works, but in most cases not in musicalalddut in liturgical or literary aspect.

From the point of view of musicology eight-tone nsferred to in the works of: D.
Arakishvili, Iv. Javakhishvili, Sh. Aslanishvili, GChijavadze, V. Gvakharia, E. Chokhonelidze, K.
Rosebashvili and others. The only special work @oi@ian musicology dedicated to the eight-tone
system is M. Ositashvili's dissertation work "GeangEight-tone system and its mode-Intonational
Bases.*® However a number of scholatsind researchers have carried out researches rsfuithys
guestion, i.e. the general principle of eight-tasgmantic contents or the structure of separatston
It must be mentioned here that all the scholarkingrin the sphere of chant refer to the question
of eight-tone in a certain way.

In spite of the works that exist today the commausical system of eight-tone hymns in
Georgian chant is not defined, the groups of eighe hymns and their melodious-intonational
fund, which is a necessary condition for represgnthe system as a whole, is not defined either.

Genre systematization in view of eight-tone grob@as not been carried out.

13 See M. Ositashvili - Georgian Eight-tone System i mode-Intonational Bases (on the example ofl#&khetian
mode of chants). Dissertation for the scholary degf candidate in art cristicism. Thilisi, 1988

“See M. Sukhiashvili - On the Essential compositiopanciple of Georgian Ecclesiastical Chants. dailir
"Khelovneba" 1999 no 5-6; The main aspects of cleamon in old Georgian spiritual music. Dissertatfor the
scholary degree of candidate in art criticism. iEhiP006.

Tamar Chkheidze - Divine Liturgy in the Georgianagtice of divine services (musical-liturgical asyelt
Dissertation for the scholary degree of candiddtarb criticism. Thilisi, 1997; On the music and ndorelationship
problem in Georgian Hymns (on the example of thayais of // Th. S.C. Scientific works. Thilisi, 29.

J. Jangulashvily - The particular features of bgshiturgy hymns according to Stepane (Vasil) KaaséVili's
archive materials. Diploma work or Master's DegfeeS.C. 2008
!> See M. Andriadze, 1991, 1998, M. Asanidze 199@abisonia 2005, D. Dolidze 1991, M. Erkvanidze Rd®.
Onidan; 2004, R. Tsurtsumia 2005, M. Khvtisiash897, etc.



The lack of the proper theoretical explanationtioé eight-tone system in Georgian
ecclesiastical chant is the reason for some dafbtise conformity of Georgian traditional many-
voice chant with ecclesiastic canon that is whydbep study of this system and the revealing of its
regularities become even more important. Thus, lanvimous theoretical research of eight-tone

system allows us to answer a lot of questions attedewith Georgian chant.

The Object of Research
- While studying any question of Georgian chant alshconcerns its musical side, it is
necessary to use the material set down in musmi@snin the 19th century. We meant he
manuscripts and published collections by P. KoridzeKereselidze, brothers Karbelashvili
and R. Khundadze. The main object of our researthis very material and those collections

as well which were not properly considered in siiierresearches.

-The main material of our research are the welWwm® 672, Q 673 and Q 674 manuscripts;
the structural stanzaicanalysis of the eight-tone hymns, including innthéhas not been

carried out as yet.

- The audio recordings of hymns are also the nadtefi vast importance; among them the

distinguished place belongs to Artem Erkomaisksvigcordings.

- Proceeding from these materials we discuss duthetght-tone - The regulator of chant

sphere and the diversity of chant tradition in @eaor church.

The subject of the research:
- Georgian ecclesiastical chant.
- The classification of eight-tone system chants.
- Grouping them according to their musical contents
- The structure of tones, the rule of building.

- The revelation of the intonational in the contekeight-tone system.

The purpose of the research is:
- to reveal the principle of grouping of hymns inadddn eight-tone system.
- to determine the number of eight-tone groups, thdskof genres in them and typology.
- to represent the typical structure of each tonesicall contents and the rule of stanzaical
building of every eight-tone group.
- within each tone to reveal the patterns in which weme across some



structural deviations, non-typical sequence ofzaand their frequency.
- on the basis of comparative analysis to revealtiigy and diversity existing in the eight-

tone system in various chant traditions of Georgiaant.

In addition we pose the following questions in ouresearch:
- to specify (to make more exact) the conformityled humeration of the material in Q

collection with the list of E. Kereselidze's "bobks

"Hymn Index" (Q 665) of the manuscript, a greatphébr chant researchers, made by E.
Kereselidze, is rather difficult to use, becauseaistrepancy between the numeration of notated
collections and Q collection numbers. To ascetfanconformity it became necessary to carry out

comparative description-analysis, which makes #sjiale to solve the problem.

- to define and specify the origin of Georgian chaadlitions - chant schools and their
names and terminology, namely, which school paitane reflected in the numerous
notated and audio recordings that reached to ushamt, to define what particular

features this or that chant school has.
- to show our vision of the historical stages of dtdavelopment.

The Aim of the Research
- On the basis of the carried out exploration to mhetee and fix, from the point of
view of musicology, the theoretical basis of eighte system in Georgian
ecclesiastical chant and by the comparative arglysthe patterns of various chant
schools to prove the traditionality of canonicatdée (tunes) and their subordination
to this system.

Research Methodology

To research eight-tone system in Georgian ecclesaashant we have chosen the following
main methods: 1) Comparative analysis: by compatirgy eight-tone patterns existing in each
tradition of Georgian chant we determine and maiezipe the ragularities if eight-tone. 2) By
stanzaical analysis of each tone we determinetatalcpeculiarities. 3) By statistical method we

reveal tipical and atypical patterns if each tone

The Structure and Size of the Work
The work is represented in two books: 1) The esHeeikt, 2) appendix.



Book 1, the essential part of the work consistsrafoduction, three chapters, final say, conclasio
(202 names); the list of notated publications (2Bas) and the list of manuscripts (41 names).
- Chapter one is about the necessity of source @gpedsearch and about the data which we

have or which we have found.

- Chapter two is dedicated to Georgian chant schdbksr origin, the definition of their
names, the stages of their development, the petigisaof tone arrangements and other

problems.

- -Chapter three is dedicated to the study and reeelaf the problems of eight-tone system
in Georgian chant, its classification and groupthg, structure of tones, stanza-moéluwd,
and other questions connected with them. This enapthe main part of the work.

Book 2 is divided into three parts:
1. Appendix (15 units),
2. Tables (34),
3. Notation examples (168)

The books contain the list of notated examplesuded in the work; their sources are
indicated (6 pages).

The work presents 822 hymns (in tables) with &nlalysis and structural schemes.

Scientific Novelty

Georgian ecclesiastical chant has been the subfestientific research for more than a century,
however many problems still remain an unsolved erystA number of works touch certain aspects
of eight-tone system, sometimes essential oneghbirtexact systematization and classification do
not exist today. The main novelty of our work isr aystematization of eight-tone hymns and its
argumentation on the basis of analysis of notateingles. It is the first attempt to reveal the
complete musical fund of eight-tone hymns of vasigenres, to make their stanzaiaablysis and
to determine the structural regularities. On theida@f comparative analysis we determine the
stability of these regularities on the example afious schools.

We indicate the regularities existing in the intations of tune and word in relation with
hymn structure.

The systematic categorization of eight-tone tuge®s us the possibility of identifying
thousands of hymn tunes, existing in the manusgriptth the corresponding group and tone of

eight-tone system. In addition, we can reveal teeiations, errors or inexactnesses that we



come across in the manuscripts.
Eight-tone systematization, which is the main obg our work, gives us a good possibility
of choosing a canonical tune for those numerousnrhyext that are not written in notated

manuscripts and of determining the norms of thearggement in tune.

* % %

We set forth a question about the problematicxpee source research, which must become
a priority sphere for the researchers of this sphdere we present the less covered material known

to us.

* % %

We present our vision of the historical stages ltdnt development. We classify schools,
give terminological specification and argumentasioBefine the stipulating factors of variety of

chant schools.

The Practical Purpose and Prospect of the Work

- The present work will help both Georgian chant aesleers and practical chanters. Choir
masters and teachers get a more or less perfeat adeut the regularities, structural
peculiarities and melodious-intonational arsenal @fght-tone system in Georgian

ecclesiastical chant.

- The established system enables us to classify &molss of hymns preserved in the

manuscripts and to reveal the deviations or soraeialcases.

- The revelation of the regularities of eight-tonesteyn in Georgian chant, genre and
intonational classification of the hymns, will etalus to carry out a comparative analysis
with other Christian chant traditions (Greek, Rassiearly European, etc.),which will create

a basis for defining the general Christian candrétaments of ecclesiastical chant.

- The present work, because of the variety of questdiscussed, the wide sphere of the
study and systematicnees can be used as the hasithd text-book of Georgian

ecclesiastical chant.
The Contents of the Work

Chapter 1. Hymn Sources



The first chapter gives the information about tli@agion, necessity and prospects of the
research of Georgian ecclesiastical chant sources.

The material to be analyzed in this work is indéciat

The earliest notation transcriptions of GeorgiaranthEuropean musical culture was
introduced in Georgia in the 19th century. Geomgges an isolated country, annexed by Russia. But
it was Russia that became a road for the contatitsBuropean culture. It is noteworthy to mention
that in extremely dire period for the Georgian dmumwhen they were oppressed by Russian
exarches and when very often the divine service eimaht in the Georgian language were
completely forbidden, the first ones who attemptedtranscribe Georgian chant in notational
system were Russians themselves.

The oldest notational transcription (in five-lingseem) of a Georgian chant, that reached to
us, was transcribed not in Georgia, but in Ukraiftas is Marry the Blessed Wiring’s Irmos 'l will
open my mouth', which was transcribed not latenth802 by the metropolitan Kiev Eugene
Bolkhouitihov with the so-called square (Kiev) nata system. He gave the transcription to his
visitor, a Georgian clergyman Varlam Eristavi, wlias appointed the first exarch in Georgia after
the annihilation of Georgian autocephaly.

Among the hymns transcribed in Georgia that reatbads, David-Chijavadze-Mkihailov's
transcription of John Chrisostom's Liturgy hymne aonsidered to be the oldest, dating back to
1863 (see NCM fund - miscellaneous No 50). This usaript was given to the Institute of
manuscripts by ethnomusicologist Otar Chijavadzd985. The proper study from the point of

source experts or musicology has not been carueged.
Pilimon Koridze's and Ekvtime Kereselidze's Manuscipts

Georgian ecclesiastical chant is most completety mmmerously presented In Pilimon Koridze's
transcriptions "36 books", thick collections (Q6@594, Q830, Q833, Q840) kept in the National
Centre of Manuscripts, which E. Kereselidze gavéhto Georgian museum in 1936 are the most
significant treasure of Georgian ecclesiasticahthan this material we mean the "rough copy" of
collections made by P. Koridze himself while he wsa#ting down in musical the "clean copy" of
the books made by E. Kereselidze. Among the tlsrtybooks mentioned above three of them are
not notational collections: one of them is the Bxition of Psalms” (Q675), another one is the
alphabetical index of transcribed hymns (Q665), #mel third is "The History of Notational
Transcriptions of the Georgian Church Hymns" (Q84@jten by E. Kereselidze. The latter gives
us the description of the 36 books.

It is true that, similar to this description, ihet "Index of Hymns" (Q665)



the books are named by numbers, but on the callecthe numbers are not always written, and, at
the same time, the above mentioned numeration miate®llow one system. Kereselidze's heading
of the books in some cases does not help us taifiléime collections, because in some cases the
subject-matter of the collection does not corresptm the headings given in the description.
Accordingly, in Kereselidze's list and in Q coliects I've come across different order and
succession. That is why it is not easy either te thee "index" or to identify the number of
collections of Q collections. This reason createwkeessity to carry out a comparative analysis, the
result is that the problem is solved.

The number of Koridze's manuscripts and KereseBdzmlections is not limited only by the
material preserved in the collection. In the H ediion of the Institute of manuscripts nine books
(H 154) are kept united under one number. It iewotthy that although V. Gvakharia mentions
this manuscripf§ in his book "The Development of Georgian Musi€3istem" but unlike the
manuscripts of Q collection, from which the listfofmns is represented completely in his work,
somehow the hymns included in H 154 are not takndgonsideration.

Nine books, united in H154, were given to the fafidnanuscripts by Spiridon Losaberidze
in 1910. One episode of the "History" by E. Kergkad is noteworthy, this episode describes how
Spiridon Losaberidze got the collections of the hgnand what was their fatéThe nine books
include the most precious material; the major parthe hymn was passed by the master chanter
Anton Dumbadze.

Among Koridze and Kereselidze's manuscripts thinegk books: Q675, Q673 and Q674,
occupy a distinguished place, they are the mostpteten collections of the three, the most
important divine services.(vesper, matins, liturgy)

These very collections are the main materials torresearch.
The Karbelashvilis' Music Collections

At the same time when P. Koridze was transcribiyigis actively in western Georgia, The
Distinguished representatives of the Karbelashwifshe family carrying chant traditions - Vasil,
Polievctos and Pilimon Karbelashvilis were doing tekame thing in Eastern Georgia. The
Karbelashvilis can be considered the dynasty ofegptors of the Georgian chant, the so-called
Kartli adn Kakheti mode. That is why the mode a$tbhant was called "Karbelaant mode". Two
collections of hymns, "Vesper" (1897) and "Matir{d898), are published under this name, and
they contain not only hymns of vesper and matin.

18y, Gvakharia - The Development of Georgian MusBg$tem - Thilisi 1962 p. 411
" see Q840, p. 43-44



We must mention separately "Vesper" pubtishg Pilimon Karbelashvili (1907), where only
the upper voice - the top voice part is given. Thadlection is distinguished by the fact that ithe
first sample of the structural analysis of Georglarmns. The collection "Christmas Hymns"
belong to Karbelashvili as well, which is a veryeiresting attempt of noting mode peculiarities in
five line note system.

The manuscripts, left by the Karbelashviich can be found in various archives and funds,
are only partially used in our work. This precioosaterial is still awaiting a fundamental

musicological research.
Artem Erkomaishvili's Recordings

Unlike the notational transcriptions Georgian hgmithe number of which is several
thousands, we have very few phone recordings. Rtosmpoint of view the biggest one is the
hymns collected by the last connoisseur of chanérrErkomaishvili recorded in 1966, at the
folklore department of Thilisi State Conservatoifdnese recordings enable us to get some idea
about those peculiarities of chant performance Wwhg impossible to reflect by notation. The
tradition of chant, which Artem Erkomaishvili repents was called "Dumbadze's mode" in the
19th-20th c., which shows the close connectiorhisf tamily with chanting as well as the prestige
of Anton Dumbadze.

Other sources of Georgian chant. Besides the almavgioned, main sources of transcribed
hymns there are many manuscripts today that havebeen studied yet eitehr practically or
scientifically. The revelation of such manuscripisd the material connected with them should

become one of the priorities in the studying of Gem chant.
Chapter 2. Georgian Chant Schools

The beginning of the history Georgian church misiconnected with those remote times,
which gives very little information about Georgiansic. In spite of this we must suppose that in
cloisters, churches and monasteries in Georgidbagpdnd Georgia together with liturgics and other
branches of church art, the indivisible part ofinkvservice - ecclesiastic chant and the traditafns
performance of general and local importance wenegbestablished and developed.

In ecclesiastic art (in its separate branchesgteation of this or that school, on the basic of
many centuries traditions, is known to historyislhatural that in Georgian chant too were differen

schools - as creative systems having a certain ositignal technique and aesthetic principle.



In our diploma work "On the Unity of Georgian ChaBitanches™® this very thesis is
regarded to be one of the important consideratiacsording to which various chant modes, built
on the basic of unified canons of Georgian charasent the schools of chant. Their mentioning
according to family names or the name of a parGebrgia ("Karbelaant mode"”, "Dumbadze's
mode", Kartlian and Kakhetian chant, Imeretian &wuian chant) must be considered to be of a
later tradition. Correspondingly, the term 'mode'this context) is a synonym of a schddlThe
correctness of the thesis is also proved by thietlfet together with raising the question, the afle
referring to chant traditions or modes as chanbalshwas established (restored) both in modern
musicology and chant practice.

Our aim is to define which schools in particulae aeflected in the notated or audio
recordings that reached to us. In short to defihatvpeculiarities are characteristic to this ot tha
chant school.

Every school of Georgian chant has one and the samanical basis, which is most clearly
expressed in the first voice of the three-voice I@em chant. The great importance of the top voice
in Georgian chant is recognized by both old chamgjess and modern musicologists. And the
individuality of chant schools is expressed in peeuliarity of the interrelation regularities ofeth
three voices of chant, which had been establishmjrefining in various monasteries and churches

for centuries.
Development Stages

In the numerous transcribed materials made aetigeof the 10th and at the beginning of
the 20th centuries in which the major part is oteddy P. Koridze's transcriptions, we come
across two types, two kinds of chant: 1) the stedalplain chant”, "mode chant", otherwise -
"Simple-True mode chant" and 2) ornamented chamiofful chant”, which sometimes is called
"practiced” or "practice - chant”. But P. KoridZenks that there must be another stage previous ta
them which was called "study voices". It was chemared by fourth-octachord parallelism. This
kind of voice joining is only in Artem Erkomaishwél recorded chants.

In spite of the great differences between Georgizeny-voice and early European
polyphonic musical thinking, we must mention sonmeilarities which can be seen in the two ways
of the development of polyphony in professional mus the two cultures which have different

histories.

'8 See David Shugliashvili - On the Unity of Georgi@ahant Branches // T.S.C. The collection of sdiientorks - old
Georgian professional music. The question of hyséod theory. Thilisi, 1991
Yibid, p. 161



The interval dependence of "study voices" reminafuhe early organum which existed in
the European polyphonic music of he middle-ageshéni'study voice" the oldest layer of Georgian
chant is reflected. We think that the above memtibprinciple of voice parallelism is the ancient
form of performing Georgian chant. "Study voicéSimple-true mode" and "Colorful chant" - are
the terms showing not only teaching but also ineidhe stages of the development of Georgian
chant. Georgian chant preserves voice parallelisnciple in all the above mentioned stages of its
development.

Besides common rules and laws every school of Gawrghant has its characteristic,
traditional formulas of cadences, concluding typm@ases of hymns. The variety of chant schools
is preconditioned by the peculiarities of "embdiliieent”, "ornamentation”, "embroidery" of
canonical melody and the individual rules of copasling harmonization that is the original
images of three-voice singing.

The tradition , which existed in Georgian chantcgca but which did not reach to us in its
living form, the sounding of the so-called "rejaigivoices" together with the three main voices
(tkma - top voice,modzakhili- middle voice andani - bass) must be a peculiar way of chant
ornamentation, which was mostly used in perfornfiragiegated” hymns. The function of rejoining
voices is to sound in the background of main votoesnrich the timbre and to occupy voice space

completely.
Gelati School

Gelati monastery, as the cloister of spiritualibiaultural and educational centre was very
important. It was called "the other Jerusalem" damibther Athens". Gelati academy founded by
David the builder in 1106 was that educational emathere together with other disciplines music
was also taught. This fact makes us think that @orGia of those days not only chant art was
developing, but there must have existed a greatasabf teaching music (and first of all chant)
theory.

Chant Revival Committee, founded in the 60s of 2¢h c. chose D. Chalagenidze, I.
Tsereteli and R. Khundadze to reproduce hymns. ffioisinifies three chant traditions though they

had a common basis of chant, which is connectdd @tlati chant school traditions.
Svetitskhoveli Schoool - "Karbelaant Mode"

As P. Karbelashvili tells us, on King Erekle Il amdhton Catholicos' initiative, in
accordance with the resolution of the special megetield in 1764, bishops and monastery leaders

were assigned to create chant choirs at every  jbishorch, as in old times. For this purpose



a great catholic school was founded where youndesiis, together with other subjects, studied
Georgian chant too. This is the very school whieeehead of "Karbelaant mode", Peter Karbela
received his chant knowledge. That is why it w#l torrect if we refer to this mode of Georgian

chant as Svetitskhoveli chant school tradition.
Shemokmedi School - "Dumbadze's Mode"

The comparative analysis of the recordings by Artérkomaishvili, the last representative of
Shemokmedi chant tradition, and the hymns repredlibyy Anton Dumbadze, prove the existence
of common characteristic elements in the heredftySbemokmedi school chanters of various

generations.
Chapter 3. Eight-tone System:

Similar to the chant of other orthodox churches, rtiain musical system in Georgian chant
is the system of eight-tone octoechosts Russian equivalent @smoglasiein Georgian it means
eight tones. In our opinion it is not a conceptmntwo words (eight tones), but it is read as a
composite, as a term of having a special liturgiza scientific meaning.

Tone as a sum of melodious formulas, together ghtmt genre (form, kind) and function is
a defining category of a canonical tune.

Stanzaas a solid component part of this or that toneoisslered to be the most essential
structural element of hymns and we call it modumore exactly stanza - modus.

In Georgian tradition eight-tone hymns (accordingKioridze-Kereselidze transcriptions)
are classified into ten groups by us, the clastifin is given in the table.

The aim of the present work is to prove the fundatadéy of this classification, which we
do by revealing every tone of each group, of stanadus fund, by structural analysis we reveal the
identity and variety of these regularities in diéfiet Georgian chant schools.

In the manuscripts there are seven kindgiclfiera which have a common intonational fund of
tones. We called thetichera Tones The groups of stichera tones is the most multgeBesides
sticheras there are nine more kinds of hymns. Hnenis of stichera group have four tones common
with the hymns of troparion genre. The four tones &/, V, VI and VII. That is why we call them
stichera-troparion tones The rest four tones of troparion genre hymnsdifferent from stichera
tones. We come across them namely in troparionssd ffiour tones (I, I, 1ll, V1) belong to a
separate group and we call hémparion tones. We come across the exceptions in the structure
mainly in separate tones (I, Il, IV tones) of trapa genre. We may say that in the majority of

tones, when the intonational moduses and their  esemguis kept, the troparion genre, in the



above mentioned tones, is structurally quite chabigeand mobile compared with other kind of
other eight-tone chants.

After the stichera and troparion-stichera groupgyreup of tones is distinguished with
multitude of genres, which we call&bntakion eight-tone. In this group, besides Knotakion, there
are hymns obikos, ypakoeandcathismagenres. In the manuscripts Sunday matins ypa&oes
represented by private eight-tones, that is whyclassify them separately as aight-tone ypakoe
group.

A special system of tune distributionaatiphon eight-tong in which each tone consists of
not one but several tunes. This principle can hendoin both Gelati and Svetitskhoveli chant
traditions.

The above mentioned eight-tone chant genres inclbdeso-called two or more stanza
tunes, their stanzaical structuiral schemes, assaltrof our research, are given in the table (see
table No2)

We separated eight-tone hymns of small forms, inckvlive mean one stanza (rarely two
stanza) hymns. These angrokimenos eight-tone eight-tone alleluia (of liturgy), eight-tone
Exapostilarion and eight-tone of Glories In spite of their small form each of them has
independent eight-tones.

The main aim of the present work was the revelatiot systematization of the regularities
of eight-tone system in Georgian ecclesiasticahth&/e think that the work carried out by us fills
in the blanks that exist today and answers mangtgues, though we must mention that we do not
claim that the question is exhausted. We suppadeotihthe basis of the analyses and observations
given in the work, it is possible to raise a lotn&fw questions and to undertake new tasks, which

would give new impulses to the research and knoydeaf the Georgian chant.

Conclusion
On the basis of the carried out research the fatigveonclusions and scientific new facts
have been distinguished. The present work repredbatfirst attempt to make a complex analysis
of the eight-tone system in Georgian ecclesiastihaht, the musical contents of eight-tone hymns,
the fund of stanza-modus and structural regulariiee given in full and we are systematized. On
the basis of comparative analysis a common groditicisystem is revealed in various schools of
Georgian chant.
- We find it expedient to use the analogous compdsite - (vakhmg - eight - tone as a
Georgian equivalent of octoechos.
- Georgian ecclesiastical chant is based on the gepenciple of eight-tone, a

definite rule of distributing canonical tones amchds, which is the common



basis for each traditional / Georgian chant sclkkaolwn to us.

- Tone, as a sum of melodious formulas, together with hymn genre (form - kind) and
function, is a determining category for a canonioak.

- We made the complete structural stanzaical anabfseight-tone hymns which are in Q
672, Q 673 and Q 674 manuscripts.

- We classified hymns according to tones (taking icaasideration not only tone but genre

and function components as well) : ten groups gifiteione were revealed

. Stichera (tone I, II, 111, VIII)

. Stichera-troparion (1V, V, VI, VII)
. Troparion (1, I, 1. VIII)

. Kontakion

. Ypakoe

. Antiphon

. Prokimenos

. Exapostilarion
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. Alleluia
10. Glories

- As a result of the detailed analysis of each tohthe eight-tone groups, we studied and
revealed the complete stanzaical intonational aitsarthe eight-tone system.

- Stanza as a solid structural component unit of ¢gnishat tune of tone is callestanza-
modus.

- The stability of stanza-modus sequence determirefunhctional meanings of stanzas.

- We divided stanzas into the following essentiatkin

1. Beginning

2. Repeated

3. Middle

4. Pre-concluding

5. Concluding.
- We also classified the rarer kinds of stanzas:

1. Inserted
2. Substitute



3. Common
4. Loan (borrowed)

5. Compound

We showed the stanza-modus complex of each toeetyfiical structural mechanism of
their usage (the number of stanza-moduses, theesegquand transposition) and their

accordance in various chant school traditions.

we revealed and discussed the deviations from tteseotypes (e.g. usage of another group

tune, "falling out" of a stanza, or an "unsystemaharacter" in the sequence, and so on).

On the basis that stichera and troparion grouderddnly in four tones, while they have
four tones in common, we called it a stichera-trapagroup

On the basis of comparison of the patterns of uariechools we may say that the rule of
arrangement of words with the tune is more chargetifan the construction of the tune

itself (the sequence of stanza)

The systemic categorization of eight-tone tunegwshby us, enables us to indentify
thousands of hymn tunes in the manuscripts withcibreesponding group of eight-tone
system and tone. At the same time, we can reveal¢hiations, errors or in exactitudes in

the manuscripts.

The given systematization will help us both in céiag a corresponding canonical tune for
various hymns not fixed in the notational manugsrgnd in establishing the norms of text
arrangement for this tune.

* k%
We posed a question about the necessity of res@atble sphere of sources from the point

of views of source expertise.

From the point of view of notational transcriptiohhymns, the expert study of sources has

never been an object of special great researchusifomlogists as yet.

We revealed the earliest notational transcriptibm @&eorgian hymn is Mary the Blessed
Virgin's Irmos, transcribed in Ukraine in 1802

We specified the conformity of the numeration in d@llection with the list of E.

Kereselidze's books.



The hymn index (Q 665), made by E. KereselidzetHermanuscript, which is a great help for
Georgian chant research, was rather difficult te because of the discrepancies between the
numeration of notated collections and the numbé&® obllection. After the comparative description

analysis the problem is solved.

We brought a manuscript H 154 (nine books) intogpleere of musicological research; we
revealed and specified its origin.

- We pointed out the notated manuscripts that ar@awk in today's scientific literature and

chant practice, and we set forth the future praspeictheir research.

* k% %

- W e set forth a terminological specification-argumagion of schools classification

- We defined namely which school patterns are redl&at the notated or audio recordings.
- We showed our vision of historical stages of cltawelopment.

- We indicated three stages of chant development:

1) "Study voices", 2) plain and 3) colorful chant
The variety of chant schools is preconditioned maraging chant voiceskma - top voice,
modzakhili- middle voice andbani - bass), the peculiarities of their ornamentatieariously
"ornamenting"”, "embroidering” the canonical tunel @he individual rules, many voice original
images of the corresponding harmonization.

- We also referred to the regularities of voice agement and "ornamentation” as the main
distinguishing aspect of schools.

- We showed one of the semantic conformity of thenténode" with a chant school.

- we showed the typicality of cadence modulationsaparate schools.

- Gelati tradition reached to us by chant of threepbe (Ivliane Tsereteli, Dimitri
Chalaganidze, Razhden Khundadze) but we cannathsayhis chant is a synthesis of the
three schools. As it seems, they have the commsis b&chant which is rightly connected
with Gelati monastery school-academy, as with tlestmmportant cultural-education centre
- "Karbelaant mode", the origin of which is conregtwith the name of Peter Karbela, is
represented as Svetitskhoveli school tradition. Teason of it is P. Karabelashvili's
information about his grandfather Peter's learmingnt.

- We set forth a hypothesis about the traditionaditymelismatic ornamentation practice in
Eastern Georgian chant tradition (among them inrbkKkaant mode")

- We proved the diversity of tradition in Eastern @gan chant sources



(Arakishvili's transcriptions, Kashveti chantenstie recordings).
- We proved the connection of the chanters of Shenedkmnschool various generations

through the transcriptions by Anton Dumbadze angmrErkomaishvili.
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