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Gvantsa Maisuradze.
Giorgi Mtatsmindeli University of Chant
Bachelor, I course

Folklore of Racha, Traditions and Problems
Racha is one of the most beautiful corners of Georgia. It is distinguished by its warm,

hardworking population and rich customs. Culture of Racha is unique and distinctive;
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architecture, cuisine, dance/song - all of this is ancient and passed down from generation to
generation.

Folklore of Racha is interesting for its originality, which was created in the high n
mountains of Racha and among the people of strong nature.

Our attention and research topic will concern several folklore samples of Racha, the
history and traditions associated with their creation, as well as their early performers and
lotbars, which will allow us to study and characterize the folklore of this corner.

It is interesting how the life cycle of these folklore samples developed, how they are
performed today, whether they have undergone changes compared to their original form, etc.
These are the issues to which our work will be devoted.

Also interesting are the Racha hymn traditions. There were several important

monasteries in Racha, this requires scientific study to identify the materials.
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Mariam Grigalashvili
Giorgi Mtatsmindeli University of Chant
Master's student, II course
"Now Release Your Servant" — Historical and Theoretical Aspects

Among hymns derived from Gospel texts, the prayer of Simeon the Martyr, "Now
Release Your Servant," holds a special place. This hymn is sung at the conclusion of Vespers
and serves the liturgical function of absolution for the congregation. Additionally, within the
context of divine history, Simeon's prayer marks the first recognition of the incarnate Messiah.

According to 19th-century manuscripts, "Now Release Your Servant" is clearly
designated as a hymn for the Vespers service and adheres to the octave system. Specifically, it
is arranged in the tone of troparion . However, there are a few individual examples that deviate
from this arrangement, such as the hymns of Vespers, which are set in the third tone of the
antiphon. One such example is the Shemogmedi School's "Ats Ganuteve," which is not named
as a hymn for the Vespers service but is specifically arranged for the Feast of the Annunciation.

This report examines the hymn "Now Release Your Servant" from both historical and
musical-theoretical perspectives, with particular attention given to the example of the

Creator's School.
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Elene Buishvili
Thilisi State Conservatoire
Bachelor, II course
Genre-Stylistic Innovations in Jean-Philippe Rameau’s Suite in G Major/Minor
This presentation is dedicated to identifying the genre and stylistic characteristics of the

Suite in G major/minor, composed in 1727 by the representative of the French Baroque, Jean-



Philippe Rameau.

Based on the objectives of the research, an analysis of the genre characteristics of the work
has been conducted. It has been determined that the suite does not follow the established genre
model of the time, which typically included four obligatory dance genres. The innovation lies
in the fact that, among the dance genres, Rameau employs only the menuet, while the
remaining movements are character pieces with programmatic titles. The tendency toward
programmatic content and the contrast between character pieces create a perspective that
anticipates the formation of instrumental suites by Romantic composers in the 19th century.

The presentation also focuses on the stylistic features of Rameau’s suite, among them
emphasizing the composer’s exceptional freedom in tonal thinking. As a powerful means of
expression, Rameau consciously employs the parallel major and minor system, which later

flourished in all its manifestations during the Romantic era.
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Nino Tavadze

Thilisi State Conservatoire

Bachelor, III course

Thematic Development in Polyphonic Variations of the Baroque Period
(Based on ].S. Bach’s Passacaglia in C Minor)

Polyphonic variation is one of the most significant genres of the Baroque era, exemplifying
the period’s characteristic approaches to thematic development. In this genre, the
interweaving of polyphonic elaboration with harmonic thinking and improvisatory
techniques rooted in basso continuo plays a central role. This paper aims to explore these
stylistic features through an analytical study of ].S. Bach’s Passacaglia in C Minor, focusing on
the ways in which thematic material is transformed, developed, and integrated into a unified

musical architecture.
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Elene Eliozishvili
Thilisi State Conservatoire
Master's student, I course

Archetypal Narratives in Genre Models of Rock Opera

The proposed conference paper titled “Archetypal Narratives in Genre Models of Rock
Opera” explores Carl Gustav Jung’s theory of archetypes and its manifestation in the arts,
particularly within the context of 20th-century postmodern aesthetics.

Jung’s theory of archetypes reveals universal imagery and thematic patterns embedded in
the collective unconscious of humanity—motifs that manifest across literature, cinema, theater,
and music. This study places special emphasis on the presence of archetypal plots in musical art
forms, focusing specifically on the rock opera genre, which emerged in the 20th century as a
synthetic and expressive form of the Classical Crossover.

Through the analysis of landmark works such as “Tommy” by The Who, “Jesus Christ
Superstar” by Andrew Lloyd Webber, “Orpheus and Eurydice” by Alexander Zhurbin, and

“Alternative” by Joseph Bardanashvili, the research investigates how well-known classical



archetypes—so-called “Eternal Plots”—are adapted and transformed within new cultural and
musical contexts.

The study demonstrates that rock opera, which fuses elements of myth, theater, classical
music, and popular (mass) culture, becomes a powerful medium for expressing both collective and
individual experiences and conflicts. Furthermore, the paper addresses how epochal and stylistic
shifts of the 20th and 21st centuries have influenced the interpretation and deconstruction of

archetypes in musical theater.
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Tara Sayyah
State Conservatory Anadolu University, (Iran/Turkey)
Department of Musicology
Undergraduate Student, 2nd Year
Sound Smuggling: Covert Musical Practices and Forbidden Listening Cultures in Post-
Revolutionary Iran

Following the 1979 Iranian Islamic Revolution, strict cultural censorship reshaped not
only music production but also its modes of consumption. This study examines how banned
genres — including Western pop, classical Persian music, female vocals, and Sufi chants —
were driven underground, and how listeners continued to access them despite restrictions. It
frames the issue within music sociology and cultural anthropology.

Central to the research is the notion of a “culture of forbidden listening™ the
clandestine circulation of cassette tapes, secretive home listening, satellite broadcasts of foreign
concerts, and private listening gatherings. These acts, beyond personal defiance, fostered the

reproduction of a shared musical memory.
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“Sound smuggling” is presented as both a material and symbolic act. In a society where
music was silenced, it became an urgently needed medium of expression and resistance.
Through oral histories and archival practices, the study reveals how sound became a subversive
space.

The paper contends that Iran’s musical bans did more than suppress — they
unintentionally opened new spaces for alternative modernities and identity formations. From
the whisper of a woman’s voice behind closed doors to cross-border musical exchanges, this
study demonstrates how forbidden sound operated as a powerful site of political and aesthetic

resistance.
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Tefik Tunca Under,

Yildiz Technical University,

Institute of Social Sciences Music and Performance Arts Programe.
Doctoral (PHD) Student

Bekir Sahin Baloglu

Yildiz Technical University,

Institute of Social Sciences Music and Performance Arts Programe.

Assistant Professor
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An Analysis of the Relationship Between the Opera 'Kerem' and Turkish Music in a Socio-
Political Context

It was aimed that the operas considered to be performed in Turkish would serve as a
catalyst for the musical change and transformation desired to be brought about in Turkey, the
promotion of fine arts, and the idealistic transformation intended to be instilled in the national
consciousness.

The best way to truly understand and recognize a composer is, of course, to refer to the
composer’s own expressions. Saygun, who stated that an art cannot be universal unless it
remains connected to its roots and carries a humanistic character, aimed to transition from the
local to the national, and from the national to the universal through his works, and was a
composer who always moved forward. Ahmed Adnan Saygun’s understanding of tradition
finds its meaning in an evolutionary process that also integrates the new. The most concrete
evidence of this is his treatment of modal-magam melodies from Anatolia with a new style,
using Western musical instruments and harmony. In Saygun’s opera Kerem, which he
composed based on a folk tale widely known in Turkey, it has been identified that, alongside
Hiiseyni—"commonly encountered maqam in Turkey" and this scale resemble the one referred
to in some regions as the “Kerem maqam.”

The aim of this study is to reveal the sociopolitical reasons behind the goal of
developing a newly emerging Turkish opera by drawing from Turkish music, and to analyze

the musical reflections of this effort.
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Baia Zhuzhunadze
Researcher at the International Research
Center for Traditional Polyphony
of Thilisi State Conservatoire
For the Interdisciplinary research Issue of
Meskhetian Musical Dialect

Modern ethnomusicology considers the methodology proposed by the well-known
American anthropologist Alan Merriam as the origin of the study of traditional music — the
study of traditional music in the social-cultural context, which considers the study of the
musical and social structure of the music of the oral tradition. Among the Georgian musical
dialects, the Meskhetian musical dialect is a very interesting object of research due to its
diversity of social-cultural processes.

From the three-century period of Ottoman rule until the mass exodus of the Muslim
population in 1944, the multicultural environment in which the Meskhs had to live led to a

transnationalism that characterized not only their music, but also their way of life and non-
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musical forms of expression in general. The multicultural heritage of Meskheti, which from
today's point of view represented the cultural richness of this region, was significantly reduced
during the Soviet rule due to mass emigration, and some of it completely disappeared.

As for study of this heritage, which started in the 1930s. The main goal of all scholars
interested in the study of the region was to find and record the purely Georgian layers
preserved in Meskheti, to return the region to the general Georgian cultural mainstream,
which was dictated by the politics and ideology of the current state. Therefore, the current
multicultural heritage of Meskheti remained out of interest.

This paper aims to discuss the Meskhetian musical dialect from a historical-
ethnomusicological point of view. To present the processes that led to the disappearance of
polyphony and the predominance of monophony in this tradition.

The research is interdisciplinary in nature, combining cultural, anthropological,
ethnomusicological, historical methods. Since the Meskhetian musical dialect has not been the
subject of research in terms of social-cultural processes, this report is the first attempt to discuss

the issue.
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Tamar Tsulukidze
Giorgi Mtatsmindeli University of Chant
Master's student, II course
Forms of “Alleluia” Participation in Worship

“Alleluia” — meaning “Praise the Lord” — is, along with “Amen,” a sacred Hebrew
expression that is not translated into other any languages. Since the early periods of Christian
worship, “Alleluia” has been integrated into liturgical practice. It appears in various forms
within services: in the Psalms, where each canon is divided by a "Doxology" followed by
“Alleluia”; and in the Psalter, which includes psalms specifically referred to as “Alleluia
Psalms.”

“Alleluia” also accompanies various hymns, either as a kind of refrain or as a concluding
segment. The triple “Alleluia” replaces psalm verses during the Divine Liturgy, particularly
before the reading of the Gospel. Thus, “Alleluia” frequently resounds throughout the liturgy
as an expression of unending praise to the Lord.

This presentation explores the various forms of “Alleluia” used in worship — both in
historical context (based on ancient and modern typikons) and through its musical-theoretical
patterns. The goal of the study is to analyze the significance of “Alleluia” within liturgical

practice.
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Zurab Tskrialashvili
Researcher, Choirmaster/Regent
About One of Giorgi Svanidze’s Expeditions
In recent years, specialists in the field have become increasingly interested in Kartli

folklore and the expedition materials collected in Kartli. In 2021, a collection titled “Folk
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Songs of Kartli. Giorgi Svanidze” was published. The well-known folklorist Giorgi Svanidze
conducted two expeditions in Shida Kartli in different years (1922 and 1939). Among the
expedition materials preserved in the National Archives of Georgia, one can find many
interesting and noteworthy details. The expedition materials collected by Svanidze in Kartli
preserve the living tradition of up to twenty folk songs from this region of Georgia. These
materials are invaluable for young researchers and performers.

As a native of Shida Kartli and a musician-performer, I have been interested in studying
these expedition recordings and performing the folk samples in an ensemble for several
years now. While studying the archive, our attention was drawn to the expedition
conducted in the city of Gori in 1939, where the ethnophore and singer from Khidistavi,
Vano Tlashadze, recalls the history of the song Chakrulo. This is one of the unknown
Kartlian versions of Chakrulo. Our goal in the presentation is to bring together the
information from both expeditions about the origin, history, and musical nature of the song

Chakrulo.
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Teona Benashvili
Giorgi Mtatsmindeli University of Chant
Master of Church Musicology
“Keba Kebulta” (Praise of the Praised) — Forgotten Hymns
in the Georgian Chant Tradition

The Georgian chant tradition is very old. It has many different kinds of hymns with
rich words and music. In old Georgian chant books, we can find hymns for the church service.
But there are also other hymns that are not part of the church service. These hymns are called

“Keba Kebulta” (Praise of the Praised). Today, people do not perform these hymns in church.
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The goal of this report is to make these hymns more popular and to bring them back
into the repertoire of modern chanters. This will make the chanting tradition richer. We also
believe it will help to restore an old tradition. This is important for keeping Georgian culture
alive and helping chanter have more chants to perform. This topic is also important because
the hymns in “Keba Kebulta” are from a special group called heirmos. These hymns use a
different music system than the usual the Eight-tone system. Many people have studied this

music system and research is still continuing.
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Giorgi Abramishvili.
Giorgi Mtatsmindeli University of Chant.
Master of Church Musicology
Connections Between 19th-20th Century Musical Manuscripts
and 10th-11th Century Hymnographic Collections

Numerous documents attest to the ancient origins of Georgian ecclesiastical chant. This fact
is also accompanied by a compelling question: To what extent do musically notated chant
manuscripts of the 19th century correspond with medieval hymnographic collections? In this
presentation, we will examine specific hymnographic regularities observable in 19th- to 20th-
century musical manuscripts. Moreover, through a comprehensive liturgical and textological
analysis, we demonstrate that the regularities identified in the 19th- to 20th-century notated

manuscripts are closely related to the 10th- to 11th-century hymnographic collections.
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Nun Nino Samkharadze.
Thilisi State Conservatoire
Doctoral (PHD) Student
In Search of Convergence and Divergence
(Based on the “Shekvetiliani” and the Great Canon of St. Andrew of Crete)

The major liturgical cycles of Great Lent, such as the Shekvetiliani and the Great Canon
of St. Andrew of Crete, represent key musical cycles of the Holy Forty Days. Their main points
of intersection are thematic (the theme of repentance present in both), compositional (a similar
architectural structure in their inclusion within the Matins service), and contextual (a
chronological biblical narrative in the Canon of St. Andrew; a sequential Gospel narrative of
Christ’s Passion in the Shekvetiliani). Both are large-scale cycles — the Canon of St. Andrew
consists of 250 troparia and 11 Heirmoses, while the “Shekvetiliani” includes 70 hymns set to
33 musical tunes — which also distinguishes them from other cycles.

We first proposed the idea of their shared characteristics in a master’s thesis (2019),

although no musical analysis was carried out at the time.
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The purpose of this presentation is to compare these two major musical-liturgical cycles
of Great Lent. A comparative study of the cycles will allow us to highlight the levels of
convergence and, if present, reveal and determine the reasons behind any fundamental

differences.
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Ekaterine Kazarashvili
Thilisi State Conservatoire
PHD Student
Christmas Hymns in the Eastern Georgian Chant Tradition

The hymns of the Nativity of Christ are preserved in various musical sources reflecting
the hymn tradition of Eastern Georgia. These are musical manuscripts of the 19th-20th
centuries and published collections. As can be seen from the study of musical materials, the
Karbelashvili brothers and others mainly recorded the main parts of the Nativity of Christ's
canon, as well as the troparion-kontakion.

In the musical archive of Polievktos Karbelashvili, a certain part of the hymns is fixed
in parts. Mostly the first part of the hymn is fully recorded, while the second part is found
fragmentarily and the voice is arranged in pencil. This principle reveals several versions of the
same hymn, which indicates that these were different working variants of the arrangement of
voices, which were finally reflected in the collection ,,Hymn for the holiday of Christmas”
published in 1898.

The purpose of our report is to study all musical notes of the Eastern hymnal school of
Christ that have survived to this day. Also, grouping of hymn variants according to services
and genres, Identifying and comparing the characteristics of the musical language of the same
hymns in different musical sources.

Thus, this study will allow us to identify all the hymns that are preserved in various

musical manuscripts reflecting the Eastern Georgian chant tradition.
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