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The verbal method is one of the most ancient information transmission means in the
history of mankind. Even before the speech formation the primitive people interacted with
each other via the smallest units of the verbal texts, through the phonemes and syllables. In
our opinion, sounds of music, along with the sonorous phonemes and syllables, were also
involved in the information transmission process.

The verbal part with its sonorous form was actual for all music ages and even today it
enriches the music by new technological methods® and innovative means of expression. In the
works of contemporary composers the role of the verbal part becomes more and more
important in the process of music creation. As far as we are concerned, the issues described
above, are not yet fully studied in the scientific space of the Georgian music.

Our thesis is devoted to the study of the role of the verbal part in modern professional
music, in the works of the XXI century composers Maka Virsaladze, Reso Kiknadze, Eka
Chabashvili and Levan Gomelauri. The verbal part plays a special role in the stylistic
development and composition techniques in their works. According to the scope of our
research we have chosen the works, where the mutual interaction of the verbal and musical
spheres in the musical thinking of the authors is clearly observed. In the works of XX-XXI
century composers the verbal text plays an important role. Modern authors have dramatically
changed their approach towards the verbal text. According to this approach the speech was
considered as the musical parameter which led to the creation of a variety of methods, that
are appealing in the aspect of the artistic and expressive modes of music. At the same time,
the number of the authors who confer on the special importance of the verbal text in their
composition techniques have been increased around the globe. In general, the works of above
mentioned composers had already been a subject of a study in Georgian musicology, but the
fundamental scientific researches about the methods that were used to deal with the verbal
texts in the frames of the modern composition techniques, especially the studies, based on the
works of the composers that were mentioned before, has not been written yet. We believe
that the research topic we have chosen is quite actual.

Thus the subject of our research is verbal text as a part of the composition techniques

in the works of the above-mentioned composers, and the objects of our research are

® Under the technological compositional methods we have meant a combination of the various methods applied
during the music creation process.
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the creative works and specific pieces of the contemporary composers: Reso Kiknadze, Levan
Gomelauri, Maka Virsaladze and Eka Chabashvili, where verbal text is possible to find.

The present doctoral thesis aims to:
1. Examine the verbal text usage methods in the works of the above-mentioned composers.
2. Ascertain which elements of the verbal language is used within the different composition
techniques.
3. Study the changes that appear as a result of the mutual interaction of the verbal text and the
music sphere (in the form and the genre level) in the works of contemporary Georgian
composers.

Research set the following objectives:
1. Acquaintance with the elements of the speech;
2. In the musical works of the selected composers find the pieces where these elements are
used;
3. Distinguish the methods of verbal language, that are used by the composers.
4. Draw parallels between the methods of the verbal part usage.
5. Analyze and describe the ways of implementation of the musical ideas in the works of the
above-mentioned authors, group them in the different categories according to the selected
methods and make their classification.
6. Determine what type of composition techniques and musical elements share their functions
with the elements of speech.

7. Define whether the phoneme, syllable, word or text used in the music cause any changes in
the musical form, and how/if they affect the genre characteristics. On the contrary, we want
to explore do the musical elements have an impact on the verbal text usage methods and on
the form of the verbal text presented in the work.

The goals and objectives led to a complex and comparative methodology of the
research.

Literature Review

Although the presented analysis of the works of the aforementioned composers leans
upon the scores of the compositions and the author interviews, we have done our best to seek
the literary material, which were related to the topic. Unfortunately, in the literature the

compositions that were actual for us were analyzed from the different point of view. In the
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best cases, literature was indirectly related to our research topic. Unfortunately, we could not
trace an appropriate classification, which would become a base for our research.

The dissertation is dedicated to research the composition and technological issues.
Despite of the multitude of the processed literature we were not able to find a scientific
research in the above-mentioned perspective, which reflected a new approach towards the
studied issue. Accordingly, in our opinion the scientific innovation of the dissertation is:

1. Consideration of the verbal part as a musical parameter in Rezo Kiknadze, Levan
Gomelauri, Maka Virsaladze, Eka Chabashvili works.

2. Classification of the usage methods of the verbal part elements - phoneme, syllable, word,
text — in the works of contemporary Georgian composers, that have been established in the
theoretical research, which include two categories, sonorous and not sonorous. The usage
methods of the verbal text are grouped according to the different functions.

Hereby the verbal elements in the not sonorous category can be used for the following
functions: technical indications; technical resources; as an idea source; an information source
received from the meaning of the word, as a source of the musical parameters; as the means
that transfers the music plot via the verbal text; for the verbal text impact on the musical
genres; for the verbal text impact on the music form; for inserting the theatre element in
music via the verbal text; for the music recording - verbal notation;

The verbal elements in the sonorous category can be used for the following functions:
as a timber effect; as sounding phonemes or phoneme complex in order to imitate natural,
biological or environmental sounds; for the pitch modification and the rhythmic-intonation
effect; for the language-phonetic deviation; for insertion the phonemes or phoneme complex
into the musical structure that appear through the expressed emotion. For the technical
reasons; as a resource for music; for timber-artistic expression effects; for the technical mode,
for the timber artistic-expressive methods.

The structure of the disertation:

The paper (124 pages) consists of the introduction, two chapters, the conclusion and
the list of the literature. The musical scores and recordings of the analyzed works are also

attached.
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In the introduction the actuality of the theme, the object, the subject, the aim, the
objectives, the innovation and the research methodology are substantiated.

Chapter I consists of two paragraphs — "The speaking language and music” and "The
speaking text in music”.

Chapter II — "The analysis of the compositional method of the verbal text use in the
musical works” - consists of four paragraphs, where the review of creative works and analysis
of the compositions of the following composers: Rezo Kiknadze, Levan Gomelauri, Maka
Virsaladze and Eka Chabashvili are given.

The conclusion summarizes the results of the analysis, which represents the methods
of the verbal text usage discovered in the works of Rezo Kiknadze, Levan Gomelauri, Maka
Virsaladze and Eka Chabashvili. The composition techniques that were applied in order to use
the verbal text are also mentioned.

The conclusion offers the suggestions about the interaction of the verbal and musical
spheres, as well as the prospects and opportunities of the verbal text usage.

The study and analysis of the latest musical patterns of the contemporary Georgian
composers in terms of the verbal text usage has a practical importance for composers — in
order to probe new verbal methods in a compositional technique’?, for musicologists - it gives
them an opportunity to get familiar with the composers opinions about their own approaches
towards the use of the verbal text (as it was mentioned above, our analysis of the works have
mainly leaned upon the authors interviews) and for artists, who are willing to acquaint more

deeply to he works and master the performance technique of these compositions;

Chapter I
The speaking language and Music

If we consider the relationship between music and verbal text in the historical context,

we will see that the verbal text had a huge impact on music, furthermore, in professional

7 In order to study how the verbal techniques have been applied in music, we have developed the

special course which is possible to see in the Appendix.
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music of the certain era and/or of some cultural areas, they are even inseparable from each
other.

We can safely say that in the twentieth century music, the verbal text, along with the
other music options - timbre and rhythm, time and space, was also "rediscovered”.

In our work we tried to embrace the attitudes of Georgian composers of all
generations and the novelties that they are offering to the listeners. Therefore, for the
panoramic view we have selected the works that suggest the most innovative approaches. In
addition, during the research process, we have studied and analyzed the famous works of the
European and American composers and their views towards the topic of our research, which
led to a clear impression about the attitude of the XX-XXI century composers about the verbal
text, as part of the composition technique.

As our goal is to examine the current developments in the global music and define how
they reflect in the contemporary Georgian music, we have focused on the works of Georgian
composers, that allow us to demonstrate their creative works in the scope of international
trends and novelties. Therefore, our analysis of the works of the famous composers (G. Ligeti,
K. Stockhausen, G. Aperghis, J. M. Cage and so forth.) is no longer included in the submitted
dissertation. We have performed a systematization of the verbal part use modes, because,
unfortunately, in the musicological studies that we have acquainted, we were not able to find
an interesting form of classification, which would become a basis for our analysis. However,
the performed analysis of the musical material gives us the sufficient information about the
methods of the verbal text use, on the basis of which we have created the classification form
of the usage methods of the verbal part in music. At first we became familiar with the
elements of the speaking language; then we found these elements in the musical works; It
turned out that they are used as in sonorous form, as well as without it; we had identified
what type of compositional techniques and musical elements are shared their functions with
the verbal text; we have established the usage methods of the verbal language that were
applied by the composers.

The speaking text in music
It is often possible to find various verbal engagements in the modern composition

techniques. In the musical work the verbal part may become a foundation for the idea of the
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piece, or a create sources of artistic and expressive methods in any musical composition
techniques. Verbal source may also be used for the systematization of the creative elements of
music and for their regulation at the form level. The verbal text used in music consists of the
four speech elements: a phoneme, a syllable, a word, a text.

Phoneme [Greek Phonema (ling.)] is the speech sound, a unit of sound of a language
phonetic system.

Usually, every phoneme corresponds to one, sometimes two or more speech sounds. In
terms of the sound system modern Georgian literary language consists of 33 phonemes, five of
which are vowels (a, e, i, 0, u) and the rest 28 are consonants (b, g,d , v, z, t, k’, 1, m, n, p’,zh,
1, s, t,p, k, gh, @, sh, ch, ts,dz, ts’, ch’, kh, j, h). Each of them corresponds to one sound.

In the modern times there is a tendency, according which phonemes become an
organic musical elements of a general sonority. In terms of today's technical progress and the
actuality of the media, the studies of the new acoustic capabilities have broken many existed
barriers in music that leads to formation of new attitudes towards any kinds of the sound
sources, thus the electronic music and the need of its use had emerged. A phoneme was one
of the most important objects of the studies.

On the example of the Georgian language we will examine the nature of the phonemes,
but in the works, which we will analyze later, along with the Georgian language, it is possible
to find other linguistic entities: German, Russian, English, Italian, Sanskrit and other.

The consonants of the Georgian language are forming the separate system-couples and
threesomes united according to their sonority features: there are five full threesomes (b, p, p’ -
d, t,t - gk, k’-dz, ts, ts’- j, ch, ch’). In all these threesomes, one consonant is sonorous, one —
a deaf aspirate and one — a deaf sharp.

From the sixth threesomes only one phoneme (q’) has been preserved in the modern
literary language;

In the system-couples (z; s; - zh;sh; - gh; kh) one phoneme is sonorous and the other is
deaf, which form some kind of opposition in the couples.

The single system also exists (v; m; n; 1;l).

The one of the most important analogues between the language sonority and the

consonant complexes. Although in Georgian language the most common are the duplex and
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triplex groups (for example, bgera, martsvali, brts’q’inva, brdghvna, etc.), the four and five-
member groups could also be found. Associatively, this phenomenon is very similar to musical
chords, clusters, sonorities.

We believe that we should pay more attention to the phenomenon of phonemes,
because it is the most music related language element. It is a source through which the larger
speech elements are being built and at the same time, in a phonetic point of view, it is
considered as an initial of a the language sonority in linguistics.

The syllable is a unit of the natural fragmentation of the speech, which is perceived as
a single rhythmic blow. Usually the syllable includes one vowel or one vowel with one or
more consonants (for example: "i-a”; "var-di”); The syllable that ends with the vowel is an
open one (mu-si-ka) and the syllable that ends with consonants — is closed one (al-bat). The
most intensive part of the syllable is called the peak, the neighboring parts of the peak are
slopes; the peak sound of the syllable is called the nucleus. The vowel has always formed the
nucleus. In some languages the nucleus (in proximity of not vowels) can also be set up by a so-
called sonant®, an example of which is the "r” letter in the Czech word "trnka”.

The syllable in music is mainly associated with the rhythm. In the word, it is also
possible to play with the syllables, or divide the word into the phonemes, or create the
signaling system to express emotions and impressions. The sonority of the syllables may
create the interesting timbre effects, dividing the word into the syllables makes the possibility
to create a certain kind of rhythmic patterns, etc.

The word — is a combination of vowels, to which the subject (lexical) importance is
given and which consists of one or more syllables. The word is an independent linguistic unit
and, unlike the phoneme or syllable, it has an independent meaning. In music, words can be
used in order to convey an emotion or a sentiment, or it might become a source of some kind
of signaling information, etc.

The text - a literary text, is a large element of the language, which is used in order to
form an idea. It reaches its goal through the solving of some logical problems. It consists of
one or many words. The text in music might be inserted for the better understanding of the

plot or in order to emphasize the timbre and sonority features of the musical-linguistic unit.

® Lat. Sonans (sonantis) sounding - (lingua.) 1. A consonant or a half vowel, which is able to form the syllables. 2.
Identical to the sonorous consonants.
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In Georgian Language the accent is rigid and coincides with the second or third vowel from
the end of the word. This factor is important for the process of musical understanding of the
language sonority. Precisely the accent forms a certain music pulsation in linguistics. Thus the
phenomenon of verbal text can be used to create a rhythmic pulsation or in order to achieve a

long sonorous effect and even more.

In the music composition any verbal phenomenon (phoneme, syllable, word, text) can
be used as a dramatic, artistic and/or technical resource. The text, by foreseeing its content or
not relying its semantic aspect, can be used as a method of composition technology.

The verbal text can be used in many ways in music. The verbal part used in music can
be represented by the different methods. Traditionally, a phoneme is the most commonly
appeared element of the speech used in a wind instruments, for example, in order to perform
the flutter-tonguing effect (the pronunciation of the ”r” sound during phonation) or the
double-triple sound ("dk”, "tkt”) on flute, etc. The same can be said about the syllables, words
and the text. They are mostly found in the vocal parts, or in the explanations of the music
text, or in the comments about the performing mode and effects (especially in modern
notation conditions). However, in the modern music, phonemes, syllables, words and text as
the parts of the compositional techniques receives a slightly different meaning. Any of them
may reveal themselves during the process of playing an instrument in the form of performing
effect or stroke. The examples of the above mentioned are: speaking in the clarinet, singing
during the plying process, pronouncing a word with semantic and content meaning, or
alternation the syllables with the rhythmic pulsation and so on. Sometimes the verbal sphere -
a phoneme, syllable, word or text, may affect the texture of music, or cause the changes of the
genre characteristics. Even the verbal scores can be found in the framework of the musical
notation.

For the each verbal element we have developed the classification of the methods used
in the music and divided them into two categories: the sonorous and not sonorous.

The verbal text, which does not directly sound in the work, but is a part of the
composition technique has been added to the not sonorous category. Sometimes not sonorous

category is a resource for the systematization of the musical material and construction of the
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composition structures, sometimes it bears the functions of performing modes, expressive
artistic commentaries.

The composition method, where the verbal text directly appears in the work, in a
form of the song, recitation or a signaling exclamation, or the fission-processing of the micro
parameters (the range of frequencies, intensity, etc.) of the sound in the physical level in the
electronic music, we called sonorous. In music the verbal text can be conducted in three
different forms: 1. Vocal; 2. Instrumental; 3. Electro-Acoustic; In our research, we will focus
on the methods used by the human voice (vocal) and the instrument. The speaking language
can be heard as in the singing,as in the declamation (speaker) forms as well. During the text
declamation some musical parameters can be enhanced (for example, the rhythm
(Sprechstimme), dynamic markings, and etc.), or can be mixed with singing (sprechgesang).

Below we have grouped the usage methods of the verbal elements - phonemes
(sonorous)/letters (not sonorous), syllable, word, text into the sonorous and not sonorous
categories. The usage methods of the verbal elements’ are also given in the classification and
may present in both categories.

The Usage Methods Of The Verbal Elements:

Letters (Not Sonorous)

The letters have three different functions of use:
I - The technical tip function:
1. The division of the work into the movements in the process of the scheme constructing;
2. Dynamic marks (f, mp, sf, etc.)
3. The shortened instrument names: abbreviation (S, A, VIN, FL. HRP, etc.)
4. The names of the aleatoric structures;
5. The letter notation;
II. - The technical resources function:
1. The letter (B, A ....,) identical with the Latin denominations of the musical scale sounds.
2. The letter identification with the rhythmic unit.
III — A source of the artistic ideas;

1. Transferring the visual plastic of the letters into the intonation, interval, cord.
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2. Transferring the graphics (shape) of the letters/hieroglyphs into the musical notation or the
visual adaptation of the score.
3. The layout of the instruments on stage placed according to the visual appearance of the
letters;

Phoneme (Sonorous)
The phonemes produced by the human's voice (vocal) and the instrument can have five
different functions:
I. The timber effect;
1. The human voice as a musical instrument, takes part in the instrumental ensemble and
blends with the overall sound with the phoneme sound.
2. The phoneme voiced by the means of an instrument. — The method of instrumental
performing, when the sound of the instrument timbre resembles the sound of a certain
phoneme. For example, in string instruments, the playing on the bridge gives the sound that
resembles consonant ”S”, the bow scratching on a cello string sounds like "KH”, playing on
the cora of contrabass gives us the consonant "B”, etc.
3. In order to achieve the instrumental effect, phonemes are mainly used in the wind
instruments. For example, for the flutter-tonguing effect phoneme "R” is used, for the
double-triple sounds the phoneme group of "dk”, "tkt” is needed and so on. The singing along
with the instrument or giving an emphasis is also possible, for example, with the help of the
phoneme D’ or some other.
4. The sound obtained through the simultaneous sonority of the different phonemes.
5. The timber-acoustic effects of the same phoneme (echo); The echoes obtained through the
phoneme exchanges of the performers placed around the various acoustic spots.
I1.The pitch modifications and rhythmic-intonation effects;
1. The microtonic variation of the pitch of the single musical sound through the phoneme
alternation. For example, the vowel alternation on the extended sounds a ...... 0 ...... a... o,or
a..Mm, Of i.......s, OT e....... ... I..... etc. Among them, the vocal multiphonemes are derived in the
same manner. As a result of these actions, overtones of the main tone are stirring up and
sound.

2. Associative transfer of the phoneme’s sound into the interval, the accords.
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3. The rhythmic figuration derived from the word dismantled in phonemes; Often this effect
is achieved by distributions of the of phonemes in the various voices.
4. The approximate pitch height of the sounds dismantled into the phonemes. For example,

the word "Angelozi” (an angel).

Scheme 1
I
A A7,/
N /,'
NG A S
\\\E ) A\\\’,'
g O

III. For linguistic-phonetic deviation;

In the various languages the same phoneme is pronounced differently, which is
revealed in its timbre and articulation nature, for example, The Georgian 'R’ sound is
significantly different from English 'R’ etc.

IV. The imitation of the biological-natural or environmental sounds by the means of
phonemes or phoneme complexes;

For example, a laughter, a cough, a wind sound, the tick-tack of a clock, animal sound
imitation, the sound of the train and so on;

V. Insertion of these phonemes or phoneme combinations in the musical texture that
evolved from the expressing of the emotions

For example, interjections s (00) ... ch (00) ... hm ... have the phoneme sound and the
literary expression gives it the syllable form.

The Syllable (not sonorous)

The syllables in the not sonorios category mainly presents for receiving the rhythmic-
intonational resources. There are:

1. Identification of the syllable to the rhythmic unit, the rhythmic figuration received
from the text rhyme.

2. The musical pitch received from the syllable reading (si-la-ma-ze, do-la-bi) or the

identification of the syllables to the musical pitch (often in aleatoric compositional

techniques) and the rhythmic line itself is formed according to the syllable combination.
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3. The combination of the above-described method: the syllable = particular musical
sound+rhythmic unit;
4. The metre changing as a result of the word-syllable dividing process (it was common even
in traditional music)
5. The smallest musical forms (motif, phrase, sentence) associated with the verbal text, which
is mainly determined by the number of syllables in the text, even the note and pause values
depend on the distance and the pace of the spoken speech articulation. The latter, if it occurs
in the instrumental music, can be not sonorous, but if the human voice is involved, it can be
sonorous.

The Syllable (sonorous)

The Syllable in the sonorous category has the following functions:

1. The ostinato alternation of the syllables in the rhyme - the intonation pattern evolves,
where the group of the active phonemes of the syllable makes an rhythmic-intonation
background for the whole material.
2. The use of the phoneme resources of the syllable sound (Glossalalias, ta, ta, ta, la, la, la, etc.).
As well as the music instrument imitating modes in the vocal music (... doom ... pam, pam ...).
3.The human voice as an instrument, involved in the instrumental ensemble, where it joins to
the sonorous sound by the means of the syllable singing.
4. The echoes obtained by the means of the exchanges of the syllable- the timbre-acoustic
effect; the syllable moving between the performers that are located in the different acoustic
points.

Words (not sonorous)

The word in the not sonorous categories could have two functions in music: on the
one hand, as an additional source of information and on the other hand, as a source of the
structural resources:

I. The information source obtained from the word meaning:

1. The word that defines the idea of the work: the title, for example,”Heroic”

Symphony of Beethoven, "Symphonie Fantastique” of Berlioz, Verdi's "Attila”, etc.
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2. The words that define the tempo (Allegro or faster; ritenuto or slowdown), the mood
(Grave or heavily), the dynamics (crescendo/diminuendo or sound reinforcement/weakening),
the genre or form (Minuet, Aria, Fuga), composition of the instruments (trio, duet), etc.

3. The word for visualization, which provides the performer an information about the
performing articulation (stroke) in order to stimulate the associative imagination. For
example, the French Martelé means hititing a string like a hammer, like the rain drops, or
Arco means to play with bow, like Morse code alphabet, the sound of the wind or susurando,
whispering, etc.

4. The signal words; for example, Da Capo al Fine (D.C. al Fine), Da Capo al Coda, the
conductor tips, etc.

II. A word, as a source of the music parameters:

1. The form creation according to the words (names).
2. The identification of the word with the rhythmic figuration — the transferring of the
rhythmic line into the music sound.
3. The identification of the word’s sonorous plastic with the musical pitch. The intonation
plastic of the word- the intonation interdependence of the word’s syllables transferred into
the music sounds.
The last two methods could be found in the sonorous category if vocal part is applied.

The Word (sonorous)

In the sonorous category words can bear three functions in music: technical, as a
source of the structural resource and as an artistic expression of the timbre as well. Also the
same word could simultaneously have several functions during the articulation.

I. The technical function:

1. The signal word — an ensemble method.

2. A word, as a pulsar - multiple repeating of the same word.

II. A source of the musical resources:

1. Disintegration of the word in order to create various musical forms (motif, phrase);
2. Disintegration of the word in order to create the musical forms (Puantilistic style);

III. The srtistic, expressive function of the timbre:
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1. The word for the echo-like acoustic effect — repeating of the word with decreasing
dynamic nuances between instrumentalists and vocalists distributed in the different acoustic
spots (the word can be spoken or sung).
2. The human voice, as an instrument, participates in the instrumental ensemble, where
it joins to the sonorous sound by the means of the word pronunciation.
3. The word delivered by the instrumentalist in the process of playing and, as a result, the
timber of the word is mixed with the sound of the instrument.
4. Adding the artistic and expressive parameters to the verbal parts of the word (the word is
disintegrated into the syllables, phonemes/letters). This technique includes the combination of
various methods typical for the smaller elementes described above.

The Text (not sonorous)
The not sonorous text can bear five functions:
L. delivering the music plot via the verbal text:
1. The title;
2. An epigram;
3. The annotation of the musical idea of the film or description of the music creation process.
4. The instructions about the work’s structure for the performer;
5. explanation of the performing techniques;
6. Description of the instruments and their layout, etc.
II. The impact of the verbal text on the musical genre:
1. By the influence of the verbal text the names of the literary genres appear in the music (an
aphorism, a psalm, a fable, a proverb).
2. The use of the verbal text, especially in the XX century, brings to the music the hybrid
musical-literary genres (musical story, musical novel, polyphonic verse).
3. The use of the verbal text influenced raising of such trends of the experimental music as
"Theatre of the instruments” and multimedia.
III. The impact of the verbal text on the musical form:
1. Realization of the musical plan according to the plot demands. Fetching the literary forms

1n music.
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2. Creation of the form according to the selected text, which is achieved by the composition of
the letters in the text and musical intonations associated with them.
IV. The impact of the verbal text that caused the rising of the music teatralization
phenomenon.
V. verbal notation, which is considered to be the characteristic feature of several composer's
style.

The Text (sonorous)
The sound of the verbal text can can bear two different functions:
I. Artistic and timbre expressive techniques:
1. There are different methods of the text chanting in vocal music: Recitative, Bel canto,
Sprechtimme, Sprechgesang, falsetto, Scat singing (Jazz), Soul style singing, Country style
singing, throat singing of the Tuvans, Georgian "Krimanchuli” folklore), etc.
2. The verbal text by the instrumentalist/instrumentalists can be performed by the following
ways:
A) Uttering the word into the instrument (mainly in the wind instruments);
B) Singing into the instrument or singing with the instrument accompaniment;
C) In the form of spoken dialogue;
D) The sonorous effect obtained through the text layers that appear after simultaneous text
articulation of the several performers;
E) Declaring with the exclamation, that sometimes creates the rhythmic effect out of accents;
F) The parts of the whole text distributed between the performers.
3. The verbal text spoken by the drama actor (Speaker) performed in the form of monologue,
or by the actors in the theatrical musical works;
4. The text sounded simultaneously in different languages, which gives us a different timbre
sound and their entirety;
5. The participation of the human voice in the sonority of the instrumental ensemble that
creates a new instrumental timbre, and achieving the timbre coloration by the verbal text
articulation hence the language sound peculiarities.
6. The text, as the code sign of the artistic expression idea.

I1. The technical methods:
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1. Modification of the text in the musical thinking:

a) Changing of the literary text in order to use it in the musical composition, which implicates
the disintegration of the text into the verbal categories (phoneme, syllable, word);

b) Defragmentation of the literary work/works and building the semanticaly organized new
verbal constructions (the most frequently - the textual), which is also related solely to the
timbre coloration.

¢) The guidance according the defragmented verbal text and construction of variety of the
musical forms.

2. The text with the signal function pronounced by the instrumentalist/instrumentalists.

3. Different acoustic effects related as to the deployment, as to the electro-acoustic music (for
example, Loop) as well.

4. The impact of the verbal text sound on the perception of the work’s form, that occurs
mostly in a hybrid and literary genres.

5. The text, as a code sign loaded for the performing reasons.

k %k sk

The above-described methods, as it was mentioned above, refer to the vocal and
instrumental music. We would like to single out speaking language modification techniques in
electric-acoustic music. The most common are the various methods that are working with
phonemes and text:

1. Creation of the timbre resources via the spectral analysis of phonemes;

2. Using the linguistic peculiarities of the phonemes in the electronic music.

3. The disintegration of the phonemes into the acoustic parameters (intensity, rhythm-
intonation,etc).

4. The phoneme is identified to the pitch of the musical sound via the spectral analysis and
accordingly to the results of the analysis it is performed on the chosen instrument.
Conforming the results obtained via the spectral analysis of phonemes with the musical
parameters.

5. The acoustic analysis of the verbal text and its modification in electronic music.
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Chapter II

The analysis of the Compositional methods of the verbal text used in the musical compositions

In the study, we have found that in the works of the several Georgian composers the
verbal language has the particular importance in the formation process of their music thinking
and plays the significant role in the form making phenomena of their music. That's why, via
the classification that was established in the first phase of our research, we performed more
detailed analysis of their creations. Thus, on this paper, we offer the review of the creative
works of the modern composers R. Kiknadze, L. Gomelauri, M.Virsaladzde, E. Chabashvili and

detailed analysis of some of their works, where we will focus on the objectives of the study.

§1. Reso Kiknadze

Reso Kiknadze (1960) is a Georgian composer, who started his composition activities
in the 80s of the XX century. His creations include both acoustic and electro-acoustic music.
We think that his interests towards the philological science has been carried out in his
musical works and became a basis for the diverse use of the verbal text. We have analyzed his
”Silben”, ”Antiphonie”, "Graphonims” and "Vier Resonanzen eines gleichen”.

In the works of Reso Kiknadze we can find as sonorous, as not sonorous categories of
the verbal text. Mainly it is characterized by the selection of names, their disintegration in
letters and turning them into the musical symbols, which after rethinking them as the musical
elements are picked and used for the creation of the music composition. Out of the Latin
names of the sounds extracted from the words, he creates the harmonic and rhythmic
resources. The sequence of the vowels and consonants given in the verbal text selected for the
work, he considers as notes and pauses, combinations of which gives him the rhythmic
figuration and all of this is turned to the building material for the structure of the
composition. The musical construction is mainly carried out within the aleatoric technique. It
should be noted that in the works analysed above, the author appliesto the similar
composition methods of the not sonorous verbal text usage, even though they were created in
different periods of his career.

”Vier Resonanzen eines gleichen” is an example of the insertion of the sonorous

categories of the verbal text in the musical work. Thus, Reso Kiknadze’s works reveal the
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tendency to process the verbal text by the means of different performing methods according
to the compositional plan. These methods are: Insertion of phonemes or phoneme complexes
in the musical texture; the sounds erupted from the everyday life, biological source or borne
from the expression, which corresponds to the various verbal elements; A word or a text as a
code sign bearing the performing or artistic and expression ideas, etc.

We believe that the composer's approach towards the sound formation in the verbal
text processing has been influenced by his experience related to the electronic music®. Hence
it is no coincidence that the sonorous sound characteristic for the electro-acoustic music is
natural to the analyzed work.

The material that creates the structure of the work is prepared in advance in Reso
Kiknadze’s works, by considering the variety of musical parameters, by the principle of
reserving the music resources and in the most cases, the primary source of these resources is
an initial verbal text. Thus, for Rezo Kiknadze the inspirational source of the musical material
resources is the verbal sphere. The similar tendency is found in the works of other XX
century composers - for example, in “Stimmung” by K. Stockhausen. Composers often address
to the different spheres and methods in order to obtain certain musical material, which, in the

end, looks like the supply of building material to gain a musical construction.

§2. Levan Gomelauri

In this chapter, we will analyze three works of our own (Levan Gomelauri) creation, in
particular, the piece "The Rhyme rhythms” for xylophone, vibrophone and glokenspiele, two
piece ”A,E,I,O,U ... (Georgian Sanskrit, or an Indian alphabet)” for violin, bassoon and mezzo
soprano and a miniature piece “Three questions; "Three answers ... ” for clarinet and piano.

In my works we were mainly focused on the various compositional methods of the
“syllable”. For this reason we thoroughly analyzed "The Rhyme rhythms”, " AJELLO,U ...
(Georgian Sanskrit, or an Indian alphabet)” and "three questions; "Three answers ... ” and we

have reviewed some of the other works.

? Since the 1993 Rezo Kiknadze studied electronic music with Dirk Wright and worked as an assistant in the
electronic studio. His works “Antiphonia” and “Silben” have been created in the same year.
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On the basis of the observation of the above-mentioned compositions we can conclude
that in my (L. Gomelauri) works the following methods of the verbal text use in the frames of
serial and aleatoric compositional techniques are evident:

1. T use the vowels as a harmonic and intonation resource.

2. The syllables are used for creation of the rhythmic resource.

3. The word is used as a the timbre aspect and as a form creation resource.

4. The text has the content and form creation functions, and at the same time it is

becoming the means for visualization and theatralization of music.

The most methods of the verbal part use are combined with the collation of the various
verbal elements. On the background of these combinations, in the analyzed works the main
emphasis is given to the implementation methods of the verbal text in the music- analogue
space, which is mostly applied in the rhythmic categories. In Mr Gomelauri works the
syllables are idenfied with the rhythmic unit” and these "rhythmic units, in the forms of
pauses are inserted between the words by the means of the same or different "rhythmic units”.
This goal is mainly achieved in the framework of the serial compositional techniques. It
should be noted that unlike Revaz Kiknadze, who informs us that his technique is based on
the Soggetto Cavato principle, my inspiration source derives from Olivier Messiaen’s

compositional technique, from the use of the additional values method in particular.

§3 Maka (Maia) Virsaladze

Maka Virsaladze is one of the most prominent representatives of the new”, the 90-ies
generation, of the Georgian music. In her works she gives the preference to the word
phenomenon of the verbal text use. For the composer each word primarily has the phonetic
meaning. The main task of the author is the correspondence of the sounds of word and
composition, including as musical, as dramatic points of view. For example, during the
culminating moments she applies to the sounds with the tense phonetic features.
Furthermore, each word has its own “symbolic” meaning. To the listener's perception a
particular mood, derived from the content of the word is offered and of course, it is given at
the point of view of the author's interpretation, which is stimulated by the music

language/categories. The composer applied to these methods in many other works. We
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discussed the following works by Maka Virsaladze : "The Stars”, "Two Wings”, “The
Aphorisms” , "The Psalms”, "The Compositions For Voice And Piano”.

In her interview the composer, says that in one case the use of the methods of the
verbal text depends on her intentions. In the second case, the method of the verbal text use
became an idea on which the dramaturgy of the work is relying on.

Based on the analysis of these works we conclude that the composer originally and
individually perceives the content of the verbal text and gives the greater importance to its
mood, intonation and sound, the features that are associated with the specific sound of the
particular language. For Maka Virsaladze the timbre!? of the word is also important, the sound
of

which is involved in the overall music sonority and helps the author to create a certain
mood for the listener. All this derives from the author's associative imagination, which with

the composer’s musical ideas in mind, selects the verbal text for the particular work.

§4. Eka Chabashvili

Eka Chabashvili (1971) is one of the most prominent representatives of the "new”, the
90-es generation of the Georgian music.

The works of Eka Chabashvili contain the pieces of the syncretic art, so almost in all
her works the confluence of the verbal, visual and musical spheres can be found. For Ms.
Chabashvili the visualization of music is important, in order to arise the visual association
during the listening process.

In this section we examined the works of Eka Chabashvili, we have acquainted with
the great part of her work: "The Portraits”, "Frescos”, "Amen of four horsemen of
Apocalypse”, "The proverbs”, "The spiral of wisdom”, "The earthly bodies - yin & yang”, "The
divine bodies”, "Winter in the mountains” “The dancing hieroglyphs”, "The Alphabet”,
”Chants dedicated to the Virgin”, ”A sound and fury”, "Hymns of Repentance”, "Requiem”,
"The wandering wishes”, "It was from the beginning... the war and the peace”, "The voice
crying in the wilderness”, "The polyphonic verses”, "The Choral”, "The idea of God- speres”,

"The prism”.

% We call so the linguistic features of the word, which is related to the pronunciation and can be achieved by the
different articulation of the same phonemes in the different languages.
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On the basis of the examined works we conclude, that in the work of Eka Chabashvili

it is possible to find two methods of the verbal text treatment:

1) The verbal text dominates over the musical form and texture,

2) Or vice versa, disintegration of the verbal text and its submission to the form making
musical elements.

In the first case, the verbal text becomes an idea. In order to implement this idea, the
working process leads the author to new musical forms. Also the composer often applies to a
new kind of musical scores. At this time the verbal text may be regarded as one of the musical
parameters.

In the second case, the author submits the verbal part to the musical thinking, when
the musical idea conducts the form of the verbal text use and as a result, the verbal text
achieves the corresponding function of the musical material.

In the both cases, the mutual influence of the verbal and musical texts leads to the
creation of the hybrid forms and genres. All above mentioned leads us to the visualization of
music. Therefore, we can say that visualization, as a principle of thinking, is inseparable from
Eka Chabashvili’s creativity. The composer perceives the verbal and musical structure

visually, which is reflected in her works.

The Conclusion

On the basis of the analyzed material we were able to draw some kind of parallels
between the verbal and musical spheres: the rhyme and the rhythm, the sounds of music and
the verbal phonemes, the syllable and the performing techniques of music, the words and the
timbre, the literary text and the music forms, etc...

We have analyzed the works of the contemporary Georgian composers, whose works
abundantly provide us with the various methods for the use of the verbal part within the
different compositional techniques.

In Reso Kiknadze’s creative works we meet:

1. The identification of the letters (B, A ....,) with the Latin denominations of the music scale
sounds.

2. The identification of the letters with the rhythmic unit.
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3. The human voice, as a musical instrument that participates in the instrumental ensemble,
which blends with the overall sound by the means of sonorous phonemes, syllables, words
and text articulation.

4. The phonemes sounded by the instrument - the performing method, when the instrument
timbre resembles the sound of phonemes. For example, playing on the bridge sounds like ”S”,
the bow scratching on a cello string sounds like ’KH”, playing on the cora of a contrabass gives
us the consonant "B”, etc.

5. The microtonic variation through the phoneme alternation. For example, the vowel
alternation on the extended sounds a ......0 ...... a ... 0,0ra.m, Ori...s,Or e.... .. I..... etc.
Among them the vocal multiphonemes are derived in the same manner. As a result of these
actions, overtones of the main tone are stirring up and sound.

6. The rhythmic figuration obtained from the word dismantled into phonemes;

7. The form creation according to the words (names).

8. Adding the artistic and expressive parameters to the verbal parts of the word (the word is
disintegrated_into the syllables, phonemes/letters). This technique includes the combination of
the various methods typical for the smaller elementes.

9. Presentation of the music plot via the verbal text, for example, an epigram preface; the
instructions about the work’s structure setting for the performer;

10. The text, as the code of the idea of the artistic expression.

For the verbal part of his own work the composer mainly chooses the personal names
and for the inspiration he refers to the literature as well. In the most cases the methods of the
verbal text use are combined with the aleatoric compositional techniques.

In Levan Gomelauri’s creative work meet:

1. The syllable identification with the rhythmic unit, the rhythmic figuration obtained from
the text rhyme.

2. The syllable = particular musical sound + rhythmic unit;

3. The identification of the word with the rhythmic figuration — transferring the rhythmic
outline of the word into the sound of music.

4. The transferring of the music plot via the verbal text, for example by means of the title;

the synopsis of the musical idea, the description of the creation process.
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5. The participation of the human voice as a musical instrument in the instrumental ensemb]e,
which blends with the overall sound by the means of sounding phonemes, syllables, words
and text.

6. The word, as a signal - with lot of senses;

7. The the graphic or musical-associative transfer of the word content into the score.

8. By the influence of the verbal text the names of the literary genres appear in the music (an
aphorism, a psalm, a fable, a proverb).

9. Changing of the literary text in order to use it in the musical work, which includes the
disintegration of the text into the verbal categories (phoneme, syllable, word);

The composer has begun to work with the verbal part mainly in order to obtain the
rhythmic and harmonic resources that in the early works has been achieved by the means of
the methods characteristic for the Serial techniques. Now he works on the issues related to the
musical interpretation of the verbal text of fiction. Usually fiction is the inspirational source
that spurred the author to create new compositions.

In Maka Virsakadze creative works we meet:

1. The participation of the human voice as a musical instrument in the instrumental ensemble,
which blends with the overall sound by the means of sounding phonemes, syllables, words
and text.

2. The echoes obtained through the syllable exchanges - the timber-acoustic effects; the
sound moving between the performers placed around the various acoustic spots.

3. The word that blends with the sound of the instrument which was articulated by the
instrumentalist during the playing process.

4. The influence of the verbal text on the names of the literary genres in music (an aphorism,
a psalm, a fable, a proverb).

5. The verbal text singing into the instrument or singing with instrument accompaniment by
the instrumentalist; also uttering a word in the form of the spoken dialogue;

6. The text disintegrated into the syllables and distributed in the various voices, when the
timber-acoustic effects is achieved through the sound moving between the performers placed

around the various acoustic spots.
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7. The sonorous effect obtained through the text layers that appear after simultaneous text
articulation of the several performers;

8. The parts of the whole text distributed between the performers.

9. Defragmentation of the literary work/works and building the semantically organized new
verbal constructions (the most frequently - the text), which also is related solely to the timbre
coloration.

10. Construction of various musical forms via the defragmented verbal text.

In the verbal library of the composer we can find selected words, phrases — with the
characteristic cultural, content and intonation meanings in the various languages, which by
the means of the corresponding sounds connects the imaginative world of the composer to
the imagination of the audience. In particular, the author combines the verbal and musical
sound, through which he expresses the main sentiments. In order to express different moods
of the verbal text he applies to the different methods of performing.

In the most cases the verbal text is organized on the basis of the contrasting principle,
which promotes a musical form and determines its type.

In Eka Chabashvili creative works we meet:

1. The letters as the names of the aleatoric structures;

2. The letter notation;

3. Transferring the visual plastic of the letters into the intonation, interval, chord.

4. Transferring the diagram (outline) of the letters/hieroglyphs into the musical notation, in
other words, use of the visual resemblance.

5. The sound obtained through the simultaneous sonority of the different phonemes.

6. Associative transfer of the phoneme’s sound into the interval, the chords.

7. Building of the musical through the word dismantled into the phonemes.

8. The imitation of the biological-natural or environmental sounds by the means of
phonemes or phoneme complexes; For example, a laughter, a cough, a wind sound, the tick-
tack of a clock, an imitation of animal and train sounds, etc; identification

9. The musical pitch received from the syllable reading (si-la-ma-ze, do-la-bi) or the
identification of the syllables to the musical pitch (often in aleatoric compositional

techniques) and the rhythmic line itself is formed according to the syllable combination.
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10. Connection of the smallest musical forms (motif, phrase, sentence) with the verbal text,
which is mainly determined by the number of syllables in the text, when even the note and
pause values depend on the distance and the pace of the spoken speech articulation.

11. The ostinato alternation of the syllables in the rhyme - the intonation pattern evolves,
where the group of the active phonemes of the syllable makes an rhythmic-intonation
background for the whole material.

12. The use of the phoneme resources of the syllable sound (Glossalalias among them, ta, ta,
ta; la, la, la, etc.). As well as the music instrument imitating modes in the vocal music (doom...
pam ... pam ...).

13. The echoes obtained by the means of the syllable exchanges — the timbre-acoustic effect;
the syllable moving between the performers that are located in the different acoustic points.
14. The signal word — an ensemble method.

15. A word, as a pulsar - multiple repeating of the same word.

16. The word for the echo-like acoustic effect — repeating of the word with decreasing
dynamic nuances between instrumentalists and vocalists distributed in the different acoustic
spots (the word can be spoken or sung).

17. The timber of the word mixed with the sound of the instrument, which is uttered by the
instrumentalist in the playing process.

18. The verbal text impact on the musical genres.

19. The influence of the verbal text in the formation of such trends of the experimental music
as "Theatre of the instruments” and multimedia.

20. Creation of the form according to the selected text, which is achieved by the composition
of the letters in the text and musical intonations associated with them.

21. The sonorous effect obtained through the text layers that appear after simultaneous text
articulation of the several performers;

22. The rhythmic effect achieved via the accents derived from the text exclamation;

23. The parts of the whole text distributed between the performers.

24. The verbal text spoken by the drama actor (Speaker) performed in a monologue form, or

by the actors in the theatrical musical works;
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25. The text sounded simultaneously in different languages, which gives us a different timbre
sound and their entirety;
26. The participation of the human voice in the sonority of the instrumental ensemble as the
instrument with new instrumental timbre, and achieving the timbre coloration by the verbal
text articulation hence the language sound peculiarities.
27. Changing of the literary text in order to use it in the musical work, which includes the
disintegration of the text into the verbal categories (phoneme, syllable, word);
28. Defragmentation of the literary work/works and building the semantically organized new
verbal constructions (the most frequently - the text), which is also related solely to the timbre
coloration.
29. Construction of various musical forms via the defragmented verbal text.
30. The text with the signal function pronounced by the instrumentalist/instrumentalists.
31. Different acoustic effects of sound (for example, Loop).
32. The impact of the verbal text sound on the perception of the work’s form, that occurs
mostly in a hybrid and literary genres.
33. The text, as a code sign loaded for the performing reasons.

In connection with the visualisation thinking principle, encountering with the hybrid
forms and genres in Eka Chabashvili works is a common phenomenon, because the verbal
part is often integrated with the multi-topophonic compositional techniques, used by the

author.

All the composers, whose works have discussed above, have their own, special and
original attitudes towards the use of the verbal text in music. The examined works show that
there are many ways of the verbal text use. Sometimes, several methods are consistently used
in the work, in the other cases the techniques of the verbal text use are combined with each
other.

On the basis of our study that considered the methods of the verbal text use in the
music works, we conclude that the the literary form can affect the musical form, and vice

versa.
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In our opinion, the integration process of the verbal and musical spheres and means are
primordial, they naturally aspire to each other. This is mnatural, because even
the neuroscientist studies performed via the neurovisaulization methods also have
demonstrated that the operations concerning music performing and speech, music recording

and reading and verbal text recording, activate the same or nearby areas of the brain.

https://lenta.ru/news/2010/11/12/reading/

According to the examined material we can conclude that the use of the verbal text, as
a part of the composition techniques in the works of Georgian composers has a great
importance and is revealed in the different forms. Thus, the modern composers are applying
to the different methods of the use of the verbal text. It should be noted that all four elements
of the verbal part have their significant role and are derived from the musical thinking
principle of the composer.

In our view, the use of the verbal text in music still has an inexhaustible possibilities, it
depends on the authors’ individual determination, which also is affected by the
compositional techniques, peculiarities of which are taken into the account by the authors in

the process of the music creation.
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