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redaqtorebisagan 
 

2020 wlis Tbilisis tradiciuli mravalxmianobis saerTaSoriso simpoziumi 
rigiT meaTe da, amdenad, saiubileo iyo. Zalian gvindoda igi gansakuTrebuli 
iyo, magram kovid-19-ma, romelmac mTeli msoflio cxovrebis sxva reJimze gadai-
yvana, gvaiZula igi distanciurad Cagvetarebina. miuxedavad amisa, mainc SeiZle-
ba iTqvas, rom igi mainc gansakuTrebuli gamodga. 

upirveles yovlisa, igi gansakuTrebuli iyo pandemiis im axali gamoc-
dilebiT, romelmac bevri ram gvaswavla. garda imisa, rom simpoziumSi 48 mecn-
ieri monawileobda (maT Soris, 38 ucxoeli), mis sesiebs hyavda Zalian bevri 
msmeneli, rogorc qarTveli, ise msoflios sxvadasxva qveynidan. Mmagram gansa-
kuTrebiT gulisamaCuyebeli da emociuri gamodga daskvniTi koncerti, romelic 
msoflios sxvadasxva qveynis qarTulma gundebma 2020 wlis 24 oqtombers Cveni 
avstralieli megobrebis TaosnobiTa da organizebiT gamarTes virtualurad da 
amiT miesalmnen X saiubileo simpoziums. amisaTvis Cven did madlobas vuxdiT 
ideis avtorsa da proeqtis koordinators, rojer kings, videosa da grafikis 
avtors, Jiul obersa da teqnikur asisitents, eial CipkeviCs, The Boite Inc. sim-
poziumis organizatorebs am Canaweris1 mosmena uzarmazari siTboTi gvavsebs da, 
gamogitydebiT, dResac cremlebis gareSe ar SegviZlia! 

axla ki mokled winamdebare krebulis Sesaxeb. igi aerTianebs simpoziumze 
warmodgenili moxsenebebis teqstebs. isini Setanilia Tamatikis mixedviT. 

pirvelma Temam – tradiciuli mravalxmianobis socialuri aspeqtebi – xuTi 
avtori gaaerTiana: daiva raCiunaite-viCinienem (lietuva) warmoadgina moxseneba 
polifoniuri simRera, rogorc musikaluri, socialuri da politikuri fenome-
ni: lietuvuri nimuSebis analizi, romelSic ganixila garkveul garemoebaTa 
zemoqmedebiT rogor gardaiqmna lietuvuri tradiciuli simRera `musikaluri 
polifoniidan~ (an gansxvavebuli formebidan: monofoniidan, homofoniidan. Ppo-
lifoniidan) `socialur polifoniaSi~; meTiu naiTis (kanada) moxsenebas – Senar-
Cuneba, dacva, sicocxlisunarianoba: svaneTSi musikis mdgradobisa da ekologi-
is konceptualizacia – axali Tema Semoaqvs qarTul eTnumusikologiaSi. igi 
eZRvneba tradiciuli musikisa da ekosistemis urTierTobebs svaneTSi da avtori 
akeTebs mniSvnelovan daskvnas: radgan musika da kultura bunebaSi arsebobs, Tu 
gvinda davicvaT musika, unda uzrunvelvyoT kulturuli niadagis nayofiereba 
da, amasTan, davicvaT TviT niadagic; gordana blagoeviCis (serbeTi) gamosvlaSi 
Temaze sainformacio teqnologiis roli polifoniuri simRerisa da dakvris 
praqtikaSi kovid-19 virusis pandemiis dros: serbeTis magaliTze ganixileba 
Tanamedrove msofliosTvis uaRresad aqtualuri sakiTxi da laparakia im si-
axleebsa da danakargebze, romlebic drom moitana; Temur tunaZis (saqarTvelo) 
moxseneba xalxuri TviTmoqmedi gundebi zemo aWaraSi (XX saukunis 30-40-iani 
wlebi) eyrdnoba faqtologiur masalas, xolo nino razmaZem (saqarTvelo) war-
moadgina moxseneba genderis sakiTxi qarTul instrumentul musikaSi, romelSic 
ganxilulia qalTa roli sakravier SemsruleblobaSi istoriul da Tanamedrove 
konteqstSi. 

1 https://www.youtube.com/watch?v=3HDyzR9pO64&t=78s 
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meore Tema tradiciuli vokaluri mravalxmianoba da erovnuli umciresobebi 
sul or moxsenebas moicavs indoeTisa da CineTis eTnikur umciresobebze: emi 
okadas (iaponia) narkvevs – tradiciuli polifoniuri sasimRero kultura da 
Crdilo-aRmosavleT indoeTis eTnikuri umciresobis, Caxesang nagas interper-
sonaluri urTierToba da helen risis (aSS) prezentacias – tibetur-birmuli 
jgufebis xalxuri simRera samxreT-dasavleT CineTSi.

mesame Tema, tradiciuli polifoniis regionuli stilebi da musikaluri ena, 
yvelaze met monawiles aerTinebs da msoflios sxvadasxva regionis eTnikuri 
musikis Taviseburebebs eZRvneba: ritis ambrazeviCiusi (lietuva) – musikalu-
ri bgeraTrigebi lietuvur tradiciul vokalur homofoniaSi; mario morelo 
(kanada) – salentos identoba, memkvidreoba da simRerebi, rogorc kulturu-
li artefaqtebi: memkvidreobiTobis kvleva salentos polifoniuri simRerebis 
transformirebul SesrulebaSi; muhamed aSqan nazari (irani) – polifoniisa da 
grZnobadis urTierTkavSiris semiotikuri gageba havramis musikaSi; erotiku-
li literaturis roli havramis xalxuri musikis SemsruleblobaSi; qsiangkun 
liu, San Jangi (CineTi) – yazaxuri sibizgis bifonuri morfologia da meqanizmi; 
ticiana palandrani (italia) – montoros (kordoba) polifonia; Jana partla-
si (estoneTi) – kontrolirebadi uwesrigoba polimusikaSi: setus saqorwilo 
musikis Janri kaasitamine; braian ferli (aSS) – ,,ar aris dogma, magram aris Car-
Co~: modelebiT improvizacia gurul trio simRerebSi; jilian fulton-melan-
soni (aSS) – polifoniuri folkloris ganaxleba: mogonebebis Zieba tarabis 
landSaftebSi.

simpoziumze, aseve, warmodgenili iyo paneli avstriuli folkloruli 
musikis interdisciplinaruli da SedarebiTi kvlevis perspeqtivebi, romelzec 
moxsenebebi waikiTxes eva banholcerma (avstria) – simRera zRvarze. mTielebi – 
rogorc iodlis momRerlebi da iodlis momRerlebi – rogorc mTielebi, ritis 
ambrazeviCiusma (lietuva) – avstriuli iodlis zogierTi akustikuri Tavisebu-
reba da ulrix morgenSternma (avstria) – ,,ganmeorebadi formebi~ da binaruli 
harmonia. ori fundamenturi principi evropul xalxur musikaSi da maTi mniSvn-
eloba avstriuli/alpuri tradiciisTvis;

qarTul mravalxmianobas eZRvneboda andrea kuzmiCis (kanada) moxseneba – ro-
gor uwyobs xels qarTuli mravalxmianoba maradisobisa da memkvidreobiTobis 
grZnobas: droebiTi damaxinjebebis musikaluri analizi qarTul mravalxmiano-
baSi, xolo qarTvelma momxseneblebma, rogorc yovelTvis, ZiriTadad, mSobli-
uri xalxuri da sasuliero musikis Temaze stilisa da musikaluri enis Sesaxeb 
warmoadgines moxsenebebi. folklors eZRvneboda: natalia zumbaZis – mravalx-
mianobis kidev erTi argumentis Sesaxeb qarTul simReraSi, daviT SuRliaSvilis 
– siCumisa da pauzis efeqti qarTul tradiciul musikaSi, giorgi kraveiSvilis 
– lazuri musikis fesvebi da nino maxaraZisa da xaTuna damCiZis – cekva „leku-
ri“ – prezentaciebi. 

meoTxe Temaze – mravalxmianoba sasuliero musikaSi – qarTuli saeklesio 
musikis sakiTxebs Seexo meTiu arndti (aSS) – `kilo aris yvelaferi~: `gamSven-
ebis~ Sesaxeb qarTul sagalobelSi. Tamar CxeiZem – evqaristiuli kanonis moda-
luri struqturebi qarTul galobaSi (aRmosavleTisa da dasavleTis saqris-
tianos adgilobrivi samgaloblo tradiciebis konteqstSi, xolo ekaterine 
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yazaraSvilma – qristeSobis saciskro kanoni qarTuli galobis tradiciaSi 
(zogadmarTlmadidebluri liturgikuli praqtikis konteqstSi). 

mexuTe Temaze – tradiciuli mravalxmianoba da popularuli musika – sim-
poziumis monawileebma moismines Semdegi moxsenebebi: ioseb Jordanias (avstra-
lia/saqarTvelo) – saestrado da pop musikis warmoSoba musikis pirvelyofili 
binaruli funqciis WrilSi, nino ciciSvilis (avstralia/saqarTvelo) – sinTezi 
da fiuJeni rogorc tradiciuli da Tanamedrove musikaluri stilebis Serwy-
mis ori gza, Teona lomsaZis (saqarTvelo) – folk-fiuJenis mimarTuleba qar-
Tul musikalur realobaSi da migel anxel santaelas (venesuela/niderlandebi) 
– warmosaxviTi RerZi CrdiloeTsa da samxreTs Sua: personaluri midgoma vene-
sueluri xalxuri da popularuli musikis aranJirebisadmi.

meeqvse Tema – tradiciuli mravalxmianoba sakravier musikaSi – warmodgeni-
li iyo ianik ueis (Sveicaria) – biuxelze dakvra da `bunebrivi~ harmoniis idea 
alpur musikaSi da penelope sans gonsalesisa da manuel lafarga markesis (espane-
Ti) – samRerovani stviri nuragis kulturaSi: 4000 wlis polifonia barbajiaSi 
(sardinia) – moxsenebebi. 

meSvide Tema – Semsrulebloba da tradiciis gadacema – mieZRvna ukrainul 
da bulgarul saSemruleblo tradicias – anastasia mazurenko (ukraina) – xme-
bis mikrointervaluri Sewyoba ukrainul tradiciul SemsruleblobaSi da ber-
nard kleikampi (niderlandebi) – debi biserovebi bulgareTidan da maTi orxmi-
ani sasimRero stili.

simpoziumi dasrulda mrgvali magidiT, romlis Tema iyo tradiciuli musi-
ka da Tanamedrove sazogadoeba. wamyvanis, Teona lomsaZis mier sakiTxis mokle 
prezentacias mohyva saintereso diskusia, romelSic monawileoba miiRes: ioseb 
Jordaniam, Tamaz gabisoniam, nino ciciSvilma, rusudan wurwumiam, ulrix mor-
genSternma, Jana partlasma, mario morelom, migel anxel santaelam, ritis am-
breziviCiusma da gordana blagoeviCma. 

vimedovnebT, rom warmodgenili moxsnebebi mkiTxvelis interess gamoiwvevs. 
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FROM THE EDITORS

The 2020 Tbilisi International Symposium on Traditional Polyphony was the tenth and there-
fore anniversary. We really wanted to make it special, but Covid-19, due to which the whole world 
switched to a different lifestyle, forced us to hold it remotely. Despite this, we can say that it was 
still special. 

Firstly, it was special for the new experience of pandemic that taught us a lot. In addition to the 
fact that the symposium participants counted 48 scholars (including 38 foreigners), its sessions had 
a large audience, both Georgian and from around the world. But especially touching was the closing 
concert, which, on the initiative of our Australian friends, was virtually held by Georgian choirs 
from around the world on October 24 2020, and thus welcomed the 10th anniversary forum. For this 
we are grateful toThe Boite Inc.: Roger King – the author of the idea and the project coordinator; 
Jules Ober – Production and graphics, Eual Chipkiewicz – Technical Assistantce. Listening to this 
recording1 fills the organizers of the symposium with great warmth, honestly not without tears! 

As for this collection, it comprises the texts of the papers presented at the symposium. They 
are grouped according to the themes. 

First topic – Social aspects of Traditional Polyphony – unites five authors: Daiva 
Račiūnaitė-Vyčinienė (Lithuania) Polyphonic Singing as a Musical, Social, and Political Phe-
nomenon: an Analysis of Lithuanian Cases, discusses how, under the influence of circumstances, 
Lithuanian traditional song was transformed from ‘musical polyphony (or different forms: mono-
phony, homophony, polyphony) into “social polyphony”. 

Matthew Knight’s (Canada) – Preservation, Safeguarding, Resilience: Conceptualizing 
Sustainability and Ecologies of Music in Svaneti – introduces a new theme in Georgian ethno-
musicology; touches upon the relations between traditional music and ecosystem in Svaneti. The 
author makes significant conclusion: since music and culture exist in nature, if we want to safe-
guard music, we must ensure the fertility of cultural soil and at the same time also protect the soil; 
Gordana Blagojević (Serbia) – The Role of Information Technology in the Practice of Polyphonic 
Singing and Playing at the Time of COVID-19 Virus Pandemic discusses a highly topical issue for 
today’s world and talks about the innovations and losses brought by time; Temur Tunadze (Geor-
gia) Amateur Folk Groups in Upper Adjara (The 1930s-1940s), is based on factual material, Nino 
Razmadze (Georgia) presented the paper on the issue of gender in Georgian instrumental music, 
which discusses the role of women in instrumental performance in historical and contemporary 
contexts. 

Second topic – Traditional vocal polyphony and national minorities includes 2 papers on 
ethnic minorities in India and China: Emy Okada’s (Japan) essay Traditional Polyphonic Singing 
Culture and Interpersonal Cooperativeness of Chakhesang Naga, an Ethnic Minority in Northeast 
India and Helen Rees’s (USA) Polyphonic Folk Singing Among Tibeto-Burman Groups in South-
west China. 

Third topic – Regional styles and musical language of traditional polyphony unites the 
most participants and touches upon the peculiarities of ethnic music from different regions of the 

1 https://www.youtube.com/watch?v=3HDyzR9pO64 
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world: Rytis Ambrazevičius (Lithuania) – musical scales in Lithuanian traditional vocal homoph-
ony; Mario Morello (Canada) – Salentine Identity, Legacy, and Songs as Cultural Artifacts: in-
vestigating ancestral sentiment in the transforming performance of polyphonic singing in Salento; 
Mohammad Ashkan Nazari (Iran) – A Semiotic Reading of the Correlation between Polyphony 
and Sensuality in Hawrami Music; How Erotic Literature Triggers Heterophonic Folk Hawrami 
Music Performances; Xiangkun Liu, Shan Zhang (China) – The Biphonic Morphology of Kazakh 
Sıbızğı and Its Constituent Mechanism; Tiziana Palandrani (Italy) – Polyphony in Montro (Cor-
doba); Žanna Pärtlas (Estonia) – Ccontrolled Disorder in Polymusic: the Case of the Seto Wedding 
Song Genre Kaasitamine; Brian Fairley (USA) – There is No Dogma, but there is a Frame: For-
mulaic Improvisation in the Gurian Trio Song; Jillian Fulton-Melanson (Canada) – Polyphonic 
Folk Revivals: Searching for Memories in Tarab-Scapes. 

The symposium also featured panel presentation – Perspectives for Interdisciplinary and Com-
parative Study of Austrian Folk Music: the papers were delivered by Eva C. Banholzer (Austria) 
Singing on the Edge Mountaineers as Yodelers – Yodelers as Mountaineers. Rytis Ambrazevičius 
(Lithuania), Some Acoustic Features of Austrian Yodeling and Ulrich Morgenstern (Austria)– In-
terdisciplinary and comparative perspectives on Austrian folk music. 

On Georgian polyphony the paper was presented by Andrea Kuzmich (Canada) – More on 
How Georgian Polyphony Conveys a Sense of Eternity or Ancestry: Musical Analysis of Temporal 
Distortions in Georgian Polyphony. Georgian scholars, as always, presented the papers mainly on 
the style and musical language of native folk and sacred music. On folklore papers were presented 
by: Natalia Zumbadze (Georgia) – About Another Argument of Polyphony in Georgian Song; 
Davit Shugliashvili (Georgia) – The Effect of Silence and Pause in Georgian Traditional Music; 
Giorgi Kraveishvili (Georgia) – The Roots of Laz Music; Nino Makharadze & Khatuna Dam-
chidze (Georgia) – Dance “Lekuri”

Forth topic – Polyphony in the Sacred Music. The issues of Georgian sacred music were 
discussed in the presentation of Matthew Arndt (Canada) – Kilo is everything: On Elaboration in 
Georgian Chant; Tamar Chkeidze (Georgia) discussed modal structures of the Eucharistic Canon 
in Georgian chants (in the Context of Local Chanting Traditions of Eastern and Western Christi-
anity); Ekaterine Kazarashvili (Georgia) discussed the Canon of Christmas matins in Georgian 
chanting tradition (in the context of general Orthodox liturgical practice). 

Fifth topic Traditional Polyphony and Popular Music encompassed the following presen-
tations: Joseph Jordania (Australia/Georgia) – The Origins of Pop and Rock Music in the Light 
of the Primordial Binary Function of Music; Nino Tsitsishvili – Synthesis and Fusion in Combin-
ing Traditional Music with Modern Styles; Teona Lomsadze (Georgia) – Folk-Fusion Direction 
in Georgian Musical Reality; Miguel Angel Santaella (Venezuela/Netherlands) – A North-South 
Axis, Right at the Middle: A Personal Approach to Arranging Venezuelan Folk and Popular Music 
for a Cappella Choir. 

Sixth topic – Traditional Polyphony in Instrumental Music was discussed in the papers of 
Yannick Wey ( Switzerland) – Büchel Performance and the Idea of a ‘Natural’ harmony in Alpine 
Music and Penelope Sanz Gonzalez, Manuel Lafarga Marques (Spain) – Triple Pipes in Nuraghe 
Culture: 4000 years of polyphony in the Mediterranian Barbagia (Sardinia). 

Seventh topic – Performance and Transmission of Tradition was dedicated to Ukrainian 
and Bulgarian performance traditions: Anastasia Mazurenko (Ukraine) – Microinterval Tuning 
of Parts in Ukrainian Traditional Polyphonic Performance and Bernard Kleikamp (Netherlands) 
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– The Bisserov Sisters from Bulgaria and their Two-part style of singing. 
The symposium ended with Round Table on the topic Traditional Music and Modern Society. 

Short presentation of the issue by Teona Lomsadze – the presenter, was followed by the interesting 
discussion, with the participation of: Joseph Jordania, Tamaz Gabisonia, Nino Tsitsishvili, Rusudan 
Tsurtsumia, Ulrich Morgenstern, Zhanna Partlas, Mario Morello, Miguel Angel Santaella, Rytis 
Ambrazevičius and Gordana Blagojević. 

I hope that the presented papers will be of interest to the readers. 
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daiva raCiunaite-viCiniene
(lietuva)

polifoniuri simRera, rogorc musikaluri, socialuri da 
politikuri fenomeni: lietuvuri nimuSebis analizi

prezentaciaSi ̀ polifoniuri simRera~ gulisxmebobs ara mxolod musikalur 
mravalxmianobas, aramed /an (ufro metad), `socialuri mravalxmianobas~. ioseb 
Jordanias azriT, `unda gavmijnoT vokaluri mravalxmianobis ori Tanabradm-
niSvnelovani komponenti: socialuri da musikaluri. socialur mravalxmiano-
bas uwodeben aqtiur musikalur urTierTqmedebas adamianebis jgufSi, xolo 
musikaluri mravalxmianoba gulisxmobs erTze meti xmis arsebobas Sesrulebis 
dros~1. 

moxsenebaSi ganxilulia lietuvuri tradiciuli simReris ramdenime SemTx-
veva. es aris lietuvuri mravalxmiani simRerebi anu sutartinebi, romlebic, 
tradiciulad, mcire jgufebSi (2_4 qali) Sesrulebis nacvlad, bolo dros didi 
(qalTa da mamakacTa) koleqtivebis mier sruldeba. aseve gaanalizebulia lietu-
vuri simReris jgufuri Sesruleba sabWoTa kavSiris vorkutis (cimbiri) gulag-
Si. kvleva efuZneba gadasaxlebuli lietuvelebis simRerebs, romebic latvielma 
kompozitorma ianis licitisma 1951_1955 wlebSi Cawera. 

prezentaciis mizania, gviCvenos, garkveuli garemoebebis gavleniT, rogor 
gardaiqmneba lietuvuri tradiciuli simRera `musikaluri mravalxmianobidan~ 
(an sxvadasxva formebidan: monofonia, homofonia, mravalxmianoba) `socialur 
mravalxmianobad~. 

pirvel rigSi, visaubreb sutartinebis Sesaxeb. romlebic Cemi da sxva mkv-
levrebis mier mravaljer aris ganxiluli sxvadasxva aspeqtiT. yuradRebas ga-
vamaxvileb im faqtze, rom me-20 saukunis Sua xanebamde SemorCenili iyo su-
tartinebis Sesrulebis TiTqmis 40 sxvadasxva wesi, rac maTi mravalxmianobis 
simdidreze mowmobs (Račiūnaitė-Vyčinienė, 2000, 2002, 2018).

eWvgareSea sutartinebi ekuTvnis iseT `polifoniur kulturebs~, sadac 
farTod aris warmodgenili mravalxmianobis rogorc socialuri, ise musikalu-
ri komponentebi. erTi mxriv, es gamoxatulia xmebis an garkveuli funqciebis 
mkacr ganawilebaSi. meore mxriv, sakuTriv sityvas sutartine, – romelic warmo-
Sobilia zmnisgan sutarti (`Tanxvedra~) – aqvs ramdenime sxvadasxva mniSvneloba: 1) 
SeTanxmeba an Tanaarseboba; 2) moqmedebasTan an erTobliv muSaobasTan harmoniaSi 
yofna, maTTan SeTanxmeba; 3) simReris an sakravze dakvris dros harmoniaSi yofna 
an xmebis Tanmimdevrulobis uzrunvelyofa (LKŽ, XV: 948). dabolos, TiTon ar-
sebiTi saxeli sutartinė ganisazRveba, rogorc `lietuvuri xalxuri mravalxmiani 
simRera~, rac gulisxmobs `raRacis keTebis dros SeTanxmebas, Tanxmobas, ritms~ 
an ubralod, `harmonias, Sesabamisobas~. 

rogorc Cans, sutartinebis Sesrulebis dros, lietuvelebi bgerebis har-
monias ara mxolod esTetikuri miznebisTvis mimarTavdnen: mxolod harmoniulad 

1 ix. Jordania J. What is Polyphony, or how should we define it? http://polyphony.ge/en/category/world/centres-of-po-
lyphony/. 
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Tanaarsebobisa (musikaluri gagebiT – `sworad~) da simReris dros, adamiani 
mimarTavs RmerTebs. bevr uZveles kulturaSi fiqrobdnen, rom musikas harmo-
nizaciis Zala hqonda2. aqedan gamomdinare, sutartine ganixileba ara mxolod 
rogorc sasimRero xmebis Tanxvedra, aramed, rogorc universaluri ganviTare-
bis gamovlineba da arapirdapiri gamoxatuleba. es aspeqtebi urTierTkavSirSia: 
sutartines TanaJReradoba ganpirobebulia harmoniuli urTierTmimarTebiT; 
anu SeTanxmebiTa da TanxmobiT. SemTxveviTi ar aris, rom uZvelesi droidan 
sutartinebs mRerodnen qalTa mcire jgufebi (mWidro ojaxuri kavSiris mqone), 
mezobeli an axlo megobari qalebi. es is qalebi iyvnen, vinc simReris saSualebiT 
inarCunebdnen ara mxolod socialur urTierTobebs, aramed urTierTkavSireb-
sac (sur. 1). SeiZleba iTqvas, rom mxolod maSin, rodesac momReralma qalma kar-
gad icis sxva qalis tembri da musikaluri unarebi, SesaZlebelia dakmayofil-
des sasoflo Temis moTxovnebi sutartinebis mimarT: `CaixiTxiTos~, `gamosces 
sayviris xma~, `iyviros~ (xmis saSualebiT skuduCiais – mravalmiliani sastvenis 
imitacia); Seewyos sxva xmebs – harmoniaSi iyos maTTan.

ukanasknel aTwleulSi, iuneskos aramaterialuri kulturuli memkvidre-
obis siaSi Setanis Semdeg (2010 wlis 10 noemberi), sutartinebi aRorZinebis 
gzazea. SegviZlia vTaqvaT, rom is unda gaxdes lietuvuri identobis Camoy-
alibebis aucilebeli komponenti3. gansxvavebuli musikaluri gamocdilebisa da 
unarebis mqone, gansxvavebuli asakisa da socialuri warmomavlobis adamianebis 
mier tradiciuli simReris jgufuri Sesruleba gansakuTrebul mniSvnelobas 
iZens sxvadasxva interdisciplinarul4 da interkulturul5 proeqtebTan er-
Tad. aseTi koleqtiuri simRera ar I yo damaxasiaTebeli avTentikuri sofluri 
tradiciisTvis (an Cven viciT cakeuli gviandeli SemTxvevebi, romlebic winaswar 
iyo gansazRvruli tradiciis SecvliT da dakninebiT). amis miuxedavad, bolos 
dros, xalxis azriT, Sesrulebis swored es forma aris mimzidveli. visac survi-
li aqvs, gansakuTrebuli momzadebis, Zalisxmevisa da a.S. gareSe, yvelas SeuZlia 
monawileoba miiRos sutartinebis koleqtiur SesrulebaSi. mTlianad Caeflos 
ritmizebuli musikis erTobliv wreSi (Zalian xSirad simReras Tan axlavs do-
lis dartymebi) sutartinebis gaugebari, damahipnozebeli misamRerebis gameo-
rebiT, rac Zalian mimzidveli, gamaerTianebeli da momxibvleli gamocdilebaa. 
erTobliv wreSi mRera qmnis uZveles ̀ ritualebSi~ monawileobis STabeWdilebas, 
erTobisa da erTianobis Zlier gancdas. da adamiani swrafad gadahyavs eiforiis, 
Taviseburi `transis~ mdgomareobaSi. 

sutartinebis aseTi Sesrulebis tendenciis ganuxreli zrda, nawilobriv, 
asocirdeba axalgazrdebis sulier miswrafebebTan (maT mcdelobebTan aRmoaCi-

2 Cineli filosofosebis azriT, rodesac musika ar aris “swori” da bgerebi harmonizebuli ar 
aris, irRveva adamianis qcevis normebi da pirovnuli urTierTobebi da saxelmwifo aRmoCndeba 
areulobisa da daSlis zRvarze (Tkachenko, 1990: 55–69; Shestakov, ed., 1967: 20-21).
3 erT-erTi SesaniSnavi magaliTia video klipi, romelic Seiqmna 2015 wels peneveJisis gimnazi-
is studentis lukas stakelas da sainiacitivo jgufis mier da mieZRvna yvelaze mniSvnelovan 
saxelmwifo dResaswaulebs: 16 Tebervals da 11 marts. instalacia Sedgeba 192 videosgan, rom-
lebSic sutartine “Dijūta kalnali” sruldeba litvis sxvadasxva skolis moswavleebisa da sazR-
vargareT mcxovrebi litvelebis mier. https://www.youtube.com/watch?v=MtR1gI2ym2s&feature=youtu.be 
4 Sutartinės / Tanamedrove profesiuli musika; sutartinės / eleqtronuli musika; sutartinės / jazi; su-
tartinės / video xelovneba, etc.
5 Sutartinės / muRami; sutartinės / flamenko; sutartinės / iranuli musika; sutartinės / induri musika, etc.
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non Tavisi eTnikuri fesvebi da gaecnon baltiis xalxebis msoflmxedvelobas) da 
neopaganizmTan farTo gagebiT. sutartinebis koleqtiur Sesrulebas aqtiurad 
uwevs popularizacias neofolkis, alternatiuli folklorisa da sxva msgavsi 
festivalebi (mag. “Mėnuo juodaragis,” “Suklegos” da sxv.). bolo ramdenime wlis gan-
mavlobaSi, sutartinebis yvela Semsruleblis did jgufSi gaerTianebis survi-
li gavrcelda iseT RonisZiebebzec, sadac virtualurad uwyoben xels avTen-
tikur sasimReros tradiciebs. magaliTad, RonisZiebaze Sutartinių takas `skamba 
skamba kankliai~ festivalis farglebSi, regionalur festivalze  `sutariela~ 
da sxva. dRes gaCnda sruliad axali koncefcia – Sutartinių ratas6 (`sutartinebis 
wre~), romelic SeiZleba gamodges sxvadasxva RonisZiebis dasasruleblad. su-
tartinebis wre SeiZleba ganisazRvros, rogorc miwveva sutartinebis Sesaswav-
lad – wris SeqmniT damwyebTa an TanamoazreTagan – rogorc swavlebis meTodi 
(didi momRerali jgufiT wris SuaSi)7.

Tanamedrove sazogadoebaSi sutartinebi sul ufro met poularobas iZens 
da SeiZleba TandaTan `ajobos~ kidec tradiciul (jgufur) simReras (sur. 2). 
es aSkarad aris sasimRero tradiciis gardauvali transformacia. am process 
veravin SeaCerebs; SesaZlebelia mxolod masSi monawileoba, dakvirveba, jgufur/
koleqtiur Sesrulebas Soris ZiriTadi gansxvavebebis kvleva. 

sutartinebis tradiciuli (jgufuri) da koleqtiuri Sesrulebis Tavise-
burebebi:

sutartinebis jgufuri Sesruleba sutartinebis koleqtiuri Sesruleba 

momRerali qalebi: patara (2-6 wevriani) 
jgufebis Sesruleba 

mamakaci da qali momRerlebi: koleqtiu-
ri Sesruleba (20-dan 100-ze met wevramde)

sutartinebi sxvadasxvanairad sruldeba 
(20-30 wevriani)

sutartinebi 1-2(3)-nairad imRereba: sami 
jgufis mier wesis mixedviT (sameulis 
mier; iSviaTad – sameulis mier pasuxiT) 
an 2-jgufiani kontrapunqtiT, (oTxkaciani 
SemadgenlobiT)

TiTo xmas TiTo adamiani asrulebs erTi xma imRereba unisonSi gundis mier 
(daaxloebiT 5dan – 50 wevramde Semadgen-
lobiT)

6 Sutartinės circle 2018 https://www.youtube.com/watch?v=UNYjpe8ptvo&feature=share 
7 https://www.facebook.com/Sutartini%C5%B3-ir-dain%C5%B3-ratas-605417513205357;  
https://www.youtube.com/watch?v=BNo79LJCbTs&fbclid=IwAR2kycQwpbfaKJQRJaejHoTNciLxgGL_
Qjy6gh4Yl38Mz_d81yvrDP6oSR8;
https://www.facebook.com/vinetukaimas.lt/videos/10157885601623248;
http://www.promociugiesmes.lt; 
https://www.facebook.com/events/1418817238295312/;
https://ciurlionis.lt/2020/08/10/sutartiniu-maratonas-suburtyne/;
https://www.facebook.com/mjrvaikustovykla/posts/340041090733251, etc.
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momRerali erT sxva momRerals SeeTavse-
ba; simReris dros yvela cdilobs Tavisi 
xma rac SeiZleba maqsimalurad Tanmim-
devrulad `warmoaCinos~ – anu, miaRwios 
maqsimalurad uxeS JReradobas glisandos 
gamoyenebiT, garkveuli marcvlebis ga-
Zlierebis, Sedarebis an Semoklebis gziT 
da a.S. (mag. 1, audiomag. 1, 2)

did wreSi simReris dros adamians aqvs 
sazogadoebis gancda, ise, rom TiTqmis 
verc ki amCnevs sxvadasxva xmaSi warmoqm-
nil akordebs

momRerali umetesad garkveuli qveregio-
nis repertuaris erTgulia

nebismieri popularuli sutartine mis 
regionul TaviseburebebSi CaRrmavebis ga-
reSe sruldeba

xazgasmulia adgilobrivi aqcentTan da-
kavSirebuli sxvadasxva qveregionisTvis 
damaxasiaTebeli artikulacia 

sutartinebi sruldeba ufro stardar-
tul enaze, umetesad dialeqtis Tvisebu-
rebebs da musikasa da teqsts Soris urT-
ierTmimarTebaze koncentraciis gareSe

xangrZlivi jgufuri simReris daxmarebiT 
Camoyalibda unikaluri instituti – 
sazogadoebrivi jgufi, romelsac mxars 
uWers adamianebis mcire jgufi. garkveu-
li gagebiT, is hgavs umcires socialur 
jgufs ojaxis wevrebis CaTvliT (rogorc 
adre avRniSneT, tradiciuli jgufebi 
ojaxis wevrebisgan Sedgeboda) (sur. 3).

rogorc wesi, es aris sutartines kole-
qtiuri SesrulebiT STagonebuli adami-
anebis (an maTi Tanamoazreebis, romlebic 
ufro did an mcire jgufebSi asruleben 
sutartinebs an maTi, vinc sutartines 
jgufSi SemTxveviT moxvda da surs misi 
`Signidan~ gageba) didi jgufis erTjeradi 
Sekreba. es didi jgufi – `sutartinebis 
wre~ romelic erTsada imave xalxs aer-
Tianebs, SeiZleba ganvixiloT, rogorc 
unikaluri socialuri jgufi, rogorc 
`sutartinebis mimdevrebis sazogadoeba~ 
an `sutartinebis didi ojaxi~.

swored ase TandaTan xdeba sutartinebi ara marto musikaluri, aramed sul 
ufro mniSvnelovani socialuri fenomeni 21 saukunis dasawyisSi. sutartinebi 
iRebs lietuvis erovnuli identobis simbolos Tavisebur statuss, romelic so-
ciolingvistebis azriT aucilebelia konkretuli sazogadoebis (eris) (Khaims, 
1975: 65) gaerTianebisTvis. kulturuli komunikaciis bolodroindel procesSi, 
qalaqur kulturaSi maTi aRorZinebis sakoncerto formis (romelic Warbobda 
20 saukunis bolosa da 21 saukunis dasawyisSi) paralelurad, sutartinebi war-
moadgens socialuri sazogadoebis axal formas – anu isini TiTqosda ubrun-
debian sazogadoebaSi maTi Tavdapirveli gamoyenebis `bunebriv~ arsebobas (es 
procesi, udavod, moiTxovs calke kvlevas). erTi aseTi magaliTi ukavSirdeba 
sutartinebis Semsrulebeli jgufis `utara“ saqmianobas qalaq vilniusis an-
takalnis raionis TemSi (saRamos RonisZieba saxelwodebiT: `sutartine sazo-
gadoebaSi da CemSi~, da sxv.)8. dRes sutartinebis koleqtiuri Sesruleba gaxda 
lietuvaSi tyeebis gaCexvis winaaRmdeg protestis nawilic (mag. sutartinebis 
Sesruleba labanorasis tyeSi; koncerti `sapiegosis parkis gadasarCenad~, rom-

8 ̀ utaras~ stumroba antakalnis sazogadoebasTan: https://www.facebook.com/utara/videos/919535205107396. 
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lis iniciatori iyo sutartinebis Semsrulebeli jgufi `utara~, da a.S.)9. 
kvlevis kidev erTi obieqtis – sabWoTa kavSiris vorkutis gulagSi (cimbir-

Si) lietuvuri simReris gansazRvrisaTvis, albaT, yvelaze Sesaferisi cneba iqne-
ba `simRera kampaniaSi~ (SemoTavazebuli da gamoyenebuli bernar lortat-Jakobis 
mier). lortat-Jakobi am koncefcias iyenebs romelime Temis bunebrivi, spontanuri 
simReris aRwerisTvis (xmelTaSua zRvis mcire TemebSi)10. Cven mier gamokvleul 
SemTxvevaSi adamiani sutartinebs mReris ara sakuTar TemSi, aramed garkveuli 
garemoebebis gamo Seqmnil ̀ sazogadoebaSi~. cnobilia, rom sabWoTa kavSiris xelmZ-
Rvanelobam sxvadasxva qveynis `faSistebi, banditebi da burJuaziuli nacional-
istebi~ vorkutaSi gadaasaxla. SromiT banakebSi myofi lietuveli patimrebi iyvnen 
inteleqtualebi, fermerebi (kulakebi), `tyis Zmebi~ (partizanebi), jariskacebi, 
studentebi. ganurCevlad maTi asakisa, socialuri warmoSobisa da ganTlebisa, yve-
la patimars aerTianebda uunaroba `eamebinaT~ sabWoTa kavSiris mmarTveli jgu-
fisTvis; maTi sicocxlis wyurvili; maTi siyvaruli da wuxili samSobloze maT, 
aseve, aerTianebdaT simRera, rogorc megobrobaSi miRebuli garkveuli gamoc-
dileba: `didi siwmindea am simRerebSi; amas simReris dros ganicdi~11. 

kvleva efuZneba latvieli kompozitoris ianis licitisis mier Caweril ga-
dasaxlebuli lietuvelebis simRerebs. fasdaudebelia licitisis mier Sedgeni-
li, 105 lietuvuri simReris krebuli – xelnaweri rveuli (sur. 4). is mowmobs 
lietuvelebis jgufuri simReris gamocdilebaze SromiT banakSi. kompozitorma 
Cawera, raze mRerodnen lietuvelebi SromiT banakebSi 1951-1955 wlebSi (vor-
kutaSi patimrobis dros), simRerebis specialuri SerCevis, maTi mxatvruli 
Rirebulebis an sxva kriteriumebis gamoyenebis gareSe. licitisis koleqciaSi 
gvxvdeba sxvadasxva Janris simRerebi: samxedro-istoriuli da saojaxo (oble-
bi), qorwilTan, SromasTan, dResaswaulTan, iumorTan dakavSirebuli simRerebi, 
agreTve, literaturuli da saavtoro nimuSebi, romlebic omTaSoris lietuva-
Si skolebis, gundebis, sxvadasxva sazogadoebis meSveobiT gavrcelda (sur. 5). 
rodesac ismis kiTxva Tu ratom mRerodnen sabWoTa banakSi aseTi gansxvavebuli 
– xasiaTis, warmoSobisa da mxatvruli Rirebulebis simRerebs, cxadi xdeba, rom 
lietuvelebisTvis gacilebiT mniSvnelovani iyo zogadad simRera da ara is, Tu 
raze mRerodnen: xSir SemTxvevaSi TviTon simReras moixsenieben, rogorc pro-
cess mTlianobaSi, romelic aerTianebs, matebs Zalas da amyarebs imeds. 

banakis tyveebis sasimRero repertuari 
gasagebia, rom lietuvis sxvadasxva nawilidan vorkutaSi Cayvanil banakis 

tyveebs sWirdebodaT saerTo, gamaerTianebeli simRerebis repertuari. sa-
varaudoa, rom es is simRerebi iyo, romlebsac gundSi aswavlidnen an gundebis 

9 aRsaniSnavia, rom videoklipSi Sesrulebuli sutartine gamoiyeneba xeebis Cexvis protestis 
gamosaxatad. ix., https://www.youtube.com/watch?v=Ukj0XRHQaBM. es adasturebs, rom sutartine 
gansakuTrebiT Rirebulia socialur cxovrebaSi.
10 mkvlevari aanalizebs `simReris moyvarulTa~ musikalur praqtikas, romlebmac didi xania 
aiTvises zepirsityvierebis resursebi da polifoniuri teqnika. `simRera aerTianebs maT sxva-
dasxva dros, barebSi, megobrebs Soris, mfarveli angelozebis mcire dResaswaulebze, an saxlSi 
ojaxis wevrebTan sfraze RviniT, ludiT an raqiT, situaciis mixedviT (Lortat-Jacob, 2011: 23-35).
11 amis Sesaxeb mogviTxrobs demonstranti rimantas matulisi, litvis winaaRmdegobis monawile 
sabWoTa saokupacio reJimis winaaRmdeg (Rasos Kernavėje. Parengė Saulė Matulevičienė. Liaudies kultūra, 
3, 2007: 79).
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saSualebiT vrceldeboda. aq yuradReba unda mieqces sagundo moZraobasa da 
simReris festivals, romelic lietuvaSi pirvelad 1924 wels Catarda12. maTi wy-
alobiT mTel lietuvaSi daiwyo ufro `axali erovnuli melodiebis...~ (Žičkienė, 
2008:161) mqone `ubralo~ (harmonizebuli xalxuri da saavtoro) simRerebis 
gavrceleba (sur. 6). rogorc 1936 wlis gazeTebSi weria, simRerebma udidesi 
popularoba moipova: `yvela visac SeuZlia gundSi simRera: soflelebi, stu-
dentebi, iuristebi, eqimebi, qalbatonebi, moaxleebi~... (Šimkus, 1936). simReris 
festivalis pirveli gamoZaxilebi gadasaxlebulTa moTxrobebSi gvxvdeba, iurk-
Saitisi ixsenebs, rom krasnoiarskis reSetis #7 banakSi myof 700 patimars Soris 
bevri iyo simReris festivalis monawile. erT-erTma maTganma winadadeba Semoi-
tana: `sanam aq varT, modiT, viswavloT, gavimeoroT festivalze Sesrulebu-
li simRerebi. omi male damTavrdeba; rodesac saxlSi davbrundebiT lietuvaSi, 
koncertebi CavataroT, rogorc cimbiris gundma~13. vxedavT, rom yvelas, vinc 
SromiT banakSi lietuvis sxvadasxva adgilidan waiyvanes, aerTianebda gundSi 
naswavli simRerebi – odesRac simReris saSualebiT gancdili faseuli urT-
ierToba14. 

gasakviria sadResaswaulo simRerebis arseboba – upirveles yovlisa, sim-
Rerebisa ludze15. cimbiris gadasaxlebaSi, rogorc Cans ar arsebobda dRe-
saswaulisa da misi aRniSvnis bevri SesaZlebloba. Tumca, gadasaxlebulebis 
TavSeyris iSviaT SemTxvevebSi, es simRerebi, rogorc Cans, bunebrivad amotiv-
tivdeboda maTi mexsierebaSi – TiTqos isini sadResaswaulo sufrasTan gadahy-
avda da simReris saSualebiT Cveul komunikacias axsenebda. sufrasTan mjdomni 
cotaodeni saWmliT, sadResaswaulo da sxva simRerebiT isini qmnidnen Tavisi 
samSoblos sadResaswaulo atmosferos16. TiTon sufrasTan jdomis momenti – 
rodesac yvela erTad svamda sasmels, miirTmevda kerZebs, galobda an mRero-
da – aris `dResaswauli, am sityvis farTo gagebiT, sicocxlis aRsaniSnavad~ 
(Ivanauskaitė-Šeibutienė, 2015:119). amitom, rogorc ivanauskaite-Seibutiene ambobs 
lxini da Wiri xelCakidebuli ver ivlian (sur. 7). 

albaT, bevrs ainteresebs, rogor SeiZleba simRera aseT gausaZlis pirobeb-
Si. pasuxi lietuvelebis bunebaSi imaleba – es aris maTi, ase vTqvaT, Tanday-
olili kavSiri simRerasTan. filosofosma antanas maCeinam dakvirveba Caatara: 
`lietuvelebi imdenad xelovnebisTvis ar mRerian, ramdenadac sicocxles arse-
bobis formas aniWeben simReriT; amitom isini msmenelisTvis ar mRerian: ar uy-

12 1924 wlis simReris festivali iyo ,,epoqaluri movlenam saswauli eris cxovrebaSi, misi 
simReris Zlierebis gamarjveba~ (Gudelis R. From the Song Day to the Nation Festival: The Problems of the 
Purpose of the First Song Festival. https://www.choras.lt/). lituvis saxelmwifo himni Seasrula 3500 mom-
Rerlisgan Semdgarma gundma, 120 gudastvirisgan Semdgar orkestrTan da aTobiT aTasi adami-
anTan erTad. ,,es iseTi sazeimo, STambeWdavi iyo, rom adamians cxovrebis bolomde emaxsovreba~ 
(Krivulė, 9, 1924).
13 Ešelonų broliai, 1991 (eSelonis Zmebi). https://dokumen.pub/qdownload/maps-of-memory-trauma-identity-
and-exile-in-deportation-memoirs-from-the-baltic-states.htmleSeloni 
14 licitisi Cawerili simRerebis SedarebiT simReris festivalis repertuarTan (1924, 1928, 
1930) SegviZlia movaxdinoT bevri ganmeorebadi simReris identifikacia.
15 “Alutį gėriau” (`me vsvam luds~), “Gardus alutis” (`gemrieli ludi~), “Gėriau dieną, gėriau naktį” (`me 
vsvam yoveldRe, yovel Rame~) da a.S. 
16 gaixseneT, rom sufrasTan jdoma aris tradiciuli `simRera kampaniaSi~, rogorc lortat-Ja-
kobi aRniSnavs.
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varT is, vinc ar mReris... simRera, garkveulwilad, erTad yofnis mdgomareobaa, 
romelic yvelam unda ganicados~ (Maceina, 1993: 145–149). amrigad lietuvelebi 
didi xania ganixilaven simReras rogorc sazogadoebis gamaerTianebel faqtors 
– gadasaxlebis yvelaze mtanjvel mogonebebSic ki aris erTad mReris naTeli 
epizodebi17, meore mxriv, es, albaT, yvelaze mniSvnelovani sulieri xaraCoa, ro-
melic uzrunvelyofs usafrTxoebis gancdas da sicocxlisunarianobis SegrZne-
bas, romelic uzrunvelyofs gadarCenas nebismier viTarebaSi. sxvadasxva Taobis 
sofleli momRerlebi simReraze saubrobdnen, rogorc arsebobis Semamsubuqe-
belze, an zogjer, rogorc cocxlad gadarCenis saSualebaze: ̀ simRerebis gareSe 
ar davdiodiT, roca sadme wasasvlelad vikribebodiT, saRamoebs, ase vTqvaT, 
simReraSi vatarebdiT. pirvel adgilze iyo simRera. ra iqneboda sicocxle sim-
Reris gareSe?~18 `simReris gareSe cxovreba mosawyeni iqneboda. ver warmomid-
genia Cemi cxovreba maT gareSe. rodesac vmReri, me vcocxlob~ (Žiūrai; 1985: 392). 
gansakuTrebiT xSiria simReris samkurnalo funqciis aRniSvna, is exmareba ada-
mians gaumklavdes emociur daZabulobas: `simReris dros Svebas grZnob. sxva ra 
gagrZnobinebs Tavs ase – mxolod simRera~ (Seirijai, 1985: 330). mravali momRerl-
is monaTxrobidan Cans, rom simRera problemisgan Tavis daRwevis saSualebaa: 
`simRera CemTvis yvelaferia, rodesac vmReri, maviwydeba Cemi yvela gaWirveba. 
modis simSvide...~19

rogorc wignis `vorkuta, ajanyeba cixis banakSi~ avtori, iukka rislakki 
ambobs, vorkutis banakis patimrebis `namdvil sabWoTa moqalaqeebad gamoWedva~ 
niSnavda mZime, xSirad saSiS da fizikurad daZabul Sromas, grZel samuSao dRes, 
mkacr zedamxedvelobas. es, ZiriTadad, iyo sruli izolacia gare samyarosgan. 
`gadamzadebis~ dro saSualebas iZleoda~ gaetexaT patimrebis suli da gaenad-
gurebinaT maTi mogonebebi (Rislakki, 2016), bunebrivia simRera sulis gankurnebis 
yvelaze martivi saSualebaa, is romelic banakis patimrebs gaamxnevebs da maT gan-
mZleobas da simtkicis Zalas Sematebs. vorkutis banakis patimari profesionali 
momRerali tenori, balis raZiusi20, ixsenebs, rom simRera iyo sulieri ganad-
gurebis sawinaaRmdego iaraRi: `Cven vmRerodiT dedamiwis siRrmeSi – jojox-
eTSi. Cven ar gveqceodnen, rogorc adamianebs, da arc ise, rogorc cxovelebs~ 
(Vyliūtė, 1994: 10). 

politpatimrebisa da deportirebulebis Cvenebebis simReris prizmaSi an-
alizisas yuradReba unda mivaqcoT folklorist giedre Smitienes mosazrebas 
simReris, rogorc `adamianis cxovrebis aRdgenis gzis~ Sesaxeb. (Šmitienė, 2010: 
96). rogorc Cans, simRera cvlis adamianis ganwyobas – cota xniT mainc, qmnis 
axali, ukeTesi, Tumca ki iluzoruli xarisxis cxovrebas. amiT frTebs asxams 
momRerals, aTavisuflebs mas. momRerali adamiani Tavisufalia, radgan simRe-
ras, iseve, rogorc adamianis xmas cixeSi ver gamoketav. rogorc Cans, arcTu 

17 pedagogi bronius antanaiti igonebs: politpatimrebis erT-erT yazarmaSi viliampolis ek-
lesiis organisti „Tavisi msubuqi, JReradi da sasiamovno tenoris zmiT daaiwyebda simReras: 
gaiqeci, gaiqeci cxeno, iCqare, ufro swrafad! da mTeli razmi ezodan gamoepasuxebda: ezoSi 
qalwuli davinaxe / oh, wvims, wvims / ezoSi qalwuli davinaxe. am simReris Semdeg kidev vimRereT 
(Antanaitis, 1991).
18 v. siaurusaitisi, skriaudCiai. 
19 m. giedraitute-meitiene, kazlu ruda.
20 1917 wels dabadebuli balis raZiusi daapatimres partizanebTan urTierTobisa da 1941 wlis 
ivnisis ajanyebaSi monawileobisTvis, 1955 wlamde patimrobaSi iyo SromiT banakSi (Vyliūtės, 1994).



21

usafuZvlod, simRera uTanabrdeba Tavisuflebis gancdas – mRerian SezRud-
vebis gareSe, am aqtis mimarT sruli TavdadebiT: mTeli mkerdiT, maRal xmaze. 
Zalian xSirad dauxvewavi, TavSeukavebeli da Tavisufali simReris aRwerisas 
amboben: daiwye simRera, gamouSvi xma da a. S. rogorc Cans, am zmnebidan zogierTi 
garkveul gaTavisulebas aRwers; es aris bunebasTan Serwymuli adamianis xmisa da 
Zaldautanebeli simReris zemoqmedebis qveS moqceuli sagnebis `afeTqebis~, `ga-
Tavisuflebisa~ da `gavrcelebis~ procesi: `tyeSi mivdivar da bageTgan simRera 
aRmomxdeba~ Tverečius, 1985:184); `Cven mivdiodiT ayvavebuli mindvrebis sanaxavad 
[simReriT]~21 `Semdeg sakuTar Tavebs vumReriT da mindvrebic ki nawilebad iSle-
ba~ Margionys, 1988: 265). 

winaaRmdegobis pirobebSi simRera xdeba, ase vTqvaT, sabrZolo iaraRi, rom-
lis, rogorc nebismieri iaraRis warTmevas cdiloben. gadasaxlebaSi moyvnen gim-
naziis studentebi, romlebsac rveulebSi Cawerili hqondaT partizanuli an sxva 
simRerebi22. devnil iuozas iurksaitiss axsovs reSetis spec-reJimis #7 banakSi 
miyvanili lietuvelebis ori eSelonis winaaRmdegobis simRera: `mTeli kvira ar 
viareT samsaxurSi da lietuvur simRerebs vmRerodiT. sami dRis Semdeg simRera 
agvikrZales da dagvemuqrnen rom sayaraulo koSkidan esrodnen yvelas, vinc im-
Rerebda~ (Jurkšaitis, 1991: 95). amrigad, sasazRvro situaciebSi simRera unda ganvixi-
loT ara mxolod rogorc sulieri simSvidis, Rirsebisa da Tavisuflebis grZno-
bis SenarCunebis saSualeba, aramed rogorc winaaRmdegobisa da brZolis forma. 

grZelia me-20 saukuneSi Sesrulebuli lietuvuri simRerebis ̀ Tavisuflebis 
gza~: damoukideblobisTvis brZolidan, moxaliseTa laSqrobebidan (1918_1920), 
polonuri okupaciisgan vilniusis gaTavisuflebidan (1920_1939), omis Semdgomi 
partizanebis, politpatimrebisa da deportirebulTa simRerebidan me-20 sauku-
nis bolomde gagrZelebul folkloruli ansamblebisa da demonstrantebis moZ-
raobamde. am yvelaferma mniSvnelovani roli iTamaSa lietuvis gaTavisuflebaSi 
sabWoTa reJimisgan da migviyvana momReral revoluciamde (1988_1991). rogorc 
simReris Zalis avtori guntis SmidCensi (Šmidchens, 2014a) ambobs, es revolu-
cia SeiZleba miviCnioT, rogorc TviTorganizebuli moZraobis Sedegi. `baltiis 
qveynebis momReral revoluciaSi liderebi ar iyvnen iseTi mniSvnelovani, ro-
gorc erovnuli simReris tradicia, romelmac Tavi mouyara da STaagona aTaso-
biT adamiani. man saSualeba misca TiToeul momRerals SeegrZno sakuTari xmis 
fasi da moesmina simRera, romlis silamazec maSin aRiqmeba roca harmonias…
bevri sxvadasxva xma qmnis... gaCnda Zlieri kulturuli identoba da, faqtobrivd 
araZaladobrivi politikuri moZraobis tradicia~ (Šmidchens, 2014b: 63).

daskvnebi

1. me-20 saukunis bolodan 21-e saukunemde koleqtiurma simReram Tavisi mniSvneloba 
SeinarCuna. soflis TemebSi tradiciulis simReris sapirispirod man axali forma 
da funqciebi SeiZina. 

21 respondenti m. Jukauskiene, dab. 1936. sof. Llaukuva, Salales regioni, Cawerilia daiva da 
evaldas viCinienes mier.
22 magaliTad utenedan gadaasaxles gimnaziis studentebi, radgan isini litvis himnsa da mairo-
nisis simRerebs mRerodnen (Jurkšaitis, 1991).
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2. 21-e saukunis dasawyisSi sutartinebma miiRo socialuri megobrobis axali forma. 
meore aTwleulSi gaCnda axali socio-kulturuli fenomeni – sutartinebis wre, 
romelic xasiaTdeba (tradiciuli jgufuri simRerisgan) gansxvavebuli midgomis 
gamoyenebiT sutartinebis mimarT.

3. garkveul pirobebSi (kritikul situaciebSi), lietuvelebi koleqtiur simReras 
ganixilaven ara mxolod rogorc gansakuTrebuli socialuri urTierTobebis an 
Tavisuflebis grZnobis SenarCunebis saSualebas, aramed rogorc reJimisTvis wi-
naaRmdegobis gawevis formasac.

4. gansakuTrebuli garemoebebi iwvevs garkveuli (moklevadiani an grZelvadiani) `Te-
mebis~ formirebas romelTa antisabWoTa saqmianobaSi mniSvnelovani roli iTama-
Sa: partizanulma moZraobam (1944-1953); gadasaxlebis adgilebSi devnilebisa da 
politpatimrebis Sekrebebma (1940-1953 wlebSi23 lietuvidan gadaasaxles 131, 600 
adamiani); lietuvis xalxuri ansamblebis moZraobam (1970-ian wlebSi gaCnda kul-
turuli winaaRmdegobis talRa) (sur. 8); baltiis gzam (baltiis qveynebis aqcia 
1989 wlis 23 agvisto); parlamentis damcvelTa simReram koconTan (1991 wlis 13 
ianvris movlenebi). 

audiomagaliTebi

1. sacekvao sutartinesi Jišvedžiu ožį‘. ožį (`me Txa mimyavda~). sutartinesis momRerlebi 
vidiJkiaidan, (ukmerge): apolonia usoriene (55 w.), salemona mikalauskiene (65 w.) da 
katule aliSauskiene (70 w.). Cawerilia z. slaviunasis mier 1936 wels, LTR pl. 426(2).

2. Sromis sutartinesi Aviža praše gražiai pasėti (`gTxovT, Svria lamazad daTesoT~) su-
tartinesis momRerlebi tatkunaidan (ukmerge). agota griciene (87 w.), barbara 
stimburiene (88) , mariona griciene (67 w.). Cawerilia zanonas slaviunasis mier 1937 
wels, LTR pl. LTR pl. 610(8).

videomagaliTebi

1. saiudis `litvis reformis moZraobis~ pirveli masobrivi Sexvedra kaunasSi 
(1988.08.01). gadaRebulia leonas glinskis mier (glinskis arqividan).

2. leninis Zeglis dangreva klaipedaSi, 1990.09.27. gadaRebulia l. glinskis mier 
(glinskis arqividan). 

23https://www.15min.lt/ar-zinai/naujiena/idomi-lietuva/lietuvos-gyventoju-tremimai-i-sibira-svarbiausi-fak-
tai-1162-641573#_
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DAIVA RAČIŪNAITĖ-VYČINIENĖ 
(LITHUANIA)

POLYPHONIC SINGING AS A MUSICAL, SOCIAL, AND 
POLITICAL PHENOMENON: AN ANALYSIS OF LITHUANIAN CASES

In this presentation, “polyphonic singing” is understood not only as musical polyphony but 
also / or (more) as “social polyphony.” According to Joseph Jordania, “we must distinguish two 
equally important components of traditional vocal polyphony: social and musical. Social polypho-
ny is referred to as active musical interaction within a group of people, whereas musical polyphony 
implies having more than one pitch during performance.”1 

The presentation focuses on several cases of Lithuanian traditional singing. These are Lithu-
anian polyphonic songs, that is, sutartinės, which – instead of traditional singing in small groups 
(2-4 women) – have recently been sung by large companies jointly (by the members of both sexes). 
Another case of analysis deals with Lithuanian singing in company in the Vorkuta Gulag of the 
Soviet Union (in Siberia). This research is predicated upon the exiled Lithuanians’ songs recorded 
by Latvian composer Jānis Līcītis in 1951–1955.

The aim of the presentation is to demonstrate how Lithuanian traditional singing – being 
affected by certain circumstances – evolves from “musical polyphony” (or miscellaneous forms: 
monophony, homophony, polyphony) into “social polyphony.” 

First, I will concentrate on sutartinės which I and other researchers have already discussed in 
various aspects many times. I will pay attention to the fact that up to the middle of the 20th century 
there had remained almost 40 different ways of performing sutartinės, which attests to the richness 
of their polyphony (Račiūnaitė-Vyčinienė, 2000, 2002, 2018). 

Undoubtedly, sutartinės belong to the so-called “polyphonic cultures” wherein both social and 
musical components of polyphony are widely represented. On the one hand, it is reflected in strict 
distribution of voice parts or certain functions. On the other hand, the very word sutartinė – which 
is originated from the verb sutarti (“to be in accord with”) – has several different meanings: 1) “to 
bring into agreement or coexist”; 2) “to be in harmony with or reconcile the movements of action 
or joint work”; 3) “to be in accord with or make voices consistent and congruous when singing 
or playing a musical instrument” (LKŽ, XV: 948). Finally, the very noun sutartinė is defined as a 
“Lithuanian polyphonic folk song,” thus correspondingly implying “accord, concurrence, rhythm 
when doing something” or simply “harmony, concordance” (LKŽ, XIV: 238-239). 

Apparently, when Lithuanians sang sutartinės, the harmony of sounds would be pursued not 
only for aesthetical purposes: only when coexisting and singing harmoniously (in the musical sense 
– “right”) could one turn to gods. In many ancient cultures, music was thought to have had a harmo-
nizing power.2 Hence, sutartinė is likely to be treated not only as a concordance of singing voices 

1 See Jordania J. What is Polyphony, or how should we define it? http://polyphony.ge/en/category/world/centres-of-po-
lyphony/
2 According to Chinese philosophers, when music is not “right” and sounds are not harmonized, the norms of hu-
man conduct and interpersonal relations are violated, and the state appears to be on the brink of turmoil and collapse 
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but also as a manifestation and indirect expression of universal development. These aspects are 
interconnected: the consonance of sutartinės is conditioned by harmonious interrelationship; that is 
by agreement and concord. It is no coincidence that since ancient times sutartinės have been sung 
in small groups which were comprised of women (who had close family ties), female neighbors, 
or good friends. Those were the women who would constantly maintain not only social relations 
but also connections through singing (fig. 1). It can be stated that only when a female singer knows 
well the characteristics of another woman’s vocal timber and her musical capabilities is it possible 
to carry out the requirements a village community applies to sutartinės: “to chuckle,” “to toot,” “to 
pipe” (by using voices as if to imitate skudučiai – multi-pipe whistles [panpipes]); “to beat” the 
voices well – in other words, to harmonize them. 

In the last decade, after their inscription on UNESCO’s Representative List of the Intangible 
Cultural Heritage of Humanity (November 16, 2010), sutartinės have been experiencing a renais-
sance. We can say that they are to become an essential component of forming an image of the Lith-
uanian identity.3 Uniting people, who have different musical experiences and capabilities and who 
belong to different age groups and different social groups, collective singing of sutartinės assumes a 
special meaning alongside traditional singing in groups, as well as various interdisciplinary4 
and intercultural5 projects. Such collective singing of both female and male singers was not 
typical of authentic rural tradition (or we know separate late cases that were predetermined 
by the change and decline of tradition). Nevertheless, it has lately been this form of perfor-
mance that people find very appealing. Everyone who wants – without special preparation, 
efforts, and the like – can partake in the collective singing of sutartinės. To be altogether 
immersed into a joint circle of rhythmized music (very often singing is accompanied by drum 
beats) by reiterating incomprehensible “mesmerizing” refrains of sutartinės is a very attractive, 
unifying, and captivating experience. Singing in the joint circle creates an impression of 
participating in ancient “rituals,” a strong feeling of community and unity, and transfers one 
fairly quickly to the state of euphoria, to the state of a peculiar “trance.” 

A steady growth of such trend of performing sutartinės is partly associated with spiritual 
aspirations of young adults (with their endeavors to discover their ethnic roots and get to 
know the Baltic people’s worldview) and with neopaganism in the broad sense. Collective 
singing of sutartinės is being actively popularized in the various neofolk, alternative folk-
lore, and other similar festivals (“Mėnuo juodaragis,” “Suklegos,” and others). Over the last 
few years, wishing to unite all participants, performing sutartinės in big groups has also been 
spreading at other events at which authentic singing traditions are virtually fostered – for 
instance, at the event Sutartinių takas6 of the International Folklore Festival “Skamba skamba 

(Tkachenko, 1990: 55–69; Shestakov, ed., 1967: 20–21).
3 One of the great examples is a video clip that was created in 2015 by Panevėžys Gymnasium student Lukas Stakėla 
and the initiative group and dedicated to the most important state holidays: February 16 and March 11. The installation 
consists of 192 videos in which sutartinė “Dijūta kalnali” is sung by the students of various Lithuanian schools, as well 
as Lithuanians living abroad. https://www.youtube.com/watch?v=MtR1gI2ym2s&feature=youtu.be 
4 Sutartinės /contemporary professional music; sutartinės / electronic music; sutartinės / jazz; sutartinės / 
video art, etc.
5 Sutartinės / mugam; sutartinės / flamenco; sutartinės / Persian music; sutartinės / Indian music, etc.
6 Sutartinės circle 2018 https://www.youtube.com/watch?v=UNYjpe8ptvo&feature=share 
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kankliai,” at the Aukštaitija Region Festival “Sutarjėla,” and others. Today there has emerged an 
absolutely new concept – Sutartinių ratas (‘the sutartinės circle’) that can be used to end various 
events. The sutartinės circle may also be defined as an invitation to learn sutartinės – form-
ing a circle of beginners / like-minded people – and the very way of learning (with a big 
group singing in the circle).7

In today’s society, the sutartinės circle is gaining increasing popularity, and it appears 
to gradually “excel” traditional (group) singing (fig. 2). Obviously, it is an inevitable trans-
formation of the singing tradition. One will not be able to put the kibosh on this process; 
one can only participate in it, observe it, name and examine the key differences of group/
collective singing. 

The peculiarities of traditional (group) and collective singing of sutartinės: 

Group singing of sutartinės Collective singing of sutartinės
Female singers: singing in small groups (from 
2 to 6)

Both male and female singers: collective sing-
ing (from around 20 to more than 100 people)

Sutartinės are sung in different ways (from 20 
to 30) 

Sutartinės are sung in 1–2(3) ways: three groups 
in canon (in threesome; more rarely – in three-
some with answer) or in 2 group counterpoint 
(in foursome) 

One voice part is sung by one person One voice part is sung in unison by a group of 
people (from around 5 to about 50)

One accommodates oneself to another singer; 
whilst singing, everyone endeavors to “beat” 
their voices as coherently as possible – that is, 
to reach a maximum of sound roughness by 
utilizing glissando, emphasizing, comparing, or 
shortening certain syllables, etc. (ex. 1; audio 
ex. 1, 2) 

One enjoys the sense of community when sing-
ing in a large circle, almost without noticing 
the accords being formed among different voice 
parts 

One mostly adheres to the repertoire character-
istic of a certain subregion 

Any sutartinė that is highly popular is sung 
without delving into their regional peculiarities 

Articulation being typical of various subregions 
and related with a local accent is emphasized 

Sutartinės are performed in a more standard 
language, mostly without concentrating on the 
peculiarities of a dialect and on the relationship 
between word and music 

7 https://www.facebook.com/Sutartini%C5%B3-ir-dain%C5%B3-ratas-605417513205357;  
https://www.youtube.com/watch?v=BNo79LJCbTs&fbclid=IwAR2kycQwpbfaKJQRJaejHoTNciLxgGL_
Qjy6gh4Yl38Mz_d81yvrDP6oSR8;
https://www.facebook.com/vinetukaimas.lt/videos/10157885601623248;
http://www.promociugiesmes.lt; 
https://www.facebook.com/events/1418817238295312/;
https://ciurlionis.lt/2020/08/10/sutartiniu-maratonas-suburtyne/;
https://www.facebook.com/mjrvaikustovykla/posts/340041090733251, etc.
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With the help of long-lasting group singing 
a unique institution has been established – a 
public group that is supported by a small group 
of people. In a sense, it is akin to the smallest 
social group including family members (as 
mentioned earlier, traditional groups were com-
prised of family members) (fig. 3)

It is usually a one-time gathering of a large 
group of people (or like-minded ones who 
perform sutartinės in their smaller or bigger 
groups, or those who accidentally become 
engaged in the sutartinės circle and wish to 
understand sutartinės “from within”) that is 
inspired by the collective singing of sutartinės. 
This large collective – the “sutartinės circle” 
that unites the same people, so to speak – can be 
treated as a unique social group, as a “communi-
ty of sutartinės fosterers,” or as a certain “large 
family of sutartinės”

That is how sutartinės are gradually becoming not so much a musical as an increasingly 
important social phenomenon at the beginning of the 21st century. Sutartinės assume a pecu-
liar status of the symbol of Lithuanian national identity which, according to sociolinguists, 
is indispensable to the experience of unifying a particular community (nation) (Хаймс, 
1975:65). In the recent process of cultural communication, alongside a concert form (that 
predominated at the end of the 20th century and at the beginning of the 21st century) of their 
revival in urban culture, sutartinės represent a new form of social community – that is, they 
as if return to the “natural” existence of their initial usage in the community (undoubtedly, 
this process requires a separate research work). One of such examples has to do with the 
activities of the sutartinės performers group “Utara” in Antakalnis district community of 
Vilnius city (the evening event, entitled: “Sutartinė in the Community and in Myself,” etc.).8 To-
day, collective singing of sutartinės has also become part of the protest against deforestation 
in Lithuania (e.g., singing sutartinės in Labanoras forest; the concert “For Preservation of 
the Sapiegos Park,” initiated by the sutartinės performers group “Utara,” etc.).9 

To define another object of research, that is, Lithuanian singing in the Vorkuta Gulag of the 
Soviet Union (in Siberia), one would use probably the most suitable notion “singing in company” 
(proposed and used by Bernard Lortat-Jacob). It is true that Lortat-Jacob applies this concept to 
describe natural, spontaneous singing in one’s own community (in small Mediterranean societies).10 
In our case under analysis, one sings sutartinės not in one’s own community but in the “com-
munity” which has been formed owing to certain circumstances. The Soviet Union’s governing 
body is known to have exiled “fascists, bandits, and bourgeoise nationalists” from various nations 
to Vorkuta. Lithuanians imprisoned in labor camps were intellectuals, farmers (kulaks), “forest 

8 “Ūtara” is visiting Antakalnis community: https://www.facebook.com/utara/videos/919535205107396. 
9 By the way, sutartinė “Kas ti kert, kas ti rumšč,” performed in a video clip, is used in protest against the permanent 
removal of trees, see https://www.youtube.com/watch?v=Ukj0XRHQaBM. It proves that sutartinė assumes a special 
“weight” in social life.
10 The researcher analyzes musical practices by “amateurs of singing” who have long mastered the resources of orality 
as well as polyphonic techniques. “Singing brings them together at various times, at bars among friends, during small 
patron saint feasts, or at home among family at table with wine, beer, or raki, according to the place.” (Lortat-Jacob, 
2011: 23–35) 
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brothers” (partisans), soldiers, high-school students. Regardless of their age, social and educational 
backgrounds, all the imprisoned were united by their inability to “please” the Soviet Union’s ruling 
group; their wish to live; their love toward their motherland and yearning for it. They were also 
united by singing as a certain experience of sanctity undergone in amity: “A great deal of sanctity 
is present in those songs; whilst singing, you experience it.”11 

This research is based on the exiled Lithuanians’ songs which were recorded by Latvian com-
poser Jānis Līcītis. Compiled by Līcītis, a collection of 105 Lithuanian songs – a handwritten note-
book – has an invaluable documentary value (fig. 4). It testifies the experience of Lithuanians in 
labor camps through singing in company. The composer recorded what Lithuanians sung about in 
labor camps in 1951–1955 (during his imprisonment in Vorkuta) without applying a special selec-
tion of songs according to their artistic value or any other criteria. In Līcītis’s collection we find 
songs of various genres: military-historical songs and those related to family (orphans), weddings, 
work, feast, humor, as well as literary and author’s songs that spread in interwar Lithuania through 
schools, choirs, various societies (fig. 5). When asking why such different – in terms of their charac-
ter, origin, and artistic value – songs were sung in the Soviet camp, it becomes clear that it was not 
so much important for Lithuanians what they sang about as it was important to sing in general: in 
many cases, the very singing is mentioned as a process on the whole that unites, provides strength, 
and supports hope.

Repertoire of the Camp Prisoners’ Songs 
Understandably, camp prisoners, brought to Vorkuta from different parts of Lithuania, needed 

some common, unifying repertoire of songs. It is likely that it could have been those songs which 
were learned in choirs or spread through them. Here one should draw attention to the choir move-
ment and Song Festival, which first took place in Lithuania in 1924.12 Thanks to them, “simple” 
(harmonized folk and author’s) songs, most often characterized by “newer national melodies...” 
(Žičkienė, 2008:161), began to outspread throughout Lithuania (fig. 6). As written in the newspa-
pers of 1936, songs gained overwhelming popularity: “Everyone who can sing in choirs: villagers, 
students, lawyers, doctors, ladies, maids...” ( Šimkus, 1936). The first reverberations of the Song 
Festival we find in the stories of the exiled. Jurkšaitis recalls that out of 700 men – who were 
imprisoned in the Reshety special-regime camp No. 7 in Krasnoyarsk – there were many former 
participants of the Song Festival. One of them suggested, “While we are here, let’s learn, let’s repeat 
the songs performed at the Song Festival. The war will end soon; when we are back home, we will 
give concerts in Lithuania as the Siberian choir.”13 We can see that all those men, who were brought 
to the labor camp from different Lithuanian places, were bound by the songs learned in choirs – 

11 It is told by marcher Rimantas Matulis, a participant of Lithuania’s resistance against the Soviet occupational re-
gime (Rasos Kernavėje. Parengė Saulė Matulevičienė. Liaudies kultūra, 3, 2007: 79).
12 The 1924 Song Festival was “an epoch-making event, a miracle in the life of the nation, a breakthrough in the 
power of its song” (Gudelis R. From the Song Day to the Nation Festival: The Problems of the Purpose of the First 
Song Festival. https://www.choras.lt/). Lithuania’s national anthem was performed by the choir of 3,500 singers with 
an orchestra of 120 bagpipes and a crowd of several tens of thousands: “that hour it was so solemn, impressive that its 
man will not forget for the rest of his life” (Krivulė, 9, 1924).
13 Ešelonų broliai ‘The brothers of the echelons,’ 1991. https://dokumen.pub/qdownload/maps-of-memory-trauma-
identity-and-exile-in-deportation-memoirs-from-the-baltic-states.html 



28

precious communionship, once felt though a song.14 
What is surprising is the presence of feast songs – firstly, the songs about ale.15 In Siberian 

exile there did not seem to have been many possibilities to feast and celebrate. However, for the 
exiled these songs, albeit on rare occasions of gatherings, appeared to have naturally emerged from 
their memory – as if transporting them to the festive table and reminding them of a form of unordi-
nary communication through songs. Sitting at table with little food on it and singing feast and other 
songs altogether, they would re/create a festive atmosphere of their homeland.16 The very moment 
of being together at table – when everyone shared their drinks and meals, chanted or sang – is a 
“celebration in the broadest sense of the word, an intention to celebrate the life itself” (Ivanaus-
kaitė-Šeibutienė, 2015:119) That is why, according to Ivanauskaitė-Šeibutienė, feasting and deep 
sadness cannot go hand in hand (fig. 7). 

Perhaps many may wonder how it is at all possible to sing under such unbearable conditions. 
The answer would lie in the very nature of Lithuanians – that is, in their, so to speak, innate connec-
tion with the song. Philosopher Antanas Maceina made an insightful observation, “Lithuanians do 
not sing so much for art as to endow life with a form of existence through singing; therefore, they do 
not sing to the listeners: the one who does not sing is not tolerated. … a song is somewhat of a state 
of being together that everyone must experience “ (Maceina, 1993: 145–149). Hence, Lithuanians 
have long treated singing, on the one hand, as a unifying factor of the whole community – even in 
the most oppressive memories of exile, there are bright episodes of singing together;17 on the other 
hand, it is probably the most important spiritual scaffolding providing a sense of security and a 
sense of vitality that ensures survivability under all circumstances. Countryside singers of different 
generations spoke of singing as a means of facilitating the existence, or sometimes as a way of sim-
ply staying alive: “We would not go anywhere without songs. When we gathered to go somewhere, 
we would spend evenings singing, so to speak. First came the song. What would life be like without 
songs?”18; “It would be sad to live without songs. I cannot imagine my life without them. When I 
sing, I live” (Žiūrai; 1985: 392). It is especially common to mention the therapeutic function of 
singing, which is to help one cope with emotional tension: “Whilst singing, you feel relieved. What 
else can make you feel this way – only singing” (Seirijai, 1985: 330). In the stories of many singers 
there is a clear possibility to “break away from trouble” when singing: “Well, the song is everything 
to me; when I sing, I forget all my hardships. And there comes kind of a quiet calm ... ”91)19

According to Jukka Rislakki, the author of the book Vorkuta! Uprising in the Prison Camp, 
“reforging” (perekovka) the Vorkuta Rechlag prisoners into “true Soviet citizens” stood for hard, 
often dangerous, and physically strenuous work, for a long working day, for strict guarding. It was, 

14 Having juxtaposed the songs recorded by Līcītis with the repertoire of the Song Festival (in the years of 1924, 1928, 
1930), we can identify a big number of recurring songs.
15 “Alutį gėriau” (“I drank ale”), “Gardus alutis” (“Tasty ale”), “Gėriau dieną, gėriau naktį” (“I drank all day, all 
night”) etc.
16 Remember that sitting at table is one of the forms of tradition, “singing in compony,” discerned by Lortat-Jacob.
17 Teacher Bronius Antanaitis remembers: in one of the barracks of political prisoners the organist of Vilijampolė 
Church would “strike up a song in tenor with his light, resonant, and pleasant timbre: Run, run horse, run faster! And 
the whole section would intercede blaringly: I saw a virgin in the yard. / Oh, it’s raining, it’s raining / I saw a virgin 
in the yard. After having finished this one, we sang another ...” (Antanaitis, 1991).
18 V. Siaurusaitis, Skriaudžiai.
19 M. Giedraitytė-Meištienė, Kazlų Rūda.
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basically, a complete isolation from the outside world. During “re-education,” one would endeav-
or to break the spirit of the prisoners and obliterate their memories (Rislakki, 2016). Naturally, a 
simple means of healing the soul is singing that enlivens and imbues the camp prisoners, as well as 
provides them with a power of endurance and fortitude. Professional singer tenor Balys Radžius,20 
who was imprisoned in the Vorkuta camp, recalled singing as a tool against the destruction of the 
spirit: “We sang in the very depth of earth – hell. They did not treat us like people. And not even 
like animals” (Vyliūtė, 1994: 10).

Analyzing the testimonies of political prisoners and deportees through the prism of singing, it 
is worth paying attention to   folklorist Giedrė Šmitienė’s idea about singing as a “way of rebuilding 
one’s life” (Šmitienė, 2010: 96). Singing seems to change a person’s frame of mind – at least for a 
short time, creating a new, way better, albeit illusory, quality of life. It wings the singer, frees him. 
A singing person is a free person, in that a song like a human voice cannot be imprisoned. Appar-
ently, not without reason one equates singing to the feeling of freedom – singing without constrains, 
being utterly devoted only to this act: with full chest, at the top of your voice. Very often, when 
describing unpolished, unrestrained, and free singing, people say: sing, strike up a song, release the 
voice, and the like. Some of these verbs appear to describe a certain liberation; that is the process of 
“bursting,” “releasing,” and “spreading” the objects affected by the human voice or unconstrained 
singing, merging with nature: “I am going to the woods, and the mouth will burst out of singing…” 
(Tverečius, 1985:184); “We would go to see the fields unfurl [when singing]”;21 “Then we sing to 
ourselves; and even the fields fall apart” (Margionys, 1988: 265).

Singing under conditions of resistance becomes, so to say, a fighting tool which, like any 
weapon, is attempted to be taken away. Gymnasium students – who had the notebooks of rewritten 
partisan and other songs – were deported.22 Exile Juozas Jurkšaitis remembers a song of resistance 
by two echelons of Lithuanians brought to the Reshety special-regime camp No. 7: “We did not go 
to work all week and sang Lithuanian songs. Three days later, we were forbidden to sing, and they 
threatened to shoot from watchtowers at those who would sing” (Jurkšaitis, 1991: 95).. Thus, one 
must consider singing in borderline situations not only as a means of sustaining spiritual solace, 
self-esteem, and a sense of freedom, but also as a form of resistance and struggle. 

The “path of freedom” of Lithuanian songs performed in the 20th century is long: from strug-
gles for independence, volunteer marches (1918–1920), liberation of Vilnius from the Polish oc-
cupation (1920–1939), songs of post-war partisans, political prisoners, and deportees to the move-
ment – lasting up to the end of the 20th century – of folklore ensembles, and marchers. All this 
played a vital role in liberating Lithuania from the Soviet regime and lead to the Singing Revolu-
tion (1988–1991). According to Guntis Šmidchens, the author of The Power of Song (Šmidchens, 
2014a) this revolution can be seen as arising from a self-organized movement. “In the Singing 
Revolution of the Baltic states, leaders were not as important as the national singing tradition that 
brought together and inspired thousands of people. It allowed each singer to experience the value 
of their personal voice and hear the song whose beauty is perceived when many different voices 

20 Born in 1917, Balys Radžius was arrested for his relations with partisans and his participation in the uprising in 
June, 1941 and was imprisoned in labor camps until 1955 (Vyliūtė, 1994).
21 Respondent: M. Žukauskienė, born in 1936, Laukuva., Šilalė district; recorded by Daiva and Evaldas Vyčin
22 For instance, the gymnasium female students from Utena were deported, in that they sang Lithuania’s national 
anthem and Maironis’ songs (Jurkšaitis, 1991:. 95).
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form a harmony. ... there emerged a powerful cultural identity and a tradition of virtually nonviolent 
political movement” (Šmidchens, 2014b: 60-63). 

Conclusions

1. From the end of the 20th century up to the 21st century, collective singing has retained its significance. 
Contrary to the traditional singing in countryside communities, it assumes a new form and performs 
new functions.

2. Sutartinės, at the beginning of the 21st century, acquire a new form of social amity. In the second 
decade there has emerged a new sociocultural phenomenon Sutartinės circle that is characterized by 
utilizing a different (from traditional singing in groups) approach to sutartinės.

3. Under certain conditions (in critical situations), Lithuanians view collective singing not only as a way 
of maintaining special social relations or a means of preserving a sense of freedom, but also as a form 
of resistance against regime. 

4. Special circumstances lead to the formation of certain (short-term or long-term) “communities” in whose ac-
tivities of anti-Soviet resistance singing played a role: the guerrilla movement (1944–195323); the gatherings 
of deportees and political prisoners in exile places (131, 600 people were deported from Lithuania during the 
period of 1940–1953); the movement of Lithuania’s folk ensembles (the wave of cultural resistance came into 
being in the 1970s) (fig. 8) the Baltic Way (the action of the Baltic nations on August 23, 1989); the Parlia-
ment defenders’ singing by the fire (the events of January 13, 1991).

Audio examples

1. Danced sutartinė Jišvedžiu ožį‘ (I Brought out a he-goat). Sutartinės singers from Vidiškiai, Ukmergė, 
Apolonija Usorienė, (age 55), Salemona Mikalauskienė (age 65), Kastulė Ališauskienė (age 70). Re-
corded by Zenonas Slaviūnas in 1936, LTR pl. 426(2). 

2. Work .sutartinė Aviža praše gražiai pasėti. (The oat asked to sow nicely) Sutartinės singers from Tat-
kūnai, Ukmergė, Agota Gricienė (age 87), Barbora Stimburienė (age 88), Marijona Gricienė (age 67). 
Recorded by Zenonas Slaviūnas in 1937, LTR pl. LTR pl. 610(8).

Video examples

1. The first mass meeting of the Sąjūdis ‘the Reform Movement of Lithuania’ in Kaunas, 1988.08.01. 
Filmed by Leonas Glinskis (from the Glinskis archive). 

23https://www.15min.lt/ar-zinai/naujiena/idomi-lietuva/lietuvos-gyventoju-tremimai-i-sibira-svarbiausi-fak-
tai-1162-641573#_
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2. The demolition of the Lenin monument in Klaipeda, 1990.09.27. Filmed by L. Glinskis (from the 
Glinskis archive).
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suraTi 1. sutartinesis momReralTa jgufi Trys keturiose. iurgita treinites 
foto. 
Figure 1. The sutartinės’ singers group Trys keturiose, singing foursome. Photograph by Jurgita 
Treinytė, 2006. 

suraTi 2. Sutartinių ratas – `sutartinesis wre~ vilniusis serTaSoriso festivalze 
Skamba skamba kankliai, 2018 weli, egle mekuSkienes foto. 
Figure 2. Sutartinių ratas ‘The sutartinės circle’ during International folklore festival Skamba 
skamba kankliai in Vilnius, 2018. Photograph by Eglė Mekuškienė.
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suraTi 3. sutartiness asruleben emilia kuzaviniene, misi qaliSvili edita kuza-
vinite da SviliSvili geliune meJkuotite. klaudia driskiusis foto, 1982 weli.
Figure 3. Sutartinės being sung by Emilija Kuzavinienė, her daughter Edita Kuzavinytė-Meš-
kuotinė, and granddaughter Gėliūnė Meškuotytė. Phorograph by Klaudijus Driskius, 1982. 
 

suraTi 4. ianis licitisis mier 1951_1955 wlebSi Sekrebili lietuvuri simRere-
bis xelnaweri notebis krebulis yda.
Figure 4. A cover of a handwritten notebook – the collection of Lithuanian songs, compiled by 
Jānis Līcītis in 1951–1955.



35

suraTi 5. ojaxuri simReris Oi, Dieve mano (o, RmerTo Cemo) faqsimile licitisis 
krebulidan.
Figure 5. A facsimile of the family song Oi, Dieve mano ‘Oh, My God’ from Līcītis’ collection of 
songs.

suraTi 6. lietuvuri simReris pirveli festivali (1924 wlis 22 agvisto). fes-
tivalis mTavari diriJoris iozas nauliaisis gaerTianebuli gundi. vitautasis 
didi omis muzeumis arqivi. 
Figure 6. The first Lithuanian Song Festival (August 22, 1924), the joint choir is conducted by 
Juozas Naujalis, the chief conductor of the festival. Archives of the Vytautas the Great War Muse-
um.
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suraTi 7. ianis licitisi (centrSi, marjvniv) sufraze tyveebTan erTad. vorku-
ta, 1955 weli. licitisis saojaxo arqividan.
Figure 7. Jānis Līcītis (in the center, on the right) with prisoners at the table, Vorkuta, 1955. From 
the archive of the Līcītis family.

suraTi 8. gaerTianebuli gundis simRera vilniusis saerTaSoriso festivalze 
Skamba Skamba Kankliai, 1985. vitautas daraSkeviCiusis foto.
Figure 8. Joint singing in Vilnius Alumni Year, the International folklore festival Skamba Skamba 
Kankliai, 1985. Phorograph by Vytautas Daraškevičius. 
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magaliTi 1. sacekvao simRera – sutartine Jišvedžiu ožį (`me Txa mimyavda~). su-
tartinesis momRerlebi vidiJkiaidan, (ukmerge): a. usoriene, s. milalauskiene da 
k. aliSkauskiene. Cawerilia z. slaviunasis mier 1936 wels, LTR pl. 426(2), notebze 
gadaitana g. Cetkauskaitem (Četkauskaitė G. (Semdg.). Lithuanian Folk Music II: Songs of 
Aukštaičiai. North-Eastern Lithuania, Vilnius, 1998, nr. 82 [3 CD-iT). 
Example 1. Danced sutartinė Jišvedžiu ožį ‘I led the he-goat’. Sutartinės singers from Vidiškiai, 
Ukmergė, A. Usorienė, S. Mikalauskienė, and K. Ališauskienė. Recorded by Z. Slaviūnas in 1936, 
LTR pl. 426(2), transcribed by G. Četkauskaitė (Četkauskaitė G. (comp.). Lithuanian Folk Music 
II: Songs of Aukštaičiai. North-Eastern Lithuania, Vilnius, 1998, nr. 82 [3 CD included]).
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meTiu naiTi
(kanada)

SenarCuneba, dacva, sicocxlisunarianoba: 
svaneTSi musikis mdgradobisa da ekologiis konceptualizacia

moxsenebaSi ganvixilav eTnomusikologiaSi bolo dros gavrcelebuli kvlevis 
sferoebis gamoyenebas qarTuli musikis SeswavlaSi. esenia musikis ekologia da 
ekumusikologia. es naSromi Sorsaa dasrulebuli kvlevisgan, radgan jer kidev am 
sakiTxebis Seviswavlis procesSi var. amasTan, mjera, rom kulturuli da ekologi-
uri mdgradoba im yvelaze mniSvnelovan sakiTxebs Sorisaa, ris winaSec dgas dRe-
vandeli samyaro, amdenad, musikis mkvlevarebma maT aqtiurad unda mimarTon.

meTodologia, romlis drosac ganaTlebuli dasavlelebi stumroben So-
reul Temebs, raTa xeli Seuwyon maTi uZvelesi simRerebisa da materialuri 
kulturis SenarCunebas, sanam is globalizaciis Zalebisa da `kulturuli si-
bralulis~ (Lomax, 1980: 22) gamo dakargula, dRes ganixileba, rogorc kolonial-
isturi midgoma, romelic am Temebis prioritetebs ugulebelyofs. es midgoma, 
aseve, safrTxis Semcvelia, radgan erTgvarad xels uwyobs jer kidev cocxali 
tradiciebis kanonizebas, erTgvarad, gayinvas da kulturuli kontaqtisa Tu 
adaptaciis bunebrivi procesebis SeCerebas. evroamerikulma eTnomusikologiam 
da folklorma konkretuli nimuSebisa Tu repertuaridan kulturuli aqtisak-
en gadainacvla. amdenad, misTvis gacilebiT sainteresoa kulturis xedva, vidre 
calkeuli sagnebisa Tu nimuSebisa. Tumca, robert baroni da Tomas uokeri 
xazs usvamen dRemde arsebul paradoqss, rom `radgan foklori mudmivad droSi 
cvalebadi movlenaa, is ganixileba, rogorc safrTxeSi myofi da gadaSenebis sa-
frTxis winaSe, Tu ar Caiwereba da Taobidan Taobas ar gadaecema~ (Robert Baron & 
Thomas Walker, 2019: 7), dimitri arayiSvili gvTavazobs msgavs msjelobas, rodesac 
is wers: ”simRera ar aris iseTi fizikuri ram, ramac SeiZleba dedamiwaze sauku-
neebis ganmavlobaSi iarsebos. amis nacvlad, es mxolod garkveuli JReradobaa, 
romelic qreba, Tuki erTi adamianidan meores ar gadaecema~ (Arakishvili, 2010; 48).

maSin, roca `samaSvelo eTnografia~ aRar aris prioritetuli, mravali mkv-
levari da maT mier Seswavlili Temis wevrebi mniSvnelovnad miiCneven drois msv-
lelobis paralelurad konkretuli praqtikebis SenarCunebas, kacobriobisa da 
kulturis mravalferovnebisa Tu socialuri SeTanxmebulobidan gamomdinare. 

rogorc braian Sragi acxadebs, im dros, roca musikalurma hibridebma da 
axalma kulturulma formebma SeiZleba erTgvari biZgi misces fantazias da ax-
ali Janrebis ganviTareba gamoiwvios, mravalwlian musikalur tradiciebs kom-
pleqsurobisa da komunikaciuri elementis demonstraciis, eqstazuri gamoc-
dilebisa da Rrma kmayofilebis moniWebis meti SesaZlebloba eZleva (Schrag, 
2015). umciresobaTa mxatvruli tradiciebi maTi sruli sirTuliTa da daxvewi-
lobiT saukeTesod SeiZleba SenarCundes, Tuki uzrunvelyofili iqneba am praq-
tikis jansaRi konteqstis awmyoSi ganxorcieleba, misi swavleba da amgvari gezis 
micema momavlisken. repertuaridan konkretuli nimuSebis SenarCuneba repertu-
arisTvis sicocxlis mimniWebeli mcodne praqtikosebis arsebobis gareSe Sez-
Rudul mizans Tu emsaxureba. 
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swored amis gamo, iseTi eTnomusikologebi, rogoricaa jef tod titoni 
(Titon, 2009) gvTavazoben musikaluri praqtikebis xedvas ekosistemis perspeq-
tividan, romelsac mravali organulad dakavSirebuli nawili gaaCnia da ro-
melTa SenarCunebac aucilebelia. iseve, rogorc bunebrivi ekosistema Sedgeba 
erT biomSi1 moqceul srulad fizikuri faqtorebisgan, dawyebuli erTmaneTze 
urTierTqmedi cocxali saxeobebis individualuri organizmebidan, maT garSemo 
arsebuli landSaftiT damTavrebuli, musikaluri ekosistemac musikaluri Jan-
rebis, maT garSemo Tavmoyrili adamianebisa da konteqstebis momcvelia. amde-
nad, titoni gvTavazobs ekologiur midgomas, romelic oTx princips aerTianebs: 
mravalferovnebis kultivireba, meurveoba da ara resursebis mflobeloba, 
zrdis/matebis limitis aRiareba da urTierTdamokidebuleba/urTierTkavSi-
ri (Titon, 2019). misi azriT, es metafora erTgvari saxelmZRvaneloa, romelic 
adreuli modelebiT gamowveuli ekonomikuri Sedegebis erTgvar makoreqtireb-
els warmoadgens, im modelebisa, romlis perspeqtividanac musikaluri praq-
tikebi ganixileba, rogorc artefaqtebi da SesanarCunebeli aqtivebi. 

titonis kvaldakval, gadaSenebis piras myofi enebis mkvlevarma qeTrin 
grantma Semdegnairi modeli Seqmna. masSi musikaluri Janris siZliere 
damokidebulia mraval urTierTdakavSirebul faqtorze, rogorebicaa 
tradiciis TaobaTaSorisi gadacema, Sesrulebis konteqstebi da funqciebi, 
samTavrobo da instituciuri politika da sazogadoebis wevrebisa da Sesabamisi 
`autsaiderebis~ (rogoric arian mkvlevrebi) damokidebuleba am Janris mimarT 
(Grant, 2014). uib Sifersi ki am TeoriasTan mWidrod dakavSirebuli `xuTi 
domenis~ ekosistemis models warmoadgens, ris mixedviTac musikalur Janrze 
gavlenas axdenen: musikis swavlebis sistemebi, musikosebi da Temebi, Sesrulebis 
konteqstebi da Teoriuli koncefciebi, regulaciebi da infrastruqtura, media 
da industria (Schippers, 2015). 

samive mecnieri – titoni, granti da Sifersi – `mdgradobis~ enas iyeneben, 
rac kidev ufro metyvelebs ekologiasTan kavSirze. titonis varaudiT, 
memkvidreobiTi SedevrebiT xelmZRvaneloba saukeTesoa, maSin, roca maT garSemo 
`kulturuli niadagi~ SenarCunebulia (Titon, 2009). bolodroindel publikaciebSi 
igi kidev ufro Rrmadaa Casuli ekologiidan moxmobil metaforebSi, romlebic 
kulturis mdgradobasa da adaptaciur menejments uwyoben xels (Titon, 2015). 
titoni mdgradobas aRwers, rogorc mizans – momavalze orientirebuli 
tradiciis sijansaRes – da mdgradobas, rogorc am miznis miRwevis strategias. 
adaptaciuri menejmenti cdilobs gaaZlieros „sistemis SesaZleblobebi 
mRelvarebisa da cvlilebebis pirobebSi misi mTlianobis aRdgenisa da 
SenarCunebis uzrunvelyofaSi, identobisa da uwyvetobis dacvaSi~ (iqve, 
158), maSin roca is, amavdroulad, amcirebs darRvevisa da dazianebis mimarT 
tradiciis mowyvladobas.

magaliTisTvis, SeiZleba ganvixiloT svanuri ekomigrantebis SemTxveva. 1987 
wlis ianvris gamanadgurebeli zvavebis gamo, romelmac minimum oTxmocdaxu-
Ti adamiani Seiwira da oriaTasamde saxli daangria, dazaralebuli soflebis 
mTeli mosaxleoba, rogorc stefan voeli iuwyeba, 16 000 ojaxi qvemo qarTlSi 
da sxva aramTian regionebSi Camoasaxles (Voell, 2015). axali Temebi mosaxleobis 

1 aRniSnavs erTi klimaturi zonis ekosistemebis erTobliobas, gansazRvravs mcenareulobis 
gabatonebul tips an landSaftis stabilur Tvisebas (red.).
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pirdapiri migraciiT ar Seqmnila, axal soflebSi gaerTianda svaneTis sxvadasxva 
raionidan Camosaxlebuli ojaxebi. isini axla asobiT kilometriT, anu mTeli 
dRis savaliT iyvnen daSorebuli TavianT Zvel saxlebsa da iq darCenil ojax-
is wevrebsa Tu megobrebs. am faqtidan ramdenime wlis gasvlis Semdeg sabWo-
Ta kavSiris daSla niSnavda imas, rom am axladSeqmnili Temebis umravlesobas 
didi xnis ganmavlobaSi ar miuRia sabaziso infrastruqtura. Tumca, svani ekomi-
grantebis axal TemebSi ganxorcielebuli erT-erTi pirveli qmedeba religiuri 
salocavebis dayeneba iyo, sadac mamakaci liderebi dRemde ikribebian soflis 
erTobis ficis dadebis mizniT. rogorc voeli ambobs, es salocavebi `samSob-
loSi materializebul urTierTobebs~ warmoadgens, rac Cveulebrivi movlenaa 
gadasaxlebis Semdeg (Voell, 2013: 161). aTwleulebis ganmavlobaSi svaneTis gareT 
mcxovrebi svanebi axla mxolod nostalgiiTa da garkveuli materialuri sa-
gnebiT Tu arian dakavSirebuli naxevrad miTologizebul svaneTTan. miuxedavad 
imisa, rom qvemo qarTli kulturuli TvalsazrisiT bevrad ufro heterogenu-
lia, vidre svaneTi, gafarToebuli ojaxuri kavSirebi, ra Tqma unda, aq bevrad 
Sesustebulia, svanuri Temebi axal garemoSic ki inarCuneben gamorCeul xasiaTs. 
isini agrZeleben svanuri religiuri dResaswaulebis aRniSvnas, micvalebulis 
mogonebis (Sendobis) da zaris samgloviaro ritualis Sesrulebas da iseT cno-
bil regionul folklorul ansamblebSi mRerian, rogoricaa dmanisuri Sgarida, 
gurgen gurCianis xelmZRvanelobiT. saqme isaa, rom msgavsi uzarmazari cvli-
lebis Semdeg sicocxlisunarianoba rom SeinarCunos, musikaluri praqtika zed-
miwevniT gamZle da adaptirebadi unda iyos da rogorc titoni uwodebs, nayo-
fieri `kulturuli niadagi~ hqondes. dablobSi gadmosaxlebul ekomigrantTa 
TemebSi `svanurobis~ SenarCuneba erT-erTi yvelaze mniSvnelovani winapiroba 
iyo svanuri musikis Semsruleblobis xelaxla dasawyebad. 

zemoaRniSnul procesebs SegviZlia SevadaroT saqarTvelos folkloris 
saxelmwifo centris mier aramaterialuri kulturuli memkvidreobis mimar-
TulebiT gaweuli muSaoba. 2015 wels folkloris centrma warmatebiT moaxdi-
na lobireba iuneskos erovnul komisiasTan, rom `svanuri dakrZalvis rituali 
zari~ aramaterialuri kulturuli memkvidreobis Zeglebis erovnul nusxa-
Si momxvdariyo. ekosistemis perspeqtividan dadebiTad SegviZlia SevafasoT, 
rom ara calkeuli musikaluri artefaqti `zari~, aramed misi mTeli rituali 
iqna aRiarebuli. am formulirebiT aRiarebulia, rom glova praqtikis mTeli 
sistemis nawilia, romelic moicavs sxvadasxva rolSi warmodgenil sazogadoebis 
mraval wevrs. amasTan, zaris Taobidan Taobaze gadacema garTulebulia, radgan 
bavSvebisTvis misi swavleba namdvilad ar aris mizanSewonili. folkloris cen-
tris mier mestiaSi daarsebuli salotbaro skolebi da musikaluri tradiciebis 
gamgrZelebeli aTze meti sxva soflis arseboba ganviTarebis pozitiur suraTs 
gvaZlevs – xandazmuli pedagogebisa da axalgazrdebis Taobebs Soris urTier-
Tobebi myardeba. Tumca, arsebobs riski, rom simRerebis SemswavlelTa klasebi, 
sadac bavSvebi swavloben calkeul simRerebs, romlebic Semdeg scenaze unda 
Seasrulon, momaval Taobas im ideasac SeiZleba awvdidnen, rom musika, pirvel 
yovlisa, profesionaluri saqmianobis TvalsazrisiTaa Rirebuli. rogorc ti-
toni aRniSnavs, Tu mdgradobis SenarCunebis mcdelobebiT xazi esmeva tradiciis 
prezentaciis formebze, es, pirvel rigSi, xels Seuwyobs musikis momxmareblur 
aRqmas da misi, rogorc TanamonawileobiTi aqtivobis gaazrebis meore planze 
gadawevas (Titon, 2009). saukeTeso SemTxvevaSi, bavSvebi lotbarisgan iswavlian 
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repertuars, romelsac isini TavianTi Temebis sadResaswaulo da ritualur 
qmedebebSi Seasruleben, riTac gaaZliereben kulturul niadags da sazogadoe-
briv kavSirebs samoyvarulo musikis misaRebad. Tumca, amavdroulad, arsebobs 
garkveuli nimuSebi, rasac msgavs skolebSi ver aswavlian, magaliTad, zari.

musikaluri ekosistemebidan ekomusikologiamde
jorj lakofi da mark jonsoni amtkiceben, rom metaforebs SeuZliaT 

gansazRvron realoba, gamokveTon garkveuli aspeqtebi da damalon sxvebi. 
metaforebma SeiZleba migviyvanos metaforis Sesaferisad moqmedebamde, riTac 
mas TviTdajerebiT warmoqmnil winaswarmetyvelebad gadavaqcevT (Lakoff and 
Johns, 1980). Sesabamisad, zogi mkvlevari eWvqveS ayenebs musikis mdgradobis 
konceptualizaciisTvis ekosistemis gamoyenebis marTebulobas. brent keogi da 
ian kolinsoni aRiareben, rom musikis ekologia amavdroulad, saSualebas aZlevs 
musikalur kvlevebs utopiuri da universaluri pretenziebis kvlav gamosaxatavad. 
iseTebisa, romlebic postmodernizmis mier sruliad gaqarwylebuli iyo (Keogh 
& Collinson, 2016: 2). amasTan, isini eWvqveS ayeneben titons da amtkiceben, rom 
biologiuri metaforebi arsebiTad ar warmoadgenen kulturul problemebs da 
maT SeiZleba uaryofiTi Sedegebic mohqondeT (Keogh, 2013: 7). isini skeptikur 
kiTxvas svamen, Tu ramdenad iZleva yvelafris urTierTkavSirze agebuli 
ekosistemuri Sexeduleba raime gansxvavebas bunebriv da arabunebriv moqmedebebs 
Soris. darCa kia adgili eTikis an zneobis ganxilvisTvis, Tu yvelaferi mainc 
sistemis nawilia da qurdobis msgavsi qmedebebi SeiZleba ubralod viTarebis 
cvlilebasTan adaptaciis aucileblobad unda CaiTvalos? rogorc keogi da 
kolinsoni ganmartaven, yofili utopiuri `pastoraluri ekologia~, romelic 
bunebas harmoniiT, simbioziT, holizmiT da wonasworobiT axasiaTebda, didi 
xania diskreditirebulia mecnierebis mier (Keogh & Collinson, 2016: 7). buneba 
ufro yvelaze Zlieris gadarCenis garSemoa organizebuli da Znelad saimedoa 
imaTTvis, visac surs globaluri homogenizaciisgan daicvas umciresobaTa 
mxatvruli tradiciebi.

maSin roca musikaluri ekosistemebi aSkarad mniSvnelovani tropia kul-
turis mdgradobaze momuSave gamoyenebiTi eTnomusikologiis warmomadgenlebi-
sTvis, isini musikisa da ekologiis urTierTmimarTebis garSemo warmoebuli 
samuSaos mxolod nawils warmoadgenen. bolo aTi wlis ganmavlobaSi mTeli qve-
disciplina Seiqmna, romelsac ekomusikologia ewodeba da is yvelaze mkafiod 
nensi gais (Nancy Guy) 2009 wlis statiaSi: `taivanis mdinare tamisuSi Caedineba: 
garemos warmosaxvis ekomusikologiisaken~ (“Flowing Down Taiwan’s Tamsui River: To-
wards an Ecomusicology of the Environmental Imagination”) aris warmodgenili. miuxeda-
vad imisa, rom zogjer musikalur ekosistemebsa da ekomusikologias mimarTaven, 
rogorc sinonimur terminebs, es terminebi sxvadasxva rames aRweren. biolo-
giuri ekosistemebis musikaluri ekosistemebis metaforebad miRebis nacvlad, 
ekomusikologia uSualod musikasa da bunebriv garemos Soris urTierTobas ex-
eba. ekomusikologia ramdenime mniSvnelovan mimarTulebas aerTianebs: musika da 
garemos damcvelTa aqtivizmi; ekologiis efeqti musikis Seqmnaze; ekologiuri 
problemebis gavlena musikis Seqmnaze; da musika, rogorc bunebrivi samyaros 
Sesaxeb codnis asaxvisa da gadmocemis saSualeba. magaliTad, mark pedelti ikv-
levs simRerebs, romlebic CrdiloeT amerikelma garemos damcvelebma solidar-
obis gamosaxatavad da sakuTari gzavnilis gasavrceleblad gamoiyenes (Pedelty, 
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2012; 2016). rebeka dirkseni aRwers, Tu rogor mniSvnelovnad SezRuda tyeebis 
Semcirebam haitiSi dramis warmoeba, romelic religiuri praqtikisTvis funda-
mentur instruments warmoadgens (Dirksen, 2019). maikl silversi ki ikvlevs, Tu 
rogor Seitana amindis prognozirebis tradiciuli praqtika meoce saukunis Sua 
wlebSi moRvawe brazilielma popularulma musikosma Tavis simRerebSi `wvimis 
winaswarmetyveleba~ (Silvers, 2015). me vTvli, rom ekomusikologiuri meTodebi 
SeiZleba safuZvlad daedos qarTuli polifoniuri praqtikis, gansakuTrebiT 
svanuri musikis Zalian nayofier analizs, gamomdinare zemoT ganxiluli eko-
musikologiasTan, radgan maT araerTi gadakveTis wertili aqvT. am naSromis 
Semdeg nawilSi ki mokled ganvixilav am mimarTulebiT samomavlo kvlevisaTvis 
metad mniSvnlovan zogierT sakiTxs. 

ekomusikologia da svaneTi
tradiciuli svanuri simReris safuZvliani ekomusikologiuri analizis 

Casatareblad, martivad SegviZlia aviRoT yvela is simRera, romlis teqstSic 
moxseniebulia cxoveli, mcenare an bunebrivi landSaftis raime gamovlineba. 
magaliTad, msxverplSewirva `laJRvaSSi~, cxarvaSis mineraluri wylis aRmoCena 
`SiSa da gergilSi~, an `lile~, romelic mzis sadideblad miiCneva. amindis 
marTvisa da samiwaTmoqmedo samuSaoebTan dakavSirebuli Sromis simRerebic 
(TuU aseTebi gvxvdeba svaneTSi) Cveni kvlevis sferoSi Semovidoda. amgvarad, 
teqstebis detaluri analizi iZleva saSualebas, davakvirdeT, rogor aRiqvamen 
svanebi bunebis samyaros. 

cota ufro Rrma analizis doneze, unda SeviswavloT musika, rom gavxsnaT 
adamianis damokidebuleba bunebisadmi da gavakritikoT misi dRevandeli 
urTierToba garemosTan. es sruliad bunebrivia, ramdenadac svanur simRerebSi 
asaxulia aTaswleulebis wiaRSi ganmtkicebuli animisturi msoflmxedveloba, 
arayiSvilis TqmiT, svanebis `rwmena tyisa da mTis angelozebisa~ (Arakishvili, 
2010: 37). svaneTi dRemde rCeba saTayvanebeli wminda adgilebisa da jadosnuri 
natvris xeebis samyofelad. winaparTa miwis, gansakuTrebiT ki – sasaflaos 
fundamenturi mniSvneloba svanebisTvis miwis Tayvaniscemas mogvagonebs mraval 
aborigen xalxSi.

rogorc maka xarZiani aRniSnavda, maT Soris, ramdenjerme am simpoziumzec 
(Khardziani, 2005; 2010), svaneTis repertuaris mniSvnelovan nawils samonadireo 
simRerebi Seadgens. iseTi simRerebi, rogoricaa ̀ lemCil~, cnobili monadireebis 
xsovnas eZRvneba; zogierTi ferxuli monadireTa qmedebebsa Tu cxovelis 
alyaSi moqcevas asaxavs. aseTi simRerebi cxadyofen nadirobis mniSvnelobas 
gadarCenisaTvis svaneTSi, sadac grZeli zamTrebi da SezRuduli samiwaTmoqmedo 
resursi iyo. 

samonadireo simRerebis mniSvnelovan nawilSi figurirebs dali – gareul 
nadirTa mfarveli qalRmerTi, romlisac zogierT svans dResac sjera. kevin 
tuiti masSi xedavs qristianobis mier gandevnil, matriarqatuli religiuri 
sistemis SesaZlo gadmonaSTs (Tuite, 2003). dali, rogorc cnobilia, arasaimedo da 
eWviania, rac gadmocemulia simRerebsa da legendebSi. simReraSi `bail beTqil~ 
dalis sayvareli monadiris dasjaa asaxuli. amiT SeiZleba aixsnas svanebis 
SiSi bunebis winaSe, romelic maT arsebobas uzrunvelyofs, Tumca, amasTanave, 
xSirad vnebs kidec mTiani landSaftebisTvis damaxasiaTebeli safrTxeebiT. 
sxva legendebSi dalis Sesaxeb, moTxrobilia qalRmerTis SurisZiebis Sesaxeb 
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monadireeze, romelTac daxoces saWiroze meti nadiri. aseTia, magaliTad, 
ferxuli `monadire Corla~. Tumca, iseTi SemTxvevebic xSiria, roca dalis 
mier daRupvis safrTxis winaSe mdgari monadire wminda giorgis (svanurad 
`jgrags~) mimarTavs. am SemTxvevaSi, qristianul wmindani monadiris mxares iWers 
warmarTuli RvTaebis winaaRmdeg. is uamindobis drosac icavs monadireebs. 
tuitisa (Tuite, 2017) da virsalaZis (Virsaladze, 2016) azriT, `mtroba~ (Virsaladze, 
2016: 39) RvTaebebs Soris asaxavs brZolas qristianobasa da bunebis Zalebs 
Soris, romelSic es ukanaskneli marcxdeba. cnobil svanur legendaSi dalis 
kldeSi mSobiarobis Sesaxeb, romelic simReraSi JRers, rogorc `dala kojas 
xelRvaJale~, monadire ixsnis RvTaebis axalSobils mglebisgan. amiT naCvenebia, 
rom warmarTuli RvTaeba susti da daucvelia da ar ZaluZs, izrunos bavSvze 
adamianis Carevis gareSe.

es Tema aSkarad exmianeba Tanamedrove ekologiuri mecnierebis saerTo 
refrens, romelSic Cveni era iwodeba `antrofocentrad~, istoriul 
epoqad, romelSic adamianuri saqmianoba udavo gavlenas axdens mTel Cvens 
planetarul sistemaze. amas mivyavarT ekomusikologiis kidev erT, mniSvnelovan 
mimarTulebasTan: esaa musikis roli ekologiuri mdgradobis uzrunvelyofaSi. 
dRes svaneTSi ukiduresad aqtualuria ekologiuri problemebi. Zlieri Tova 
da zvavebi 1986 da 1987 wlebSi cxadyofs mosaxleobis daucvelobas mTiani 
landSaftis pirobebSi (Debarbieux, Varacca, and Rudaz, 2014), sadac klimatis 
cvlilebis Sedegebi momavalSic araprognozirebadia. mas Semdeg, rac 1986 wels 
engurhesis mSenebloba dasrulda, svanebi Ciodnen haeris Warbi tenianobis 
Sesaxeb, ramac axali daavadebebi gaaCina (amonaSvili, 1990). protesti momavali 
hidroenergetikuli proeqtebis winaaRmdeg imdenad Zlieri iyo, rom axali hesebis 
mSenebloba aTwleulebis manZilze SeCerebuli iyo, Tumca, bolo wlebSi kvlav 
daiwyo saubari mis ganaxlebaze (Kochladze, 2020). cxadia, ver vityvi, rom musika 
ramenairad iyo CarTuli protestSi hesebis winaaRmdeg, Tumca, gamonaklisis 
saxiT, SemiZlia moviyvano `liles~ Sesruleba erT-erT anti-nanskrul 
demonstraciaze 2016 wels. es iyo ucxoeli investorebis mier inicirebuli, 
hesebisa da oqros maRaroebis ekologiurad sarisko proeqtebis winaaRmdeg 
mimarTuli aqcia, sadac, aseve, gaismoda pretenziebi kulturul avtonomiaze 
(Cagara, 2016). am proeqtebis mowinaaRmdegeebi icavdnen Tavis uflebebs, rogorc 
mSobliuri miwisadmi gansakuTrebuli damokidebulebis mqone mkvidrebi (Tsoy, 
2018), amtkicebdnen ra, rom hesebi avneben garemos da moSlian sazogadoebrivi 
praqtikis struqturas, kerZod, eklesiebis ezoSi mdebare sasaflaoebis 
datborviT, dairRveva cocxlebsa da micvalebulebs Soris kavSiri, rac mravali 
svanuri dResaswaulis safuZvelia. 

hidroenergetikis garda, Tanamedrove svaneTis industriis erT-erTi 
ZiriTadi mimarTuleba turizmia, romelic iseTive mgrZnobiarea ekologiuri 
safrTxeebis mimarT, rogorc mewyerebi da zvavebi (Tarragüel, Krol, and van Westen 2012). 
musikas, rasakvirvelia, mniSvnelovani adgili uWiravs turizmis ganviTarebaSi. 
svanuri gundebi xSirad awyoben gamosvlebs mestiis sastumroebsa da restornebSi 
da turistebis didi raodenoba yovelwliurad sagangebod Camodis svaneTSi, 
aqauri simRerebis adgilobrivi Semsruleblebisagan Sesaswavlad, rogorc 
es aRvwere wina simpoziumze. aq davamatebdi mxolod, rom sicocxlisunariani 
turizmis saukeTeso modeli `sammag Sedegs~ mogvcems socialuri SeTanxmebis, 
ekonomikuri sargeblisa da ekologiuri mdgradobis gaTvaliswinebiT. svansoni 
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da devero gvTavazoben `oTxmag Sedegsac~, romelSic kulturuli mdgradoba 
ufro mniSvnelovania, vidre ekonomikuri sargebeli (Swanson & DeVereaux, 2017), 
rasac statiis dasawyisSi gadavyavarT. aq gavimeorebdi, rom turizms moaqvs 
aramarto sargebeli, aramed riskic. mas SeuZlia, gaaZlieros uTanasworoba 
sazogadoebebs Soris, gadaaqcios kulturuli praqtika farTo moxmarebis 
produqtad, aseve, moaxdinos musikis gamartiveba da homogenizireba imisaTvis, 
rom ufro mimzidveli gaxados ucxoelebisTvis. rogorc 2017 wels erTi 
blogeri werda, gadametebuli turizmi Seicavs risks, daangrios `svaneTis 
tradiciuli qarTuli momxiblaoba~ (Mills, 2017). aseve, sariskoa erT konretul 
dargze koncentrireba, rac, koronavirusis pandemiam kargad daanaxa turizmiT 
gatacebul adamianebs mTeli saqarTvelos masStabiT. vSiSob, aseTi dawola 
turizmze, daarwmunebs zogierT svans imaSi, rom musikaluri praqtika, pirvel 
rigSi, faseulia, rogorc piradi Semosavlis wyaro. garda amisa, turizmi 
gavlenas axdens landSaftzec, rameTu mravalricxovani axali samSeneblo 
proeqtis saWiroebas, damatebiT xarjebsa da dabinZurebis safrTxes aCens, 
gansakuTrebiT turistul sezonebSi. svaneTis mtkice ekonomikuri momavali 
safuZvlian gaTvlebs saWiroebs turizmisa da Sinamrewvelobis sxva dargebis 
ekologiuri da socialuri Sedegebis gaTvaliswinebiT, radgan biosferoc da 
mosaxleobac sakmaod mgrZnobiare da daucvelia. 

amgvarad, fiqrebma bunebis samyaroze, dagvanaxa axali, mniSvnelovani gzebi 
eTnomusikologiis ganviTarebisa da kulturuli mdgradobis SenarCunebisa. 
mniSvnelovania, gvesmodes, rom musikac da kulturac bunebaSi arseboben, misi 
nawilebi arian. binaruli opoziciis dadgena musikasa da kulturas Soris 
problematuria. Tu gvsurs, davicvaT musika, cxadia, unda uzrunvelvyoT 
kulturuli niadagis nayofiereba, da, amasTanave, gvaxsovdes TviT niadagis 
dacvac.
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MATTHEW KNIGHT
(CANADA)

PRESERVATION, SAFEGUARDING, RESILIENCE: 
CONCEPTUALIZING SUSTAINABILITY AND ECOLOGIES OF MUSIC IN SVANETI

In this paper, I will consider the applicability for Georgian music studies of two recent areas 
of inquiry in ethnomusicology: music ecology and ecomusicology. This paper is far from refined 
research, as I am still learning about these topics. However, I believe that cultural and ecological 
sustainability are among the most important issues facing our world, and that music scholars need 
to address them actively. 

A methodology wherein educated Westerners visit remote communities to preserve their 
ancient songs and material culture before they are lost to the forces of globalization and “cultural 
grey-out” (Lomax, 1980: 22) is largely felt today to be a colonialist endeavor that ignores the 
priorities of the communities of study. It also risks canonizing and fossilizing still-living traditions 
and halting natural processes of cultural contact and adaptation. Euroamerican ethnomusicology 
and folklore have shifted to prioritize acts of cultural performance rather than specific items of 
repertoire, with a view of culture as more about processes than objects. However, Robert Baron 
and Thomas Walker point out the paradox that “since it is continuously emergent, folklore has 
been seen as endangered and in risk of extinction unless recorded or transmitted” (Robert Baron & 
Thomas Walker, 2019: 7). Dimitri Arakishvili provides a similar kind of reasoning when he writes, 
“Song is not something physical that can lie under the earth for ages. Instead, it is only a sound that 
disappears unless it is transmitted from one man to another” (Arakishvili, 2010: 48).

While salvage ethnography is no longer favored, many researchers – and the communities 
they study – nevertheless do see value in maintaining specific practices over time, for the sake 
of human diversity, culture, and social coherence. As Brian Schrag puts it, while musical hybrids 
and new cultural forms can inspire the imagination and lead to the development of new genres, 
longstanding musical traditions can provide more opportunity for complexity and communicational 
nuance, ecstatic experience, and deep satisfaction (Schrag, 2015). Minority artistic traditions can 
best be sustained in their full complexity by ensuring a healthy context for those practices to be 
carried out, taught, and brought forward into the future. Preservation of specific items of repertoire 
serves a limited purpose without the presence of knowledgeable practitioners who can bring the 
repertoire to life.

For these reasons, ethnomusicologists like Jeff Todd Titon (Titon, 2009) have proposed viewing 
musical practices in terms of an ecosystem with many organically connected parts that need to be 
maintained. Just as a natural ecosystem is made up of all the physical factors in a single biome, from 
the individual organism to all the different species that interact and the landscape surrounding them, 
a musical ecosystem comprises a musical genre, the people that gather around it, and the contexts 
enabling it Titon suggests that an ecological approach implies four principles: cultivating diversity, 
stewardship rather than ownership of resources, recognizing limits to growth, and interdependence 
(Titon, 2019). In his view, this guiding metaphor provides a corrective to the economic implications 
of earlier models, wherein musical practices are seen as artifacts and assets to be preserved.
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Following Titon, Catherine Grant has created a model drawn from work with endangered 
languages. In Grant’s model, the strength of a musical genre depends on a number of interconnected 
factors like intergenerational transmission, performance contexts and functions, governmental 
and institutional policies, and the attitudes of community members and relevant outsiders (like 
researchers) toward the genre (Grant, 2014). Huib Schippers has worked with a closely related “five 
domain” ecosystem model, where a music genre is influenced by the combination of music learning 
systems, musicians and communities, performance contexts and theoretical concepts, regulations 
and infrastructure, and media and industry (Schippers, 2015). 

Titon, Grant, and Schippers all invoke the language of “sustainability,” further suggesting a 
connection with ecology. Titon suggests that the stewardship of heritage masterpieces works best 
when the “cultural soil” around them is maintained (2009). In more recent publications, he has 
moved even further into the metaphors provided by ecology, promoting the resilience and adaptive 
management of culture (Titon, 2015). Titon describes sustainability as a goal—the future-oriented 
health of a tradition – and resilience as the strategy to reach that goal. Adaptive management tries 
to strengthen “a system’s capacity to recover and maintain its integrity, identity and continuity 
when subjected to forces of disturbance and change” (Titon, 2015: 158) while also decreasing 
vulnerability to inevitable disruption and damage. 

As an example, we can consider the case of Svan eco-migrants. Due to devastating avalanches 
in January 1987 that tragically killed at least eighty-five people and destroyed two thousand 
houses, entire villages were resettled to Kvemo Kartli and other lowland regions. Stephane Voell 
reports that 16,000 families were relocated (Voell, 2015). The new communities were not an exact 
population transfer; rather, each new village combined families from different Svanetian regions. 
They were now hundreds of kilometres – an all-day journey – from their old homes and any family 
and friends that remained there. Furthering the disruption, the breakup of the Soviet Union just 
a few years later meant that many of the new communities did not receive basic infrastructure 
for an extended period. However, one of the first actions taken by Svanetian eco-migrants in 
the new communities was setting up religious shrines, where male leaders still meet to take an 
oath of unity for the village. As Voell puts it, these shrines represent “materialised relations to 
the home region,” a common phenomenon after resettlement (Voell, 2013: 161). Svans who have 
lived outside of Svaneti for decades are now tied to a semi-mythologized Svaneti through nostalgia 
and material objects. Although Kvemo Kartli is much more culturally heterogeneous than Svaneti 
and extended family ties have certainly weakened, the Svan communities still maintain a very 
distinctive character in their new setting. They continue to celebrate Svanetian religious holidays, 
practice the oath of memory and zar funeral lament, and participate in respected folk ensembles like 
Dmanisi’s Shgarida under the direction of Gurgen Gurchiani. The point is that for musical activity 
to survive an enormous change like this one, it needs to be resilient and adaptive, and requires a 
fertile “cultural soil,” as Titon puts it. The sustained “Svan-ness” in multiple domains of the milieu 
surrounding lowland eco-migrant communities is one of the preconditions that allowed musical 
activity to re-emerge. 

We can also compare recent work with intangible cultural heritage undertaken by Georgia’s 
National Folklore Centre. In 2015, the Folklore Centre successfully lobbied to have the “Svan 
funeral ritual with zari” recognized nationally as a monument of intangible cultural heritage. 
Positively from an ecosystem standpoint, the item put forward was the entire ritual itself, not merely 
the zar as a musical artifact. The wording recognizes that the lament is part of an entire system of 
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practice that involves multiple members of the community in different roles. However, transmitting 
the zar is complicated, since it is not really appropriate to teach it to children. The lotbari schools 
established by the Folklore Centre in Mestia and more than a dozen other rural locations are a 
very positive development, building intergenerational bonds between elderly teachers and youth. 
However, there is a risk that classes with songmasters, in which children learn specific songs that 
are part of a musical canon, and then go on to perform them on stages, will teach the next generation 
of singers that music is primarily valuable as a professional activity. As Titon notes, if sustainability 
efforts emphasize presentational forms, they will encourage the idea that music is primarily a 
commodity rather than a participatory activity ( Titon, 2009). Ideally, children will learn repertoire 
from lotbaris that they will go on to bring into the festive and ritual life of their communities, 
strengthening the cultural soil and community bonds that inspire amateur music-making. However, 
there are certain things such schools cannot teach, like the zar.

From Musical Ecosystems to Ecomusicology
George Lakoff and Mark Johnson argue that metaphors can define reality, highlighting certain 

aspects and hiding others. Metaphors can lead us to act in ways that fit the metaphor and turn it into 
a self-fulfilling prophecy (Lakoff and Johnson, 1980). Accordingly, some scholars have questioned 
the validity of using an ecosystem trope to conceptualize music sustainability. Brent Keogh and Ian 
Collinson acknowledge that music ecology provides a way for music studies to once again make 
utopian and universal claims of the sort that were relentlessly deconstructed by postmodernism 
(Brent and Collinson, 2016: 2). However, they challenge Titon, arguing that biological metaphors 
do not inherently provide deep insight into cultural problems, and may have negative ramifications 
(Keogh, 2013: 7). They question whether an ecosystem view, premised on the interconnection of 
all things, allows for any differentiation between natural and unnatural action. Is there any room 
to discuss ethics or morality, if everything is part of a system anyway and actions like theft could 
be seen as necessary adaptation to changing circumstances? As Keogh and Collinson explain, the 
former utopian “pastoral ecology” that viewed nature as characterized by harmony, symbiosis, 
holism, and equilibrium has long been discredited by scientists (Brent and Collinson, 2016: 7). 
Rather, nature is organized around the survival of the fittest – hardly promising for those who wish 
to protect minority artistic traditions from global homogenization. 

While musical ecosystems are clearly an important trope for applied ethnomusicologists 
working with cultural sustainability, they only represent a portion of the work being undertaken on 
the relationship between music and ecology. A whole subdiscipline called ecomusicology has arisen 
in the past ten years, heralded especially by Nancy Guy’s 2009 article, “Flowing Down Taiwan’s 
Tamsui River: Towards an Ecomusicology of the Environmental Imagination.” Although music 
ecosystems and ecomusicology are sometimes used as interchangeable terms, they describe different 
things. Rather than taking biological ecosystems as a metaphor for musical systems, ecomusicology 
directly concerns itself with the relationship between music and the natural environment. 
Ecomusicology contains several major related strands: music and environmentalist activism, 
the environmental effects of music-making, the effects of environmental destruction on music-
making, and music as it reflects and transmits knowledge about the natural world. For example, 
Mark Pedelty examines the songs used by North American environmentalists to build solidarity 
and spread their message (Pedelty, 2012; 2016), Rebecca Dirksen describes how deforestation has 
severely limited the production of drums fundamental to Haitian religious practice (Dirksen, 2019), 
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and Michael Silvers explores how a mid-century Brazilian popular musician incorporated “rain 
prophecy,” a traditional practice of forecasting weather patterns, into his songs (Silvers, 2015). I 
believe that ecomusicology could provide a basis for very fruitful analysis of Georgian polyphonic 
practice, especially Svanetian music, given the many intersections with the ecomusicological 
strands identified above. In the remainder of this paper, I will briefly sketch out some preliminary 
areas for future investigation.

Ecomusicology and Svaneti
To perform a basic ecomusicological analysis of Svanetian traditional song, we could simply 

point out every instance where an animal, plant, or aspect of the natural landscape is referred to 
textually: take the animal sacrifices in “Lazhghvash,” or “Shisha da Gergil,” which depicts the 
discovery of the Tskharvashi mineral water spring, or “Lile,” commonly held to be a hymn to the 
sun. Weather controlling songs and agricultural work songs (if they appeared in Svaneti) would also 
be obvious areas of inquiry. An exhaustive analysis of song texts in this way could indeed produce 
reflections on how the natural world is conceived. 

A slightly deeper layer of analysis would examine music to uncover human attitudes toward 
nature and critique how humans relate to the environment today. References to nature in Svanetian 
songs are to be expected, reflecting a deeply-embedded animist worldview of many millennia 
in which, as Arakishvili puts it, Svans “believed in angels of the wood and the mountains” 
(Arakishvili, 2010: 37). Even today, Svaneti is home to deeply respected sacred outdoor sites and 
magical wishing trees. The fundamental importance of ancestral soil for Svans – particularly the 
burial ground where one’s bones must one day lie – parallels the reverence for the land that is held 
by many indigenous peoples.

As Maka Khardziani has explained, including several times at this symposium (Khardziani, 
2005; 2010), songs about hunters are a foundational part of the Svanetian repertory. Songs like 
“Lemchil” commemorate famous hunters, and some round dances may depict hunters’ actions or 
trapping animals in a circle. Such songs reflect the importance of hunting for survival in a region 
with long winters and limited agricultural opportunities.

An important subset of hunting songs features Dali, the goddess of game animals, in whom 
some Svans reportedly believe even today. Kevin Tuite sees her as a possible remnant of a 
matriarchal religious system that has been supplanted by Christianity (Tuite, 2003). Dali is famously 
untrustworthy and jealous, as represented in songs and legends like “Bail Betkil,” which depicts 
her punishment of a hunter-lover. This could easily signify the Svanetian people’s fear of nature, 
which provides their sustenance but also often harms them, given the many dangers of mountain 
landscapes. Other legends of Dali describe her taking vengeance on hunters who kill more ibex or 
chamois than their communities need, for example the round dance “Monadire Chorla,” but some 
of these tales also depict the endangered hunters turning to St. George – Jgraeg – for aid. In such 
tales, the Christian saint takes the side of hunters against the pagan nature goddess; he also protects 
people from bad weather rather than causing it. To scholars like Tuite (2017) and Virsaladze (2016), 
the “enmity” (Virsaladze, 2016: 39) between the deities suggests a contest between Christianity and 
nature, with the latter eventually losing. In the well-known Svanetian legend of Dali giving birth on 
the rocks, which appears in song form as “Dala Khojaes Khelghvazhale,” a hunter rescues Dali’s 
newborn child from hungry wolves, implying that the goddess is feeble and vulnerable, unable to 
take care of herself without human intervention.
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Coincidentally, this theme echoes a common refrain in ecologically-minded scholarship of today, 
which refers to our era as the “Anthropocene,” a historical epoch in which human activity is having an 
undeniable effect on our entire planetary system. This leads to another major strand within ecomusicology: 
the role of music in environmental sustainability. It is clear that environmental issues are extremely 
relevant in Svaneti today. The major snowfall and avalanches of 1986 and 1987 confirm that mountain 
landscapes and the peoples populating them are vulnerable (Debarbieux, Varacca &  Rudaz, 2014), and 
the future effects of climate change remain to be seen. Ever since the Enguri Dam was completed in 
1986, Svans have complained about increased humidity causing new illnesses (Amonashvili,  1990). 
Protest against further hydroelectric projects has been so vehement that construction of new dams has 
been halted for decades, although the past few years have brought continual proposals of work starting 
up again (Kochladze, 2020). While I cannot claim that music has been a major part of protests against 
the dams so far, with the exception of a performance of “Lile” by some anti-Nenskra demonstrators 
recorded by a friend of mine in 2016, claims to cultural autonomy have certainly been part of the case 
against the dams or against the establishment of gold mines (Cagara,  2016), environmentally risky 
projects spearheaded by mysterious foreign investors with few local ties. Some opponents of these 
projects have asserted their rights as indigenous people with a special relationship with the land (Tsoy,  
2018), claiming the dams would injure the natural environment and damage the fabric of community 
practices, particularly by flooding churchyard cemeteries, which would interrupt the relationship 
between the living and the dead that is at the heart of so many Svanetian festivities.

Besides hydroelectricity, Svaneti’s main industry at the moment is tourism, something that 
is also sensitive to environmental dangers like landslides and avalanches (Tarragüel, Krol & van 
Westen, 2012). Music certainly plays a role in tourism, given that Svan choirs often perform in 
hotels and Mestia restaurants for tourists, and a significant number of people travel to Svaneti each 
year specifically to learn songs from Svan villagers, as I described at the last symposium. Here I 
would add that the best models for sustainable tourism propose a “triple bottom line,” where social 
coherence, economic benefits, and environmental sustainability are all taken into consideration. 
Swanson and DeVereaux further propose a “quadruple bottom line” where cultural sustainability is 
considered more important than economic gain (Swanson & DeVereaux 2017), which brings us full 
circle to the beginning of this paper. Here I would like to reiterate that tourism brings risks along 
with benefits. Tourism can reinforce inequalities in communities, commodify cultural practices, 
and simplify and homogenize music to make it more appealing to foreigners. Overtourism risks 
destroying Svaneti’s “traditional Georgian charm,” as one blogger wrote in 2017 (Mills,  2017). 
It is also risky to rely too much on a single industry, as the coronavirus pandemic has likely made 
clear to tourism professionals all across Georgia. And I fear that too much emphasis on tourism will 
convince some Svans that musical practices are primarily valuable as sources of personal income. 
Besides this, tourism is affecting the landscape with many new construction projects and additional 
waste and pollution due to a greatly increased population during tourist seasons. A sustainable 
economic future for Svaneti needs to carefully consider the intertwined environmental and social 
impacts of tourism and industry, since the biosphere and human population are both vulnerable.

In summary, thinking about the natural world has opened up important new avenues in 
ethnomusicology and cultural sustainability. It is important to recognize that music and culture are 
situated within nature – a part of it. Setting up a binary opposition between nature and culture is 
problematic. If we want to sustain music, we certainly must ensure the fertility of the cultural soil, 
but also remember to sustain the actual soil itself.
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Temur tunaZe
(saqarTvelo)

xalxuri TviTSemoqmedebis gundebi zemo aWaraSi
(XX saukunis 30-40-iani wlebi)

qarTuli xalxuri Semoqmedeba, maT Soris xalxuri sasimRero tradiciebi 
da sasceno xelovneba iseTive Zvelia, rogorc Tavad qarTveli xalxi, magram, 
istoriuli TvalsazrisiT, gansakuTrebiT Rirebuli da faseulia is dokumen-
turi wyaroebi da faqtobrivi masalebi, romlebic pirvelwyaros mniSvnelobas 
iZenen da saSualebas gvaZleven xalxuri saSemsruleblo xelovnebis, maT Soris, 
TviTSemoqmedebiTi gundebis, calkeuli pirovnebebisa Tu konkretuli ojaxebis 
Sesaxeb, dokumentebze dayrdnobiT visaubroT.

saqarTveloSi da, maT Soris, aWaraSi, saSemsruleblo tradiciebis istori-
uli ganviTarebis TvalsazrisiT, XX saukunis 30-40-iani wlebi erT-erTi saint-
ereso periodia. saqarTvelos damoukidebeli respublikis Semdgom, es iyo pe-
riodi, roca xalxuri TviTSemoqmedebiTi sasceno gundebis formirebis procesi 
geografiuladac gaiSala da masobrivi xasiaTic mieca. am process Tavisi mizani 
da ideologiuri CarCoebi gaaCnda, ramdenadac es iyo dro, roca TandaTanobiT 
mtkicdeboda axali socialisturi ideologia, safuZveli eyreboda sabWoTa mo-
qalaqis ideas da amgvarma moTxovnebma xalxur TviTSemoqmedebazec Taviseburi 
asaxva hpova. miuxedavad amgvari ideologiuri fonisa, am periodma mniSvnelo-
vani roli Seasrula xalxuri simRerisa da cekvis araerTi saintereso variantis 
gadarCenis TvalsazrisiT.

 naSromi, romelsac warmogidgenT, istoriuli xasiaTisaa, mTlianad saarqi-
vo masalebze dayrdnobiTaa Sesrulebuli da mxolod erT konkretul periodsa 
da sakiTxs moicavs, esaa XX saukunis 30-ian wlebSi xalxuri TviTSemoqmedebis 
gundebis aRricxva-kompleqtaciisa da repertuaris SerCevis zogadi politika. 
geografiulad igi zemo aWaras, anu imdroindeli administraciuli dayofiT, 
xulos raions moicavs, romelSic erTiandeboda Semdgomdroindeli Suaxevis 
raionic.

aWaris saarqivo sammarTvelos baTumis arqivSi daculi dokumenti warmoad-
gens aWaris xalxuri Semoqmedebis kabinetis direqtoris giorgaZis1 moxsenebiT 
baraTs, romelic 1939 wlis dekemberSi saqarTvelos xalxuri Semoqmedebis cen-
traluri saxlis direqtoris grigol kokelaZisadmia wardgenili (ass. fondi 
r-986, aRw.1, saq. 24, furc.: 1-8, 29, 40, 47, 50, 52).

moxsenebiT baraTSi giorgaZe mokle istoriul cnobebsac gvawvdis da aRniS-
navs, rom aWaraSi xalxuri Semoqmedebis kabineti 1936 wlidan arsebobs. im droi-

1 moxsenebiT baraTs giorgaZe xels awers, rogorc xalxuri Semoqmedebis saxlis direqtori. Tum-
ca dokuments xelwera ar axlavs, aramed CabeWdilia mxolod gvari Semdegnairad: „/giorgaZe/“, ini-
cialis gareSe. aRniSnuli dokumentis mixedviT giorgaZis saxelis Sesaxeb erTgvari gaugebrobaa: 
TviTSemoqmedebiTi gundebis daTvalierebis amsaxvel xelnawer masalebSi giorgaZis xelweras 
ramdenime adgilze axlavs inicialic, romelic aSkarad asobgera „nar“-ia, anu n. giorgaZe. Tum-
ca igive saarqivo saqmeSi devs xelwerilebi, sadac, xalxuri SemoqmedebiTi kabinetis direqtorad 
moxseniebulia kolia giorgaZe. es sakiTxi SemdgomSi dazustebas saWiroebs.
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saTvis kabinetis saqmianoba musikaluri saswavleblis direqtors, farcxalaZes 
hqonia SeTavsebuli. giorgaZe miuTiTebs, rom mas Zalze gadatvirTuli samuSao 
hqonda da raionebSi wasvlis, iqauri gundebis daTvalierebis dro ar hqonda, 
ris gamoc „kabinetis muSaoba moisustebda“ (ass. fondi r-986, aRw.1, saq. 24).

giorgaZe kabinetis direqtorad 1939 wlis 15 ianvridan dauniSnnavT. misive 
TqmiT, aravis araviTari sabuTi ar Caubarebia misTvis, mxolod manaxes sad unda 
davmjdariyavio (ass. fondi r-986, aRw.1, saq. 24). 15 ianvridanve mas dauwyia yve-
la TviTmoqmedi wris aRricxva da gacnoba-daTvaliereba. am dros ecnoboda rep-
ertuars, aZlevda konsultaciebs, daTvalierebis Sedegebis Sesaxeb awarmoebda 
Canawerebs da sxv. igi iqve dasZens, rom 1939 wlisaTvis kabinetis biujeti 40 
aTasi maneTiT ganusazRvravT. imave wels kabineti gadaukeTebiaT Semoqmedebis 
saxlad, magram, rogorc Cans es informacia giorgaZem dazustebiT ar icis. am 
sakiTxTan dakavSirebiT erTgvari gaugebroba, an SeiZleba aWarisa da Tbilisis 
Sesabamis samTavrobo struqturebs Soris naklebi kavSiri iyo. es iqedan Cans, 
rom giorgaZe Seaxsenebs kokelaZes, rom mas miuweria TbilisSi, raTa xelovnebis 
sammarTvelos moewera specialuri werili aWaraSi sammarTvelos ufrosisaT-
vis, dasturad imisa, rom aWaraSi xalxuri Semoqmedebis kabineti gadakeTebulia 
Semoqmedebis saxlad. giorgaZe aRniSnavs, rom Cveni sammarTvelos ufrosi ar 
eTanxmeba marto im momarTvas, romelic Tqvens mier iyo gadmogzavnilio (ass. 
fondi r-986, aRw.1, saq. 24).

giorgaZes 1939 wlis 15 ianvridan 1939 wlis 31 dekembramde aWaraSi xalx-
uri SemoqmedebiTi gundebis gamovlenis, aRricxvisa da daTvalierebis mizniT 
rigi RonisZiebebi gautarebia, kerZod gundebis konsultacia da daTvaliereba 
96-jer ganuxorcielebia da erTi wlis manZilze sul 200 TviTmoqmedi wre aRu-
ricxavs, romelTa Soris 30 individualuri yofila.

zogadi statistika ki Semdegi yofila: raionuli gundi – 3. sakolmeurneo 
da TviTmoqmedi gundi – 40. meCongureTa ansambli – 14. mocekvaveTa ansambli 
– 8. xoronis mocekvave – 4. qarTuli dramwre – 22. rusuli dramwre – 13. 
berZnuli dramwre – 3. somxuri dramwre – 3. sasule orkestri – 10. simebi-
ani orkestri – 10. sabaleto wre – 4. meCongureebi – 10. meWiponeebi – 10. 
aRmosavluri trio – 3. individualuri Semsruleblebi – 30. izo2 wreebi – 3. 
mTqmelebi – 10 (ass. fondi r-986, aRw.1, saq. 24).

sainteresoa erTi cnoba, romlis mixedviTac giorgaZes 1939 wels mowveu-
li hyolia xmisCamweri brigada da CauweriaT „TiTqmis yvela“ TviTmoqmedi da 
sakolmeurneo gundi. Caweril firfitebSi bevri iseTi simRerebi yofila, rom-
lebic folklorul masalas Seicavda. am periodSi xalxuri nawarmoebebis Casa-
werad xelSekruleba kompozitor aleqsandre farcxalaZesTan yofila gafor-
mebuli. am xelSekrulebis farglebSi Cawerili simRerebis nawili 1939 wlis 31 
dekembers al. farcxalaZes Caubarebia, danarCeni ki 1940 wlis 1 maisamde unda 
Caebarebina. aWaris xalxuri Semoqmedebis kabineti gadasamzadebel kursebze kan-
didatebis gagzavnasac gegmavda da am mizniT siebsac adgenda (ass. fondi r-986, 
aRw.1, saq. 24).

2 abreviatura „izo“ Seqmnilia rusulis mibaZviT, Tumca SecdomiT. rusuli «изобразительное 
искусство» qarTulad Semoklebuli saxiT Cawerilia, rogorc „izo“. 1930-ian wlebSi aWaraSi 
moqmedebda profesiuli xatvis studiebi, romelTa raodenoba Cans sami iyo. aRniSnuli abre-
viaturis dazustebisaTvis madloba qalbaton nino niJaraZes (mxatvari, baTumis xelovnebis 
muzeumis direqtori) da aida abuseriZes (baTumis xelovnebis centris menejeri).
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dasasruls, giorgaZe sTxovs, rom yuradReba miaqcion da daexmaron biu-
jetis, Statis, binisa da transportis sakiTxebze, radgan arsebul pirobeb-
Si muSaoba mas SeuZleblad miaCnda. dasZens, rom Sedgenili hqonia momavali, 
anu 1940 wlis samuSao gegma da erTi egzemplari TbilisSi gr. kokelaZesTanac 
gadaugzavnia.

moxsenebiT baraTs mosdevs aWaris xalxuri Semoqmedebis saxlis mier aR-
ricxuli TviTmoqmedi wreebis sia – 1939 wlis 1 ianvridan 1939 wlis 31 dekem-
bramde. aRniSnuli sia anketis saxiTaa Sedgenili, sadac Semdegi informaciaa 
mocemuli: wreebis sruli dasaxeleba, romel organizaciasTan aris Camoyalbebu-
li da romel wels aris Camoyalibebuli wre, wevrebis raodenoba, xelmZRvanelis 
saxeli da gvari, romel enaze warmoebs muSaoba, xelmZRvanelis ganaTleba xe-
lovnebis dargSi, xelmZRvanelis saerTo ganaTleba, xelmZRvanelis partiuloba 
da SeniSnvna (ass. fondi r-986, aRw.1, saq. 24). am saxis informacia anketaSi gundis 
wevrebis Sesaxebac aris warmodgenili, rac Zalze sainteresoa xalxur xelovne-
baSi CarTul pirTa sociologiuri kvlevis TvalsazrisiT.

aRniSnul anketaSi aWara ramdenime administracul erTeuladaa dayofili 
da, Sesabamisad, maTSi Semavali SemoqmedebiTi jgufebic diferencirebuladaa 
aRwerili. esenia: qalaqi baTumi da misi raioni, qobuleTis raioni, qedis raioni, 
xulos raioni da calkea gamoyofili aWaris xalxuri SemoqmedebiTi saxlis meT-
valyureobiT arsebuli, saxelmwifo xarjze myofi obieqtebi.

informaciuli TvalsazrisiT, es masalebi sakmaod moculobiTi da mraval-
ferovania, amitomac naSromSi mxolod xulos raionSi Semaval gundebs SevexebiT. 

baTumis arqivis aRniSnuli dokumentis mixedviT, xulos kulturis saxlTan 
arsebuli gundebis sia Semdegia: 

1. momReralTa gundi. daarsda 1939 wels 32 wevriT. xelmZRvaneli nestor 
jiblaZe. anketaSi miTiTebulia, rom muSaoba qarTul enaze warmoebs. Tavad 
nestor jiblaZes saxelovnebo mimarTulebiT „araviTari“ ganaTleba ar hqonia, 
xolo saerTo ganaTlebis grafaSi aRniSnulia, rom mas saSualo ganaTleba hqonia 
da iyo upartio.

2. meCongure aWarel qalTa ansambli. daarsda 1918 wels 22 wevriT. 
xelmZRvaneli nestor jiblaZe. aqac xelmZRvanelis Sesaxeb anketaSi igive 
monacemebia.

3. sabavSvo gundi. daarsda 1939 wels 27 wevriT. xelmZRvaneli CixlaZe 
(iniciali araa miTiTebuli). CixlaZis gundi qarTul enaze muSaobda. xelmZRvanels 
saxelovnebo mimarTulebiT „araviTari“ ganaTleba ar hqonia. zogadad ki saerTo 
ganaTlebis svetSi aRniSnulia, rom „dab“, anu dabali ganaTleba hqonda. CixlaZe 
alkk-s wevri yofila. 

4. sofel xixaZiris mexoroneTa ansambli. daarsda 1938 wels.3 am gundis 
daarsebis TariRs damatebiTi kvleva sWirdeba. aslan abaSiZec qarTul enaze 
axorcielebda muSaobas da masac „araviTari“ saxelovnebo ganaTleba ar hqonia. 
saerTo ganaTlebis grafaSi aRniSnulia, rom mas „dab“ – dabali ganaTleba 
hqonia da upartio iyo.

5. sofel Wvanas qarTuli dramatuli wre. daarsda 1939 wels, 13 wevriT. 

3 anketaSi daarsebis TariRSi (1938) cifr „3“-Tan erTad cifri „1“-icaa. cifri „3“ ufro mkrTa-
lad, xolo cifri „1“ ufro mkveTrad Cans. orive cifri erTmaneTzea gadawerili ise, rom Zneli 
dasadgenia, gundis daarsebis TariRad 1938 Tu 1918 weli unda miviCnioT 
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xelmZRvaneli domenti xaindrava. igi qarTul enaze axorcielebda muSaobas da 
masac „araviTari“ saxelovnebo ganaTleba ar hqonia. saerTo ganaTlebis grafaSi 
aRniSnulia, rom mas saSualo ganaTleba hqonia da upartio iyo.

6. xulos kulturis saxlis sasule orkestri. daarsda 1939 wels 23 
wevriT. xelmZRvaneli lorTqifaniZe. igi qarTul enaze axorcielebda muSaobas 
da masac „araviTari“ saxelovnebo ganaTleba ar hqonia. saerTo ganaTlebis 
grafaSi aRniSnulia, rom mas saSualo ganaTleba hqonia da alkk-s wevri iyo.

7. sofel dioknisis qarTuli dramatuli wre. daarsda 1939 wels, 14 
wevriT. xelmZRvaneli kapiton laSxia. qarTul enaze axorcielebda muSaobas, ar 
hqonda saxelovnebo ganaTleba, iyo saSualo ganaTlebis mqone da alkk-s wevri.

8. sofel yinCauris dramatuli wre. daarda 1939 wels, 18 wevriT. 
xelmZRvaneli kopaliani. qarTul enaze axorcielebda muSaobas, ar hqonda 
saxelovnebo ganaTleba, iyo saSualo ganaTlebis mqone da da alkk-s wevri.

9. sofel riyeTis dramatuli wre, daarsda 1939 wels, 17 wevriT. 
xelmZRvaneli biqtor Todua. qarTul enaze axorcielebda muSaobas, ar hqonda 
saxelovnebo ganaTleba, iyo saSualo ganaTlebis mqone da alkk-s wevri.

10. sofel almes momReralTa gundi. daarsda 1939 wels 25 wevriT. 
xelmZRvaneli refeT melaZe. qarTul enaze axorcielebda muSaobas, ar hqonda 
saxelovnebo ganaTleba, iyo saSualo ganaTlebis mqone upartio.

11. sofel almes mexoroneTa ansambli. daarsda 1939 wels, 5 wevriT. 
xelmZRvaneli melaZe (inicialis gareSea). qarTul enaze axorcielebda muSaobas, 
ar hqonda saxelovnebo ganaTleba, iyo saSualo ganaTlebis mqone upartio.

12. xulos raionSi moqmedebda, aseve simReris 10-wledi da arsebobda 
10-wledis momReralTa gundi, romelic 1939 wels daarsda, 32 wevriT. xelmZRvaneli 
lorTqifaniZe (inicialis gareSea – T.t.). qarTul enaze axorcielebda muSaobas, 
ar hqonda saxelovnebo ganaTleba, iyo saSualo ganaTlebis mqone upartio.

aRniSnuli anketis mixedviT sul xulos raionis xalxuri TviTSemoqmedebis 
gundebSi aRricxuli iyo 240 wevri (ass. fondi r-986, aRw.1, saq. 24).

zemoT dasaxelebuli saarqivo masalebi Seicavs, aseve, xulos raionis gun-
debis daTvalirebis Sedegebs. xulos saxelovnebo gundebis daTvaliereba mx-
olod xalxuri SemoqmedebiTi kabinetis direqtors, giorgaZes da inspeqtors, e. 
doliZes uwarmoebiaT. am daTvalierebis dros Sesrulebuli Canawerebi xelnawe-
ria, Sesrulebulia melniT, saskolo rveulSi. daTvalierebis Sedegebi, marTa-
lia, zog SemTxvevaSi trafaretulia, magram SigadaSig saintereso informacias 
mainc Seicavs. magaliTad, xulos arasruli saSualo skolis qalTa gundi 35 
mowafisagan Sedgeboda da mas pioneri Sadie mesxi xelmRvanelobda. daTvalier-
ebis SedegebSi aRniSnulia, rom gundi Zalze karg STabeWdilebas tovebs. gund-
Tan arian norCi mocekvaveebi, romlebic cekvas simReris TanxlebiT asruleben, 
„cekvaven xorons, ferxuls, yolsamas da lekurs“. dasaxelebulia niWieri Sems-
ruleblebi: surie miqelaZe da mayvala CixlaZe. calkea aRniSnuli debi CixlaZee-
bi da Sadie mesxi, romlebic niWierebiT gamorCeulebi yofilan. CaniSnulia, rom 
gundi meCongureebs da sabavSvo piesebs saWiroebs, radganac gundTan dramatuli 
wrec arsebula, romelsac skolis direqtori lipa CxikviSvili xelmZRvanelob-
da. zogadi Sefasebis mizniT, iqve aRniSnulia, rom „kulturulad bavSvebis aRz-
rdaSi“ skola TvalsaCinoa da es misi direqtoris, kargi maswavleblebis energiis 
da unarianobis damsaxurebaa (ass. fondi r-986, aRw.1, saq. 24).

xulos pedsaswavleblis mowafeTa gunds xasan miqelaZe xelmZRvanelobda 
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da masSi 30 mowafe Sedioda. gundi sxvadasxva kompozitoris nawarmoebebis Ses-
rulebis mxriv saSualo donezea Sefasebuli da misTvis miTiTebac miuciaT rep-
ertuaris zogierTi simReris Sesrulebaze. amasTanave xelmZRvanels mieca wina-
dadeba, rom waredgina repertuari dasamtkiceblad.

xulos qal meCongureTa ansambls meniki SarabiZe xelmZRvanelobda. ansambli 
aWareli qalebisagan Sesdgeboda. mecadineobac normalurad mimdinareobda da 
sakmao nomrebic hqoniaT momzadebuli.

xulos sakolmeurneo TeatrTan arsebul gunds vinme grigol mdivani xe-
lmZRvanelobda. miTiTebulia, rom gundi sami-oTxi Tvea Camoyalibebulia, aqvs 
Tavisi repertuari. mocemul gundTan dakavSirebiT saintereso ambebia aRweri-
li, kerZod, daTvalierebis monawileebi aRniSnaven, rom xulos kulturis sax-
lis direqtori ar exmareba gunds, qmnis aurzaurs, rasac gamouwvevia gundis 
daSla. daTvalierebis dros es gundi xelaxla SeugrovebiaT, SeumowmebiaT, an-
ketebis meSveobiT auyvaniaT aRricxvaze da samecadino cxrilic miuciaT. iqve 
miTiTebulia, rom kulturis saxli araviTar daxmarebas ar uwevs raionSi da 
sofsabWoebTan arsebul dramwreebs da gundebs, rom xulos da qedis kultsax-
lebis gamgeebis saqmianoba Sesaswavlia. iqve kulturis saxlis gamgeobis saqcie-
li ufro dakonkretebulicaa, kerZod: „isini demonstraciulad ilaSqreben Cvens 
winaaRmdeg, ar muSaoben, toveben Sekrebas, gundis Semowmebas da sxva“ (ass. fondi 
r-986, aRw.1, saq. 24).

saarqivo masalebi Seicavs xelwerilebs, romlebic adasturebs, rom aWaris 
xalxuri SemoqmedebiTi kabinetis direqtor kolia giorgaZisagan, magaliTad, 
xulos kulturis saxlis gamgem Caibara xulos qalTa – sof. dekanaSvilebis me-
CongureTa ansamblis mier „CamRerebuli plastinkebi, sxvadasxva saxis simRerebi, 
17 erTeuli“. sxva SemTxvevaSi xulos qalTa arasruli saSualo sklis direqtori 
lipa CxikviSvili xelweriliT adasturebs, rom Caibara firfitebi, 6 cali, sad-
ac imave skolis mowafeTa simRerebia CamRerebuli. TariRi 1939 wlis 15/VI (ass. 
fondi r-986, aRw.1, saq. 24).

aWaris xalxuri SemoqmedebiTi kabinetis direqtoris moxsenebiT baraTs Tan 
axlavs gundebis Semadgenlobis sia, romelic specialuri anketis formiTaa war-
modgenili (naSroms Tan erTvis). aRniSnuli monacemebi saintereso informacias 
Seicaven aRniSnuli periodis zemo aWaris kulturuli da saganmanaTleblo md-
gomareobis Sesaxeb. 

amdenad, aWaris saarqivo sammarTvelos baTumis centralur arqivSi daculi, 
aRniSnuli konkretuli dokumentis mixedviT, aWaris xalxuri TviTSemoqmedeba 
XX saukunis 30-iani wlebis bolosaTvis sakmaod mravalferovani da saintere-
so Cans. am droisaTvis zemo aWaraSi moqmedebda, rogorc momReralTa da qo-
reografiuli gundebi, aseve, Teatraluri dramatuli wreebi. maT Semadgenloba-
Si, garda qoreografiuli gundebisa, umTavresad, im droisaTvis aWaraSi moRvawe 
maswavleblebi da muSa-mosamsaxureebi dominirebdnen, Tumca, Cans, adgilobrivi 
mosaxleobac iyo CarTuli zemo aWaris kulturul cxovrebaSi.

gamoyenebuli wyaro

aWaris saarqvo sammarTvelos centraluri saxelmwifo arqivi (ass). fondi r-986, 
aRw.1, saq.24, furceli: 1-8, 29, 40, 47, 50, 52.
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TEMUR TUNADZE
(GEORGIA)

FOLKLORIC TEAMS OF UPPER ACHARA
(30-40IES OF THE 20TH CENTURY) 

Georgian folklore, including folk song traditions and theatrics, have an as old history as Geor-
gian people itself. But in a historical point of view, the most important and valuable are the docu-
mentary sources and factual materials, which have the significance of an original source and allow 
us to talk about folk performance, including, folkloric teams, individuals or certain families based 
on the documents. 

In respect of historical development of performance traditions in Georgia and namely in Acha-
ra, one of the most interesting periods is 30-40-ies of the 20th century. After the independent republic 
of Georgia, it was the period when the formation process of the folkloric teams was geographically 
widened and gained mass nature. This process had its own goal and ideological frameworks, since 
it was the time when the new socialist ideology, the idea of Soviet citizen were gradually estab-
lished and such requirements had a certain influence on folklore. Regardless of such ideological 
background, this period played an important role in the preservation of various interesting variants 
of folk song and dance. 

The work, which I would like to introduce you, has a historical nature, is developed on the 
basis of the archive materials and concerns only one specific period and issue, such as the general 
policy of registration–recruitment and repertoire selection of folkloric teams in 30-ies of the 20th 
century. Geographically it included Upper Achara, which according to the administrative division 
of that time, included Khulo District comprising Shuakhevi District of later period. 

The document preserved in Batumi Archive of Achara Archives Administration is a Report by 
Giorgadze,1 Director of Folklore Department of Achara, which was submitted to Grigol Kokeladze 
– Director of the Folklore Central House of Georgia, in December 1939 (Fond R-986, Description 
1, Case 24, Pages 1-8, 29, 40, 47, 50, 52).

Giorgadze provided us with brief historical information and noted in the Report that the Folk-
lore Department in Achara was established in 1936. At that time the Department was managed by 
Partskhaladze, Director of music school. Giorgadze mentioned that he was very busy at work and 
had no time to visit the districts and their teams, due to which “the work of the Department was 
weakened” (Fond R-986, Description 1, Case 24). 

Giorgadze was appointed as a Director of the Department on 15th of January, 1939. Accord-
ing to him, no one submitted any document to him, “they only told me where to sit”. He started 
registering and inspecting all folkloric teams after 15th of January. At that time he familiarized with 

1 Giorgadze signs the Report as a Director of Folklore House. However, there is no signature on the Report, just 
the surname is printed in the following way: “/Giorgadze/”, without an initial. Pursuant to the mentioned document, 
there is uncertainty regarding the name of Giorgadze. In the handwritten documents on inspecting folkloric teams, 
the signature of Giorgadze has an initial in several places, which clearly is “N”, i.e. N. Giorgadze. But there are other 
handwritten documents in the same archive folder, in which it is mentioned that the Director of Folklore Department 
is Kolia Giorgadze. This issue needs further clarification. 
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repertoire, gave consultations, kept recordings on results of an inspection, etc. he stated as well that 
the budget of the Department was 40 thousand Rubles. At the same year, the Department was reor-
ganized as the Folklore House, but as it seems, Giorgadze did not know exactly about this. There is 
a kind of uncertainty regarding this issue or lack of information provision between the relevant gov-
ernmental authorities of Achara and Tbilisi. It became clear from the fact that Giorgadze reminded 
Kokeladze that he sent a letter in Tbilisi in order to ask the Art Department to send a special letter to 
the Head of the Administration in Achara, as a confirmation that the Folklore Department in Achara 
is reorganized as Folklore House. Giorgadze noted that the Head of our Administration does not 
confirm only the referral sent by you (Fond R-986, Description 1, Case 24).

Giorgadze took certain measures to discover, register and inspect the folkloric teams in Achara 
from 15th of January, 1939 to 31st of December, 1939, namely, he inspected and consulted the teams 
96 times and registered a total of 200 folkloric teams during one year, including 30 individual teams 
(Fond R-986, Description 1, Case 24, Pages 1-8, 29, 40, 47, 50, 52.). 

The general statistics was as follows: district teams – 3, collective-farm and independent teams 
– 40, Chonguri players’ ensembles – 14, dancers’ ensembles – 8, Khoroni dancers – 4, Georgian 
dramatic teams – 22, Russian dramatic teams – 13, Greek dramatic teams – 3, Armenian dramatic 
teams – 3, bass bands – 10, string instruments players’ orchestra – 10, ballet teams – 4, Chonguri 
players – 10, Chiponi players – 10, Eastern trio – 3, individual artists – 30, „Paint Studio“ teams 
– 3, narrators – 10. There is interesting information according to which Giorgadze invited a voice 
recording brigade in 1939 and they recorded “almost all” independent and collective-farm teams. 
The recorded vinyl discs included many songs involving folkloric materials. At that period, an 
agreement on recording folk songs was signed with composer Aleksandre Partskhaladze. Under this 
agreement, part of the recorded songs was kept by Al. Partskhaladze on 31st of December, 1939, the 
rest would be kept until 1st May of 1940. Folklore Department of Achara planned to send candidates 
on training courses and made some lists for this purpose (Fond R-986, Description 1, Case 24). 

At the end of the Report, Giorgadze asked them to pay attention to him and help him in the 
issues related to the budget, personnel, apartment and transportation, because he considered that 
working in such conditions was impossible. He also added that he developed a working plan of the 
following year - 1940 and sent one copy of it to Gr. Kokeladze in Tbilisi. 

The list of folkloric teams registered by the Folklore House of Achara – from 1st of January, 
1939 to 31st of December, 1939, is attached to the Report. The mentioned list is developed as a ques-
tionnaire (form), in which the following information is provided: full name of a team, organization 
under which a team was established, number of members, year in which a team was established, 
name and surname of a head of a team, language used while working, education of a head in the 
field of art, general education of a head, party-membership of a head and notes. This kind of in-
formation is provided in the questionnaire for team members as well, which is quite significant in 
respect of sociological research of people engaged in folklore. 

Achara is divided into several administrative units in the mentioned questionnaire and accord-
ingly, the folklore teams under these administrative units are described separately. Such as: Batumi 
City and its District, Kobuleti District, Keda District, Khulo District and the teams under the super-
vision of Folklore House of Achara financed by the government are separately given.

In respect of the information, these are quite large and various materials, thus, the work con-
cerns only the teams of Khulo District. 

According to the mentioned document of Batumi Archive, the list of teams under Khulo Cul-
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ture House is as follows: 
1. Singers’ Team. Established in 1939 with 32 members. Head – Nestor Jibladze. It is 

indicated in the questionnaire that a language used for work is Georgian. Nestor Jibladze had no 
education in the field of art, and in the section of general education, it is indicated that he had 
general secondary education and was not a member of any party. 

2. Chonguri Player Women’s Ensemble. Founded in 1918 with 22 members. Head – Nestor 
Jibladze. The same data is given for the head.

3. Children’s Team. Created in 1939 with 27 members. Head – Chikhladze (an initial is not 
given). Chikhladze’s team worked in the Georgian language. The Head had no education in the field 
of art, in the section of general education “primary” i.e. primary education is indicated. Chikhladze 
was a member of Komsomol. 

4. Khoroni Dancers’ Ensemble of the Village Khikhadzri. Established in 1938.2 The 
foundation date of this team requires additional examination. Aslan Abashidze used the Georgian 
language for work and he had no education in the field of art as well. In the section of general 
education “primary” i.e. primary education is indicated and he was not a member of any party. 

5. Georgian Dramatic Team of the Village Chvana. Founded in 1939 with 13 members. Head 
– Domenti Khaindrava. He used the Georgian language for work and had no education in the field 
of art. As given in the section of general education, he had general secondary education and was 
not a member of any party. 

6. Bass Band of Khulo Culture House. Created in 1939 with 23 members. Head – 
Lortkipanidze. He used the Georgian language for work and had no education in the field of art. As 
given in the section of general education, he had general secondary education and was a member 
of Komsomol.

7. Georgian Dramatic Team of the Village Dioknisi. Established in 1939 with 14 members. 
Head – Kapiton Lashkhia. He used the Georgian language for work and had no education in the 
field of art. He had general secondary education and was a member of Komsomol.

8. Dramatic Team of the Village Kinchauri. Founded in 1939 with 18 members. Head – 
Kopaliani. He used the Georgian language for work and had no education in the field of art. He had 
general secondary education and was a member of Komsomol.

9. Dramatic Team of the Village Riketi. Founded in 1939 with 17 members. Head – Biktor 
Todua. He used the Georgian language for work and had no education in the field of art. He had 
general secondary education and was a member of Komsomol.

10. Singers’ Team of the Village Alme. Founded in 1939 with 25 members. Head – Refet 
Meladze. He used the Georgian language for work and had no education in the field of art. He had 
general secondary education and was not a member of any party.

11. Khoroni Dancers’ Ensemble of the Village Alme. Founded in 1939 with 5 members. Head 
–Meladze (without an initial). He used the Georgian language for work and had no education in the 
field of art. He had general secondary education and was not a member of any party. 

12. There was a 10-year music school in Khulo District and Singers’ Team of this school as 
well. The team was established in 1939 with 32 members. Head – Lortkipanidze (without an initial 

2 In the form, in the date of establishment (1938), there is number „1“ along with number „3“. Number „3“ is more 
faintly visible and number “1” is more clearly visible. These numbers are written on each other, so that it is difficult to 
say – which is the year of establishment of the team – 1938 or 1918. 
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– T.T.). He used the Georgian language for work and had no education in the field of art. He had 
general secondary education and was not a member of any party. 

According to the mentioned questionnaire, a total of 240 members were registered in the folk-
loric teams of Khulo District (Fond R-986, Description 1, Case 24). 

Furthermore, the above-mentioned archive materials include the results of the inspection of 
the teams of Khulo District. The inspection of Khulo folkloric teams was only performed by the 
Director Gioirgadze and Inspector E. Dolidze of the Folklore Department. The recordings made 
during the inspections are handwritten, ink is used and is written in a school notebook. Actually, 
the results of the inspections are formulaic in some cases, but still include interesting information. 
For instance, a women’s team of Khulo secondary school consisted of 35 pupils and was managed 
by pioneer Shadie Meskhi. It is indicated in the results of the inspection that the team makes a big 
impression. Some young dancers perform dances with accompany of songs, „they dance Khoroni, 
Perkhuli, Kolsama and Lekuri”. The talented dancers are named: Surie Mikeladze and Makvala 
Chikhladze. The sisters Chikhladze and Shadie Meskhi, who were distinguished with talent, are 
separately indicated. It is noted that the team needs Chonguri players and children plays, because 
there was a dramatic team as well, managed by the school Director Lipa Chkhikvishvili. For the 
purpose of general evaluation, it is said that the school is distinguished with “educating cultural 
children” and this is the merit of energy and skilfulness of the school director and good teachers 
(Fond R-986, Description 1, Case 24). 

The Pupils’ Team of Khulo Pedagogical School was managed by Khasan Mikeladze and 30 
pupils were engaged in it. The team is evaluated as of average level in performance of works of 
various composers and the advice was given to the team to perform some songs of repertoire. Also, 
the recommendation was given to the Head to submit a repertoire for approval. 

Chonguri Player Women’s Ensemble of Khulo was managed by Meniki Sharabidze. The en-
semble consisted of Acharan women. They had normal rehearsals and the team had prepared a quite 
big number of songs. 

The team under Khulo collective-farm theatre was managed by Grigol Mdivani. It is indicated 
that the team was established three-four months ago and had its own repertoire. There are inter-
esting stories related to the mentioned team, in particular, the participants of the inspection noted 
that the Director of Culture House of Khulo did not assist the team, which resulted in the team 
disbandment. During the inspection, this team was re-established, inspected, registered by the help 
of questionnaires and was provided with a timetable of lessons. It is noted as well that the Culture 
House does not assist dramatic and other teams of the district and the activity of the heads of Khulo 
and Keda Culture Houses needs to be examined. The actions of the administration of the Culture 
House are specified as well, namely: „they demonstratively fight against us, do not work, do not 
attend meetings, the inspection of the team, etc.“ (Fond R-986, Description 1, Case 24).

The archive materials include handwritten documents confirming that Kolia Giorgadze, Direc-
tor of the Folklore Department of Achara provided the Head of Khulo Culture House with “vinyl 
discs of songs, various songs, 17 pcs” performed by Chonguri Player Women’s Ensemble of the 
Village Dekanashvilebi, Khulo. Furthermore, Lipa Chkhikvishvili, Director of women’s secondary 
school of Khulo, confirms by a handwritten document that 6 vinyl discs, in which the songs of the 
same school pupils are recorded, were received. Date 15/VI of 1939 (Fond R-986, Description 1, 
Case 24).
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The Report by the Director of the Folklore Department of Achara is attached to the list of 
teams’ members, which is developed as a special questionnaire (is attached to the work). The men-
tioned data includes interesting information about cultural and educational circumstances of Upper 
Achara of that time. 

Thus, according to the mentioned document preserved in Batumi Central Archive of Achara 
Archives Administration, folklore of Achara at the end of 30-ies of the 20th century is quite diverse 
and interesting. At that time, there were singers and choreographic teams, as well as, theatrical 
dramatic teams in Upper Achara. These teams, except for choreographic teams, mainly consisted 
of teachers and workers of Achara, however, it seems that the local population was also engaged in 
the cultural life of Upper Achara. 



63

№

―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―



64

№

―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―



65

№

―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―



66

№

―
―

―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―



67

№

―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―
―

―



68

W
or

ke
rs

 T
ea

m
 o

f K
hu

lo
  

№
 

Su
rn

am
e,

 n
am

e,
 p

at
ro

ny
m

ic
 

Year of birth 

Sex 

Nationality 

Education 

Main profession 

Party 
membership 

Other workplace 

Education in the 
field of art 

Participation in a 
competition 

Work experience 

Team 
establishment 

year 

Number of 
performances in a 

year 

Payable or free 

Note 

1 
2 

3 
4 

5 
6 

7 
8 

9 
10

 
11

 
12

 
13

 
14

 
15

 
16

 

1 
M

di
va

ni
 G

ri
go

l, 
pa

tr
on

ym
ic

 E
st

at
e 

 
19

12
 

M
 

G
eo

rg
ia

n 
In

co
m

p.
 

hi
gh

er
  

A
rt

ist
 

C
. C

. 
Th

ea
tr

e 
D

ra
m

. s
tu

de
nt

 
―

 
5 

y.
 

19
39

 y
. 

N
ew

 
Fr

ee
 

  

2 
K

om
es

ha
vi

dz
e 

A
ka

ki
, p

at
ro

ny
m

ic
 

A
nd

ri
a 

 
19

02
 

„―
„ 

„―
„ 

Se
c.

 
R

ev
ise

r 
P/

M
. 

D
ist

ri
ct

 
Fi

na
nc

. D
ep

.  
„―

„ 
―

 
5 

„―
„ 

„―
„ 

„―
„ 

  

3 
M

am
al

ad
ze

 P
ili

m
on

, p
at

ro
ny

m
ic

 
K

on
st

an
tin

e 
 

19
12

 
„―

„ 
„―

„ 
„―

„ 
A

cc
ou

nt
an

t  
N

on
e 

Fi
na

nc
. D

ep
. 

„―
„ 

―
 

3 
„―

„ 
„―

„ 
„―

„ 
  

4 
M

eg
re

lid
ze

 D
ur

m
ish

kh
an

, p
at

ro
ny

m
ic

 
Io

rd
an

e 
 

19
14

 
„―

„ 
„―

„ 
„―

„ 
Te

ac
he

r 
C

. C
. 

„―
„  

„―
„ 

―
 

4 
„―

„ 
„―

„ 
„―

„ 
  

5 
M

eg
re

lid
ze

 D
io

m
ed

e,
 p

at
ro

ny
m

ic
 Is

ak
 

19
14

 
„―

„ 
„―

„ 
„―

„ 
„―

„ 
C

. C
. 

„―
„ 

„―
„ 

―
 

4 
„―

„ 
„―

„ 
„―

„ 
  

6 
Be

se
lia

 S
ha

lv
a,

 p
at

ro
ny

m
ic

 N
es

to
r  

19
17

 
„―

„ 
„―

„ 
„―

„ 
„―

„ 
C

. C
. 

„―
„ 

„―
„ 

―
 

5 
„―

„ 
„―

„ 
„―

„ 
  

7 
M

eg
re

lid
ze

 V
al

en
tin

a,
 p

at
ro

ny
m

ic
 

Is
ak

  
19

19
 

F 
„―

„ 
Pr

im
ar

y 
H

ou
se

w
ife

 
C

. C
. 

N
on

e 
 

„―
„ 

―
 

2 
„―

„ 
„―

„ 
„―

„ 
  

8 
K

ho
zr

ev
an

id
ze

 K
el

es
h,

 p
at

ro
ny

m
ic

 
Je

m
al

  
19

16
 

M
 

A
ch

ar
an

 
Se

c.
 

Te
ac

he
r 

C
. C

. 
D

ist
ri

ct
 

co
m

m
. 

„―
„ 

―
 

4 
„―

„ 
„―

„ 
„―

„ 
  

9 
Su

la
va

 V
ar

la
m

 
19

18
 

„―
„ 

„―
„ 

„―
„ 

„―
„ 

C
. C

. 
„―

„ 
„―

„ 
―

 
4 

„―
„ 

„―
„ 

„―
„ 

  

10
 

D
av

lia
ni

dz
e 

N
at

a,
 p

at
ro

ny
m

ic
 V

as
il 

 
19

17
 

F 
„―

„ 
„―

„ 
Bo

ok
ke

ep
er

  
C

. C
. 

„―
„ 

„―
„ 

―
 

6 
„―

„ 
„―

„ 
„―

„ 
  

11
 

Lo
m

id
ze

 G
og

oi
, p

at
ro

ny
m

ic
 Is

ak
  

19
23

 
M

 
„―

„ 
„―

„ 
„―

„ 
„―

„ 
„―

„ 
„―

„ 
―

 
3 

„―
„ 

„―
„ 

„―
„ 

  

12
 

C
hk

he
tia

ni
 S

an
dr

o,
 p

at
ro

ny
m

ic
 

K
on

st
an

tin
e 

 
19

04
 

„―
„ 

„―
„ 

„―
„ 

„―
„ 

N
on

e 
„―

„ 
„―

„ 
―

 
2 

„―
„ 

„―
„ 

„―
„ 

  

13
 

K
ac

ha
ra

va
 G

ri
sh

a,
 p

at
ro

ny
m

ic
 A

rs
en

  
19

12
 

„―
„ 

„―
„ 

„―
„ 

„―
„ 

„―
„ 

„―
„ 

„―
„ 

―
 

1 
„―

„ 
„―

„ 
„―

„ 
  

14
 

D
at

va
dz

e 
El

en
a,

 p
at

ro
ny

m
ic

 T
ed

or
e 

 
19

19
 

F 
„―

„ 
Pr

im
ar

y 
Ed

uc
at

or
 

„―
„ 

„―
„ 

„―
„ 

―
 

? 
„―

„ 
„―

„ 
„―

„ 
  

15
 

V
as

ad
ze

 S
av

er
ia

ne
, p

at
ro

ny
m

ic
 

V
la

di
m

er
  

19
13

 
M

 
A

ch
ar

an
 

Se
c.

 
A

cc
ou

nt
an

t 
„―

„ 
Fi

na
nc

. D
ep

. 
„―

„ 
―

 
2 

„―
„ 

„―
„ 

„―
„ 

  

16
 

Ts
et

sk
hl

ad
ze

 K
ha

sa
n 

19
13

 
„―

„ 
„―

„ 
„―

„ 
Te

ac
he

r 
C

. C
. 

Te
ac

he
r 

„―
„ 

―
 

3 
„―

„ 
„―

„ 
„―

„ 
  

17
 

M
in

as
hv

ili
 V

as
o,

 p
at

ro
ny

m
ic

 S
im

on
  

19
16

 
„―

„ 
G

eo
rg

ia
n 

„―
„ 

N
at

r. 
C

. C
. 

„―
„ 

„―
„ 

―
 

3 
„―

„ 
„―

„ 
„―

„ 
  

18
 

Be
gi

sh
vi

li 
M

ar
o,

 p
at

ro
ny

m
ic

 Iv
an

e 
19

14
 

F 
„―

„ 
„―

„ 
Ty

pe
-s

et
te

r 
 

C
. C

. 
„―

„ 
„―

„ 
―

 
1 

„―
„ 

„―
„ 

„―
„ 

  



69
    

K
hu

lo
 D

ist
ri

ct
 –

 D
io

kn
isi

 

№
 

Su
rn

am
e,

 n
am

e,
 

pa
tr

on
ym

ic
 

Year of birth 

Sex 

Nationality 

Education 

Main profession 

Party membership 

Other workplace 

Education in the 
field of art 

Participation in a 
competition 

Work experience 

Team 
establishment year 

Number of 
performances in a 

year 

Payable or free 

Note 

1 
2 

3 
4 

5 
6 

7 
8 

9 
10

 
11

 
12
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gordana blagoeviCi
(serbeTi)

informaciuli teqnologiebis roli mravalxmiani galobis 
da Sesrulebis praqtikaSi kovid-19-is pandemiis periodSi: 

serbeTis SemTxveva

Sesavali
serbeTis kulturul konteqstsa da ramdenime gansxvavebul doneze diaqro-

nulad Tu ganvixilavT, mravalxmiani galoba xangrZlivi istoriis mqone fenome-
nia1. is arsebobs rogorc saero, ise saeklesio sferoebSi, rogorc tradiciuli 
folklori (Golemović, 1996: 11-22; Golemović, 1997: 21-37; Jovanović, 2002; Jovanović, 
2014; Ranković, 2019,: 156), da, aseve, rogorc saeklesio galoba (Perković & Radak, 
2008). mravali genderulad da asakobrivad gansxvavebuli gundi asrulebs musi-
kas poliqronuli aranJirebiT, rogorc moyvarulTa, ise profesiul doneze.

gundur simReraSi monawileoba, musikaluri moRvaweobis garda, momRe-
ralTa cxovrebaSi mravalgvar rols asrulebs, maT Soris, socializaciisa da 
fsiqologiuri mxardaWeris TvalsazrisiT. bolo ramdenime aTwleulis ganmav-
lobaSi gansxvavebuli profilis gundebi urbanul garemoSi socializaciis nam-
dvili oazisebia. erToblivi galobis gamocdileba SemsrulebelTa SekavSirebas 
uwyobs xels da ayalibebs erTianobis grZnobas, risi naklebobac aSkaraa cx-
ovrebis teqnologiurad ganviTarebul, swraf da gaucxoebul pirobebSi. Cemi 
wina kvlevebi am azrs amyarebs da gviCvenebs, rom iugoslaviis daSlis periodSi, 
ramac 1990-iani wlebis serbeTSi ekonomikuri krizisi da politikuri aSliloba 
moitana, gundebSi momReralTa raodenoba gaizarda (Blagojević, 2018: 329).

2020 wlis dasawyisSi kovid-19-is pandemiis (SemdgomSi – pandemia) afeTqebam 
sxvadasxvagvarad imoqmeda adamianebis cxovrebaze mTels msoflioSi. fizikurma 
distancirebam, rogorc erT-erTma mTavarma prevenciulma RonisZiebam, global-
uri zemoqmedeba moaxdina mravalxmiani simRerisa da Sesrulebis praqtikaze. am 
statiaSi yuradReba serbeTSi arsebul situaciazea gamaxvilebuli. kvleva exeba 
im gamowvevebs, romelTa winaSec aRmoCndnen profesionali musikosebi, studen-
tebi da araprofesionali Semsruleblebi.

loqdaunis dawyebam 2020 wlis martis Sua ricxvebidan maisis dasawyisamde, 
rac gulisxmobda gadaadgilebis SezRudvas, Caketvasa da izolirebas, CemTvis, 
vinc xangrZlivi drois ganmavlobSi momRerali viyavi, cxovreba Zalian Secvala 
da es sakiTxi mTeli sigrZe-siganiT dadga Cems winaSe. loqdaunis Semdeg gun-
debis momReralTa cxovreba avtomaturad ar dabrunebia normalur kalapots, 
radgan jer kidev arsebobda (da arsebobs) inficirebis safrTxe. 2020 wlis ivli-
sis dasawyisidan, saxifaTo pandemiuri viTarebis gamo, serbeTis moqalaqeebs 
mxolod ramdenime qveyanaSi SeeZloT gamgzavreba. aman gamoiwvia is, rom sxva 
qveynebTan komunikacia da RonisZiebebis didi nawili, adrindelze ufro xSirad, 

1 es teqsti a SASA-s eTnografiul institutSi muSaobis Sedegia,  romelic daafinansa serbeTis 
respublikis ganaTlebis, mecnierebisa da teqnologiuri ganviTarebis saministrom da emyareba 
SeTanxmebas 2022 wels NIO samecniero kvlevis ganxorcielebisa da dafinansebis Sesaxeb: #451-
03-68/2022-14/200173; 04/02/2022.
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internetis meSveobiT xorcieldeboda. onlain konferenciebSi monawileobis ga-
mocdileba, romelic miviRe, am praqtikis sasargeblod metyvelebs.

musikaluri TanamSromlobis adre arsebulma gansxvavebulma formebma 
internet sferos sxvadasxva platformaze (skaipi, zumi da a.S.) gadainacvla. 
mravaldRiani izolaciis Semdeg kavSiris da, Tundac internetiT, erTad sim-
Reris moTxovnileba mosaxleobis nawilisaTvis sulieri salbuni da mentalu-
ri stabilurobis SenarCunebis saSualeba aRmoCnda. am kvlevis erT-erTi mizani 
aris am saxis musikaluri komunikaciis upiratesobebisa da naklovanebebis Cven-
eba, aRwera imisa, Tu TviTon monawileni rogorc ganicdian mas da gagrZeldeba 
Tu ara is pandemiis dasrulebis Semdeg.

mravalxmiani simRera da internet teqnologiebi 
ukve didi xania, rac internet-teqnologiebs iyeneben sasimRero (da sxva) 

unarebis translirebisaTvis. sasimRero aqtivobis gansxvavebuli saxeebi onlain 
mimdinareobs da isini, ZiriTadad, saganmanaTlebloa. kvlevis procesSi wavawy-
di informacias, rom serbeTSi simReris gakveTilebi da mravali saxis musikis 
seminarebi, sxvadasxva aplikaciis gamoyenebiT, jer kidev pandemiamde onlain 
mimdinareobda, gansakuTrebiT, es exeba tradiciul folklorul simReras da 
bizantiur saeklesio musikas.

pirvel SemTxvevaSi, Cveni maswavleblebi gakveTilebs utarebdnen sxva 
qveynebis mcxovreblebs, rogorc ucxoelebs, ise serbuli warmoSobis adami-
anebs, romlebsac ainteresebdaT serbuli musikaluri memkvidreoba. bizanti-
uri saeklesio musikis SemTxvevaSi, imis gamo, rom serbeTSi Zalian cotaa am 
musikis maswavlebeli da isini, ZiriTadad, belgradsa da novi sadSi cxovroben, 
gakveTilebi tardeba maTTvis, vinc am qalaqebidan Sors cxovrobs. zogjer am 
gakveTilebs saberZneTSi mcxovrebi maswavleblebi atareben.

internet-kavSiris dasamyareblad iyeneben Cveulebriv mowyobilobebs, 
smartfonebs, leptopebs, desktopebs, tabletebs da a.S. ukeTesi Sedegebis mis-
aRwevad ufro maRali xarisxis da ufro Zviri aRWurvilobaa saWiro (kamerebi, 
mikrofonebi da a.S.), rac am kvlevaSi monawileTa umravlesobas ar aqvs. isi-
ni iyeneben aplikaciebs da platformebs, magaliTad, skaips, feisbuq-mesinjers, 
vaibers, voTsap-mesinjers, smuls, miqsords, pandemiis dawyebis Semdeg ki zumis 
video komunikators da a.S.

loqdaunis periodSi musikaluri xelovnebis fakultetis eTnografiis de-
partamentSi tradiciuli simReris da Sesrulebis meijor programis profesor-
ma sania rankoviCma (Sanja Ranković) Caatara onlain leqciebi TeoriaSi da, aseve, 
simReris individualuri gakveTilebi studentebisaTvis. amis gakeTeba maswav-
leblisgan damatebiT Zalisxmevas moiTxovs, Tumca studentebTn muSaobis Se-
degebi yovelTvis Zalian kargi iyo. studentebma Caweres sakuTari Sesruleba, 
raTa maswavleblisgan mieRoT Sefaseba da SeniSvnebi imis Taobaze, Tu ramdenad 
kargad daeuflnen axal simRerebs. aman maT ufro bejiTi Sromisaken ubiZga, 
radgan Canawerebis daxmarebiT maT sakuTari Sesrulebis naklis mosmena SeuZli-
aT da, Sesabamisad, Sesrulebis gaumjobesebac. maT Caweres pirveli xma da Semdeg 
meore xma. maT, agreTve, internetis daxmarebiT onlain miiRes savarjiSo masala 
(savele Canawerebi, maswavleblis Sesruleba, Teoriuli teqstebi da a.S.).

garda amisa, loqdaunis pirveli Tvenaxevris ganmavlobaSi maT uamravi dro 
hqondaT varjiSisTvis. ganuwyveteli Sromis Sedegad gaumjobesda im studen-
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tebis Sesruleba, romelTa Sedegebi manamde ar iyo saTanado doneze. meore seme-
stris bolos gamocdebi realur dro-sivrceSi Catarda. axali akademiuri weli 
Sereuli meTodiT daiwyo, Teoriuli gakveTilebi tardeboda onlain, simReris 
gakveTilebi ki - auditoriebSi. profesori mkacrad moiTxovda rekomendebuli 
janmrTelobis dacvis RonisZiebebis dacvas, e.i. gakveTilebis Catareba mcire 
jgufebTan, fizikuri distanciis dacva studentebs Soris da a. S. miuxedavad 
imisa, rom onlain swavlebam kargi Sedegebi mogvca, maswavleblebic da studen-
tebic Tanxmdebian, rom tradiciuli meTodiT muSaoba ufro advilia. seqtem-
bris Semdeg, musikalurma skolebmac yvela sasimRero aqtivobasTan dakavSire-
buli mecadineobebi Zveli meTodiT ganagrZes.

pandemiis ganmavlobaSi zumis platformaze Catarda ramdenime seminari, 
romlebic eZRvneboda tradiciul xalxur simReras. magaliTad, serbuli xalx-
uri simRerebis cnobilma Semsrulebelma svetlana spaiCma (Svetlana Spajić) zumis 
platformaze ori saerTaSoriso vorkSofi Caatara. miuxedavad imisa, rom dams-
wreni kmayofili darCnen, leqtorisTvis, zumis teqnikuri naklovanebebis gamo, 
es gamocdileba stresuli aRmoCnda. Tavis vokalur jgufTan – „svetlana spa-
iCis momReralTa jgufi“ – erTad man ramdenime repeticia realur sivrceSi 
Caatara, xolo onlain repeticiebs is arc ki ganixilavs.

Cemi Tanamosaubreebi Tanxmdebian, rom arsebul internet aplikaciebs ar 
gaaCniaT sakmarisi teqnikuri done gundis repeticiisaTvis maRli xarisxis mx-
ardaWeris gasawevad. samwuxarod, erTdroulad da realur droSi simRerac da, 
amave dros, erTmaneTis mosmenac ufro meti adamianisaTvis SeuZlebelia. aman 
Seqmna situacia, roca ramdenime gundi iyenebs „erTi mimarTulebis opcias“, e.i. 
gundis direqtorebi momRerlebisTvis amzadeben musikaluri nawilebis Canaw-
erebis, raTa gauadvilon maT axali repertuaris Seswavla. Semdeg, internetis 
saSualebiT, am Canawerebs ugzavnian. momRerlebi damoukideblad mecadineoben 
im imediT, rom male erTobliv mecadineobas SeZleben.

pandemiamde da gansakuTrebiT pandemiis Semdeg popularuli iyo momRerlebi-
sa (da musikalur instrumentebze Semsruleblebis) individualuri audio da 
videoCawera. Semdeg am Canawerebs iyeneben kolaJis dasamzadeblad, raTa sasur-
veli kompozicia miiRon. es musikaluri proeqtebi ZiriTadad xelmisawvdomia 
YouTube-ze. Zalian xSirad vxedavT, rom momRerlebs da damkvrelebs yursasmen-
ebi ukeTiaT. kvlevam uCvena, rom internetmomxmareblebi xSirad fiqroben, rom 
Canaweri realur droSia gakeTebuli, e.i. Semsruleblebi erTdroulad mRerian 
da ukraven TavianT oTaxebSi da Canawers Semdgomi damuSavebis gareSe aTavseben 
internetSi. Tumca es procesi mravalsaaTian Zalisxmevas da moTminebas moiTx-
ovs, raTa calkeuli segmentebi e.i. xmebi da musikaluri instrumentebi erT 
mTlianobad Seikras. ase rom, miuxedavad imisa, rom saboloo produqti gundis 
simReris an cocxali Sesrulebis STabeWdilebas tovebs, monawileebs amis ganc-
da ar aqvT, radgan isini erTmaneTTan ar urTierToben. es kolaJuri Canawerebi 
realurad virtualuri komunikaciis axal saxes warmoadgens. 

pandemiis periodSi musikosebma mravali aseTi proeqti ganaxorcieles ro-
gorc qveynis SigniT, aseve, sazRvargareT. 2020 wlis aprilSi internet sivrceSi 
daarsda virtualuri serbuli sasimRero sazogadoeba (The Virtual Serbian Sing-
ing Society). es virtualuri sasimRero asociacia mTels msoflioSi aerTianebs 
yvela dainteresebul adamians, asakisa da sqesis ganurCevlad. masSi monawile-
obisaTvis saWiroa asociaciis gverdze aitvirTos raime kompoziciis audio an 



76

videoCanaweri, romelsac teqnikosi Seusabamebs sxva wevrebis Canawerebs. am aso-
ciaciam ukve uamravi Canaweri gamouSva, romlebic xelmisawvdomia internetiT 
da, aseve, SesaZlebelia maTi moZieba asociaciis feisibuq gverdze (videomag. 1).

realur sivrceSi arsebuli jgufebis kidev ramdenime magaliTs davasaxe-
leb, rogoricaa xalxuri simRera „naTeli mTvare anaTebs“ (serbulad: “Izgrejala 
sjajna mesečina”), romelsac asrulebs akademiuri kulturul-SemoqmedebiTi sazo-
gadoebis (the Academic Cultural – Artistic Society) folkloruli orkestri “Ivo Lola 
Ribar” belgradidan, aranJireba aleqsandar stepiCis (Aleksandar Stepić), Canaweri 
loqdaunis dros gakeTda. mTeli proeqti gaaerTiana katarina broniam (Katarina 
Bronja). amisaTvis mas araerTi saaTi dasWirda (videomag. 2). garda amisa, davasaxe-
leb Sabacis (Šabac) musikaluri skolis maswavlebelTa da studentTa origi-
nalur simReras „modiT, saxlSi davrCeT“, romlis STagonebis wyaroc pandemiaa 
(videomag. 3). 2020 wlis aprilis dasawyisSi, izolaciis pirobebSi saintereso 
musikaluri fiuJeni Seqmnes qronos kvartetma (Kronos Quartet) da kovilis wmin-
da mTavarangelozebis monastris ieroberma ieroTeim (Jerotej). serbi kompozito-
ri aleqsandra vrebalovma (Aleksandra Vrebalov) novi sadidan Seqmna musikaluri 
nawarmoebi „antenebi”, romelsac, Tavdapirveli CanafiqriT, ufro mdidari aran-
Jireba unda hqonoda, premiera dagegmili iyo martis bolosTvis (videomag. 4). 
Tumca im periodSi proeqtis yvela monawile msoflios sxvadasxva kuTxeSi iyo 
izolirebuli (Kronos Quartet, 2020). qronos kvartetis wevrebi san franciskoSi 
iyvnen, xolo mama ieroTei Tavis monasterSi, romelic serbeTis CrdiloeTSia 
mdebareobs. kompozitorma, romelic novi sadSi iyo, moawesriga aranJireba da 
yvela nawili Semsruleblebma cal-calke Caweres sakuTar saxlebSi da Semdeg 
gaaerTianes. premiera virtualur sivrceSi dagegmilze ori kviriT gvian, 14 
aprils gaimarTa (Kronos Quartet, 2020). devid haringtoni, qronos kvartetis xe-
lmZRvaneli, damaarsebeli da mevioline „antenebis“ Seqmnis gamocdilebas aRw-
ers, rogorc maTTvis raRac savsebiT axalsa da uCveulos: „Cven sakuTari Tavis 
Caweris an firze gadaRebis aranairi gamocdileba ar gvqonda. TiToeuli Tavis 
instrumentze sakuTar saxlSi ukravda da vcdilobdiT, warmogvedgina da gagvex-
senebina Cveni jgufi. Cven ar gvesmoda da verc vxedavdiT erTmaneTs. gvWirdebo-
da raime dadastureba imisa, rom SesaZlebeli iyo Cveni saqmianobis gagrZeleba. 
aleqsandra, beri ieroTeosi da jovani serbeTSi arian. Cven – sanfranciskoSi. 
aleqsandras „antenebis“ fragmentis msoflio premiera savsebiT gansxvavdeba im 
nawarmoebebis premierebisgan, romlebic odesme Segvisrulebia. am ucnaur awmy-
oSi aris energia da sinaTlis gaelvebebi. Cven madlieri varT Cveni TanamSrom-
lebisa da musikis moyvarulTa sazogadoebis. seriozuli daxmarebis pirobebSi, 
Cven SegviZlia winsvla“ (Kronos Quartet, 2020). 

popularuli musikis sferoSi internetiT jgufuri Sesrulebis dros far-
Tod gamoiyeneboda smulis aplikacia. am aplikacias iyenebs yvela, visac unda sa-
kuTari Sesrulebis Cawera fonuri matriciT da am SesrulebaSi yvelas SeuZlia 
monawileoba. magaliTad, ana baiCma (Ana Bajić), novi sadis musikaluri skolis 
“Melodies” simReris profesorma pandemiis periodSi internetiT SeZlo TanamS-
romloba da Cawera dueti italiel momReralTan florenciidan antonio lan-
casTan (Antonio Lanza) (Obradović, 2020). musikaluri fonis gamoyenebiT maT imRe-
res „locva“ romelic selin dionma da andrea boCelim Seasrules (videomag. 5).
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mravalxmiani simRera realur dro-sivrceSi pandemiis periodSi
SeuZlebelia zustad davadginoT, pandemiis periodSi ramdenad farTod iyo 

gavrcelebuli mravalxmiani simRerebis Sesruleba realur dro-sivrceSi, gan-
sakuTrebiT kerZo doneze, roca adamianebi erTmaneTs xvdebodnen an saojaxo 
dResaswaulebs awyobdnen. kvlevisas aRmovaCine, rom adamianebi ufro mcire 
jgufebad ganagrZobdnen Sekrebas erTad dakvrisa da simReris mizniT. sagange-
bo RonisZiebebis gauqmebis Semdeg da, gansakuTrebiT, zafxulSi, daavadebulTa 
ricxvis zrdis miuxedavad, Sekreba da jgufuri simRera da muzicireba realur 
dro-sivrceSi ar Sewyvetila.

instituciur doneze, pandemiis periodSi, mravalxmiani simRera JRerda 
serbeTis marTlmadideblur eklesiaSi msaxurebisas. erToblivi galoba marTl-
madidebluri qristianuli msaxurebis ganuyofeli nawilia. Tumca loqdaunis 
periodSi, mosaxleobisaTvis SabaT-kviras gadaadgilebis srulma akrZalvam 
saeklesio galobazec moaxdina gavlena. mRvdlebs da erT-erT mgalobels Ti-
Toeul eklesiaSi misces specialuri nebarTvebi wirvis Casatareblad. amis gamo, 
SabaTsa da kviras wirvebze umetes SemTxvevaSi mxolod erTi mgalobeli iyo, ase 
rom, es monofoniuri galoba iyo. zogjer mRvdeli sakurTxevlidan meore xmas 
mReroda. samuSao dReebSi wirvebis Catarebas problema ar eqmneboda, Tu ram-
denime momRerliT meti eswreboda, saqme isaa, rom maT, Tavisi samsaxureobrivi 
movaleobebis gamo, wirvebze daswreba yovelTvis ar SeeZloT. aRdgomis dResas-
waulze zogierTi morwmune, miuxedavad samTavrobo akrZalvisa, daeswro wirvas 
da igaloba kidevac. sagangebo mdgomareobis moxsnis Semdeg, gundebis umravle-
soba daubrunda eklesiebs, iseve. rogorc mgalobelTa mcire orxmiani jgufebi. 
sainteresoa, rom arc erT eklesiaSi, sadac ufro meti adamiani galobda, ar aR-
moCnda virusis epicentri an axlad inficirebulTa didi raodenoba. amgvari ram, 
cxadia, miipyrobda mediis yuradRebas, romelic mzad iyo gaekritikebina mor-
wmuneTa Sekrebebi serbeTis marTlmadideblur eklesiebSi pandemiis periodSi.

meore mxriv, mraval moyvarulTa, naxevrad profesiul da profesiul gunds 
ar Cautarebia repeticiebi, radgan ar surdaT inficirebis safrTxis winaSe aRmo-
Ceniliyvnen. seqtemberSi, odnav gaumjobesebuli pandemiuri viTarebis gamo, repet-
iciebi Catarda da, aseve, ramdenime sajaro Sesruleba Sedga. Tumca yvelaferi 
keTdeboda Zalian frTxilad da garkveuli nerviulobac axlda Tan. zogierT 
gundSi ufro mcire jgufebSi tardeboda mecadineoba, magaliTad, serbeTis radio-
sa da televiziis profesiul gundSi. repeticiebi tardeboda maqsimalurad mcire 
jgufebSi, ramdenime gansxvavebuli ganrigiTa da Senobis xSiri ganiavebis pirobiT.

akademiuri musikis sferoSi inficirebis riskis Semcirebis da cocxlad 
Sesrulebis mizniT seqtembridan cnobili klasikuri nawarmoebebis Semcirebu-
li variantebi sruldeba. “Rossi fest”-is mimdinareobisas diriJor stefan zeki-
Cis (Stefan Zekić) xelmZRvanelobiT warmoadgines bizes opera „karmenis“ Semok-
lebuli varianti, romelSic monawileobdnen solo Semsruleblebi da kameruli 
orkestri. erovnul TeatrSi mocartis opera „bastieni da bastiena“ sanaxevrod 
Sevsebul darbazSi warmoadgines da a.S. gagrZeldeba Tu ara musikaluri war-
modgenebis cocxlad gamarTva, damokidebulia epidemiis Semdgom ganviTarebaze.

zogierTma kulturul-SemoqmedebiTma sazogadoebam, romlebsac saqme aqvT 
tradiciul xalxur musikasTn, aseve daiwyes muSaoba realur dro-sivrceSi – 
tardeba repeticiebi, seminarebi da sajarod sruldeba nawarmoebebi, ZiriTadad, 
SemsrulebelTa Soris rekomendebuli distanciis dacvis gareSe.
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daskvna
Tema, romelsac aq Sevexe, axali, cocxali da popularulia, situacia ki 

mudmivad icvleba. amrigad, am naSromis mizani raime konkretuli daskvnebis 
miReba ki araa, aramed raRacis Seqmnis procesis „daWera“, rasac mravalxmiani 
galobis da musikaluri komunikaciis sferoSi „axal normalurobas“ uwodeben. 
teqnikurad ganviTarebul garemoSi bolo oriode wlis ganmavlobaSi Cveni cx-
ovreba TandaTanobiT ramdenime saxis internet platformad gardaiqmna. pan-
demiam es procesi gansakuTrebiT daaCqara da masobrivi saxe misca mas. fizikuri 
distancirebis da mosaxleobis izolirebis gamo, interneti iqca Sexvedrebis, 
maT Soris musikaluri Sexvedrebis mTavar „adgilad“. am kvlevam daadastura is 
faqti, rom adamiani, rogorc arseba, romelsac sWirdeba komunikacia, xelmis-
awvdomi saSualebebis gamoyenebiT, egueba axlad warmoqmnil garemoebebs, raTa 
daikmayofilos urTierTobis, jgufTan gaziarebis saWiroeba.

krizisulma situaciam, Tanamedrove teqnologiebis daxmarebiT migviyvana im 
adamianebis ufro did kavSirTan, romlebic dakavebuli arian mravalxmiani sim-
ReriT da SesrulebiT sxvadasxva qveyanaSi. am virtualurma saerTSoriso TanamS-
romlobam saintereso Sedegebi moitana mraval doneze. „kolaJuri“ proeqtebi, 
romlebic vaxsene, monawileebSi rogorc moyvarulebSi, aseve profesionalebSi 
warmoSobs mikuTvnebulobis da erToblivi Semoqmedebis grZnobas, Tumca real-
urad isini izolirebuli da erTmaneTisagan daSorebuli arian.

internet sfero jer kidev nawilobriv akmayofilebs komunikaciis saW-
iroebebs. am kvlevam gviCvena, rom arsebobs Zvel realur mdgomareobasTan dab-
runebis udidesi survili. amis erT-erTi mizezi arsebuli internet platforme-
bis teqnikuri naklovanebebia. magram Cemi Tanamosaubreebi aRniSnavdnen, rom 
maT yvelas sWirdeba kolegebTan cocxali urTierToba da cocxali auditoria. 
am saxis musikaluri komunikaciis naklebobas azaralebs Sesrulebas, cocxali 
urTierTobis namdvilobas, xelovnebis nawarmoebis Seqmnas Semsruleblebsa da 
auditorias Soris energiis urTierTgacvlis meSveobiT. Cemi Tanamosaubreebi 
auditoriis gareSe Sesrulebas xSirad axasiaTeben, rogorc SemaZrwunebels. 
swored es gvaaxloebs inficirebis riskTan da musikaluri aqtivobebis realur 
sinamdvileSi dabrunebis mcdelobasTan, yovel SemTxvevaSi, raRac zomiT mainc. 
ganviTarebis Semdgomi dinamika gviCvenebs, Tu ra zomiTaa es SesaZlebeli; es ki 
momavali kvlevis masalaa.
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videomagaliTebi

1. serbuli simReris virtualuri sazogadoeba “Tebe Pojem”. kompozitori: stevan 
stoianoviC mokraiaki (Stevan Stojanović Mokranjac). diriJori: jorj miloSi (George 
Milosh). video Seqmnili da redaqtirebulia nik vezmarisa (Nick Vezmar) da stevan 
stoianoviC mokraiakis mier. https://www.youtube.com/watch?v=t7I4FDH-Fyg&feature=youtu.
be&fbclid=IwAR1M440K1ozEkOhhlABGTGlWa9MVoFPz3EqLmeNoFYNLnxmQF4GxhUUzUOs 

2. belgradis akademiuri kulturul-saxelovnebo sazogadoebis “Ivo Lola Ribar” folk-
loruli orkestri. „mnaTobi mTvaris Suqi~ (“Izgrejala sjajna mesečina”) aranJirebulia 
aleqsander stefiCis (Aleksandar Stepić) mier. miqsis avtori: katerina bronia (Katarina 
Bronja). https://www.youtube.com/watch?v=EWHmoEtY5aA 

3. musikaluri skola SabaCidan. „davrCeT saxlSi~ (“Kod kuće ostanimo”). https://www.you-
tube.com/watch?v=qzomuL2fsi0

4. kronosis kvarteti da ieronona ieroTeusi (hieromonk Hieroteus). „antenebi~ (“Anten-
nae”). kompozitori: aleqsandra vrebelovi (Alexandra Vrebalov), audios miqsis avto-
ri da videos redaqtori – iovan Spira obradoviCi (Jovan Shpira Obradovic). https://
kronosquartet.org/kronos-and-monk-hierotheos-premiere-aleksandra-vrebalovs-antennae-a-fragment/

5. „locva~ (“The Prayer”). ana bajiCi da antonio lanza (Ana Bajić, Antonio Lanza). https://
luftika.rs/ana-bajic-duet-smule/ 
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GORDANA BLAGOJEVIĆ
(SERBIA)

THE ROLE OF INFORMATION TECHNOLOGY IN THE PRACTICE OF 
POLYPHONIC SINGING AND PLAYING

AT THE TIME OF COVID-19 VIRUS PANDEMIC: THE CASE OF SERBIA

Introduction 
Viewed in a diachronic perspective, polyphonic singing in Serbian cultural context represents 

a longlasting phenomenon, on several different levels.1 It is present both in lay and sacral spheres, 
as traditional folk (Golemović, 1996: 11-22; Golemović, 1997: 21-37; Jovanović 2002; Jovanović 
2014; Ranković 2019, 156) and also as church singing (Perković Radak 2008). Many choirs of 
different content regarding gender and age perform music in polichronic arrangements both on the 
amateur and professional level. 

Taking part in choir singing, besides music activities, in a chorister’a life has multiple roles, 
like socializing, psychological support, etc. In the last decades choirs of different profiles represent 
certain kind of oases of socializing in urban environments. The experience of singing together helps 
in the connecting between the choristers and the creating of the sense of belonging and togetherness 
which lack in technologically developed, fast and alienated conditions of life. My previous re-
searches speak in favour of this and they showed that during the falling apart of Yugoslavia, which 
brought to the economic crisis and political turmoil in Serbia in the 1990s, the number of people in 
choirs was increased (Blagojević 2018, 329). 

At the beginning of 2020 the COVID-19 pandemic (further in the text the pandemic) broke out 
affected the lives of people across the globe in various ways. Physical distance as one of the main 
preventive measures has greatly influenced the practice of polyphonic singing and playing globally. 
In this paper, the focus is on the situation in Serbia. The research covers the challenges faced by 
professional musicians, students and amateurs. 

From the beginning of the lockdown, which started in the middle of March and ended at the 
beginning of May 2020, which meant the restriction of movement, the lockdown and isolation, be-
ing a singer for a very long time, life changed for me to a great extent and this theme presented itself 
to me. After the lockdown, the choristers’ lives did not go back to normal automatically since there 
still was (and still is) a danger of getting infected. Since the beginning of July 2020 the citizens of 
Serbia can only travel to a small number of foreign countries because of the unfavourable epidemic 
situation. This caused that more than before the communication with other countries and great 
number of activities have been taking place on the Internet. My taking part at the online conference 
speaks in favour of this.

Previous different forms of music cooperation have been transferred to the internet sphere, 
to different platforms (Skype, Zoom, etc.). During many days of isolation, the need for connection 

1  This text is the result of work in the Ethnographic Institute of SASA, funded by the Ministry of Education, Science 
and Technological Development of the Republic of Serbia, and based on the Agreement on the implementation and 
financing of scientific research NIO in 2022 number: 451-03-68/2022-14/200173 from 04/02/2022.
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and singing together, even over the internet, was a spiritual cure for a part of the population and a 
way to preserve mental stability. One of the goals of this research is to indicate the advantages and 
disadvantages of this way of musical communication, how the actors themselves experience it and 
whether it will continue after the end of the pandemic. 

Polyphonic Singing and the Internet Technology
The Internet technologies have been used for a long time now in the broadcasting of the sing-

ing (and other) skills. Different kinds of singing activities take part online and they are mostly edu-
cational. During the research I came to the information that in Serbia singing lessons and seminars 
of different kinds of music had been taking part online through different applications even before 
the pandemic, especially in the field of traditional folk singing and the Byzantine church music. 

In the first case, our teachers gave lessons to people from other countries who were interested 
in the Serbian music inheritance, both to foreigners and people of Serbian descent. In the case of 
the Byzantine church music, since there are very few teachers in Serbia, and they mostly live in 
Belgrade and Novi Sad, lessons are given to those who do not live close to these urban centres. 
Sometimes, students are given these lessons by teachers from Greece. 

As a medium for the establishing of the internet connection the usual devices are used, smart 
mobile phones, laptops, desktops, tablets, etc. For better results the more expensive equipment of 
higher quality is needed (cameras,micropones, etc) which most participant in this research still do 
not own. They use applications and platform slike Skype, Facebook messenger, Viber, WhatsApp 
Messenger, Smule, Mixcord, since the beginning of the pandemic especially Zoom Video Commu-
nications, etc. 

At the department of Ethnomusicology of the Faculty of Music Art, at Traditional singing and 
playing major, assistent professor Sanja Ranković gave online theory lessons and also individual 
singing lessons to students during the lockdown. It takes extra effort for a teacher to do that, but 
the results of the work with the student were very good. Students recorded themselves in order to 
get evaluation and marks from the teacher as for how well they had mastered the new songs. This 
encouraged them to work harder since they also could hear the imperfections on the recordings and 
tried to make a better impression. They recorded the first voice and then the second voice. They 
also got the material for exercising (field recordings, the teacher’s singing, theory texts, etc) online 
through the Internet.

Apart from this, during the first month and a half of the lockdown they had a lot of time to 
practice. Constant work also led to the personal improvement of the students who previously had 
not so good results. The exams at the end of the second term took place live. The new academic year 
started with a mixed model, theory lessons online and singing lessons offline. The professor insists 
on the recommended health measures, i.e. taking classes in smaller groups, physical distancing 
among the students, etc. Although online teaching gave good results, both teachers and students 
agree that it is easier to work in a traditional way. Since September, music schools have also started 
working in the old way regarding all the singing activities. 

During the pandemic, some seminars on the traditional folk singing took place on Zoom. For 
example, a renowned singer of Serbian folk songs, Svetlana Spajić, held two international Zoom 
workshops. Although the attendants were satisfied, for the lecturer it was a stressful experience due 
to the technical deficiences of Zoom. With her vocal gruoup „The Singing Group of Svetlana Spajić“ 
she had several rehearsals live and she does not take into consideration to have online rehearsals. 
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My interlocutors agree that the existing internet applications do not have a sufficient technical 
level in order to support a choir rehearsal of good quality. Unfortunately, it is impossible for more 
people to sing simultaneously in real time and to hear each other at the same time. This caused a 
situation where some choirs practice a „one direction option“, i.e. the choir directors record musical 
parts for the choristers to make it easier for them to learn the new repertoire. Then, they use the 
Internet to send the recordings. The choristers practice individually on their own hoping that soon 
they will be able to practice together.

Before, and especially during the pandemic, it was popular to make audio and video separate 
recordings of choristers (and musical instrument players). Then, they are used to make a collage 
in order to get the required composition. These musical projects are mostly available on YouTube. 
Very often singers and players are seen with headphones. The research showed that the Internet 
viewers often think that the recording was made in realtime, i.e. that the performers sing and play 
in their rooms at the same time and that they put the recording on the Internet without further ad-
justments. However, this is a process which requires many hours of patient effort to put together all 
the separate segments, i.e. voices and musical instruments. So, although the final product looks like 
choir singing or live music, the participants do not have this feeling since they do not interact with 
each other. These collage recordings actually represent a new kind of virtual communion.

During the pandemic a great number of these project were realised both by musicians in the 
country and abroad. The Virtual Serbian Singing Society was established April 2020 in the Internet 
space (The Virtual Serbian Singing Society). This virtual singing association brings together all the 
interested people from all over the world, regardless of their age or gender. To take part one has to 
upload a video or audio recording of a composition on the site of the association and a technician 
then fits it with the recordings of other members. So far this association has released a great number 
of recordings which are available on the Internet and they can also be found on their Facebook page 
(video ex. 1).

I will mention a few more examples, groups that exist in realspace, like the recording of the 
folk song „Bright moon shining“ (in Serbian: „Izgrejala sjajna mesečina“) performed by the folk 
orchestra of the Academic Cultural – Artistic Society „Ivo Lola Ribar“ from Belgrade, arranged by 
Aleksandar Stepić, which was made during the lockdown. The whole project was patiently put to-
gether by Katarina Bronja. It took her hours to do that (video ex. 2). Then, there is the original song 
of the teachers and students from the musical school in Šabac „Let’s stay at home“ inspired by the 
pandemic (video ex. 3). An interesting musical fusion was made during the isolation in early April 
2020 by Kronos Quartet and hieromonk Jerotej from the monastery of Saint Archangels in Kovilj. 
Serbian composer Aleksandra Vrebalov from Novi Sad composed a piece called „Antennae“ which 
was originally supposed to have a much richer arrangement and the premiere was planned for the 
end of March (video ex. 4). However, in the recent situation, all members of the project were iso-
lated in different parts of the world (Kronos Quartet, 2020). 

The members of the Kronos Quartet were in San Francisco and Father Jerotej was in his 
monastery in the north of Serbia. The composer who was in Novi Sad adjusted the arrangement 
and all the parts were recorded at home separately and later joined. The virtual world premiere 
was held two weeks later than the deadline, on 14 April (Kronos Quartet 2020). David Harrington, 
Kronos Quartet’s artistic director, founder and violinist, describes the experience in the creation 
of “Antennae” as something quite new and unusual for them: “We had no experience recording or 
filming ourselves. We played our instruments alone in our separate homes and tried to imagine and 
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remember our group. We couldn’t hear each other or see each other. We needed proof that our work 
could continue. Aleksandra, Monk Hierotheos, and Jovan are in Serbia. We are in San Francisco. 
Aleksandra’s “Antennae” fragment receives its world premiere in a different way than any piece 
we have ever played. Within the strangeness of now, there is energy and glimmers of light. We are 
grateful to our staff and the community of music lovers. With much help, we can move forward.” 
(Kronos Quartet, 2020).  

Within popular music the Smule application was used a lot for group singing on the Internet. 
This aplication is used by anyone who wants to record themselves with the background matrix and 
anyone can join them in the performance. For example, Ana Bajić, a professor of singing in the 
“Melodies” music school in Novi Sad, established cooperation on the Internet during the pandemic 
and recorded a duet with the Italian singer from Florence Antonio Lanza (Obradović, 2020). With 
the mucisal background they sang “The Prayer”, performed by Celine Dion and Andrea Bocelli 
(video ex. 5).

Polyphonic Singing Offline During the Pandemics
We cannot precisely measure how much the offline poliphonic singing is present during the 

pandemics, especially on a private level where people socialize or have family celebrations. During 
the research I found out that people continued to gather in smaller groups to play and sing together. 
After the abolition of emergency measures, and especially during the summer months, despite the 
increase in the number of the diseased, the singing and playing in groups did not cease in the real 
time and space. 

On an institutional level, poliphonic singing has been present at church services in the Serbian 
Orthodox Church (SOC) during the pandemic. Singing together is the unseparable part of the Or-
thodox Christian service. However, a complete prohibition of movement for the population at the 
weekend during the lockdown had an effect on the church singing as well.

Priests and one of the singers for each church were given special permits in order to worship. 
Because of this, on Saturday and Sunday services in most cases there was just one singer, so it was 
monophonia. Sometimes the priest would sing the second voice from the altar. Services were held 
with no greater problems on weekdays, when there were a few singers more, since they could not 
attend the services due to their work obligations. At Easter, some believers took part at the service 
despite the prohibition by the government, and they also sang. After the emergency state was lifted, 
most choirs went back to churches,and so did the small two voiced groups of singers. It is interest-
ing that not even in one church where more people sang was there a hot spot of the virus or a large 
number of the newly infected. Something like that would certainly draw attention of the media, 
which were inclined to criticize the gatherings of the believers in the SOC during the pandemics.

On the other hand, many amateur, half-amateur and professional choirs did not have rehearsals 
because they did not want to put themselves in danger of being infected. In September, due to a 
little more favourable epidemic situation, rehearsals were held as well as some public performanc-
es. However, everything was done very carefully and with certain kind of anxiety. In some choirs 
they work in smaller groups, like in the professional choir of Radio and Television of Serbia. The 
rehearsals are held in as small groups as possible, at several different times and with the obligatory 
frequent room ventilation.

In the sphere of the artistic music, with the aim to reduce the risk of the infection, and still to 
perform live, reduced variants of well-known classical pieces have been performed since Septem-
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ber. In the production of the “Rosi Fest” and under the management of the conductor Stefan Zekić, 
a reduced opera “Carmen” by Bizet was realised with solo singers and a chamber orchestra. In the 
production of the National Theatre, Mozart’s opera “Bastien and Bastienne” was shown in front of 
the half of the usual audience, etc. Whether live musical shows will continue to be performed or not 
depends on the further course of the epidemic.

Certain cultural-artistic societies which deal with traditional folk music also started the offline 
work again through the organising of the rehearsals, seminars and public performances, mostly 
without the recommended distance between the performers.

  
Conclusion
The theme I am dealing with here is fresh, live and popular and the situation is changing con-

stantly. Thus, the aim of this work is not to reach definite conclusions, but to “catch” the process of 
creating something that is called the “new normal” in the sphere of poliphonic singing and musical 
communication. The whole life in technically developed environments during the last couple of 
years was being transferred gradually onto the different kinds of Internet platforms. The pandemic 
caused a rapid acceleration and massification of this process. Due to the physical distancing and 
the isolation of the population, the Internet became the main “place” of meetings, musical as well. 
This research confirmed the fact that a man as a human being who needs communication, adjusts 
to the newly created circumstances using the available means,in order to satisfy his need for the 
communion, group sharing.

The crisis situation, with the help of modern technologies, has led to a greater connection of 
people who are engaged in polyphonic singing and playing in various countries. This virtual inter-
national collaboration has yielded interesting results at many levels. The “collage” projects that we 
have mentioned ,either on amateur or professional level, give the participants a sense of belonging 
and a joint creation although they are actually isolated and far away from each other.

The Internet sphere still partlycovers the needs of musical communication. This research has 
shown that there is great need to go back to the previous, offline state. Technical imperfections of 
the existing Internet platforms are one of the reasons. However, my interlocutors are pointing out 
that they all need live presence of their colleagues and the audience. The lack of this kind of musical 
communication lies in the performance, the authenticity of live communication, the creation of a 
work of art through the exchange of energy between the performers and the audience. My interloc-
utors often characterize a performace without the audience as: creepy. This is exactly what brings 
to the risk of being infected and the attempt to take the musical activities to the offline sphere, at 
least to some extent. The further development dynamics will show to which extent this is going to 
be possible, which represents material for some future research.

Video examples

1. The Virtual Serbian Singing Society, “Tebe Pojem”, Composed by: Stevan Stojanović Mokranjac, con-
ducted by: George Milosh, video produced and edited by: Nick Vezmar, Stevan Stojanović Mokranjac, 
https://www.youtube.com/watch?v=t7I4FDH-Fyg&feature=youtu.be&fbclid=IwAR1M440K1ozE-
kOhhlABGTGlWa9MVoFPz3EqLmeNoFYNLnxmQF4GxhUUzUOs 
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2. Folk orchestra of the Academic Cultural – Artistic Society “Ivo Lola Ribar” from Belgrade, “Izgrejala 
sjajna mesečina”, arranged by Aleksandar Stepić, mixed by Katarina Bronja; https://www.youtube.
com/watch?v=EWHmoEtY5aA 

3. Musical school from Šabac, “Kod kuće ostanimo”, https://www.youtube.com/watch?v=qzomuL2fsi0

4. Kronos Quartet and hieromonk Hieroteus, “Antennae”, composed by Alexandra Vrebalov, audio mix 
and video editing by Jovan Shpira Obradovic https://kronosquartet.org/kronos-and-monk-hiero-
theos-premiere-aleksandra-vrebalovs-antennae-a-fragment/

5. Ana Bajić and Antonio Lanza, “The Prayer”, https://luftika.rs/ana-bajic-duet-smule/ 
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emi okada 
(iaponia)

polifoniuri mReris tradiciuli kultura da 
interpersonaluri TanamSromloba CrdiloaRmosavleT indoeTis 

eTnikuri umciresobis – Caxesangis nagas tomSi
 

rogorc Jordaniam aRniSna (2010), aziis vokalur polifonias mecnierebi na-
klebad aqceven yuradRebas. amitom, araa gasakviri, rom samxreT aziis regionu-
li xalxuri musikis sfero, kerZod, vokaluri polifonia eTnomusikologiurad 
arasakmarisadaa gamokvleuli. gamonakliss warmoadgens kaufmanisa da Snaider-
is kvlevebi CrdiloaRmosavleT indoeTis nagas ZirZveli tomis musikis Sesaxeb 
(Kauffmann and Schneider, 1960). naxevar saukuneze meti xnis ganmavlobaSi nagas tomi 
indoeTisagan damoukideblobisaTvis ibrZoda da monawileobda indoeTis armi-
is uzarmazar kontingentTan SeiaraRebul konfliqtSi. 2011 wlamde ucxoelTa 
Sesvlis akrZalva abrkolebda savele samuSaoebs am raionSi. 2012 wlidan me vx-
elmZRvanelobdi kvlevas am regionSi eqspediciis monawileebis dakvirvebebze, 
interviuebsa da xmis Canawerebze dayrdnobiT. amgvarad, Seviswavle Caxesangis 
nagas tomis sasimRero kultura li, romelic inaxavs vokaluri polifoniis 
yvelaze mdidar tradicias nagas yvela sxva toms Soris. am statiis mizania sasim-
Rero kultura li-s damaxasiaTebeli Taviseburebebisa da misi zepiri gadacemis 
stabiluri da ganviTarebadi elementebis demostrireba, aseve, msjeloba li-s, 
rogorc interpersonaluri TanamSromlobis formis socialur rolze sofel 
Caxesang-nagas mosaxleobaSi.

istoriuli cnobebi nagas tomebis Sesaxeb
nagas tomebis istoria tanjviTaa savse. Znelbedoba daiwyo britaneTis im-

periis mier maTi miwebis kolonizaciiT 1878 wels. 1944 wels, meore msoflio 
omis dros, regionis CrdiloeT nawilSi gaimarTa kohimas brZola, sadac brita-
neli indoelebis jarebi ibrZodnen iaponelebis winaaRmdeg. nagebis intensiuri 
gamaTavisuflebeli moZraoba 1940-ian wlebSi daiwyo da 1947 wlis 14 agvistos 
erovnulma liderma fizom damoukidebloba gamoacxada. Tumca, damoukideblo-
bis mopovebis am warumatebelma mcdelobam regonis or, saerTaSoriso sazRvriT 
gayofil nawilad – indurad da birmulad – gaxleCa gamoiwvia. mas Semdeg 
indoeTis nagebi kvlav ganagrZobs energiul brZolas damoukideblobisaTvis. 
1950-ian wlebSi indoeTis armia awarmoebda SeiaraRebul konfliqts nagebis wi-
naaRmdeg. asobiT sofeli daiwva da ganadgurda, soflis mosaxleoba jariskace-
biviT ibrZoda induri armiis winaaRmdeg. 1963 wels induri nagas regionebs naga-
lendis Stati ewoda (sur. 1). cecxlis Sewyvetis Sesaxeb SeTanxmebis Semdeg, 1997 
wels, nagalendis xelisuflebam daiwyo swrafva mdgradi socialur-ekonomikuri 
zrdis originaluri strategiisa da mSvidobiani sazogadoebis Camoyalibebze. 
amis miuxedavad, nagas xalxi Zveleburad winaaRmdegobas grZnobs sakuTar iden-
tobasa da indoeTis moqalaqeobas Soris. 

naga indo-mianmaris sazRvarTan mcxovrebi indo-monRoloiduri warmoSobis 
ramdenime satomo umciresobis gaerTianebis saerTo saxelia. indoeTis 
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mosaxleobis 2011 wlis aRweris Tanaxmad, nagalendis mosaxleoba Seadgens 198 
602 adamians, maT Soris, 84,2% nagaa. nagalendis xelisuflebam aRiara nagas 14 
tomi. romlebic Mmosaxleobis Semcirebis tendencias ganicdian: koniak naga, 
sema naga, ao naga, loTa naga, Caxesang naga, angami naga, sangtam naga, zeliang naga, 
inCunger naga, Cang naga, rengma naga, xiamnungam naga, fom naga da poCuri naga. 

es statia Caxesang nagas eZRvneba. nagalendSi asamurisa da bengalurisagan 
nawarmoeb saerTo enaze, nagameseze, saubroben, radgan nagas calkeuli tomebis 
ZirZveli enebi Zalian gansxvavebulia erTmaneTisagan. nagas yvela tomis 
sazogadoebaSi adamianebi mWidro urTierTobas inarCuneben erTmaneTTan ara 
marto soflad, aramed qalaqebSic, sadac migrirebulni arian. Sesabamisad, naga 
– esaa eTnikuri koncefciis tipi erTianobisa mravalferovnebaSi, romelic 
Camoyalibda winaaRmdegobrivi gamocdilebis safuZvelze. nagas identoba 
mravalSriania: erTi mxriv, isini gansxvavdebian indoelebisagan, meore mxriv ki 
– gansakuTrebulni arian nagas sxva tomebisganac (sur 2).

nagas tradiciebi da qristianizacia 
nagas tradiciuli sazogadoeba egalitarul urTierTobebs emyareba, sadac 

ar arsebobs ierarqiuli socialuri klasi. gaon buras-is (soflis uxucesebi) 
parlamentaruli marTvis sistema aq mtkiced damkvidrda britanuli koloni-
zaciis periodSi. nagas yvela tomi, tradiciulad, animizmsa da Tavebze nadiro-
bas misdevda. magaliTad, nagas sjeroda, rom megaliTebs aqvT sulebi, xolo cx-
ovelebis skalpebi gamofenili hqondaT saxlis Sesasvlel karTan borotebisagan 
Tavdasacavi amuletebis saxiT. Tavebze nadirobas mimarTavdnen, aseve, soflebi-
sa da sanadiro miwebis mezobeli mtrebisagan dasacavad. es mniSvnelovani iyo, 
rogorc vaJkacobis miRwevis ritualic. tradiciul saganmanaTleblo sistemaSi 
saxelwodebiT morung, biWebi saerTo sacxovrebelSi cxovrobdnen da ecnobodnen 
iseT tradiciebs, rogoricaa nadiroba, ritualuri qmedebebi, tatuireba, cekva 
da simRera. am udamwerlobo sazogadoebaSi aseTi sistema aucilebeli iyo mem-
kvidreobiTi folkloris, winaparTa istoriis, aseve, nagas xalxisTvis aucilebe-
li codnisa da unarebis gadacemisaTvis. Tumca, qristianobis Semosvlis Semdeg 
sistema morung gaqra. 

dResdReobiT, nagalendis mosaxleobis daaxloebiT 75% qristian-baptistia. 
pirveli baptisturi eklesia am regionSi 1872 wels daarsda amerikeli misio-
neris, edvin klarkis mier (1839–1913). baptisturi doqtrina martivad vrcel-
deboda mTel regionSi CrdiloeTidan samxreTisaken. skolebi da baptisturi 
eklesiebi TandaTan nagas soflebis centrebad iqca. Tanamedrove nagalendSi 
sakvirao msaxurebebi adgilobriv tomTa enaze sruldeba, Tumca, soflis mosax-
leoba himnebsa da gospelebs evropuli funqcionaluri harmoniiT mReris.

ram ganapiroba nagas aseTi absoluturi moqceva baptist-qristianobaze? 
egalitarizmsa da demokratiaze dafuZnebuli tradiciuli socialuri struq-
turis gaTvaliswinebiT, nagas ar gauWirdeboda baptisturi eklesiis kongrega-
cionalizmze moqceva. magaliTad, baptistebi pastorebs sakuTari tomidan 
irCeven, eklesia ki xels uwyobs maTi demokratiulobis SenarCunebasa da msax-
urebaSi adgilobrivi enebis gamoyenebas. garda amisa, baptisturma eklesiam naga 
Tavisi musikiTac daainteresa. tradiciulad, erTad mRera adgilobrivi voka-
luri ponifoniis tradiciebiT nagas cxovrebis ganuyofeli nawili iyo. amg-
varad, saeklesio mReris Sereuli sagundo stilisadmi didma interesma nagas 
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qristianebad moqcevaSi mniSvnelovani roli Seasrula. qalaqur raionebSic ki 
nagas yovel toms sakuTari baptisturi eklesia aqvs, rac xels uwyobs nagas to-
mobrivi sazogadoebebisa da sicocxlisunarianobis SenarCunebas. 

li-s tradiciuli polifoniis maxasiaTeblebi 
2011 wlis aRweris Tanaxmad, Caxesang-nagas mosaxleoba 154 874 adamians iTv-

lis. maTi umravlesoba, nagalendis samxreT nawilSi mdebare fekis raionis mTian 
soflebSi, Tavs soflis meurneobiT irCens. Caxesangi sami sub-tomis saerTo 
saxelia, romlebic saubroben enebze – Cokri, xeJa da sangtami. saxeli Caxe-
sangi am sami saxelis pirveli marcvlebis SerwymiTaa miRebuli da 1945 wels 
damkvidrda. 

Cemi gamokvlevebi eZRvneba sasimRero tradicias li Cokris enaze. nagas yve-
la sxva toms Soris, Cokris enaze mosaubreebs SemorCaT vokaluri polifoniis 
yvelaze mdidari tradicia, erTi mxriv, asamisa da birmis kulturuli zegav-
lenisagan TiTqmis sruli Tavisuflebis gamo, meore mxriv ki, am enaze mosaubre 
mosaxleobis qristianobaze SedarebiT gviani da neli (1970-iani wlebidan) mo-
qcevis gamo. 

dResdReobiT li-s nairgvar polifoniur variantebs xSirad asruleben sof-
lis qalebi mTian brinjis mindvrebSi erToblivi muSaobis dros. pirvel rigSi, 
giCvenebT li-s originalur musikalur elementebs, romlebic Caviwere mindvris 
samuSaoebis dros soflebSi tipuzu da fusaCodu. li imRereba minimum ori da 
maqsimum rva Sereuli xmis mier da yoveli xma saxeldebulia maTi registris Se-
sabamisad – Suli, ure, reso, botsu da a.S. yvela partia sruldeba erT ritmSi 
erTi teqstiT. zogjer emateba ritmuli zuzuni Zalian dabal tonSi. li ar aris 
paraleluri polifonia, Tumca xSirad gvxvdeba paraleluri kvartebi, kvintebi 
da oqtavebi. li-s repertuari orgvaria: 1) Tavisufali ritmis li da 2) tati 
pulsirebuli ritmiT (sur. 3).

1) Tavisufali ritmis li. am repertuaris simRerebi a cappella sruldeba da 
maTi gamorCeuli Taviseburebaa neli vibratos gamRereba maJoruli sekundis 
gaxangrZlivebiT. Tu tonikad C-s moviazrebT, yoveli partia irCevs sam an oTx 
nots C, D da G-dan 3 oqtavaSi (mag. 1). E da A gamoiyeneba mxolod vibratoebSi D-E 
an G-A, dasavluri trelebis msgavsad. Sedegad, yvela xma Tavis partiaSi tovebs 
gamis meoTxe da meSvide safexurebs. magaliTi 2 aris tipuri simRera li wminda 
kvartisa da kvintis harmoniuli vibratos teqsturiT. soflis saeklesio himneb-
Si maJoruli samxmovaneba ar gamoiyeneba.

2) tati pulsirebuli ritmiT. am tipis simRerebi akompanirebulia simebi-
ani instrumeniT saxelwodebiT tati (sur. 4). sakravs gogrisagan damzadebuli 
jamismagvari muceli aqvs, romelzec Roris gawelili nawlavebia gadakruli. 
Txeli bambukis yelze gaWimulia liTonis simi, xolo joraki damzadebulia 
lokokinis niJarisagan, romelsac soflelebi amravleben da Wamen. tatize da-
kvrisas mravalgzis imeoreben orbgerian martiv ritmul motivs (mag. 3. 4). tonika 
miiReba simze marjvena xelis saCvenebeli TiTis gamokvriT, xolo sxva noti – a 
marcxena xelis TiTis msubuqi SexebiT. intervali am notebs Soris yovelTvis 
didi an patara seqstaa. magaliTad, Tu tonika aris C, meore noti iqneba A an As. 
tatiT Tanxlebul simRerebSi TiToeuli partiis Semsrulebeli irCevs samidan 
xuT bgeramde C, D, G da A-dan 3 oqtavaSi. sainteresoa, rom E da A gamoiyene-
ba, rogorc bunebrivi, ise dadablebuli saxiT, xolo bgeraTa simaRleebi mniS-
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vnelovnad gansxvavdeba Tanabartemperirebuli bgerebisagan. magaliTi 3 gviCven-
ebs tatiT Tanxlebul simReras sofleli bavSvebis SesrulebiT partiebiT ure 
da reso. es partiebi msgavs moZraobebzea agebuli da wminda kvartisa da kvintis 
intervalebs emyareba. bavSvebi amgvari martivi moZraobebis gamoyenebiT iwyeben 
swavlas, Semdeg ki euflebian iribi da Semxvedri moZraobis teqnikas, romelic 
naCvenebia magaliTebze 2 da 4 . garda amisa, tatiT Tanxlebul zogierT simRera-
Si kanonuri polifoniaa gamoyenebuli. magaliTi 4 gviCvenebs, rom ori pul-
sis Semdeg pirveli jgufis ure-s partiis melodia imitirebulia meore jgufis 
ure-s partiis mier. 

Cokris enaze Sesrulebuli simRerebis teqstebi Seqmnilia fiqsirebuli 
leqsebisgan, romlebic 4 da 5 marcvliani, ori, urTierTmonacvle frazisagan 
Sedgeba. magaliTi 5 tradiciuli sasiyvarulo simReraa. misi pirveli nawilis 
yoveli strofis riTma masSi Casmuli sityviT “ha Shevülü” (Cemi Seyvarebuli) sa-
siamovno STabeWdilebas axdens. tatiT Tanxlebul simRerebSi strofebi mraval-
gzis meordeba (ix., aseve, mag. 3).

  li-sa da tatiT Tanxlebuli simRerebis teqstebi Sinaarsis mraval-
ferovnebiT gamoirCeva da moicavs sasiyvarulo, pastoralur, sabrZolo, sag-
miro, samgloviaro da sxva Tematikas. magaliTi 6 warmoadgens simReris teqsts, 
romelic gadmogvcems sami biWunas megobrobas. isini odesRac morungSi cxov-
robdnen. ori maTgani Sehyurebs Ramis cas da akvirdeba sam varskvlavs orionis 
centrSi, fiqroben mesame, gardacvlil biWunaze da interesdebian, enatreba Tu 
ara mas isini da morungis cxovreba.

rogorc zemoT aRvniSne, sofleli biWunebi simRerebs tradiciulad mo-
rungis uxucesebisgan swavlobdnen, xolo gogonebi – brinjis mindorSi muSao-
bis dros. soflis tradiciis axalgazrdebisaTvis gadacemis SesaniSnavi Sesa-
Zlebloba iyo yovel ianvarSi, 7 dRis manZilze sagangebod gamarTuli ganwmendis 
ceremonia saxelwodebiT sukrunie – Caxesang-nagas yvelaze didi dResaswauli. 
simRerebi exmareboda axalgazrdebs, ara marto tradiciebis SeTvisebaSi, ar-
amed istoriisa da folkloris SecnobaSic. samwuxarod, zogierT sofelSi aseT 
tradiciul sasimRero kulturas qristianizacia da modernizacia dakargvis sa-
frTxes uqmnis. dRes im soflebSi, romlebSic me vmuSaob, li-s ZiriTadad qalebi 
asruleben da iSviaTad – mamakacebi, romlebic xSirad miemgzavrebian soflidan 
umaRlesi ganaTlebis misaRebad an samuSaod. me gamovikvlie zepiri gadacemis 
mdgradi da ganviTarebadi elementebi, gavaanalize simRerebis musikaluri da 
verbaluri teqstebi, ris Sedegadac aRmovaCine, rom li-s tradiciuli musi-
kaluri elementebi Zveleburad gadaecema memkvidreobiT, magram axalgazrdebs 
uWirT Tavisufali ritmis li-sa da tatiT Tanxlebuli rTuli simRerebis Ses-
ruleba, magaliTad, kanonuri polifoniis nimuSebisa, maTi Rrmad Seswavlis Ses-
aZleblobis arqonis gamo. garda amisa, sabrZolo an samgloviaro (dakrZalvasTan 
dakavSirebuli) Tematikis simRerebi ukve aRar sruldeba. maTi teqstebi qris-
tianobis gavleniT Seicvala (mag. 7). 

polifoniuri mRera da interpersonaluri TanamSromloba
ram ganapiroba Caxesang-nagas sazogadoebaSi polifoniuri mReris formire-

ba? am kiTxvis pasuxad li-s xSirad ganmeorebadi teqsti SeiZleba gamodges: “Ne 
hi mo zho, Hanü di yo le” (`uSenod ar var bednieri~). am striqons mravalgvari in-
terpretacia aqvs. es aramarto gzavnilia SeyvarebulisaTvis, aramed metaforaa 
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imis Sesaxeb, rom ar SeiZleba marto mRera da, rom bedniereba erTobliv mReras 
moaqvs. esaa, aseve, metafora Caxesangis socialuri sistemisa, romelic inter-
personalur TanamSromlobas emyareba. magaliTad, Caxesang-nagas soflis yvela 
macxovreblisTvis aqvs saerTo-saxalxo dResaswaulis tradiciuli Cveuleba, 
romlis farglebSi erT-erTi col-qmari umaspinZldeba Tanasoflelebs nairg-
vari kerZebiTa da brinjis ludiT. amgvari maspinZlobis samjer Sesrulebis 
SemTxvevaSi col-qmars aRiareben soflis cxovrebaSi Setanili wvlilisaTvis; 
aZleven uflebas, ataron sagangebod moqarguli Sali da sofelSi gamofenen 
qvas, romelic wyvilis simbolod iqceva. sxvagvarad rom vTqvaT, Caxesangis naga 
yovelTvis xazgasmiT aRniSnavs sazogadoebisaTvis gaweuli Rvawlisa da urT-
ierTmxardaWeris mniSvnelobas.

iaponelma eTnomusikologma koiZumim (1984) aRniSna, rom Tavebze nadiro-
bis1 tradiciebis mqone kulturebSi polifoniuri mReris mdidari tradicie-
bi SeiniSneba da es dakavSirebulia maTi sicocxlis SenarCunebasTan. marTlac, 
taivanis ZirZveli eTnikuri jgufi bununi asrulebda gansakuTrebul simReras 
Tavebze sanadirod wasvlis win, xolo igorotebs filipinebis CrdiloeT luso-
nidan hqondaT gongebis politirmuli ansamblis gamoyenebis Cveuleba Tavebze 
nadirobis dros. zustad aseve, Caxesangis nagas odesRac hqoniaT simRera Tav-
ebis Zebnis Sesaxeb, Tumca dRes is dakargulia. amis miuxedavad, vityodi, rom 
li-s SemTxvevaSi es ufro metad ukavSirdeba geografiul garemos da Sromis 
tradiciul kooperaciul sistemas. Caxesang-naga mdebareobs mTian teritori-
aze, irgvliv brinjis terasuli mindvrebi akravs da brinjis moyvana-damuSave-
ba-aReba-dabinavebasTan dakavSirebuli procesebis umravlesoba xorcieldeba 
axlo megobrebis jgufebis mier, sameurneo manqanebisa Tu mSromeli pirutyvis 
gareSe. am jgufebs Müle-s uwodeben. terasebze mZime samuSaoebis dros, Tu vinme 
wamoiwyebs lis muSaobis ritmSi, mas aucileblad ahyvebian Müle-s wevrebi sxva-
dasxva sasimRero partiiT. erToblivi simRera li zrdis muSaobis efeqturobas 
da amsubuqebs daRlilobis SegrZnebas. magram lis yvelaze mniSvnelovani fun-
qciaa solidarobis mxardaWera, urTierTdaxmarebis sistemis Camoyalibeba da 
interpersonaluri TanamSromloba.

gamowveva – musikaluri tradiciebis aRorZineba da 
momavali TaobisaTvis gadacema
erTi SexedviT, soflis axalgazrdobis qalaqSi gadinebisa da tradiciuli 

sofluri ritualebisa Tu festivalebis Semcirebis gamo, naga dadga zepiri 
tradiciis gadarCenis problemis winaSe,. arsebobs sazogadoebrivi azri, rom 
tradiciuli tomis kultura skolis programaSi unda iyos CarTuli (Nekha, 
2015). Tumca problemas qmnis oficialurad ganaTlebuli maswavleblebisa da 
swavlebis meTodebis ararseboba. Tumca, turistuli potencialis wyalobiT, 
nagalendis Statis xelisuflebam daiwyo nagas tomTa aramaterialuri kul-
turuli memkvidreobis xelSewyoba da 2000 wels Caatara pirveli festivali 
saxelwodebiT `rqacxvirebis festivali~. garda amisa, yovel dekemberSi. 10 dRis 
ganmavlobaSi, yoveli tomis erTi sofeli warmoadgens Tavis tradiciul musikas, 

1adamianis mokvlis Semdeg Tavis mokveTisa da Senaxvis tradicia. gavrcelebuli iyo umTavresad 
aziis, amerikis da Zveli evropis zogierT xalxSi. msgavsia saqarTvelos aRmosavleT mTianeTSi 
gavrcelebuli tradiciisa, romlis Tanaxmad mters mokvlis Semdeg mklavs kveTdnen da inaxa-
vdnen. 
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cekvas, TamaSebs, ritualebs da samzareulos e.w. `nagas memkvidreobis sofelSi~, 
romelic Statis xelisuflebis mieraa mowyobili. es xels uwyobs konfliqtur 
warsulTan kavSiris aRmofxvras, adgilobrivi ekonomikis gamococxlebasa da 
axalgazrdebis dainteresebas sakuTari tomis kulturiT. Tumca, tradiciebis 
aRorZinebis procesSi igrZnoba soflebis araTanabari Zalisxmeva da motivacia. 
garda amisa, tradiciul cekvebTan da TamaSebTan SedarebiT, lis polifoniis 
Senaxva da gadacema damatebiT Seswavlas moiTxovs.

daskvna
Caxesang-nagas lis polifoniuri tradicia Taobidan Taobas gadaecema. li-s 

repertuari orgvaria: Tavisufali ritmis li da pulsirebuli ritmis tati, 
romlebic yovelTvis polifoniurad imRereba. amavdroulad, melodia harmoni-
zebulia wminda kvartebisa da kvintebis intervalebis gamoyenebiT. simRerebis 
teqstebi Cokris enaze Seqmnilia fiqsirebuli leqsebisgan, romlebic 4 da 5 
marcvliani, ori, urTierTmonacvle frazisagan Sedgeba. erToblivi mRera iTv-
leba dadebiTi socialuri urTierTobebis mxardaWerisa da muSaobis tradiciul 
sistemaze zrunvis saSualebad, ris gareSec SeuZlebelia sofluri cxovreba. 
da bolos, tradiciuli polifonia li mniSvnelovan socialur rols TamaSobs 
Caxesang-nagas soflis mkvidrTa Soris interpersonaluri TanamSromlobis Cam-
oyalibebaSi.

Covid-19-is pandemiis gamo, 2020 wlis martidan nagalendi imyofeba izola-
ciaSi, romelic xangrZlivi droiT gagrZeldeba. Caxesangis nagas axalgazrdebi, 
romlebic qalaqebSi iyvnen ganaTlebis misaRebad, daubrundnen sakuTar soflebs 
da axla soflis meurneobiTYarian dakavebuli. me gavagrZelebdi Cems kvlevebs 
imaze fokusirebiT, Tu rogor imoqmedebs es movlena tradiciuli kulturisa 
da polifonia lis memkvidreobiTobaze momavalSi. garda amisa, Cven vapirebT, 
SeviswavloT li sxva soflebSic adgilobriv musikosebTan erToblivi kvlevis 
farglebSi da ar daviSuroT Zalisxmeva, rom vaqcioT li saganmanaTleblo re-
sursad misi partiturebis krebulis publikaciiTa da saganmanaTleblo dawese-
bulebebSi gavrcelebiT. 

SeniSvna

yvela foto, suraTi da sanoto magaliTi avtors ekuTvnis. 2, 3, 5, .6, 7 sanoto 
magaliTebze warmodgenili simRerebi da teqstebi Cawerilia avtoris mier sofel 
tifuzuSi, 2013-2015 wlebSi. sanoto magaliTi 4 momawoda Caxesangis kultur-
is kvlevis centrma. am naSromis mxardamWeria granti JSPS KAKENHI. grantis # 
JP16K02242.
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EMI OCADA
(JAPAN)

TRADITIONAL POLYPHONIC SINGING CULTURE AND 
INTERPERSONAL COOPERATIVENESS AMONG THE CHAKHESANG NAGA, 

AN ETHNIC MINORITY IN NORTHEAST INDIA

As Jordania (2010) has pointed out, vocal polyphony in Asia has received little scholarly at-
tention. In addition, in the field of South Asian regional folk music, the ethnomusicological studies 
of vocal polyphony are not sufficiently developed. An exception is Kauffmann and Schneider’s 
(1960) investigation of the music of indigenous Naga tribes in Northeast India. However, for over 
half a century, the Naga have struggled for independence from India and have been engaged in 
armed conflict with a huge contingent of Indian Army forces. Until 2011, and the deregulation of 
entry permits for foreigners, it has been difficult for scholars to conduct fieldwork in the area. Since 
2012, I have conducted research in the area by participant observations, interviews and sound re-
cordings, thereby exploring the Li singing culture of the Chakhesang Naga, who retain the richest 
tradition of vocal polyphony among all the Naga tribes. The aims of this article are to demonstrate 
the characteristics of Li singing culture and the current stable and evolving elements of oral trans-
mission and to discuss the social role of Li as a form of interpersonal cooperativeness among the 
Chakhesang Naga villagers.

Historical Background of Naga Tribes
The history of the Naga tribes was one filled with suffering. Their hardship began with the 

colonization of their land by the British Empire starting in 1878. In 1944, during the Second World 
War, some southern parts of the region were the sites of the Battle of Kohima, where the British 
Indian troops fought against the Japanese troops. An intense movement for Naga independence 
emerged in late 1940s, and on 14th August 1947, nationalist leader A.Z. Phizo declared indepen-
dence. However, this failed attempt at independence resulted in the division of the region into an 
Indian area and a Burmese area, separated by an international border. The Naga on the Indian side 
have vigorously struggled for independence since. In the 1950’s, the Indian Army waged armed 
conflict against the Naga. Hundreds of villages were destroyed and burned, and many villagers 
fought as soldiers against the Indian Army. In 1963, the Naga regions in India were renamed the 
State of Nagaland (fig. 1). Following a ceasefire agreement in 1997, the Nagaland government 
endeavoured to develop a peaceful society with original strategies for sustainable socioeconomic 
growth. Despite this, Naga people continue to be conflicted with regard to their identity as Naga 
and as Indian citizens.

The name Naga refers to an aggregate of several tribal minorities of Indo-mongoloid origin 
near the Indo-Myanmar border. According to the 2011 Census of India, the population of Nagaland 
is 198,602, 84.2% of whom identify as Naga. There are 14 Naga tribes recognized by the Nagaland 
government. In descending order of population, there are Konyak Naga, Sema Naga, Ao Naga, 
Lotha Naga, Chakhesang Naga, Angami Naga, Sangtam Naga, Zeliang Naga, Yimchunger Naga, 
Chang Naga, Rengma Naga, Khiamnungam Naga, Phom Naga and Pochury Naga.
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 The Chakhesang Naga is the focus of this article. In Nagaland, Nagamese derived from 
Assamese and Bengali are spoken as the common language because the indigenous languages used 
by each Naga tribe are extremely different to communicate with each other. The community of each 
tribe and relationships between people are strongly maintained not only within village areas but in 
the urban areas where Naga have migrated. Accordingly, Naga is a type of ethnic concept of unity in 
diversity which has been structured and shaped by the experience of resistance. Naga identities are 
multilayered, as Naga in contrast to Indians, and as distinctive tribes within the Naga sphere (fig. 2).

Naga Traditions and Christianization
Traditional Naga society was based on egalitarian relationships lacking hierarchical social 

class. A system of parliamentary government by Gaon buras (village elders) became firmly estab-
lished during British colonial period. All Naga tribes traditionally practiced animism and headhunt-
ing. For example, the Naga believed that the megaliths had souls, and animal skulls were displayed 
on the doorsteps of every house as an amulet to ward off evil. Likewise, headhunting was used to 
defend villages or hunting grounds against neighboring enemies, and it was important as the rite of 
passage to attaining manhood. In the traditional morung educational system, boys lived together in 
dormitories and learned a number of traditions, including hunting skills, ritual activities, tattooing, 
dancing and singing. In this nonliterate society, such a system was essential to the transmission of 
hereditary folklore, ancestral history and the skills and knowledge required of Naga men. However, 
the morung system disappeared following the introduction of Christianization. 

 Nowadays, approximately 75% of Naga in Nagaland are Baptist Christians. The first Baptist 
church was established in the region in 1872 by American missionary Edwin W. Clark (1830-
1913). The Baptist doctrine was gently propagated throughout the Naga region from north to south. 
Schools and Baptist churches gradually became the focal point of Naga villages. In contemporary 
Nagaland, Sunday services are conducted in local tribal languages and villagers sing hymns and 
gospel music with Western functional harmony.

Why was there such an overwhelming conversion of Naga to Baptist Christianity? Given the 
traditional Naga social structure of egalitarianism and democracy, converting to the congregation-
alism of the Baptist church was not difficult. For example, Baptists pastors are typically chosen 
from their own tribes, and the church has always maintained their democracy and the use of tribal 
languages. Moreover, Naga were also drawn to the Baptist church by their deep interest in its music. 
Traditionally, singing together with indigenous vocal polyphony was an integral part of Naga life. 
Therefore, a strong interest in the mixed choral style of church singing was an important driver of 
conversion to Christianity. Even in the urban areas, each Baptist church belongs to an individual 
Naga tribe and serves to preserve the vitality of Naga tribal communities and networks.

Characteristics of Traditional Li Polyphony
According to the 2011 Census, the Chakhesang Naga has a population of 154,874. Most make 

a living from agriculture in the mountainous villages of Phek district, in the southern part of Naga-
land. The name Chakhesang is a generic term for three sub-tribes who speak Chokri, Khezha and 
Sangtam languages. The name is a combination of the first syllable of each (cho+khe+sang) and 
was approved in 1945.

My research explores the Li singing culture in the Chokri language. Among all the Naga tribes, 
Chokri speakers have the richest surviving tradition of vocal polyphony, due to an almost total ab-
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sence of cultural influence from Assam or Burma and the areas’ relatively late and slow conversion 
to Christianity in the 1970s. Today, the Li is often sung by village women during cooperative work 
in the mountainous rice fields, and there exist various polyphonic motions. First, I will demonstrate 
the original musical elements of Li that I recorded during fieldwork in Thipuzu and Phusachodu 
villages. Li is sung with a minimum of two voices and a maximum of eight mixed voices, and each 
voice part is named according to its register, such as shuli, ure, reso, botsü and so on. All parts are 
performed using the same rhythm and lyrics, and sometimes the lowest rhythmic drone of one-pitch 
is added. Li is not a parallel polyphony, but the parallel fourth, fifth and eighth frequently appear 
and this is also characteristic of the harmonic texture of perfect fourth and fifth intervals. The Li 
repertoire is classified into 1) free rhythm Li and 2) pulse rhythm Tati (fig 3).

1) Free rhythm Li songs are performed a cappella and their distinctive feature is that they 
are sung with the slow vibrato of extent of major second. Supposing that the tonic is C, each part 
chooses three or four notes from C, D and G in 3 octaves (ex. 1). E and A are used only on the vi-
bratos of D-E or G-A, similar to Western trills. As a result, all the tones in their repertoire omit the 
fourth and seventh degrees from the tonic. Example 2 is a typical Li song with the harmonic vibrato 
texture of perfect fourth and fifth. No major triad is used in the hymns that villagers sing at church.

2) Pulse rhythm Tati songs are accompanied by a plucked string instrument called the Tati 
(fig. 4). The Tati has a bowl-shaped gourd body and a skin made of stretched pig bowels. A thin 
bamboo neck is strung with a steal string and the bridge is made of the shell of a pond snail that 
villagers cultivate and eat. In Tati, a simple rhythmic pattern is performed repeatedly with only two 
notes (ex 3, 4). The tonic is obtained by plucking with the right forefinger and the other note by 
slightly touching the string with a finger of the left hand. The interval of these notes is always major 
sixth or minor sixth. For example, when the tonic is C, the other note is A or A flat. In Tati songs, 
the singer of each part chooses from three to five notes among the C, E, G and A in 3 octaves. Inter-
estingly, E and A are used in both natural and flat notes, and the pitches are considerably different 
to those of equal temperament. Example 3 shows a Tati song performed by village children with 
Ure and Reso parts. Those parts have a similar motion and the long tone of perfect fourth or fifth. 
Children start to learn Tati songs using a simple motion such as this and then acquire the technique 
of oblique motion and contrary motion seen in examples 2, 4. In addition, some of Tati songs have 
canonic polyphony. Example 4 shows that, after two beats, the melody of the Ure1 part of the first 
group is imitated by the Ure2 part of the second group. 

Song lyrics in Chokri language are composed of a fixed verse of two alternating phrases of 
four and five syllables example 5 is a traditional love song expressing a girl’s affection and anx-
iety for her boyfriend, Tüshuyo, and the second verse is a metaphor for many other girls making 
advances on Tüshuyo. The rhyme in the first part of each verse and an inserted word “ha Shevülü” 
(my beloved) gives a sweet impression. In Tati songs, each verse is sung repeatedly see also ex. 3). 

The lyrics of Li and Tati songs cover a variety of topics, including love, nature worship, bat-
tles, village heroes, obsequies, friendship and so on. Example 6 describes the friendship of three 
boys who once lived together in a morung. While two of the boys look up at the night sky and 
gaze at the three stars at the centre of Orion, they think of the third boy, who has died, and wonder 
whether he is missing them and their life in the morung.

As mentioned earlier, village boys traditionally learned their songs from elders in the morung. 
And village girls learned them while working in the paddy field. Especially for seven days of every 
January, a purification ceremony called “Sukrunye,” the biggest festival for the Chakhesang Naga, 
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was the perfect opportunity to transmit such a village tradition to younger people. The songs helped 
them to not only to acquire their traditions but also to know their own history and folklore. Unfortu-
nately, in some villages, such traditional singing culture is in danger of being lost due to Christian-
ization and modernization. In the villages of my fieldwork, today, Li is mainly sung by women and 
is seldom sung by men, who often leave the village temporarily for higher education or to work. I 
conducted an examination of the stable and evolving elements of oral transmission, analyzing both 
the musical elements and song lyrics. As a result, I found that the traditional musical elements of 
Li continue to be inherited, but there is a general tendency among young people to lack the ability 
to sing free rhythm Li songs and complex Tati songs, such as those with canonic polyphony, due 
to a lack of opportunities to learn deeply. In addition, songs on the themes of battles or obsequies 
are no longer performed and have been replaced by new lyrics influenced by Christianity, such as 
those of example 7.

  
Polyphonic Singing and Interpersonal Cooperativeness
Why did polyphonic singing style develop in the Chakhesang Naga society? A commonly 

used Li verse may give us a clue: “Ne hi mo zho, Hanü di yo le” (Without you, I am not happy). This 
line has multiple interpretations. It is not only a message for a lover, but also a metaphor that one 
cannot sing alone and that singing together brings happiness. It is also a metaphor of a Chakhesang 
social system founded on interpersonal cooperativeness. For example, Chakhesang Naga has a tra-
ditional custom of organizing a feast for all the villagers. A husband and wife would offer various 
dishes and rice beers to the villagers during the mentioned festival and would be recognized as hav-
ing contributed to the village by accumulating these offers three times. Only those who have done 
so are allowed to wear a special embroidered shawl and a stone symbolizing the couple is displayed 
in the village by the villagers. In other words, the Chakhesang Naga has always emphasized the 
importance of giving back to the community and the relationship of mutual support.

Japanese ethnomusicologist Koizumi (1984) indicated that cultures with a tradition of head-
hunting also have rich polyphonic singing and it relates to the preservation of their lives. Indeed, 
the Bunun, the Taiwanese indigenous ethnic group, have had a particular song to sing before they 
left for headhunting, and the Igorots of northern Luzon of the Philippines have had the custom of 
playing gongs with a polyrhythmic ensemble while headhunting. Similarly, the Chakhesang Naga 
once had a headhunting song, but it has been lost today. However, I would argue that in the case 
of the Li of the Chakhesang Naga, it is most associated with the geographical environment and 
traditional cooperative system of labour. The village of the Chakhesang Naga are situated in moun-
tainous terrain surrounded by terraced rice fields, and most of the processes of plowing, harrowing, 
impounding, transplanting, harvesting, threshing and hulling by undertaken by small groups of 
close friends called Müle, without the use of agricultural machinery or beasts of burden. During 
hard work in the terrace fields, when someone begins to sing Li as they fall into the rhythm of work, 
other Müle members will respond with different voice parts. Singing Li together helps to improve 
work efficiency and to overcome fatigue. Furthermore, the most important function of the Li is that 
it maintains solidarity, creating systems of mutual aid and interpersonal cooperativeness. 
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Challenge to the Revival and Transmission of Musical Traditions to Next Generation
At a glance, the Naga has had the problem on survival of the oral traditions by the continuing 

hemorrhage of rural youth to urban centres and the decrease of traditional village rituals and festi-
vals. There is public opinion that traditional tribal culture should be included in the school curric-
ulum (Nekha, 2015). However, the lack of formally educated teachers, teaching method and texts 
pose problems for curriculum inclusion. As another breakthrough, because of its tourism potential, 
the Nagaland state government has begun to promote intangible aspects of tribal culture, and held 
the first “Hornbill Festival” in 2000. For ten days of every December, representative villages from 
each tribe showcase their traditional music, dance, games, rituals and food at Naga Heritage Vil-
lage, which has been constructed by the state government. This has the effect of eradicating the 
long-standing association of the region with conflict, it reinvigorates local economies and it pro-
vides a trigger for young people to develop a deeper interest in their own tribal culture. However, 
in traditional revivals, there is a disparity in efforts and motivation between villages. Moreover, 
compared to traditional dances and games, the preservation and transmission of the Li polyphony 
singing need to be explored further.

Conclusion
The Chakhesang Naga has handed down the Li polyphony tradition from one generation to the 

next. The Li repertoire is classified into free rhythm Li and pulse rhythm Tati, and they are always 
sung with a polyphonic texture of many voices. The melody is simultaneously harmonized by the 
frequent use of perfect fourth and fifth intervals. Song lyrics in the Chokri language are composed 
of a fixed verse of two alternating phrases of four and five syllables and people express internal 
feelings by vocalizing simple words. As a means to maintaining good social relations and carrying 
on traditional system of work, singing together is indispensable to traditional village life. In con-
clusion, traditional Li polyphonic singing plays an important social role in creating interpersonal 
cooperativeness among the Chakhesang Naga villagers.

Due to the Covid-19 pandemic, Nagaland will be under lockdown for a long time from March 
2020. Young Chakhesang Naga who had gone to the cities for higher education or to work have 
returned to their villages and are now engaged in agriculture. I would like to continue my research 
focusing on how this will lead to the inheritance of traditional culture and Li in the future. Addi-
tionally, we intend to study Li in more villages as a joint study with local musicians and to engage 
in efforts to turn Li into an educational resource through the publication of a collection of Li scores 
and their distribution to educational institutions.

Note

All photos, figures and transcriptions of staff notation are by the author. The Songs of fig.5, 7, 9, 10, 
11 were recorded in Thipuzu village during 2013-2015 by the author, and the song of Fig.8 was pro-
vided by Chakhesang Culture Research Centre. This work was supported by JSPS KAKENHI Grant 
number JP16K02242. 
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suraTi 1. nagalendis Stati indoeTSi.
Figure 1. Nagaland State in India

 

suraTi 2. naga tradiciul samosSi (marcxniv: angmani naga, marjvniv: Caxesang naga).
Figure 2. Naga in traditional costume (Left: Angami Naga; Right: Chakhesang Naga). 
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suraTi 3. ori tipis simReris musikaluri elementebi. 
Figure 3. Musical elements of two types of songs.

Types of Songs Li Tati
Rhythm Free rhythm Pulse rhythm in two-four time (2/4)
Accompaniment N/A (a cappella) Tati (plucked one string instrument)
Tones C D G (supposing the tonic is C) C E G A (supposing the tonic is C)
Characteristics - Slow vibrato like a trill (D-E, 

G-A)
- E and A are used only on the 
vibratos
- Vibrato texture is perfect 4th 
or 5th
- Includes similar/oblique/con-
trary motion

- Tati simple rhythmic pattern using only 
C and A
- E and A are used as both natural and flat 
notes
- Long tone of perfect 4th, 5th or 8th
- Rich variety: drone polyphony, canonic 
polyphony

suraTi 4. sofleli gogonebi tatiT.
Figure 4. Village girls with a Tati.

magaliTi 1. Tavisufali ritmis li simRerebSi gamoyenebuli bgerebi. 
Example 1. Notes used in free rhythm Li songs.
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magaliTi 2. li simReris magaliTi harmoniuli vibratoTi.
Example 2. Example of a Li song with harmonic vibrato.

magaliTi 3. tatiT Tanxlebuli simRera bavSvebis SesrulebiT (realurad JRers 
patara sekundiT dabla). 
Example 3. Tati song sung by children (Actual pitch is minor second lower).

 

magaliTi 4. tatiT Tanxlebuli simRera kanonuri polifoniiT (realurad patara 
terciiT maRla JRers.
Example 4. Canonic polyphony Tati song (Actual pitch is minor third higher). 
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magaliTi 5. sasiyvarulo simRera bavSvebis SesrulebiT. pirveli nawili OoTx-
marcvliania, meore – xuTmarcvliani.
Example 5. Love song sung by children. The first part has four syllables, the second part has five 
syllables.

1. N zi zütsu, (Ha Shevülü) Lu hamho yono. Last night, (my beloved) in my dream.
2. Nhajo mhopü, (Ha Shevülü) Tüshuo chokhra. Green weed-ridden path to Tüshuyo’s 
home.
3. Bethe zü sü, (Ha Shevülü) Lükre tahino. She grasps his hand, and says “Don’t change 
your mind

magaliTi 6. biWebis megobrobis simRera.
Example 6. Boy’s Friendship song.

1. Tüyo thenyu, Khriesa süh ko. Stars in the sky, those three stars look like us.
2. Püh no Zhümo, Püh no Puhünü. One is Zhümo, one is Puhünü.
3. Lu metsulü, Küvechothiyi. The middle one is Küvechothiyi.
4. Chothiyi ne, Sa tsü lu yori. Chothiyi (Küvechothiyi) died and he is in the other world.
5. Ziede münyü, Lüshü krayoshe. He is missing morung’s bed and crying in sadness.

magaliTi 7. qristianobis gavleniT Seqmnili axali teqsti.
Example 7. New lyrics influenced by Christianity.

1. Tha tüso hi, Ukünü tüso. Today is a good day.
2. Hakü nü la, Chele to zü ho. With joy, we sing this song.
3. Urami po, Kuveyo thite. May good things happen.
4. Jisu kükhrü, Ungo ri zole. For love, God is amazing.
5. Tsu zo sa sü, Hali tso te ho. This is the end of our song.
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helen risi
(gaerTianebuli samefo/aSS)

polifoniuri folkloruli simRera samxreT CineTis
tibetur-burmanul jgufebSi

adamianebis umetesobaSi tradiciuli Cinuri musika maSinve ar iwvevs asoci-
acias mravalxmianobasTan, yovel SemTxvevaSi, im gagebiT, romliTac es termini 
zogadad gamoiyeneba evropaSi1. qveynis udidesi eTnikuri jgufi, saxelad xani (
汉族), romlis winaprebi Cinur enebze laparakobdnen da iyvnen ZiriTadi Cinuri 
kulturebis matareblebi, cnobilia, ZiriTadad, monofoniuri da antifonuri 
da lider-gundis stilis2 xalxuri Sromis simRerebiT, gundis met-naklebad uni-
sonuri JReradobiT. maTi Tanxmlebi TxrobiTi simRerebi, saopero elementebi 
da instrumentuli ansamblebi xSirad gamoirCeva daxvewili da Zalian lamazi 
heterofoniiT, sadac yvela partia asrulebs erTsa da imave ZiriTadi melodiis 
variantebs; evropelebis azriT ki, namdvili mravalxmianoba isaa, roca damou-
kidebeli xazebis kombinireba qmnis srulyofil mTlianobas, romelic Tvise-
brivad gansxvavdeba misi calkeuli nawilebis jamidan, rac ar warmoadgens xanis 
Cinuri musikis zogad maxasiaTebels3.

CineTis ramdenime eTnikur umciresobas Soris Cven vxvdebiT mravalfunqci-
ur simRerasa da instrumentul ansamblebs, sadac damoukidebeli melodiuri 
xazebi urTierTqmedeben polifoniurad da ara heterofonurad. es naSromi war-
mogidgenT monacemebs CineTis ukiduresi samxreT-dasavleT provincia iunanis 
tibetur-burmanuli xalxis sami aseTi Janris Sesaxeb (sur. 1), romlebSic aseve, 
mocemulia adgilobrivi momRerlebis interpretaciebi maTi simRerebis poli-
foniur struqturaze. naSromi mTavrdeba im kixotikuri4 poziciis ganxilviT, 
romelsac es tradiciebi dRes oficialurad aRiareben aramaterialur kul-
turul memkvidreobad, miuxedavad imisa, rom adgilobrivebSi maTi gadacema 
Taobidan Taobaze didi xania mcirdeba.

samxreT-dasavleT CineTis eTnikuri umciresobebi
CineTis 1,4 miliardze meti mosaxleobis cxra procentze naklebi mTav-

robam daasaxela, rogorc oficialurad aRiarebuli ormocdaxuTi eTnikuri um-
ciresobis warmomadgeneli (zedmetia imis Tqma, rom klasifikaciis oficialuri 
sistema mniSvnelovnad amartivebs adgilze arsebul situacias). am ara-xanuri 
jgufebis umetesoba cxovrobs CineTis sasazRvro provinciebSi, saidanac iunan-

1 statiaSi Cinuri saxelebi da terminebi motanilia Cinuri standartuli warmoTqmis Sesabamis-
ad, xolo saxelebi da gvarebi – Cinuri wesiT – jer gvari da Semdeg saxeli. 
2 lider-gundis stils uwodeben imas, rasac Cven, faqtobrivad, responsurul simReras veZaxiT 
– lideris anu solostis simReras pasuxobs (eqosmsgavsad) gundi, romelic, amave dros, gamox-
atvvis sxva formasac mimarTavs:raRacas fizikurad akeTebs an warmodgenas qmnis da a.S. (red.). 
3 wyaroebi inglisurad moicaven: Schimmelpenninck, 1997: 276–287, xanis Cinuri xalxuri simRere-
bis jgufuri mReris Sesaxeb; Tsao, 1988, TxrobiTi simReris Janris transkrifciisTvis; Witzleben 
1995, instrumentuli ansamblebis Janris heterofoniis analizisTvis.
4 ukuduresad idealisturi (red.).
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is provincia kargi magaliTia. iunani esazRvreba samxreT-aRmosavleT aziis sam 
qveyanas dasavleTiT da samxreTiT, xolo misi mosaxleobis erTi mesamedi 46 
milionze metia, ocze meti oficialurad aRiarebuli umciresobis wevri, maT 
Soris, tibeti-burmanis ramdenime jgufi. regioni ukiduresad maRalmTiania da 
1990-ian wlebamde rTuli iyo komunikacia, ase rom bevri eTnikuri jgufi arse-
bobda, garkveulwilad, izolaciaSi5. zogierT sofels 1990-iani wlebis bolomde 
ar hqonia eleqtroenergia – da, Sesabamisad, televizia da kompiuteri, – ris 
Sedegad, aq arsebobda musikisa da cekvis gamorCeuli, uaRresad lokalizebuli 
tradiciebi, romlebic yvelaze metad ukavSirdeboda yoveldRiur cxovrebas, 
dResaswaulebsa da ritualur saqmianobas. maT Soris aris mravalferovani sa-
simRero tradiciebi, romelTagan zogierTi lider-gundis stilSia, Zlieri po-
lifoniuri elementebis gareSe.

am statiaSi me gavamaxvileb yuradRebas sam Janrze, romlebic gamorCeulia 
SesamCnevi polifoniuri maxasiaTeblebiT. samive modis jgufebidan, romlebic 
laparakoben tibetur-burmanul enebze. mxedvelobaSi maqvs Jingpo (景颇族), Nn-
aqsi (纳西族) da Hhani (哈尼族)6. samive SemTxvevaSi ar arsebobs musikaluri aR-
niSvnis, an formaluri swavlebis tradicia; simRerebi smeniTaa gavrcelebuli 
yoveldRiur cxovrebaSi.

Canawerebi
Cemi kvlevis didi nawili eTmoba iunanSi naqsis eTnikuri jgufis musikas. 

ufro meti geografiuli arealis dasafaravad, me vTanamSromlobdi Cems iunanel 
ufros kolegebTan, profesorebTan Jang singrongisa da li veierisTan, rom-
lebic provinciis pionerebi iyvnen 1980 da 1990 wlebSi masalis Cawera-gadaReba-
sa da kvlevebSi. me maTTan da holandiur kompania Pan Records-Tan erTad vmuSaob-
di ramdenime wlis ganmavlobaSi, rom gamomeqveynebina maTi xalxuri Canawerebi 
xuT CD-ze, da swored am klasikuri CD-ebidan viReb Canaweris sam magaliTs7.

pirveli magaliTi: Jingpo, Sromis simRera 
audiomag. 1 ekuTvnis iunan-burma/mianmaris sazRvarze mcxovreb jingpo 

xalxs8. es jgufi, romelic, albaT, milionze met adamians iTvlis, cnobilia ro-
gorc kaCini burma/mianmarSi da, ZiriTadad, dasaxlebuli arian burmaSi, 150 000 
km-iT dasavleT iunanSi da cota – Crdilo-aRmosavleT indoeTSi9. es Sromis 
simRera Cawerilia 1986 wels dehongis prefeqturaSi. ori qali iyenebs filTaqva-
sa da rodinis qvas brinjis dasaafxvnelad. muSaobisas isini mRerian SesaniSnav 
mravalxmian simReras, romelic moicavs or oqtavas, xolo TiToeuli qalis mier 
qvis monacvleobiT dartyma filTaqvaSi uzrunvelyofs mudmiv ritmul Tanxle-

5 Harrell 1995; Mullaney 2011; National Bureau of Statistics of China 2011; Yunnan sheng tongjiju 2012.
6 CineTis eTnikur umciresobebis mravalnawiliani xalxuri simReris farTo kvlevebi, maT So-
ris, tibeto-birman xalxebs Soris, ix., Fan Zuyin 1994. msgavsi simRerebisaTvis iunanSi (Yunnan) ix. 
CD-ebi Alili (2004) da Nanwoka (2005).
7 es xuTi diskia: Baishibai (1995), 2-CD – Alili (2004), da 2-CD – Nanwoka (2005). am 
proeqtze diskusia ix. Rees, 2020. madlobas vuxdi b-n bernand kleikamps, Pan 
Records-is mflobels, romelmac momca SesaZlebloba gamomeyenebina sami nimuSi.
8 CD Baishibai (1995), biliki #23. Cawerilia longCuanSi, 1986 wlis 22 Tebervali. 
9 Michaud, 2006; “Jingpo People” 2020.
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bas. simRera iwyeba imiT, rom qalebi erTmaneTs mokle frazebiT mimarTaven da 
Semdeg ki, zogjer mRerian imitaciur mravalxmianobaSi; sxva dros, erTi inar-
Cunebs vokalur ostinatos, xolo meore mReris mis zemoT. sityvebi umetesad 
xmovnebisgan Sedgeba. simReris stilze CanawerSi ar arsebobs komentarebi. ra 
Tqma unda, es aris fizikurad Zneli samuSao, romlis drosac qalebma unda moax-
dinos TavianTi moZraobebis koordinacia. savaraudod, simRera exmareba maT ama-
Si, iseve, rogorc muSaobis damRleli procesis sasiamovnod gardaqmnaSi (sur. 2).

meore magaliTi: naqsis sacekvao simRera We sseiq sseiq10 
audiomag. 2 Crdilo-dasavleT iunanis lijiangis naqsi xalxis simRera. cxov-

roben tibetis sazRvarTan axlos11. sul raRac 325,000-ze meti naqsia, romelTa 
didi umravlesoba cxovrobs Crdilo-dasavleT iunanSi da dakavebulia miwaTmo-
qmedebiTa da mesaqonleobiT. maT saukuneebis ganmavlobaSi hqondaT kulturuli 
urTierToba tibetelebTn, xanis xalxTan da sxva mezoblebTan, rac aSkarad Cans 
maT mravalferovan musikalur memkvidreobaSi12. ZirZveli naqsiuri xalxuri sim-
Rerebi moicavs solo, antifonur da mravalfunqciur simRerebs, romelTagan 
erT-erTi, We sseiq sseiq, cnobilia Tavisi ornawiliani mravalxmiani struqturiT. 
mas mRerodnen mamkacebisa da qalebis jgufi, romelic cekvaven nabij-nabij wri-
ulad. mamakacis solo sruldeba Ria frazebiT, improvizebuli teqstiT da mas 
pasuxoben qalTa da mamakacTa unisonuri gundebi, romelTa melodiuri xazebi 
erTmaneTisgan damoukidebelia. mamakacTa gundi uxeSad yviris Tavis melodias, 
xolo qalTa gundi, rogorc Cans, baZavs Txis kikins. es Janri imRereboda ro-
gord dakrZalvebze, ise dResaswaulebze (sur. 3). aq dasawyisi sityvebia: „liji-
angSi mcxovrebma adamianebma, visac cekva SeuZlia, erTad vicekvoT~.

bevri naqsi mogviTxrobs simReris warmoSobis Semdeg istorias: Zvelad, mecx-
vare biWma ori Txa dakarga. misi sofleli kacebi da qalebi gamovidnen dakargu-
li Txebis ZebnaSi dasaxmareblad. sana kacebi yvirodnen da cdilobdnen Txebis 
iZulebas, gamosuliyvnen samalavidan, qalebi baZavdnen Txis kikins, raTa isini 
iqidan mSvidad gamoetyuebinaT. sxva ambavi mogviTxroba, rom es Janri warmoiS-
va simRerisa da cekvisgan, romelsac asrulebdnen moCvenebebisa da demonebis 
gandevnis mizniT13. rasakvirvelia, am simRera-cekvis adgilobrivi warmoSobis 
istoriebi cdiloben gaiTvaliswinon misi smeniTi maxasiaTeblebi, rac sakmaod 
uCveuloa naqsi xalxuri simRerebisTvis.

mesame magaliTi: brinjis gadargvis rvaxmiani simRera 
audiomag. 3 erT-erTi yvelaze cnobili xalxuri Canaweria iunanis musi-

kalur mecnierebaSi14. is ekuTvnis baina xanis eTnikur jgufs, romelic cxov-
robs provinciis samxreTiT, vietnamis sazRvarTan, honge olqis soflebSi. xanis 
mosaxleoba TiTqmis ori milionia, umetesoba cxovrobs iunanSi, 400,000-mde ki 
– vietnamSi, laosSi, tailandsa da burma/mianmarSi. isini ganTqmulni arian Ta-

10 sityvas mniSvneloba ar aqvs, samRerisia (red).
11 biliki 1, CD Baishibai (1995). Cawerilia liiangSi, 1994 wlis 5 Tebervals.
12 informacia naqsis xalxis demografiis, eTnografiisa da musikis Sesaxeb ix. Rees, 2000 (saeqs-
pedicio Canawerebis diskiT), da Rees, 2021.
13 biliki #1, CD Baishibai (1995).
14 biliki 11, CD 1, Alili (2004). Cawerilia studiaSi kunmingSi, 1995 wlis 31 maiss. 
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vianTi STambeWdavi terasuli brinjis saTburebiT, romlebic maTi regionis ci-
cabo mTebze asobiT futis simaRleze izrdebian15. sanam 1995 wlis TebervalSi 
profesorebi Jang singrongi da li veieri ar estumrebodnen baina xanis sof-
lebs, gare samyarosTvis cnobili ar iyo, rom soflis mosaxleoba mravalxmiani 
simReris SesaniSnav formas asrulebda. is Seicavs mraval xmas, TiToeuli mRe-
ris calkeul xmas instrumentuli TanxlebiT. sami Tvis Semdeg, profesorebma 
Jangma da lim SeZles soflelebi CamoeyvanaT provinciis dedaqalaq kunmingSi. 
simRerebis TiToeuli xma calke mikrofoniT Caweres, ramac SesaZlebeli gaxada 
transkrifciis gakeTeba (Zhang, 1997).

es magaliTi axla yvelaze cnobilia Canawerebis am sesiidan. es aris brinjis 
gadargvis simRera, rva qalisa da mamakacis xma Semodis erTmaneTis miyolebiT, 
gadaberili fleitisa da ori simebiani liuTis ostinatoTi. teqstSi saubar-
ia brinjis gadargvis rTul sezonze da imaze, rom yvelani unda Seikribon da 
Seasrulon mZime samuSao16. profesorma Jangma mokled aRniSna: „Cven gaognebuli 
viyaviT mravalxmiani simReris rTuli koordinaciiT, gadidebuli da Semcire-
buli kvarta-kvintebis gamoyenebiT da gamorCeuli instrumentuli TanxlebiT~ 
(Zhang, 1997:145). 

Semdeg man ganagrZo: „Cven vkiTxeT momRerlebs, Tu ratom moswonT simRe-
ris es stili xmebis Tanmimdevruli SemosvlebiTa da melodiuri naxtomebiT. 
erTma gviTxra: rodesac erTi iwyebs siaruls, danarCenebi Taviseburi nabijiT 
mihyvebian TavianT gzas. mxolod sakuTari saxlis datovebis Semdeg SeuZlia 
yvelas iaros erTad. meorem Tqva: rodesac mindvrebSi brinjis nergebis gadasa-
tanad, mivdivarT, zogi adre modis, zogi gvian gvierTdeba; gadanergvis simRe-
rebi swored ase imRereba~.

1920-ian wlebSi dabadebulma yvelaze xandazmuli momReralma, qalbatonma 
li ianbanerma maT naTqvams daamata: „Tu gogoebi gadanergvis simRerebs ar imRe-
rebdnen, mamakacTa sulebi jojoxeTSi aRmoCndebian da muSaobis dros mZinare 
iqnebian. yvela cdilobda sulebis gamoZaxebas, Tu pirveli pasuxs ar miiReb-
da, meore ganagrZobda gamoZaxebas; Tu meorec warumatebeli iyo, Semdeg mesame 
SeuerTdeboda da ase Semdeg. swored am gziT, yvela Tanmimdevrulad ebmeboda 
sulebis gamoZaxebaSi da simReris gadanergvis stilic TandaTanobiT iqmneboda“ 
(Zhang 1997:146, 152).

aq, iseve, rogorc naqsis SemTxvevaSi, xani momRerlebi xsnian TavianTi ga-
morCeuli simReris stils, romelic pirdapir kavSirSia yoveldRiur saqmiano-
basTan da sulier rwmenebTan. maTi ganmartebebi aCvenebs am simRerebis musi-
kaluri struqturis Segnebul gaazrebas. 

dafasebulia Tua ara aramaterialuri kulturuli memkvidreoba 
Tu tradiciebi mcirdeba?
im dros, 1980 da 1990 wlebSi, rodesac profesorebi Jangi da li TavianT 

adreul Canawerebs akeTebdnen da filmebs iRebdnen iunanuri musikis Sesaxeb, 
dainteresebuli mecnierebis patara wris miRma ramdenime ucxoeli afasebda am 
unikalur tradiciebs. im dros, CineTi jer kidev didwilad iyo dakavebuli 
oficialuri ritorikiT, romelic privilegias aniWebda modernizebul, folk-

15 “Hani People” (2020); SeniSvna hanis ganyofilebaSi Alili (2004).
16 SeniSvna bilikSi #11, CD 1, Alili (2004).
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lorizebul xalxur saSemsruleblo xelovnebas da dasavlur Tanabar tempera-
cias, rogorc upiratess soflis Temebis `uxeS~, `CamorCenil~, `ara mecnierul“ 
adgilobriv JReradobasa da regulirebis sistemebTan SedarebiT. imavdroulad, 
me-20 saukunis bolos, ramdenime mizezis gamo, albaT, soflis araerTi tradi-
ciuli saSemsruleblo xelovneba eZleoda daviwyebas. mizezi iyo politikuri 
devna 1966–1976 wlebis eqstremistuli kulturuli revoluciis dros, 1980 – 
iani wlebidan – axlad Semosuli televizia da masmedia, soflis axalgazrdebis 
migracia am epoqaSi, raTa SeeqmnaT CineTis arakvalificiuri, magram mniSvnelo-
vani urbanuli samuSao Zala da adgilobrivi oficialuri pirebis qedmaRlo-
ba adgilobrivi mosaxleobis mimarT (Rees, 2012). eleqtroenergia da televizia 
baina xanis soflebSi Cavida 1990-iani wlebis bolos da ramdenime weliwadSi 
Zneli aRmoCnda 1995 wels pirvelad Cawerili SesaniSnavi mravalxmiani simReris 
tradiciis SenarCuneba17.

Tumca, 21-e saukunis dasawyisSi, nawilobriv, iuneskos programiT – „kaco-
briobis zepiri da aramaterialuri memkvidreobis Sedevrebi“ – STagonebulma 
CineTma daiwyo aramaterialuri kulturuli memkvidreobis (ICH), bevri soflisa 
da adgilobrivi xelovnebis nimuSebis, adgilobrivi, provinciuli an erovnu-
li memkvidreobis, rogorc fasdaudebeli Rirebulebis wardgena iuneskoSi. am 
tradiciebis uwyveti gadacema gaxda saxelmwifos interesi, didi Tanxebi daix-
arja sajaroobis, kvlevisa da treningis klasebSi (Rees, 2012). xanis mravalxmiani 
simRera da Naxi we sseiq sseiq simRera-cekva Setanilia aramaterialuri kulturu-
li memkvidreobis erovnul reestrSi (2006, 2008) da mniSvnelovani oficialuri 
Zalisxmevaa Cadebuli maT aRorZinebasa da gadacemaSi, rogorc es xdeba mravali 
sxva elementis SemTxvevaSi18. gansakuTrebiT ironiulia, rom es xdeba mxolod 
maSin, rodesac es tradiciebi, savaraudod, gadaSenebis pirasaa socialuri gare-
mos mkveTri cvlilebebis gamo da maT aRiarebas iwyeben tradiciis Semqmneli 
sazogadoebebis gareT. am droisTvis, rogorc Cans, zogierTi es tradicia iZens 
axal sicocxles, zogi ki agrZelebs brZolas. 1980-1990-iani wlebis Canawerebi 
warmoadgenen fasdaudebel istoriul dokumentacias da zogierTi maTgani ukve 
gamoyenebulia, rogorc sacnobaro dokumenti tradiciis asaRorZineblad19.

audiomagaliTebi

1. ruialu (Ruailu) (brinjis mzadebis melodia). sruldeba iemeiengisa da ucnobi 
Semsruleblis mier, eTnikuri jgufi: jingpo. Cawerilia 1986 wlis 22 Tebervals. 
xma Caiwera Jang qingrongma. diskSi: Baishibai: Songs of the Minority Nationalities of Yun-
nan (Leiden: Pan Records 2038CD, 1995), biliki #23. 

2. remecuo an vorere. sruldeba huo sijunis, huo iuCunis, huo iuhuasa da sxva 
ucnobi Semsruleblebis mier. eTnikuri jgufi: naqsi. Cawerilia dadongSi, liiang-
Si 1994 wlis 5 Tebervals. diskSi: Baishibai: Songs of the Minority Nationalities of Yun-

17 Jang qsingrongTan piradi komunikacia. 
18 CineTis kulturuli kvlevebis centri. Janri naqsi aRweril iqna misi Cinuri saxeliT reme-
iCuo (热美蹉).
19 Jang qsingrongTan piradi komunikacia.
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nan (Leiden: Pan Records 2038CD, 1995), biliki #1.

3. vu Cu a Ci (brinjis samuSaoebis simRera). sruldeba nong iueious, ma buSois, Cen 
gules, Cen Cengeiis, Se liiues, Jang zebos, Ce qsiiangis, li ianbanris, Cen vuduos, 
Jang iangdes mier. diskSi: Alili: Multi-part Songs of Yunnan’s Ethnic Minorities, Parts 1 and 
2, CD 1, biliki #11.
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HELEN REES
(UK/US)

POLYPHONIC FOLKSINGING AMONG 
TIBETO-BURMAN GROUPSIN SOUTHWEST CHINA

Most people do not immediately associate traditional Chinese music with polyphony, at least 
in the sense in which the term is generally used in Europe.1 The country’s largest ethnic group, 
the Han Chinese (汉族) – those people whose ancestors spoke Chinese languages and were bear-
ers of mainstream Chinese cultures – is generally known for mostly monophonic and antiphonal 
folksongs and leader-chorus–style work songs, with the chorus often singing more or less in uni-
son. Their accompanied narrative songs, operatic genres, and instrumental ensembles often feature 
elaborate and very beautiful heterophony, where all parts are performing variants of the same basic 
melody; but true polyphony in the way Europeans think of it, with independent lines combining to 
create a performed whole that is qualitatively different from the sum of its individual parts, is not a 
general characteristic of Han Chinese music.2 

Among several of China’s ethnic minorities, however, we do find multi-part singing and in-
strumental ensembles where independent melodic lines interact polyphonically rather than hetero-
phonically. This paper introduces three such genres from Tibeto-Burman peoples of China’s far 
southwestern province of Yunnan (fig. 1). Where we have the data, it also addresses local singers’ 
interpretations of the polyphonic structure of their songs. The paper concludes by addressing the 
quixotic position these traditions find themselves in today as officially lauded intangible cultural 
heritage, even as their longstanding patterns of local transmission decline.  

Ethnic Minorities of Southwest China
A little under nine percent of China’s population of over 1.4 billion are classified by the govern-

ment as belonging to fifty-five officially recognized ethnic minorities (needless to say, the official clas-
sification system greatly simplifies the actual situation on the ground). Most of these non-Han groups 
live in China’s border provinces, with the province of Yunnan a good example. Yunnan borders three 
Southeast Asian countries to its west and south, and one-third of its population of around 46 million are 
members of over twenty officially recognized minorities, including several Tibeto-Burman groups. The 
region is extremely mountainous, and until well into the 1990s communications were difficult, so that 
many ethnic groups existed in some degree of isolation.3 At the most extreme, some villages did not 
obtain electricity – and thus television and computers – until the late 1990s. As a result, a tremendous 

1 Romanization of Chinese names and terms in this paper is according to Hanyu Pinyin and standard Mandarin pro-
nunciation. Romanization of Naxi terms is according to Naxi Pinyin. Names of Chinese citizens are given in Chinese 
order: surname first, given name second.
2 Sources in English include: Schimmelpenninck 1997:276–287 on group singing in Han Chinese folksong; Tsao 1988 
for transcriptions of an accompanied narrative song genre; and Witzleben 1995 for detailed analysis of heterophony 
in an instrumental ensemble genre.
3 Harrell 1995; Mullaney 2011; National Bureau of Statistics of China 2011; Yunnan sheng tongjiju 2012.
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number of distinctive, highly localized traditions of music and dance came into being, most associated 
with everyday life, festivals, and ritual activities. Among these are many multi-part singing traditions. 
Some are leader-chorus style without strong polyphonic elements, but in this paper I focus on three that 
show notable polyphonic characteristics. All three come from groups who speak Tibeto-Burman lan-
guages, in these cases Jingpo (景颇族), Naxi (纳西族), and Hani (哈尼族).4 In all cases, there is no tra-
dition of musical notation, or of formal teaching; songs are picked up by ear in the course of daily life.

The Recordings
Much of my own research in Yunnan has been on music of the Naxi ethnic group, so to cover 

more ground I draw on work by my Yunnanese senior colleagues Professors Zhang Xingrong (张
兴荣) and Li Wei’er (李薇儿), who pioneered province-wide recording and filming surveys in the 
1980s and 1990s. I worked together with them and the Dutch company Pan Records for some years 
to publish their folksong recordings on five CDs,5 and it is from these now classic CDs that I draw 
the three listening examples.

  
First Example: Jingpo Work-Song
Audio example 1 comes from the Jingpo people 
of the Yunnan-Burma/Myanmar border.6 
This group, numbering probably somewhat over a million, are known as Kachin in Burma/

Myanmar, and are mostly resident in Burma, with 150,000 in western Yunnan and a handful in north-
east India.7 This example is a work song recorded in 1986 in Dehong Prefecture. Two women use a 
mortar and pestles to husk rice; as they work, they sing a remarkable polyphonic song that covers a 
range of two octaves, while the alternating thumping of each woman’s pestle on the mortar provides 
a constant rhythmic accompaniment. The song begins with the women tossing a short phrase back 
and forth between them. Thereafter, at times they are singing in imitative polyphony; at other times, 
one keeps up a vocal ostinato while the other sings above her. The words are mostly vocables. There 
is no record of any comments the singers may have made about their singing style; but, certainly, 
this is physically demanding work where two women need to coordinate their movements, and pre-
sumably the singing helps them do so, as well as making the tedious task more enjoyable (fig. 2).

Second Example: Naxi Dance-Song We sseiq sseiq
Audio example 2 comes from the Naxi people of Lijiang in northwest Yunnan, not far from 

the border with Tibet.8 There are just over 325,000 Naxi, the vast majority of whom are resident in 
northwest Yunnan and engage in farming and herding. They have had much cultural exchange over 
the centuries with their Tibetan, Han Chinese, and other neighbours, which is evident in their very 

4 For a broad survey of multi-part folksongs among China’s ethnic minorities, including non-Tibeto-Burman peoples, 
see Fan Zuyin 1994. On such songs in Yunnan, see the CD sets Alili (2004) and Nanwoka (2005).
5 The five CDs are Baishibai (1995), the 2-CD set Alili (2004), and the 2-CD set Nanwoka (2005). See Rees 2020 
for discussion of these projects. I wish to thank Mr. Bernard Kleikamp, proprietor of Pan Records, for permission to 
reproduce portions of three tracks to accompany this paper.
6 Track 23, CD Baishibai (1995). Recorded in Longchuan County, 22 February 1986.
7 Michaud, 2006; “Jingpo People” 2020.
8 Track 1, CD Baishibai (1995). Recorded in Lijiang County, 5 February 1994.
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diverse musical heritage.9 Their indigenous Naxi-language folksongs include solo, antiphonal, and 
multi-part songs, one of which, We sseiq sseiq, is famous for its two-part polyphonic structure. It is 
sung unaccompanied by a group of men and women who sing as they perform dance-steps, usually 
in circular formation. A solo male voice intones an opening phrase whose lyrics are improvised, and 
he is answered by a unison male chorus and a unison female chorus, whose melodic lines are inde-
pendent of one another. The male chorus shouts its line roughly, while the female chorus appears 
to imitate the bleating of goats. This genre is sung at funerals, and also at celebratory festivals (fig. 
3). The opening words here are: “All people in Lijiang who are able to dance, let’s dance together.”

Many Naxi tell the following origin story: in ancient times, a boy lost two goats while out 
herding. Men and women of his village came out to help him look for the lost goats. While the men 
shouted to try to scare the goats out of their hiding place, the women imitated the bleating of goats 
to try to coax them out gently. Another story is that this genre originated from a song and dance 
used to exorcise ghosts and demons.10 Certainly the local origin stories for this song-dance appear 
to attempt to account for its auditory characteristics, which are quite unusual for Naxi folksongs.

Audio Example 3: Hani 8-part Rice-Transplanting Song
Audio example 3 has become one of the most famous folksong recordings in Yunnanese mu-

sical scholarship.11 It comes from the Baina Hani ethnic group, from a group of villages in Honghe 
County in the south of the province, near the Vietnam border. Hani peoples number almost two 
million, with most living in Yunnan and close to 400,000 in Vietnam, Laos, Thailand, and Burma/
Myanmar. They are renowned for their impressive terraced rice paddies that rise hundreds of feet 
up the steep mountains of their region.12 Until Professors Zhang Xingrong and Li Wei’er visited 
the Baina Hani villages in February 1995, it was not known to the outside world that the villagers 
practise a remarkable form of polyphonic singing. It can include multiple voices, each singing an 
individual part, along with instrumental accompaniment. Three months later, Professors Zhang and 
Li were able to arrange for the villagers to travel to the provincial capital, Kunming, to record their 
songs, with each part miked separately. This allowed a transcription to be made (Zhang, 1997).

This example, now the best known of all from that recording session, is a rice-transplanting song, 
with eight female and male voices entering one after the other, and an ostinato accompaniment on 
endblown flute and two plucked lutes. The words speak of the busy rice-transplanting season and the 
need for everyone to pull together and work hard.13 Professor Zhang noted shortly afterwards that “We 
were astonished by the complex coordination of the part-singing, the melodic use of augmented and 
diminished fourths and fifths, [and] the distinctive instrumental accompaniment” (Zhang, 1997:145). 

He went on to say, “We asked the singers why they like this singing style with its successive 
entries and leaps in pitch. The first person answered that, “When one is out walking, each person 
treads his or her own path. Everybody can come together only by each leaving his or her own 
house.” The second said, “When we go to the fields to transplant rice seedlings, some arrive earlier, 

9 For demographic, ethnographic, and musical information on the Naxi, see Rees 2000 (with CD of field recordings), 
and Rees 2021.
10 Liner notes to Track 1, CD Baishibai (1995).
11 Track 11, CD 1, Alili (2004). Recorded under studio conditions in Kunming, 31 May 1995.
12 “Hani People” (2020); liner notes to Hani section of Alili (2004).
13 Liner notes to Track 11, CD 1, Alili (2004).
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some later; singing the transplanting songs is just like this” (Zhang, 1997:146).
The oldest of the singers, Ms. Li Yanban’r (李烟板儿), who was born in the 1920s, added an 

old saying about the rice-transplanting songs: “If the girls didn’t sing the transplanting songs, the 
souls of the men would be dragged off to hell, and they’d be sleepy in their work... With everybody 
helping in summoning the souls, if the first person got no response, the second would join in the 
summons; if the second was unsuccessful, the third would join in, and so on. It was in this way, with 
everybody assisting consecutively in calling the souls, that the transplanting song style of singing 
gradually came about” (Zhang 1997:146, 152).

 Here, as with the Naxi, the Hani singers provide explanations for their distinctive singing 
style that tie it directly to activities of daily life, and to spiritual beliefs. Their explanations show 
their conscious understanding of the musical structure of their songs.

Valued Intangible Cultural Heritage or Traditions in Decline?
At the time Professors Zhang and Li were making their earliest recordings and films of Yunna-

nese music in the 1980s and 1990s, few outsiders beyond a tiny circle of interested academics valued 
these unique traditions. At the time, China was still largely caught up in an official rhetoric that priv-
ileged modernized, folklorized folk performing arts and Western equal temperament as preferable 
to the “coarse” (粗糙) “backward” (落后), “unscientific” (不科学) local sounds and tuning systems 
of rural communities. Meanwhile, in the late 20th century, many, perhaps most, traditional rural per-
forming arts were in decline, for several reasons. These included political persecution during the 
extremist Cultural Revolution of 1966–1976, the novelty of newly arrived television and mass media 
from the 1980s on, village youth migrating during this era to form China’s unskilled but crucial ur-
ban workforce, and the general official disdain for local traditional arts (Rees, 2012). Electricity and 
television arrived in the Baina Hani villages in the late 1990s, and within a few years it was proving 
difficult to sustain the remarkable polyphonic singing tradition recorded for the first time in 1995.14

In the early 21st century, however, inspired in part by UNESCO’s programme of „Masterpieces 
of the Oral and Intangible Heritage of Humanity,“ China embarked on an intangible cultural heritage 
(ICH) craze, with many previously denigrated village and local arts now lauded as local, provincial 
or national heritage of inestimable value. Their continued transmission became a matter of govern-
ment interest, with large sums of money pumped into publicity, research, and training classes (Rees, 
2012).15 Hani polyphonic singing and the Naxi We sseiq sseiq song-dance have both been inscribed 
in the national register of ICH, the former in 2006 and the latter in 2008, and considerable official 
effort has gone into their revival and transmission, as is the case with numerous other genres.16 It 
is particularly ironic that it is only when these arts look likely to go extinct as a result of drastic 
changes to their social environment that they begin to be valued by those outside their originating 
communities. For the time being, some of these arts do seem to be gaining a new lease on life, while 
others continue to struggle. The recordings of the 1980s and 1990s furnish invaluable historical doc-
umentation, and a few have even begun to be used as reference documents for attempted revivals.17

14 Personal communication, Zhang Xingrong (multiple occasions).
15 Rees 2012.
16 Chinese Cultural Studies Center n.d. The Naxi genre was inscribed under a Chinese version of the name, Remeicuo 
(热美蹉). 
17 Personal communication, Zhang Xingrong (multiple occasions).
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  Audio examples

1. Ruailu (Preparing Rice Melody). Performed by Yemeiying and a second unnamed singer, Ethnic 
group: Jingpo. Reorded on 22 February, 1986. Sound recorded by Zhang Xingrong. In CD:  Baishibai: 
Songs of the Minority Nationalities of Yunnan (Leiden: Pan Records 2038CD, 1995), track #23. 

2. Remecuo or Worere. Performed by Huo Sijun, Huo Yuchun, Huo Yuhua, and other unnamed singers, 
Ethnic group: Naxi. Reorded in Dadong Township, Lijiang County, on 5 February, 1994. Sound re-
corded by Zhang Xingrong. In CD:  Baishibai: Songs of the Minority Nationalities of Yunnan (Leiden: 
Pan Records 2038CD, 1995), track #1.

3. Wu chu a ci (Rice-transplanting Song). Performed by Nong Yueyou, Ma Bushou, Chen Gule, Chen 
Chen’geyi, Che Liyue, Zhang Zebo, Che Xiyang, Li Yanban’r, Chen Wuduo, Zhang Yangde. In CD:  
Alili: Multi-part Songs of Yunnan’s Ethnic Minorities, Parts 1 and 2, CD 1, track #11.
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suraTi 1. CineTis ruka, sadac naCvenebia iunanisa da dasavleT provinciebi. Se-
qmnilia inne Cois mier. gamoyenebulia nebarTviT. 
Figure 1. Map of China, showing Yunnan Province and the western provinces. Created by Inne 
Choi. Used by permission.
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suraTi 2. jingpos fermerebi duoSi mulani da baoiang mutangi. longCuani, 1995 
wlis 30 aprili. foto gadaRebulia Jang qsingrongis mier. gamoyenebulia ne-
barTviT. 
Figure 2. Jingpo farmers Duoshi Mulan 夺石木兰 and Baoyang Mutang 刨杨木汤
husking rice. Longchuan County, 30 April 1995. Photo by Zhang Xingrong. Used by permission
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suraTi 3. naqsis festivalis jgufis cekva. iulongi (oficialuri liiangi). 2019 
wlis 12 marti. gadaRebulia Cems mier.  
Figure 3. Naxi festival group dance, Yulong County (formerly Lijiang County), 12 March 2019. 
Photo by author. 
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andrea kuzmiCi
(kanada)

rogor uwyobs xels qarTuli mravalxmianoba maradisobisa da 
memkvidreobiTobis grZnobas: droebiTi damaxinjebebis musikaluri 

analizi qarTul mravalxmianobaSi

ron emofma Sepyrobilobis1 malagasiuri ceremonialebis kvlevasa da anal-
izSi SemogvTavaza cneba „damaxsovrebis esTetika“, raTa aexsna warsulis gaxsen-
ebaSi am ritualis aSkara Zala. emofi mas gansazRvravs, rogorc mniSvnelobis 
Camomyalibebel SemoqmedebiT, interdisciplinarul socialur aqts, romelic 
didwilad eyrdnoba gansakuTrebul musikalur Sesrulebas, romelic iwvevs 
drois SegrZnebis transormacias. emofis ideebs vaviTareb Cems naSromSi Temaze, 
Tu rogor gadmoscems qarTuli mravalxmianoba maradiulobis gancdas (Kuzmich, 
2020: 40-41). vfiqrob, rom msgavsi droebiTi damaxinjeba SesaZloa ganicados 
qarTulma mravalxmianobamac. mocemul sakiTxs naSromSi ganvixilav malagasi-
ur musikasa da qarTul mravalxmianobas Soris paralelebis gavlebiT. kerZod, 
emofi am „damaxsovrebis esTetikas“ utolebs malagasiur termin maresakas da 
axdens mis identifikacias, pirvel rigSi, rogorc musikaluri an xmovanze ori-
entirebuli fenomenisa, romelic (sxva sakiTxebTan erTad) moicavs daxvewili 
variaciebis serias da romelsac is mikropoetikas uwodebs. es mikropoetika gav-
lenas axdens msmenelis ritmul aRqmaze da Secvlili metriT iwvevs droebiT 
transformacias an smeniTi iluziebis warmoqmnas. Tumca, me vTvli, rom ritmis 
aRqmaze gavlenis nacvlad, mikropoetika qarTul mravalxmianobaSi aisaxeba Cven 
mier tonalobis SegrZnebaze.

am sakiTxis mkafioebisTvis, naSromSi Tavdapirvelad ganvixilav „da-
maxsovrebis esTetikasa“ da maresakas, kulturuli konteqstis gaTvaliswinebiT, 
musikaluri magaliTebiTa da droebiTi transformaciis ron emofiseuli ganx-
ilvebiT. Semdeg mivmarTav qarTul mravalxmianobas da qarTul mravalxmian 
simRerebSi tonalobis sakiTxis dasadgenad davimowmeb martiv musikalur mag-
aliTs (sacekvao simRera kaxeTidan). me vagrZeleb imis garkvevas, Tu rogor ar-
sebobs politonaluri xarisxi, ganmtkicebuli da/an gaTamaSebuli 1) musikis mak-
rostruqturul doneze, 2) kilouri sistemiT da 3) mikropoetikis gamoyenebiT, 
Sesrulebisas daxvewili da mravali variaciiT.

ron emofi, eTnomusikologi/anTropologi, swavlobs ori marginalizebu-
li eTnikuri jgufis (antandroi da betismisaraka) musikaluri da ritualuri 
gaxsenebis praqtikas madagaskaris aRmosavleT sanapiroze mdebare qalaq tamat-
aveSi. am ceremoniebis samkurnalo aspeqtebi moiTxovs da, agreTve, xels uwyobs 
garkveuli sasixarulo, energiuli esTetikis Seqmnas, romelsac emofi uwodebs 
„damaxsovrebis esTetikas“ da romelic gaigivebulia malagasiur termin mare-
sakasTan“. mis kvlevaSi mocemulia mravali saintereso SemTxveva, Tu rogor 

1 Sepyrobils uwodeben adamians, romelic raime ideiT aris Sepyrobili, religiaSi arsebobs 
Sepyrobilis rituali, roca eSmakiT Sepyrobili adamianidan demons gandevnian. es rituali yve-
la religiaSi arsebobs, maT Soris, qristianobaSi, roca RvTismsaxuri Sepyrobili adamianisgan 
locvebiT gandevnis eSmakiseuls (red.).
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xdeba mniSvnelobis Camoyalibebis gamaZlierebeli is aqti, rac, TavisTavad war-
moadgens ritualis samkurnalo Zalas (Emoff, 2002: 119, 152).

maresaka ufro literaturulad niSnavs „karg saubars“ da mas xSirad iyene-
ben yoveldRiur misalocebSi. malagasiuri Sepyrobilobis ceremonialze saubri-
sas is gamoiyeneba socialuri, saSemsruleblo momentis xazgasasmelad, rodesac 
musika Tanadroulia, sasiamovnoa da, zogadad, karg grZnobas badebs (Emoff, 2002: 
2, 60). es SeiZleba moicavdes socialur urTierTobebs, fizikur moZraobasa da 
vizualur stimulebs, magram emofis azriT, es, pirvel rigSi, musikaluroba-
ze/JReradobazea orientirebuli. is saWiroa ritualis Casatareblad, magram, 
amasTanave, is ritualuri warmodgenis Sedegia, „winaprebis sulebis xmebiT, moZ-
raobiT, emociiTa da mRelvarebis urTierTqmedebiT da axloblebTan erTad aw-
myoSi zeimiT“ (Emoff, 2000: 58).

musika, romelic Tan axlavs da aucilebelia Sepyrobilobis ceremonial-
ze, sruldeba bambukis saCxarunebelze, saxelwodebiT kaiamba da melodiuri in-
strumentiT, romelic an diatonuri akordeonia, Semosuli madagaskarSi me-19 
saukunidan, an valiha – milis an yuTis formis citrisebri diatonuri instrun-
menti. emofis zogierTi savele Canaweris mosmenis pirvelive wamebSic ki, Cven 
SegviZlia vigrZnoT ritmis biZgi da gawelva dasartyam da melodiur instru-
ments Soris. Cem mier Sesrulebul magaliTSi (audiomag. 1), saCxarunebeli ise 
JRers, TiTqos is dajgufebulia triolebad, xolo akordioni ucnaurad aris 
dajgufebuli meTormetebad, dayofili 7-ad (3 + 2 + 2) da 5-ad (3 + 2). amis garda 
bevri daxvewili variaciaa, magaliTad, rodesac akordeoni 2-jer asrulebs 3-no-
tian motivs, rac 7-ian dajgufebas aqcevs 3 + 3 + 1 motivad. analogiurad, saCx-
arunebelze uamravi daxvewili variaciaa, rac emofis Tanaxmad, aCvenebs sammxriv 
ritmul urTierTobas. amdenad romelime 3 dajgufebidan (magaliTad, 6/8, 3/4 an 
2 wertiliani meoTxedi notebis doneze) SeiZleba xazgasmuli iyos Semsruleblis 
nebis safuZvelze da polimetriis Sedegad (Emoff, 2004: 10; 2011: 137-8). 

analogiuri polimetruli efeqtis danaxva SegviZlia mis mier gaSifrul sa-
zeimo warmodgenaSi, romelSic JRers valiha (citra) (mag. 1). Sedgeba Tu ara 
metri Sida 6 wiladi qvedanayofisgan, romelsac asrulebs saCxarunebeli/kaiamba 
an Sida 4 wiladi metrisagan, romelsac valiha asrulebs? emofi SemdgomSi aR-
niSnavs, rom saCxarunebelma SeiZleba Secvalos misi Tanxvedra valihasTan (iqve, 
2011: 136), riTac kvlav Seqmnis cvlilebas smenisTvis, rac ara mxolod xmovani, 
aramed fizikuri, Sinagani gamocdilebaa.

sinamdvileSi, es aris musikaluri droiT manipulireba an transformacia: 
calkeuli nawilebi erTmaneTTan fazis SigniT da fazis gareT monacvleoben, 
rac tvinis mier drois aRqmis unarze TamaSobs. emofi, am musikis sakuTari ga-
mocdilebis aRwerisas, aRniSnavs ori gansxvavebuli drois CarCos gacnobierebis 
Sesaxeb, roca ver axerxebda mkafiod mosmenas an yuradRebis gamaxvilebas an er-
Tze an meoreze, rac iwvevda usafuZvlobis grZnobas (Emoff, 2011: 67, 136). Tavad 
malagasielebi aRweren, rom musikis rolia drois Secvlis xazgasma: “manova ilay 
fotoana”2 ibid, 136). 

es droebiTi gadanacvleba da Sedegad gamowveuli smeniTi iluzia aris 
maresakas mTavari komponenti, is qmnis drois reorientacias, romelic saWiroa 
warsulisa da awmyos dasakavSireblad, raTa warsuli winaprebis meSveobiT gad-

2 drois Secvla – malagasiurad (red.).
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movides cocxlebSi – ceremoniis monawileebSi (Emoff, 2002: 8, 11, 63). ra Tqma 
unda, drois es fenomeni, es smeniTi iluzia, ar Semoifargleba malagasiuri 
musikiT. emofi miuTiTebs afrikuli musikis sxva mkvlevrebze (stiven fridsonis 
malavis tumbukas3 dasartyameb sakravebze da kornelia feilsis burundis Cur-
CuliT simRerebze inangas4 TanxlebiT), analogebze zogierT afrikul musikaSi 
ganmeorebul smeniT iluziebze, rubinis Tasis optikuri iluziis Sesaxeb: Tqven 
suraTze fokusirebiT, xedavT an vazas an 2 saxes (sur. 1).

emofis zemoT aRwerili droebiTi transformaciisTvis arsebiTi mniSvne-
loba aqvs uamrav daxvewil variacias, rac xdeba mcire melodiuri erTeulebis 
gameorebisas. emofi maTi aRwerisTvis iyenebs termin mikropoetikas. magaliTebi 
SeiZleba moicavdes: kaimbais an melodiuri instrumentebis Sida pulsis sxva-
dasxva dajgufebas; 3-notian TanmimdevrobebSi erTiT cvlilebas, romelic xde-
ba Zalian swrafad; an „pulsis simkvrives“ kaiambadan, anu im faqts, rom bambukis 
saCxarunebelSi kenWebi arasdros xvdebian meore gverdze zustad imave dros. ra 
Tqma unda, es magaliTebi mxolod ramdenimea, rac SeiZleba mikro variaciebis 
usasrulo SesaZleblobad mogeCvenoT, romelTa efeqti iwvevs musikaluri Si-
naarsis mudmiv cvlas da reorganizacias ceremoniis dros, rac iwvevs trans-
formacias.

magram ritmis TamaSiT gamowveuli transformacia, rogorc wesi, ar xdeba 
qarTul mravalxmianobaSi, rogorc malagasiuri trombis musikaSi, radgan qar-
Tuli mravalxmianoba ritmulad arc ise rTulia. rogorc iTqva, xSiria SemTx-
vevebi, rodesac me, megobrebsa da kolegebs, droebiTi dezorientacia gangvic-
dia qarTuli polifoniuri simRerebis mosmenis an Sesrulebis dros, ise rom 
simReris droiTi gamocdileba gacilebiT grZeli gvgonebia, vidre realurad 
Sesrulebis dro. Analogiurad, me vfiqrob, rom qarTul mravalxmianobaSi ar-
sebobs mikropoetika (uamravi daxvewili musikaluri da ritmuli variaciebi), 
romlebic qmnian smeniT iluziebs. magram aq mikropoetika xmovani iluziis Ses-
aqmnelad ritmul Sinaarsze ki ara, tonalur Sinaarsze muSaobs. imitom, rom 
qarTul mravalxmianobaSi ar arsebobs mravali metris gamocdileba, magram Sei-
Zleba iTqvas, rom arsebobs mravali tonaluri centris gamocdileba. momdevno 
nawilSi vimsjeleb qarTuli mravalxmianobis politonalur xasiaTsa da masTan 
dakavSirebuli mikropoetikaze. emofis mikropoetikis msgavsad, isic moicavs 
bevr daxvewil variacias mcire melodiur motivebSi bgerebis an ritmuli da-
jgufebis rigi cvlilebis doneze; amasTan, isini, aseve, gulisxmoben mcire cvl-
ilebebs tonalur masalaSi da multitonaluri sistemis rTul gadafarvas, rac 
gavlenas axdens mosalodnel aRqmasTan da iwvevs droiT transormacias. qarTu-
li mravalxmianobis Sesaxeb Cems diskusias daviwyeb musikis mokle mimoxilviT, 
sadac aRvniSnav, Tu rogor aqvs mas struqturulad politonaluri xasiaTi. 
Semdeg SedarebiT martiv musikalur magaliTze dayrdnobiT, mokled vxsni, Tu 
rogor SeiZleba aRqmul iqnas tonaloba, rasac mivyavarT qarTul mravalxmiano-
baSi wyobis, kilouri sistemisa da mikropoetikis Sesaxeb msjelobamde.

3 tumbuka aris eTnikuri jgufi, romelic cxovrobs samxreT afrikaSi, CrdiloeT malaviSi, aR-
mosavleT zambiasa da samxreT tanzaniaSi (red.).
4 centraluri afrikis Bburundis respublikaSi, ruandaSi, agreTve, ugandasa da kongos re-
spublikebis calkeul nawilebSi gavrcelebuli tradiciuli simebiani sakravi, romlis odnav 
Cazneqil gverdebiani brtyeli xis dafaze damagrebulia 6-8 simi (red.). 
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qarTuli mravalxmianobis xasiaTi, esTetikuri principebi, romlebic mid-
rekilia disonansisken, ukavSirdebian im faqts, rom qarTuli mravalxmianoba, 
ZiriTadad, Sedgeba 3, viwro diapazonis vokaluri xmisgan, rac ukve ganapirobebs 
politonalur smeniT gamocdilebas. rogorc wesi, sami xma SeiZleba ganisazRv-
ros, rogorc ori tenori da baritoni, xolo mravalxmianobis diapazoni, Cveu-
lebriv, decimis farglebSia. harmoniuli sistema ar efuZneba terciulobas, ami-
tom, garda imisa, rom arsebobs terciebsa da seqstebze agebuli akordebi, bevri 
igeba kvintasa da sekundaze, an maT inversiebze. aqedan gamomdinare, dasavleTSi 
mcxovrebTaTvis, romlebic funqcionalur harmonias arian SeCveuli, aseTi di-
sonansuri akordiT, romelsac meoTxe bgera ar aqvs, xSirad iqmneba Sekavebuli, 
politonaluri gancda, moulodneli gadawyvetiT.

magaliTisTvis aviRoT c-f-g-ze agebuli tipuri qarTuli akordi, an 4/5, 
rasac dimitri arayiSvili qarTuli simRerebis fundamentad miiCnevs da „ise-
Tive bunebrivia, rogorc c-e-g Tanxmovaneba evropuli musikisTvis“ (2005: 30). 
dasavlur musikalur praqtikaSi es akordi cnobilia, rogorc Sekavebuli akor-
di, radgan Cven vgrZnobT Sekavebas or tonalur centrs Soris. sad gvesmis ton-
ika? gvesmis Ddo – sol urTierToba kidura bgerebs c-s da g-s Soris? Tu c 
aris sol, kilos mexuTe bgera da F aris tonika? bevri fiqris gareSe SemiZlia 
CamovTvalo simRerebi sxvadasxva regionidan, romelTa pirveli akordi inter-
valurad c-f-g akords udris: mag. svanuri mayruli, aWaruli mayruli, erekles 
mravalJamieri kaxeTidan, aliluia (galoba), batonebo (sagrelodan) da a.S. am 
akordis gamoyeneba da msgavsi bundovani sonoruloba ukve metyvelebs imaze, 
rom qarTuli mravalxmianoba tonalobis grZnobaze TamaSobs; amasTan, es ar aris 
sakmarisi grZnobebis TamaSisTvis, ramac droiT transformaciamde unda mogvi-
yvanos. amitom me mivmarTav musikalur magaliTs da mokled aRvwer tonaluri 
funqciis xerxebs erTi simReris farglebSi.

ganvixiloT sakmaod martivi kaxuri sacekvao simRera, kaxur gund mravalJa-
mieris SesrulebiT. simRera martivad aris miCneuli, radgan formiT aris meore 
xmis mier Sesrulebuli ori taqti, or taqtianive antifonuri pasuxiT, romel-
Sic aqtiuria samive xma mxolod bolo taqtSi. es taqtebi ramdenjerme meordeba 
moZaxilis mciredi varirebiT, rodesac meore 4-taqtiani monakveTi emateba, ro-
gorc es mocemulia magaliTSi (mag. 2). simRera grZeldeba pirveli oTxi taqtis 
ramdenjerme gameorebamde, roca me-2, me-4 taqtebi kvlav CaerTveba.

am naSromSi tonaloba SeiZleba ganvixiloT, rogorc „musikis mier droSi 
konkretuli tonis, intervalis an akordis ganviTareba“ (Travis, 1959: 261). mx-
olod pirveli oTxi taqtis ganxilviT, Cven ukve SegviZlia gavakeToT ramdenime 
saintereso dakvirveba tonalobis Seqmnis SesaZlo xerxebze. miuxedavad imisa, 
rom meoTxe taqti erTaderTia, romelsac aqvs sami xma, da bani mxolod 3 gansx-
vavebul nots mReris, me vfiqrob, rom am mokle oTx taqtSi ukve mravlobiTi 
tonaluri Zvrebis grZnobaa. SesaZlebelia pirveli tonaluri centris gansaz-
Rvra pirveli muxliT – da viRacisTvis es SeiZleba Seicavdes me-2 taqtsac – 
romlebic C-s garSemo moZraoben. Tumca, me, aseve. mesmis meore taqtis bolo 
notic, romelic ganpirobebulia rogorc mesame taqtSi ganmerebadi banis ton-
aluri centrisken mimavali bgera A-Ti. mesame taqtis tonalur centrad A ufro 
mkafiod aRiqmeba. sainteresoa is faqti, rom zeda xmis aRmavali tetraqordis 
oqtavuri A, taqtis bolos ar aRiqmeba stabilur bgerad, romelic CvenTvis 
tonalur centrTan asocirdeba, SesaZloa es ganpirobebulia notis mokle xan-
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grZlivobiT an melodiis ganviTarebiT (sainteresoa isic, rom me-6 muxlSic 
oqtava, ar JRers stabilur notad.) kidev erTi tonaluri monakveTi SeiZleba 
ganisazRvros meoTxe taqtiT, sadac samive xmaa; amasTan, am taqtSi tonaluri 
centris sakiTxi debatebis sagania. erTisTvis es SeiZleba ganisazRvros A toni-
kis saSualebiT, magram gansxvavebuli kilouri urTierTobiT, vidre wina taqtSi, 
Tumca, aseve, sainteresoa, rom am bolo taqtSi sinamdvileSi A simaRlis bgeras 
ar mRerian da arc Semdeg or taqtSi (rac Sesrulebisas zogjer odnav icvleba 
transkrifciis pirvel or muxlTan SedarebiT. es gansakuTrebiT SesamCnevia, 
rodesac pirveli taqti nacvldeba 4 bgeriani daRmavali motiviT, romelic iw-
yeba F-dan da mTavrdeba C-ze).

Aase rom, am martiv patara nawyvetSi martivi mravalxmiani simReridan ukve 
sakmaod mwvave erovnuli reprezentaciis zedapiruli analizidan, uamravi dam-
abneveli kiTxva Cndeba tonaluri centris Sesaxeb. zogierTi ufro SesamCnevi 
xmovani detalis gaTvaliswinebiT, romlebsac ver asaxavs sanoto reprezenta-
cia, tonalobasTan dakavSirebuli kidev ramdenime TvalsaCino problemaa, ro-
melic calkeuli notebis intonirebas ukavSirdeba. aRniSnul magaliTSi ar aris 
gaTvaliswinebuli B♮B da B♭-ebis, F♮ da F♯-ebis variaciebi, an is faqti, rom 
rac notebSi did sekundad (200 centi) gamoiyureba, realurad ufro mcirea. mag-
aliTad, B♭ yovelTvis odnav maRalia, rac programuli gaSifvrisas daaxloe-
biT 30-50 centiT metia(!). B bgerebi. zogadad, am CanawerSi, emTxveva notacias, 
magram rogorc ki simRera Cqardeba, B-ebi iwyeben Serevas ise, rom meore taqtis 
solo xmaSi namReri B♭ ufro axlosaa B♮-Tan, xolo mesame taqtis B♮- miaxloe-
bulia B♭-Tan (daaxloebiT 1:47 wT-ze); wina gameorebaSi (daaxloebiT 1:42 wT.), B 
B-ebs Soris sxvaoba ukve bundovani xdeba, radgan maTi simaRleebi erTmaneTTan 
ufro axlos arian. am simReris sxva Sesrulebebic momismenia, sadac B-ebi ufro 
nel monakveTebSic ki arian Sereuli.

Tu mivmarTavT F-ebs, unda aRvniSnoT, rom umeteswilad zeda xmaSi arsebobs 
Tanmimdevruli gansxvavebebi F♮-sa da F F#-s Soris, rac asaxulia transkrifcia-
Si (magaliTi 2); amasTan, Sua xma mReris jer kidev gansxvavebul F-s, romelic F#-
ze odnav mcirea da zeda xmaSi gadawydeba naturalur terciasTan miaxloebul 
intervalSi (odnav mcire, vidre minoruli tercia). magram rac ufro swrafde-
ba simRera, am F-is simaRle (rogorc melodiuri, aseve harmoniuli intervali) 
ufro cvalebadi xdeba (amis magaliTi 1:53 wuTze ismis).

zemoT mocemuli diskusia ukavSirdeba qarTul polifoniaSi wyobis siste-
mebisa da kilourobis sakiTxebs da imas, Tu rogor kidev ufro uwyobs xels 
es qarTul simRerebSi poli-tonalobis gamocdilebas. literaturaSi qarTul 
mravalxmianobaze Teoriebi kiloze mravalia da, zogjer, urTierTsawinaaRmde-
go. dapirispirebis miuxedavad, araerTi relevanturi diskusia arsebobs wyobisa 
da kilouri sistemebis Sesaxeb, rac xels uwyobs imis gagebas, Tu rogor Sei-
Zleba gaazrebul iqnas mravali tonaloba. pirveli aris neitraluri tercia da 
sxva araTanmimdevruli melodiuri intervalebis arseboba, romlebic mokled 
ganisazRvra zemoT moyvanil magaliTSi. aseve, aris mosazreba imis Sesaxeb, rom 
qarTuli mravalxmianobis kiloebi arian mono-tonikuri da dafuZnebuli ari-
an pentaqordze. mravali mkvlevari varaudobs, rom kilouri sistema efuZneba 
wminda kvintas da iyofa 4 safexurad, daaxloebiT 175 centi, rac, aseve, xsnis 
neitralur tercias. rogorc amas mravali mkvlevari aRniSnavs, am intervalebis 
interpretaciisTvis uamravi versia arsebobs – regionaluri gansxvavebebis sax-
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iT arsebuli variaciebi, sxvaoba soflebs Soris, an calkeul Semsruleblebs 
Sorisac ki. qarTl-kaxuri simRerebis Sesaxeb arsebobs diskusiebi, romlebic 
ori sxvadasxva tonaluri sistemis Tanaarsebobis Teorias efuZneba: erTi Sua 
aRmosavleTis musikis msgavsi, tetraqordebze dafuZnebuli, romelic marTavs 
maRal xmebs; da meore dafuZnebuli pentaqordebze, romelic marTavs qveda xmas 
da Sesabamisad harmoniul cvlilebebs (Tsitsishvili, 2010).

yvelaze sainteresoa sul bolodroindeli gamokvlevebi qarTuli mravalx-
mianobis gamoTvliTi analizis gamoyenebiT (Muller, 2017; Scherbaum, 2016; 2019; 
2020), romlebmac, aseve, aCvenes is, rac ormag-tonalur sistemad gamoiyureba; 
Tumca, am SemTxvevaSi, erTi sistema aregulirebs melodiur intervalebs, xolo 
gansxvavebuli tonaluri sistemaa harmoniuli intervalebisTvis. am kvlevebSi 
melodiuri intervalebi, msgavsad zemoT naxsenebi Teoriebisa, dafuZnebulia in-
tervalze, romelic efuZneba daaxloebiT 170 centian intervals, Tumca amaSic 
cvalebadobaa, magram safexuris harmoniuli intervali xSirad 200 cents uax-
lovdeba (aq kidev bevr ramezea salaparako). es kvleva STambeWdavi da amaRelve-
belia yvelasTvis, vinc dainteresebulia qarTuli mravalxmianobis SeswavliT. 
amasTan, musikaluri magaliTebis umetesoba svaneTidanaa, Tumca ramdenime maT-
gani moicavs gurul simRerebs da gunds Tbilisidan. rogorc Cans, jerjerobiT 
aravis aqvs ganxiluli qarTl-kaxuri simRerebi da gansakuTrebiT saintereso 
iqneboda imis naxva, Tu rogor gazomavs gamoTvliTi analizi tonalur organi-
zacias, romelic ukve miCneulia ormag-tonalur sistemad. amis miuxedavad, ukve 
Sefasebuli (CamonaTvali simRerebidan da ansamblebidan]) gamoTvliTi analizis 
dakvirvebebi imis Taobaze, rom melodiuri da harmoniuli intervalebis gansx-
vavebuli tonaluri sistemebi arsebobs, Znelia uaryo da mxolod amtkicebs im 
azrs, rom qarTul mravalxmian simRerebSi tonalobiT TamaSi rCeba msmenelis 
aRqmaze moTamaSe mniSvnelovan wyarod, ramac SeiZleba xeli Seuwyos xmovani 
iluziebisa da droebiTi transformaciebis gamocdilebas.

am mraval-tonaluri sistemis miRmac ki, mikropoetika SesrulebaSi, dax-
vewili variaciebis simravleebi, iseve, rogorc improvizacia, kidev ufro Ta-
maSobs tonalobis Cveneul aRqmaze. Cems samagistro naSromSi, romelic qarTuli 
simRerebis Sesrulebis variabelobis sakiTxebs eZRvneboda, ganxilulia uamravi 
SesaZlo variacia, rac gvxvdeba gurul simReraSi vaxtanguri. gavSifre da ga-
vaanalize simReris 5 sxvadasxva Sesruleba, romelic Cawerilia 1930 da 2004 
wlebSi. aSkara iyo gansxvavebebi wyobaSi sxvadasxva ansambls Soris (TvalsaCino 
magaliTia amaRlebis tendencia TiToeul SesrulebaSi (aseve ix. Scherbaum, 2020), 
magram me, aseve, aRvniSne wyobaSi gansxvavebebi individualur SemsruleblebSic. 
amis dasadastureblad gaweuli Cemi mcdeloba gulisxmobda triodan gundSi ga-
dasawyveti intervalis simaRlis gazomvas, romelic xmovan versiebSi gansxvavde-
boda TiToeul SesrulebaSi (Kuzmich, 2007: 115). sabednierod, Serbaumis (Scher-
baum, 2016; 2019; 2020) da miuleris (Muller, 2017) daxvewili gamoTvliTi analizis 
bevrad ufro naTlad aCvenebs aseT cvalebadobas, vidre me SevZeli. fundamen-
turi sixSireebis dasadgenad statistikuri musikaluri programebis gamoyenebis 
Semdeg gamoTvlil grafebs Tu gadavxedavT, am intervalebis SesrulebaSi kvlav 
bevria cvalebadoba (rac yvelaze martivad Cans 5-dan 7-mde figurebis nacris-
fer niSnebSi SerbaumTan (2019: 4–5); an misi gageba SesaZlebelia standartuli 
gadaxrebis aRniSvnidan, romlebic sxvaoben 30-70 centSi, rac yurisTvis aSkarad 
SesamCnevia (iqve). Cems naSromSi, me, aseve, mivuTiTe wyobis mniSvnelovan detal-
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ze, rome;lic, rogorc Cans, aris odnav gadidebuli kvarta, rac zogierT Ses-
rulebaSi cimcimisa da bzuilis efeqts qmnis. es gvxdeba simoniSvilis versiaSi 
daaxloebiT 1:31 da 1:50 wuTze, kirile paWkorias 1929 wlis versiaSi 0:50-ze da 
misive 1930 wlis versiaSi daaxloebiT 1:58-ze. bevrjer momismenia da mimReria es 
intervali, rogorc gansakuTrebiT sasiamovno misi araCveulebriobisa da Sina-
gani gamocdilebis gamo. es aSkarad dafasebuli esTetikuri Tvisebaa da kidev 
erTia im mraval SesaZlo mikropoetikidan, romelzec SegviZlia visaubroT qar-
Tul mravalxmianobaSi, Tumca es bzuili an cimcimi mxolod guriis regionaluri 
maxasiaTebelia. minda aRvniSno, rom vaxtanguris zogierTi trios monakveTi us-
asrulod gveCveneba, gansakuTrebiT, teqstis gareSe monakveTebi (Kuzmich, 2007). 
teqstian monakveTebs bevrad naklebi sivrce aqvT variaciulobisTvis, magram am 
mocimcime intervalis gamoyeneba gansakuTrebiT moulodnel energias hmatebs, 
rac kidev erTi magaliTia imisa, Tu rogor aTamaSebs Sesrulebis mikropoetika 
Cvens aRqmas, rogorc moismenT paWkorias versiis meeqvse trioSi.

intervalSi cvlilebis yvela es SesaZlebloba emateba rTul mikropoetikas, 
romelic gvxdeba qarTul mravalxmianobaSi. iqneba es B daxvewili arCevani imRe-
ro B♭, B♮ an rame Sualeduri, rogorc zemoT ganvixileT sacekvaoSi, an asobiT, 
albaT aTasobiT permutacia, rac SeiZleba moxdes vaxtanguris msgavs simReraSi. 
uamravi daxvewili musikaluri da ritmuli variaciebi qarTuli mravalxmianobis 
bunebrivi nawilia. es mikropoetika TamaSobs Cvens molodinebze da imis arCev-
anma, Tu rogor unda imRereb konkretuli simaRlis bgeras, SeiZleba imdeni 
gansxvavebuli tonaluri mikropoetika moaxdinos qarTuli simReris ganviTare-
bis erTi momentidan meore momentamde.

imedia, zemoxsenebulma diskusiam aCvena, rom mikropoetika qarTul mravalx-
mianobaSi TamaSobs Cvens tonalobis aRqmaze, iseve, rogorc malagsis sazeimo 
musikaSi mikropoetika TamaSobs drois gaazrebaze. safiqrebelia, rom Cvens 
molodinebze am gadaTamaSebasa da mravali tonalobis SesaZlo erTdroul aR-
qmas mivyavarT smeniTi iluziebisa da droebiTi damaxinjebis gancdamde qar-
Tuli mravalxmiani simRerebis mosmenis an Sesrulebisas. xmovani iluziebi da 
droebiTi damaxinjebebi TavisTavad ar aris sakmarisad mniSvnelovani warsulis 
gaxsenebisa da winaprebis moxmobisTvis. isini arian Seqmnili ufro Rrma arse-
biT-qmnad gamocdilebad, rodesac bgeris fizikuroba, misi visceruli efeqti, 
funqcionirebs raime formis socialur konteqstTan (iqneba es damaxsovrebuli 
Tu sinqronuli) da sixarulis gancdis momentebTan asocirebiT. rogorc emo-
fi aRwers, am momentebSi bgeriTi mgrZnobeloba erTmaneTTan erwymis rogorc 
fizikur, emociur, aseve socialur gamocdilebas da „musikaluri Sesruleba... 
gardaqmnis warsuls raRacad cocxlad da xelSesaxebad“ (Emoff, 2002: 8). amrigad, 
musika ganixileba, rogorc ufro farTo kulturuli gamoxatvis nawili, romlis 
interdisciplinaruli xasiaTi smeniTi iluziebidan realur droSi gadagvanacv-
lebs, winaprebis gasaxseneblad saWiro udroobis gamosacdelad.

Targmna baia JuJunaZem



125

audiomagaliTebi

1. amonaridi „Betsimisaraka morceaux tromba: Volamena and Volon’aomby“-dan, biliki 5, mad-
agaskari: Spirit Music from the Tamatave Region (2001), UNESCO-s tradiciuli musikis 
koleqcia.

2. nawyvetebi kirile paWkorias 1929 wlis „vaxtanguris“ Canaweridan.
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ANDREA KUZMICH
 (CANADA)

MORE ON HOW GEORGIAN POLYPHONY CONVEYS A SENSE OF ETERNITY 
OR ANCESTRY: MUSICAL ANALYSIS OF TEMPORAL DISTORTIONS 

IN GEORGIAN POLYPHONY

In his research and analysis of Malagasy possession ceremonies, Ron Emoff proposed the 
“aesthetics of remembering” to explain the palpable power of ritual to recall the past. Emoff identi-
fies this aesthetic as a heightened, creative, interdisciplinary social act of meaning construction that 
is in large part reliant on an exceptional musical performance, which plays with and distorts our 
sense of time. Furthering Emoff’s ideas in my paper on how Georgian polyphony conveys a sense 
of eternity (Kuzmich, 2020: 40-41) I suggested similar temporal distortions could be experienced 
in Georgian polyphony and in this paper I elaborate on this by drawing parallels between Malagasy 
music and Georgian polyphony. In particular, Emoff equates this “aesthetics of remembering” with 
the Malagasy term maresaka, and identifies it primarily as a musical or sound oriented phenomenon 
that (among other things) involves a series of subtle variations, which he calls micropoetics. These 
micropoetics play on the listener’s rhythmic perceptions and result in temporal distortions or aural 
illusions of shifting meter. I maintain however, that instead of playing on rhythmic perceptions, 
however, the micropoetics in Georgian polyphony play on our sense of tonality. 

To make my case, in this paper I first elaborate on the “aesthetics of remembering” and mare-
saka, providing cultural context, musical examples and explanations for the temporal distortions 
Ron Emoff discusses. Then I turn to Georgian polyphony and, using a simple musical example 
(Satskevao, a dance song from the Kakheti) to introduce questions of tonality in Georgian poly-
phonic songs, I continue to identify how the polytonal quality exists, is reinforced and/or is played 
with 1) at the macro structural level of the music, 2) through the scales systems used, and 3) the use 
of micropoetics, the subtle and numerous variations in performance. 

Ron Emoff, an ethnomusicologist/anthropologist, studies the music and ceremonial recollec-
tion practices of two marginalized ethnic groups (the Antandroy and the Betsimisaraka) in Ta-
matave, a town on the east coast of Madagascar. The healing aspects of these ceremonies require 
and also contribute to the creation of a certain joyous, energetic aesthetic that is equated with the 
Malagasy term maresaka, which Emoff also labels as the “aesthetic of remembering” and in his 
research and scholarship provides many interesting cases of how it results in an empowering act of 
meaning construction, which, in essence, is the healing power of the ritual (Emoff, 2002: 119, 152). 

Maresaka more literally means “good talk” and is often used in everyday greetings. But when 
talking about Malagasy recollection or possession ceremonies, it is used to highlight a social, per-
formative moment of when the music is just right, there is groove, and a general good feeling en-
sues (Emoff, 2002:2, 60). It can involve social interactions, physical movement and visual stimuli, 
but according to Emoff, it is primarily musically/sound oriented. It is needed to conduct a ceremony 
but at the same time, it also results from ceremonial performance, through the “sound, motion, 
emotion and commotion of ancestral spirits interacting and celebrating joyously in the present with 
the living” (Emoff , 2000:58). 
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Music that accompanies and is essential to a possession ceremony is based on a bamboo 
shaker called the kaiamba and a melodic instrument, either the diatonic accordion introduced to 
Madagascar in the late 19th century, or valiha, a diatonically tuned zither-like instrument, tube or 
boxed shaped. Even within the first few seconds of listening to some of Emoff’s field recordings, 
we can feel a push and pull of the rhythm between the percussion instrument and the melodic in-
strument. In the example I played (audio ex. 1), the shaker sounds like it is grouped in 3s while the 
accordion seems to be an oddly group of 12, broken into 7 (3+2+2) and 5 (3+2). On top of this are 
many subtle variations, like when the accordion introduces a 3-note run played 2 times, which turns 
the 7 grouping into a 3+3+1 pattern. Similarly, there are numerous subtle variations on the shaker, 
which according to Emoff, demonstrates a tripartite rhythmic relationship, so that any one of the 
3 groupings (e.g., at the level of 6 eighth notes, the level of 3 quarter notes, or of 2 dotted quarter 
notes) may be accentuated based on the will of the performer and results in a sense of multiple 
meters (Emoff, 2004: 10; 2011: 137-8).

We can see a similar multimeter effect in the transcription he provides of a ceremonial perfor-
mance that includes valiha (zyther) (ex. 1). Is the meter an inner 6-beat subdivision as represented 
in the shaker/kaiamba, or is it an inner 4 pulse meter as played by the valiha? Emoff further observes 
within performance that the shaker may displace its alignment with the valiha (Emoff, 2011: 136), 
thereby again creating an aural shift, which is not just an aural experience but a physical, viscera 
one. 

This, in effect, is a manipulation or distortion of musical time: individual parts shift in and out 
of phase with one another, which plays with the brain’s ability to perceive time. Emoff, in describ-
ing his own experiences of the music, notes an awareness of two different time frames yet unable 
to distinctly hear or focus on one or the other clearly, which results in a sense of ungroundedness 
(ibid.: 67, 136). Malagasies themselves describe how the role of the music is to alter time: ‘manova 
ilay fotoana’ (ibid.: 136). This temporal reordering and resulting aural illusion is a key component 
of maresaka, and sets up a reorientation of time needed to conflate the past and present so that the 
past, via the ancestors, may appear to the living, the subjects of the ceremony (ibid.: 8, 11, 63). Of 
course, this phenomenon of time, this aural illusion, is not limited to Malagasy music. Emoff refer-
ences other African music scholars (e..g, Steven Freidson with the Tumbuku drumming in Malawi, 
and Cornelia Fales and the Burundi inanga whisper songs) and analogies have been made between 
the aural illusions experienced in some African musics to the optical illusion of Rubin’s goblet: 
depending on how you focus on it, you see either a vase or 2 faces.

Essential to the temporal distortions that Emoff describes above are the numerous subtle vari-
ations that occur when repeating small melodic units. Emoff uses the term micropoetics to describe 
these. Examples can include: different groupings of the inner pulse of the kaimbai or the melodic 
instruments; a single change in the order of a 3-note run that occurs very quickly; or the “density 
of pulses” from the kaiamba i.e., the fact that the pebbles in a bamboo shaker never all hit the side 
at the exact same time. Of course these examples are only a few of what may seem like an endless 
possibility of micro variations, the effect of which leads to the constant reordering and reorganizing 
of the musical content used during a ceremony and results in distortions.

But distortions that result from a play with rhythm typically do not occur in Georgian polyph-
ony like they do in Malagasy Tromba music because Georgian polyphony is not as complicated 
rhythmically. That being said, there are many occasions that I, friends and colleagues, have expe-
rienced temporal disorientations while listening to or performing Georgian polyphonic songs, such 
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that the temporal experience of a song appears to be much longer than the time that has actually 
passed. So in an analogous way, I suggest that there are micropoetics (a multitude of subtle musical 
and rhythmic variations) in Georgian Polyphony that create aural illusions. But rather than playing 
with the rhythmic content to create an aural illusion, the micropoetics play on the tonal content. 
Because in Georgian polyphony there are not multiple meters experienced but it can be argued there 
are multiple tonal centres experienced. So this next section will elaborate on the polytonal nature 
of Georgian polyphony and on the micropoetics that play with it. Similar to the micropoetics that 
Emoff speaks of, these include many subtle variations in the order of notes or rhythmic groupings 
of smaller units of melodic content; however, they also involve small changes in tonal material and 
the complex overlay of multiple tonal systems, all of which play with our expected perceptions and 
lead to temporal distortions. I will start my discussion of Georgian polyphony with a brief overview 
of the music, noting how it structurally has a polytonal character. Then drawing on a relatively 
simple musical example, I briefly explore how tonality may be perceived, which leads to more 
discussions about tuning, scale systems and micropoetics in Georgian polyphony.

The nature of Georgian polyphony, its aesthetic principles that favour dissonance linked with 
the fact that most Georgian polyphony consists of 3 vocal parts performed within a narrow range, 
already results in polytonal sonic experience. The three parts can typically be defined as two tenor 
voices and a baritone, and the range of the polyphony is usually within a tenth. The harmonic sys-
tem is not tertiary based, so while there are chords built on thirds and sixths, many are also formed 
out of fifths and seconds, or inversions thereof.  For those in the West, accustomed to functional har-
mony, such dissonance combined with a missing fourth note often creates a suspended, poly-tonal 
feeling with unexpected resolutions. 

Take for example the common Georgian chord built on the c-f-g, or a stacked fourth and fifth, 
what Dimitri Araqishvili describes as foundational to Georgian songs and “is as natural as [the] 
consonant triad c-e-g for European music” (2005: 30). In Western musical practices, this chord  is 
known as a suspended chord because we feel suspended between two tonal centres. Where do we 
hear the tonic? Are we hearing a Do - Sol relationship between the outer notes, the c and the g? 
Or is the c the Sol, the fifth of the scale, and the tonic F? Without much thought, I can list songs 
from various regions whose first chord is intervalically equivalent to the c-f-g chord: e.g. Svan 
Maqruli, Acharuli Maqruli, Erekle’s Mravalzhamier from Kakheti, Alilulia (chant), Batonebo (from 
samegrelo) etc. The use of this chord, and similarly vague sonorities, already suggests Georgian 
polyphony is playing with our sense of tonality; however, this is not sufficient to engender the play 
of senses that leads to temporal distortions, and so I turn to a musical example and a briefly explore 
some ways tonality function within the song.

Consider a rather simple Georgian Kakheti dance song, Satseqvao recorded by Mravalzham-
ier, a choir based in Kakheti. The song is considered simple because it’s based on a 2 bar call from 
the 2nd voice and a 2 bar reply, in which only the last bar has all three voices active. This pattern is 
repeated a few times with some slight variations in the call when a second 4-bar section is inserted, 
as written in the example (ex. 2). The song continues with the first four bars repeated a few times 
before the 2nd 4-bar pattern is interjected again. 

For the sake of this paper, tonality can be thought of as how “music unfolds through time a 
particular tone, interval, or chord” (1959: 261). Looking at only the first four bars we can already 
make some interesting observations about possible ways tonality may be experienced. Despite the 
fact that the fourth bar is the only one to have three voices, and that the bass voice only sings 3 
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different notes, I maintain there is already a sense of multiple tonal shifts in these short four bars. It 
is possible to define the first tonal centre by the first bar - and some may include the 2nd bar too - 
which centres around the C. However, I can also hear the last note of the 2nd bar as a note leading 
to a tonal centre defined by the A in the bass of the third bar. With the repeated As in the bass of the 
third bar, and the fact that this note sounds like a resolution from the previous bars, the third bar is 
more clearly defined with an A tonal centre. Interesting to note, however, is that the octave A, at the 
end of the bar in the ascending tetrachord of the top voice does not sound like a stable tone we asso-
ciate with a tonal centre, perhaps due to the note’s short duration and or the melodic development. 
(It’s also interesting to note that the repeated octave A in the 6th bar does not sound like a stable 
note.) Another tonal section may be defined by the fourth bar, where all three voices are at play; 
however, the question of tonal centre is up for debate in this bar. For one, it could be defined by an 
A tonic but with a different scalar relationship than the one in the preceding bar, though it is also 
interesting to note that the A is not actually sung in this last bar, nor in the following two bars (which 
in performance sometimes varies slightly from the first two bars in the transcription, most notably 
with the first bar replaced with a 4-note descending pattern that starts from the F and ends on the C). 

So here is a simple little excerpt from a simple polyphonic song, and already, from a rather su-
perficial analysis of a very crass notational representation, there are many puzzling questions about 
the tonal centre. Considering some of the more observable aural details that the notational repre-
sentation can’t accommodate, there are a few more notable concerns about the tonality having to do 
with the intonation of individual notes. The notated example doesn’t account for variations within 
the B♮s and B♭s, the F♮s and F♯s, or the fact that what looks like whole-steps (200 cents) on the staff 
are smaller than this. For example, the B♭ is always tuned slightly higher, which, using the program 
Transcribe!, I approximated to be between 30-50 cents higher. That being observed, the Bs, from 
this recording in general, follow the notation, but as the song gets faster, the Bs start getting mixed 
up such that the B♭in the 2nd bar of the solo line is sung closer to a B♮and the B♮ resolving into the 
third bar is sung closer to a B♭ (around 1:47); and in the earlier repeat (around 1:42), the difference 
between the Bs is already getting fuzzy, such that they are closer in pitch to each other. I have also 
heard other performances of this song, where the Bs are mixed up even in the slower section. 

Turning to the Fs, we should note that for the most part, there are consistent differences in the 
top voice between the F♮ and F# as is written in transcription (Example 2); however, the middle 
voice sings yet a different F, this one is slightly smaller than an F# and results in something of a 
neutral third with the top voice (slightly smaller than a minor third). But as the song gets faster, the 
tuning of this F (both as a melodic and a harmonic interval) also becomes more variable (an exam-
ple of which can be heard at 1:53). 

The discussion above points to the question of tuning systems and scales in Georgian po-
lyphony, and how these further contribute to the experiences of poly-tonnality in Georgian songs. 
Theories on scales are abundant and sometimes competing in the literature on Georgian polyph-
ony. Despite the controversies, there are a number of relevant discussions about the tuning and 
scale systems that can contribute to the understanding of how multiple tonalities may be perceived. 
First is the presence of a neutral third and other inconsistent melodic intervals, which were briefly 
identified in the Satsekvao example above. Also, is the idea that Georgian polyphonic scales are 
mono-tonic and based on a pentachord. Many scholars suggest that the scale system is based on 
a perfect fifth, and divided into 4 steps of approximately 175 cents, which can also explain the 
neutral third. As is noted by many of these scholars, however, there is a lot of variability for the in-
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terpretation of these intervals – variations to accommodate regional differences, difference between 
villages, or even differences between individual performers. For Kartli-Kakhetian songs, there are 
further discussions that theorize on two different tonal systems coexisting: one similar to music of 
the middle east, based on tetrachords, which govern the top voices; and one based on pentachords 
that govern the bottom voice and thus harmonic changes (Tsitsishvili,  2010). 

Most interesting are very recent studies using computational analysis of Georgian polyphony 
(Muller, 2017; Scherbaum, 2016; 2019; 2020), which have also demonstrated what seems like a 
dual-tonal system; however, in this case, one system governs melodic intervals while a different 
tonal system is for harmonic intervals. In these studies, the melodic intervals, similar to the theories 
proposed above, tend to be based on intervals based on a step of around 170 cents (though there 
is variability in these) but the harmonic interval of a step is often calculated closer to 200 cents. 
This research is impressive and exciting for all those interested in the study of Georgian polypho-
ny. However, most of the musical examples are from Svaneti, though a few have included Gurian 
songs and a choir from Tbilisi. None, however, seems to have yet addressed Kartli-Kakhetian songs 
and it would be particularly interesting to see how computational analysis will measure the tonal 
organization of what is already accepted as a dual-tonal system. Nonetheless, from the many field 
expeditions and many songs already evaluated, the computational analysis’ observations, that there 
appears to be different tonal systems for the melodic intervals and harmonic ones, seems hard to 
refute and only validates how the perception of tonality in Georgian polyphonic songs continues to 
be a worthy source of playing with element to explore, and may very well the contribute to experi-
ences of aural illusions and temporal distortions. 

But even beyond this multi-tonal system, the micropoetics in performance, i.e., the multitude 
of subtle variations in pitches as well as in improvisation, further play with our perceptions of to-
nality. My master’s thesis, which focused on issues of variability in the performance of Georgian 
songs, documented the multitude of possible variations that occur in the Gurian song Vakhtanguri. 
I had transcribed and analyzed 5 different performances of the song recorded between 1930 and 
2004. Tuning differences between differing ensembles were evident (an obvious example is the up-
ward pitch drift in each performance (also see Scherbaum, 2020) but I also noted tuning differences 
within individual performances. My attempt to document these involved measuring the pitch of 
a resolving interval from the trio to chorus, which varied audibly within each single performance 
(Kuzmich, 2007: 115). Thankfully, the sophisticated computational analysis work by Scherbaum 
(2016; 2019; 2020) and Mueller (2017) demonstrates such variability much more clearly than I 
was able to. Looking at the graphs from the computational analysis after statistical music programs 
were used to evaluate the fundamental frequencies, there is still a lot of variability in the execution 
of these intervals (as can most easily be seen in the grey markings of figures 5 to 7 in  Scherbaum 
[2019: 4-5]; or can be understood from the standard deviations reported, which vary from 30-70 
cents, an obvious audible amount [ibid.]). In my thesis, however, I also noted some significant 
incidents of tuning, what seems to be a slightly augmented fourth that created a shimmer or buzz 
within some of the performances. These occurred in the Simonishvili version at approximately 1:31 
and 1:50, on the Kirile Pachkoria’s 1929 version at 0:50 and on his 1930’s version at approximately 
1:58. I have heard and sung this interval many times, knowing it to be particularly pleasing for its 
unusualness and its visceral experience. It is clearly a valued aesthetic quality and yet another one 
of the many possible micropoetics we can talk about in Georgian polyphony, though this buzz or 
shimmer is a regional characteristic particular to Guria only. I do want to note that while the variants 
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are seemingly endless in some of the trio sections of Vakhtanguri, especially those without text, 
those with text have far less room for variation, but the use of this shimmering interval adds a par-
ticularly unexpected energy, which is yet another example of how the micropoetics of performance 
play with our perceptions, which can be heard in the sixth trio of Pachkoria’s version. 

All these possibilities for variation in intervals add to the complex micropoetics performed 
in Georgian polyphony. Whether they be the subtle choice of singing a B♭, B♮, or something in 
between, as mentioned in the Satseqvao above, or the over hundreds, perhaps thousands of permu-
tations that can take place in a song like Vakhtanguri, a multitude of subtle musical and rhythmic 
variations are a natural part of the Georgian polyphony. These micropoetics play with our expecta-
tions, and the choice of how a pitch is sung can have so many different tonal implications within the 
moment to moment unfolding of a Georgian song. 

It is hoped that the above discussion has demonstrated that the micropoetics in Georgian po-
lyphony play with our sense of tonality just as the micropoetics in Malagsy ceremonial music play 
with our sense of time. It is through this interplay with our expectations and the possible simulta-
neous perception of multiple tonalities that lead to aural illusions and temporal distortions when 
listening or performing Georgian polyphonic songs. Aural illusions and temporal distortions are 
themselves, however, not significant enough to recall the past and perform ancestry. They are made 
into more profound meaning-making experiences when the physicality of the sound, its visceral 
effect, functions in association with some form of social context (whether that be a remembered 
one or synchronous one) and moments of joyousness result. As Emoff describes, in these moments, 
sonic sensibilities intertwine with physical, emotional, as well as social experiences and the “musi-
cal performance …transforms the past into something alive and palpable” (Emoff, 2002: 8). Thus 
the music is experienced as part of a larger cultural expression, the interdisciplinary nature of which 
allows for the jump from aural illusions in real time to the experience of timelessness required to 
recall the ancestors.

         
Audio example

1. Excerpt from “Betsimisaraka morceaux tromba: Volamena and Volon’aomby,” track 5, from Mada-
gascar: Spirit Music from the Tamatave Region (2001), UNESCO Collection of Traditional Music.

2. Excerpts from Kirile Pachkoria’s 1929 recording of “Vakhtanguri” (the 5th and 6th trios). 
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magaliTi 1. musikaluri Sesrulebis reprezentacia trombas ceremonialis dros, 
suraTi 6.2, emofis xelaxali gamocemidan (Emoff, 2011: 137).
Example 1. Representation of musical performance during Tromba ceremony, reprint of Figure 6.2 
in Emoff (Emoff, 2011: 137).

magaliTi 2. sacekvaos ori monakveTis uxeSi notacia, kaxuri gundi „marvalJam-
ieris~ SesrulebiT.
Example 2. A rough notation of the two sections of Satsekvao, as sung by the Kakhetian choir 
Mravalzhamier.

suraTi 1. rubinis vaza.
Figure 1.  Rubin’s goblet.
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natalia zumbaZe
(saqarTvelo)

mravalxmianobis kidev erTi argumentis Sesaxeb qarTul simReraSi 
 

sasimRero mravalxmianobiT saxelganTqmul qarTul tradiciul musikaSi 
ramdenime kuTxis simRera (vgulisxmob dRevandeli saqarTvelos teritoriul 
farglebSi Semaval kuTxeebs) mravalxmianobis funqcionirebiT da xvedriTi wiliT 
aSkarad amovardnilia zogadi konteqstidan da danarCenebisgan gansxvavebuli 
ieri aqvs. aseTia xevsuruli, TuSuri, mesxuri da lazuri simRerebi. am kuTxeebSi 
mravalxmiani mReris tradicia an TiTo-orola nimuSSi fiqsirdeba, an mTlianad 
miviwyebul-dakargulia.

saerToqarTuli mocemulobis fonze xevsuruli, TuSuri, mesxuri da lazuri 
erTxmiani simRerebis musikaluri enis Taviseburebebis kvlevam (mxedvelobaSi 
maqvs rogorc gamocemuli, ise CemTvis xelmisawvdomi gamoucemeli audio da 
sanoto Canawerebi) im daskvnamde mimiyvana, rom isini mravalxmianobis araerT 
arguments Seicavs.1 es argumentebi mianiSnebs qarTvelTa musikaluri azrovnebis 
umTavres niSanze – mravalxmianobaze, romelic mocemul hangebSi aRar/veRar 
aris realizebuli. xsenebul argumentTa ricxvs unda ekuTvnodes musikaluri 
azris dasasruls kilos centraluri tonis xSiri gameoreba (mag. 1, 2, 3).

qarTul eTnomusikologiaSi SeniSnulia kilos primis mravaljeradi 
gameorebis faqti TuSuri, xevsuruli, mesxuri, Wanuri da taouri simRerebis 
hangis bolos, Tumca es movlena arc sagangebod ganxilula da arc sakiTxi 
dasmula mravalxmianobasTan misi kavSiris Sesaxeb.

pirveli, vinc SeamCnia TuSur simRerebSi melodiis daboloeba `kilos 
primis mravalgzis ganmeorebiT~, S. aslaniSvili iyo (aslaniSvili, 1956:131). 
g. CxikvaZe aRniSnavs TuSuri simRerebisa da sakravieri hangebisTvis tipur 
movlenas, originalur sakadanso saqcevebs, romlebic damaboloebel taqtSi 
gadadis winarbediT – sakadanso bgerebis winaswar gamoCeniT (CxikvaZe, 
1960:XVII). e. WoxoneliZe tonikis mravaljerad gameorebas miiCnevs mTis 
musikaluri dialeqtebisTvis (igulisxmeba aRmosavleT saqarTvelos mTa – n.z.) 
damaxasiaTeblad, TuSurSi ki – gamomsaxvelobiT xerxadac (WoxoneliZe, 1973:24). 
e. garayaniZe TuSur simRerebTan dakavSirebiT imeorebs S. aslaniSvilis azrs 
(Tumca, Cans, aviwydeba amis aRniSvna), Tavis mxriv ki umatebs, rom msgavsi movlena 
naklebi xarisxiT zogi xevsuruli simRerisTvisac aris niSandoblivi (garayaniZe, 
2011:36). e. garayaniZe pirveli miuTiTebs, aseve, ̀ tonikis mravalgzis ganmeorebaze~ 
zogi mesxuri epikuri simReris kadansSi (garayaniZe, 2011:58). im faqtis aRniSvniT, 
rom xSirad TuSuri simReris kadansSi Zlier droze aRebul tonikur bgeras 
win uswrebs `winarbedi~ – tonikuri bgera sust droze (garayaniZe, 2011:36), e. 
garayaniZe eTanxmeba, erTi mxriv, g. CxikvaZis, xolo meore mxriv, e. WoxoneliZis 
mosazrebebs (CxikvaZe, 1960:XVII, WoxoneliZe, 1973:24). g. kraveiSvilis azriT, 
`simReris yoveli frazis bolos sayrdeni tonis ritmuli danawevreba~ Wanurisa 
da taouris stiluri maxasiaTebelia, riTac isini gansxvavdeba saqarTvelos sxva 

1 qarTul simReraSi mravalxmianobis argumentebis Sesaxeb ix. zumbaZe, 2010.
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kuTxeebis musikisgan, garda TuSurisa (kraveiSvili, 2017:173). 
sakiTxis Seswavla dRevandeli saqarTvelos Semadgeneli kuTxeebis masalebiT 

daviwye. magram vinaidan saqme exeboda arguments, romelic, Cemi varaudiT, yofil 
mravalxmianobaze mianiSnebda, mravalxmianoba ki miviwyebul-dakargulia, aseve, 
saqarTvelos dRevandel sazRvrebs gareT mcxovreb qarTvelTa simRerebSi, 
amitom kvlevis procesSi maTi monacemebis gaTvaliswinebac momixda. saanalizo 
masalas miemata TurqeTis saqarTveloSi fiqsirebuli Canawerebi, romelTa Soris 
uZvelesi 1917, xolo uaxlesi 2014 wlisaa. 

ismis kiTxva: ra unda iyos mizezi musikaluri azris dasasruls kilos 
centraluri tonis xSiri gameorebisa? ra xdeba misi saSualebiT? 

e. WoxoneliZe Tvlis, rom tonikis Semdgom gameorebas unda iwvevdes 
taqtis sust droze misi gamoCena; gameorebis azri tonikis metrul-ritmuli 
ganmtkicebaa (WoxoneliZe, 1973:24-25).

cxadia, kilos I safexuris gameorebiT xdeba tonikis xazgasma, aqcentireba, 
rogorc S. aslaniSvili ambobs, tonikurobis `ufro ganmtkiceba~ (aslaniSvili, 
1956:116). magram ra mizani aqvs am xazgasmas, tonikurobis `ufro ganmtkicebas~? 

e. WoxoneliZe am movlenas bgeraTrigis `sayrdeni tonebis gamokveTas~, maT 
`intonaciur gamovlenas~ ukavSirebs (WoxoneliZe, 1973:24). 

Cemi dakvirvebiT, romelic xevsuruli, TuSuri, mesxuri da lazuri 
audio da sanoto Canawerebis analizs efuZneba, es movlena simReris yofil 
mravalxmianobaze unda mianiSnebdes. am mizans emsaxureba repeticiuli xazgasma 
kilos myari, damaboloebeli I safexurisa, romelic nagulisxmebi banis ZiriTad 
safexurs warmoadgens.

sayuradReboa, rom gamoTqmul mosazrebas mxars uWers xevsuruli, TuSuri, 
mesxuri da lazuri musikis saerTo Taviseburebebi, romlebic saqarTvelos 
danarCeni kuTxeebisTvis an sruliad ucxoa, an Tu gvxvdeba, mxolod calkeul 
SemTxvevaSi da konkretuli mizeziT. esenia: 

• sasimRero tradiciaSi erTxmianobis dominireba;
• mamakacTa repertuarSi unisonuri Sesruleba;
• erTxmian simRerebSi mravalxmianobis argumentebi kilos dabali VII, 

zogjer VI safexuris saxiTac. 
erTaderTi, razec aRniSnuli niSan-Tvisebebi SeiZleba miuTiTebdes, aris 

xsenebul kuTxeebSi xmis Sewyobis/Sebanebis tradiciis daknineba/dakargva. maTi 
axsna Sinagani bunebiT mravalxmian qarTul kulturaSi siZvelis SemorCeniT 
naklebad sarwmunoa.

metad mniSvnelovania, rom musikaluri azris dasasruls kilos centraluri 
tonis xSiri gameoreba gvxvdeba saqarTvelos im kuTxeebis simRerebSi, sadac 
mravalxmianma mReram sxvadasxva mizeziT arsebiTi cvlilebebi ganicada. vinaidan 
tradiciuli qarTuli mravalxmianoba baniT Tanxlebul mReraSia realizebuli, 
gaerTxmianebul simRerebSi ki banma dakarga kuTvnili adgili, amitom misi 
uwindeli arseboba sxva gzebiT, sxva saSualebebiT aris miniSnebuli.

gavixsenoT, rom xevsureTsa da TuSeTSi tradiciuli mravalxmiani simReris 
ramdenime nimuSia fiqsirebuli, mesxeTsa da lazeTSi ki faqtobrivad mTlianad 
erTxmiani mReraa gabatonebuli. aseT mocemulobaSi argumentebs, romlebic 
simReris uwindel mravalxmianobaze miuTiTebs, gansakuTrebuli mniSvneloba 
eniWeba.

n. maisuraZis mixedviT, kilos I da dabal VII safexurebs qarTul erTxmian 
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simRerebSi melodiis harmoniuli sayrdenebis funqcia aqvs da banad moiazreba 
(maisuraZe, 2015:133). zogjer frazis damaboloebeli bgera (tonikuri bgeris 
mravaljeradi gameoreba) yoveli momdeno frazis harmoniul sayrdenad aRiqmeba, 
risi mizezic erTxmian simRerebSi faruli orxmianobis arsebobaa (maisuraZe, 
2015:158).

sakiTxis Seswavlis procesSi Cem mier gaanalizebuli xevsuruli, TuSuri, 
mesxuri da lazuri audio da sanoto Canawerebidan musikaluri azris dasasruls 
kilos primis mravaljeradi gameorebis amsaxvel suraTs warmovadgen lazeTis 
magaliTze. 

Tavdapirvelad Sevexebi audioCanawerebs. maT kvlevas mocemul SemTxvevaSi 
gansakuTrebuli mniSvneloba aqvs, radgan masala mwiria da misi nawili notirebuli 
ar aris. g. CxikvaZis mier saqarTveloSi mcxovrebi lazebisgan eqspediciebSi 
fiqsirebuli xmovani nimuSebis SeswavliT irkveva, rom sakvlevi movlena saxezea 
1963 wels sarfSi Caweril 2 simReraSi 6-dan (eqspedicia guriasa da aWaraSi, 
1963: 156-22, 157-1) da 1973 wels sarfSi, kvariaTsa da simoneTSi fiqsirebul 27 
simReraSi 57-dan (eqspedicia baTumis raionSi, 1973: 205: 1-4, 6, 14-16, 18, 21, 24-25, 
28-29, 31-36; 206: 1, 6, 12; 207: 5-7, 10)2 (audiomag. 1, 2, 3, 4, 5, 6). 

rac Seexeba sanoto Canawerebs. g. kokelaZis krebulSi Setanili lazuri 
nimuSebi (kokelaZe, 1984:288-295) nawilia TurqeTis lazeTSi 1917 wels 
enaTmecnier i. yifSiZis mier fonografiT fiqsirebuli 19 simRerisa (kokelaZe, 
1936:1). savaraudod, igive unda iyos g. CxikvaZis sanoto krebulSi Sesuli lazuri 
nimuSebis (CxikvaZe, 1971:346-363) wyaroc (CxikvaZe, 1980:31-32). g. kokelaZis 
krebulSi CvenTvis sayuradRebo movlena gvxvdeba warmodgenili 6 simReridan 
4-Si (##95-96, 98-99) (mag. 4), xolo g. CxikvaZis krebulSi – 13 simReridan 8-Si 
(Toli moni kulani, oxaCquSi birafa, heiamoli, xusni abduliSi, asqeriSa mobTiT, 
xoroniSi birafa, lazuri birafa, viwuri birafa) (mag. 5). kilos centraluri 
toni musikaluri azris dasasruls meordeba gaRmalazeTSi 1989-1990 wlebSi 
z. Tandilavas mier Caweril desTanebSic (kraveiSvili, 2017:253, 254) da 2014 
wels g. kraveiSvilisa da n. memiSiSis mier fiqsirebul simReraSi xolo qomoxTu 
iazi (kraveiSvili, 2017:259).3 muxlis dasasruls tonika meordeba, aseve, taour 
simRerebSi. aseTebia 2014 wels g. kraveiSvilis mier Cawerili haide, wevdeT 
da kaCkaCkaze gomodi (mag. 6) (kraveiSvili, 2017:251, 253). amave TvalsazrisiT 
sayuradReboa yizlarSi d. arayiSvilis mier 1904 wels Cawerili TeTro qalo 
(mag. 7) (Аракчиев, 1916:131).

aSkaraa, rom xevsurul, TuSur, mesxur da lazur erTxmian simRerebSi 
gamovlenili, maTi stiluri Taviseburebis amsaxveli, erTi da igive movlena 
– musikaluri azris dasasruls kilos centraluri tonis xSiri gameoreba – 
SemTxveviTi ar SeiZleba iyos. SemTxveviTi arc is aris, rom am niSniT xevsuruli, 
TuSuri, mesxuri da lazuri gansxvavdeba saqarTvelos danarCeni kuTxeebis 
simRerebisgan, romlebSic wamyvani mravalxmiani mReris tradiciaa. xolo Tu 
imasac gaviTvaliswinebT, rom es movlena saxezea dRevandeli saqarTvelos 
sazRvrebs gareT mcxovreb qarTvelTa erTxmian simRerebSic, maSin Cemi 

2 CamoTvlilebs Soris zogi simRera hangiT igivea da mxolod verbaluri teqstiT sxvaobs. 
3 lazuri da taouri musikis stilur maxasiaTebelze – simReris yoveli frazis bolos sayrdeni 
tonis ritmul danawevrebaze – saubrisas g. kraveiSvili mxolod 2 sxva magaliTs asaxelebs 
(kraveiSvili, 2017).
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mosazrebis sisworeSi daeWveba Znelia. 
sayuradReboa, rom `lakur kadansad~ wodebuli msgavsi movlena (tonikuri 

bgeris mravaljeradi gameoreba) (Чалаев, 1977:6) gvxvdeba, aseve, daRestnis 
xalxebis – xunZebis, yumuxebis, lakebis, darguelebisa da lezgebis – 
simRerebSi, romlebic warmodgenilia sanoto krebulSi Дагестанские народные 
песни (Zumbadze, Matiashvili, 2015:86). aq igi saxezea yoveli 20-dan 17 xunZur (##2-
14, 16-18, 20), 16 yumuxur (##44-46, 48-60) (mag. 8), 13 lakur (##61-62, 64-73, 78), 
12 darguul (##82-84, 86-88, 90, 92, 94-95, 97, 99) da 3 lezgur simReraSi (##27, 
30, 36) (Гасанов, 1959). sanoto krebulSi Лакские народные песни gaerTianebuli 50 
nimuSidan `lakuri kadansi~ gvxvdeba 17-Si (##5-6, 11, 14, 18, 20, 25-26, 28-30, 34-
35, 38-39, 45, 49) (Чалаев, 1977).4 

marTalia, rigi mizezebis (gansakuTrebiT, avTentikuri saeqspedicio 
fonoCanawerebis xelmiuwvdomlobisa da sakuTari saeqspedicio praqtikis 
uqonlobis) gamo sakiTxis SedarebiTi samecniero kvlevis SesaZleblobas 
moklebuli var, magram ar gamovricxav, rom Crdilokavkasiel xalxTa simRerebSi 
qarTulis analogiur procesebs hqondes adgili.

dasasrul, gavimeoreb imas, razec jer kidev Cems sadisertacio naSromSi 
(zumbaZe, 1997:120-123) da calkeul statiebSi vwerdi: rom saqarTveloSi, sadac 
mravalxmianoba musikaluri azrovnebis zogaderovnuli forma da koleqtiuri 
Sesrulebis erTaderTi swori gzaa, simRera erTxmiani mxolod socialuri 
funqciis gamo SeiZleba iyos. da didi xnis win gamoTqmul am azrs amjerad ufro 
metad darwmunebuli davamateb: rom yvela sxva SemTxvevaSi qarTuli simReris 
erTxmianoba garkveuli mizeziT aris gamowveuli, garkveuli ramis Sedegia. Tu 
konkretulad risi, amas simReris musikaluri enis safuZvliani kvleva sWirdeba.

audiomagaliTebi

1. heÁamo. eqspedicia baTumis raionSi, 1973 (xelmZRvaneli: g. CxikvaZe). Tsk qxmSla, 
205-16.

2. naduri. iqve: 205-32.

3. heÁ, asie. eqspedicia baTumis raionSi, 1973 (xelmZRvaneli: g. CxikvaZe). Tsk qxmSla, 
206-1.

4. heÁamo. iqve: 206-6.

5. saferxulo. eqspedicia baTumis raionSi, 1973 (xelmZRvaneli: g. CxikvaZe). Tsk 
qxmSla, 207-5.

6. e kulani miSie. iqve: 207-10.

4 am ricxvSi ar Sedis simRerebi, romlebSic tonika mxolod 2-jer JRers. aseTTa raodenoba ki 
sakmaod didia. 
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NATALIA ZUMBADZE
(GEORGIA)

ABOUT ANOTHER ARGUMENT OF POLYPHONY IN GEORGIAN SONG

In Georgian traditional music famous for its vocal polyphony, songs of several regions (I mean 
the regions of present-day Georgia) are clearly out of the general context in both the function and 
share of polyphony and sound different from the rest. Such are Khevsuretian, Tushetian, Meskhe-
tian and Laz songs. Polyphonic tradition in these regions is either presented by just a few examples, 
or has been completely forgotten and lost. 

Against the background of common Georgian data, study of the peculiarities of Khevsuretian, 
Tushetian, Meskhetian and Laz single-part songs (I mean published as well as unpublished audio and 
music records available to me) led me to the conclusion that they contain a number of arguments for 
polyphony.1 These arguments point to main sign of Georgian musical thinking – polyphony, which 
is no longer/ can no longer be realized in given tunes. Frequent repetition of the central tone of the 
mode at the end of musical idea can be attributed to the afore-mentioned arguments (ex. 1, 2, 3). 

Multiple repetition of tonic of the mode is encountered at the end of Tushetian, Khevsuretian, 
Meskhetian, Chanian and Taoyan song tunes. However, this phenomenon has not been the topic of 
special discussion, nor was the question raised about its connection to polyphony.

Shalva Aslanishvili was the first to notice that in Tushetian songs the melody ended in “multi-
ple repetition of the tonic of the mode” (Aslanishvili, 1956131). G. Chkhikvadze notes a typical oc-
currence for Tushetian songs and instrumental tunes – original cadence phrases, which move to the 
final bar with the preliminary appearance of cadence sounds (Chkhikvadze 1960: XVII). E. Chok-
honelidze considers multiple repetition of tonic as characteristic of mountain musical dialects (East 
Georgian mountains are implied – N.Z.), and a means of expression in Tushetian dialect (Chok-
honelidze, 1973:24). Regarding Tushetian songs E. Garakanidze repeats Sh. Aslanishvili’s opinion 
(however he forgets to mention this). In turn, he adds that a similar occurrence in lesser degree is 
characteristic of some Khevsuretian songs (Garakanidze, 2011:36). E. Garakanidze is also the first 
to point ‘multiple tonic repetitions’ in the cadences of some Meskhetian epic songs (Garakanidze, 
2011:58). By noting the fact that in Tushetian song a tonic tone taken at a strong time is often 
preceded by a tonic taken at a weak time (Garakanidze, 2011:36), E. Garakanidze agrees with the 
views of G. Chkhikvadze on the one hand and E. Chokhonelidze on the other hand (Chkhikvadze, 
1960:XVII, Chokhonelidze, 1973:24). According to G. Kraveishvili, rhythmic fragmentation of 
the supporting tone at the end of each song phrase is a stylistic feature of Chanian and Taoyan. In 
this they differ from the music of other parts of Georgia, except Tusheti (Kraveishvili, 2017:173). 

I started researching the issue with the materials from the constituent regions of today’s Geor-
gia. But since the matter concerned the argument, which, in my opinion, referred to former polyph-
ony; and polyphony is forgotten or lost also in the songs of the Georgians living outside Georgia, 
in the research I had to consider their data as well. The material for the analysis was supplemented 

1 About Polyphony Arguments in Georgian Song, see Zumbadze, 2010.
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with the recordings of the Georgians residing in Turkey, the oldest of which dates back to 1917, and 
the most recent was made in 2014.

Here arises the question:  what is the reason for the frequent repetition of the central tone of 
the mode at the end of a musical idea? What happens through this?

E. Chokhonelidze believes that subsequent repetition of the tonic can be caused by its appear-
ance at a weak time of the bar. The idea of repetition is metric-rhythmic strengthening of the tonic 
(Chokhonelidze, 1973:24-25). 

Repetition of step I of the mode emphasizes, accentuates the tonic, as Sh. Aslanishvili points, 
strengthens tonicity (Aslanishvili, 1956:116).  But what is the purpose of this emphasis, more 
‘strengthening’ of tonicity?

E. Chokhonelidze associates this phenomenon with ‘highlighting of the supporting tones’ of 
the scale, their intonation expression (Chokhonelidze, 1973:24). 

According to my observations, based on the analysis of Khevsuretian, Tushetian, Meskhetian and 
Laz audio and musical recordings, this phenomenon may indicate to the former polyphony of the song. 
This is the purpose of repeating the solid, final step I, which is the basic step for the supposed bass. 

It is noteworthy that the expressed opinion is supported by the common features of Khev-
suretian, Tushetian, Meskhetian and Laz music which are either completely foreign to the rest of 
Georgia, or if encountered, only in certain cases and for a specific reason. These are: 

• Dominance of monophony in vocal tradition;
• Unison performance in male repertoire;
• Polyphonic arguments in monophonic songs in the form of low step 7, sometimes step 6 

of the mode.
The only thing these features can indicate is the reduction-loss of voice/bass tuning in the 

mentioned regions. Their explanation by survival of antiquity in the essentially polyphonic Geor-
gian culture is less reliable.

It is important that frequent repetition of the central tone at the end of the musical idea is 
encountered in the songs of the regions of Georgia, where polyphonic song underwent substantial 
changes. Since traditional Georgian polyphony is realized in a song with bass, and bass has lost its 
place in single-part songs, its pre-existence is hinted by other means. 

Let’s remember, that in Khevsureti and Tusheti several examples of traditional polyphonic song 
are documented, a monophonic singing actually predominates in Meskheti and Lazeti. In such con-
ditions, special attention is paid to the arguments pointing to the previous polyphony of the song.

According to N. Maisuradze, in Georgian single-part songs step 1 and low step 7 have the 
function of harmonic bases of melody and are interpreted as bass (Maisuradze, 2015:133). Some-
times final sound of a phrase (multiple repetitions of a tonic) is perceived as the harmonic basis 
of each subsequent phrase, which the researcher explains by the presence of hidden biphony in 
single-part songs (Maisuradze, 2015:158). 

From the Khevsuretian, Tushetian, Meskhetian and Laz audio and music recordings analyzed 
in the process of researching the issue, I will present the picture of multiple repetition of tonic on 
the example of Lazeti. 

I will touch on audio recordings first. Their research, in this case, has a special significance, 
because the material is scarce and part of it is not notated. The study of the sound material docu-
mented during field expeditions by G. Chkhikvadze from the Laz living in Georgia, reveals that the 
research issue is present in 2 of the 6 songs recorded in Sarpi in 1963 (Field expedition to Guria and 
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Achara, 1963: 156-22, 157-1) and in 27 of the 57 songs recorded in Sarpi, Kvariati and Simoneti 
in 1973 (Field expedition to Batumi district, 1973: 205: 1-4, 6, 14-16, 18, 21, 24-25, 28-29, 31-36; 
206: 1, 6, 12; 207: 5-7, 10)2 (audio ex. 1, 2, 3, 4, 5, 6).

As for the notated records. The Laz examples included in G. Kokeladze’s collection (Koke-
ladze, 1984:288-295) are part of 19 songs recorded on the phonograph by linguist I. Kipshidze in 
Turkish Lazeti, in 1917 (Kokeladze, 1936:1). Supposedly, the Laz examples included in Chkhik-
vadze’s collection (Chkhikvadze, 1971:346-363) are taken from the same source (Chkhikvadze, 
1980:31-32). The phenomenon of our interest can be found in 4 out of 6 songs presented in G. 
Kokeladze’s collection (№№95-96, 98-99) (ex. 4), and in 8 out of 13 songs in G. Chkhikvadze’s 
collection (Toli moni kulani, Okhachkushi birapa, Heyamoli, Khusni abdulishi, Askerisha mobtit, 
Khoronishi birapa, Lazuri birapa, Vitsuri birapa) (ex. 5). Central tone of the mode is repeated at the 
end of the musical idea in Destane songs recorded by Z. Tandilava in Gaghmalazeti in 1989-1990 
(Kraveishvili, 2017:253, 254) and in the song Kholo komokhtu yazi documented by G. Kraveishvili 
and N. Memishishi in 2014 (Kraveishvili, 2017:259).3 The tonic is repeated at the end of the stanza, 
in Taoyan songs as well. For example, Haide, tsevdet and Kachkachkaze gomodi (ex. 6) recorded by 
G. Kraveishvili in 2014 (Kraveishvili, 2017:251, 253). The same should be noted about Tetro kalo 
(ex. 7), recorded by D. Arakishvili in Kizlyar in 1904 (Arakchiev, 1916:131). 

It is obvious that the phenomenon – frequent repetition of the central tone of the mode at 
the end of the musical idea, which is a common stylistic peculiarity for Khevsuretian, Tushetian, 
Meskhetian and Laz single-part songs cannot be accidental. Nor is it a coincidence that this dis-
tinguishes Khevsuretian, Tushetian, Meskhetian and Laz songs from the songs of other parts of 
Georgia, in which the tradition of polyphonic singing is leading. And if we take into account that 
this phenomenon is also present in monophonic songs of the Georgians living outside the borders 
of Georgia, then it’s hard to doubt the correctness of my opinion. 

It is noteworthy that a similar phenomenon called „Lak cadence“ (multiple repetition of a ton-
ic) (Chalaev, 1977:6) is encountered in the songs of Dagestani peoples – the Avars, Kumyks, Laks, 
Dargoyans and Lezgins, which are presented in the music collection Degestani Folk Songs (Zum-
badze, Matiashvili, 2015:86). Here it is present in 17 Avarian (№№2-14, 16-18, 20), 16 Kumyk 
(№№44-46, 48-60) (ex. 8), 13 Lak (№№61-62, 64-73, 78), 12 Dargoyan (№№82-84, 86-88, 90, 
92, 94-95, 97, 99) and 3 Lezgin songs (№№27, 30, 36) out of every 20 (Gasanov, 1959). “Lak ca-
dence” is found in 17 examples (№№5-6, 11, 14, 18, 20, 25-26, 28-30, 34-35, 38-39, 45, 49) out of 
50 included in the music collection Lak Folk Songs (Chalaev, 1977).4 

Although for a number of reasons (especially inaccessibility to authentic expedition audio 
recordings, and the lack of my own expedition practice) I do not have the opportunity for a compar-
ative scientific study on this issue, but I do not exclude that the processes similar to Georgian, are 
observed in the songs of the North-Caucasian peoples. 

Finally, I will repeat what I wnorote about in my dissertation work (Zumbadze, 1997:120-123) 
and in separate articles: in Georgia, where polyphony is the nationwide form of musical thinking 
and the only right way of collective performance, a song can be single-part only because of its 

2 Some of the listed songs have the same melody, but different lyrics. 
3 Speaking of the stylistic characteristics of Laz and Taoyan music – fragmentation of the supporting tone at the end 
of each song phrase, G. Kraveishvili names only 2 other examples (Kraveishvili, 2017).
4 These do not include the songs in which the tonic sounds only twice; there are quite a few of them.
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social function. And, to this opinion uttered long time ago I will more confidently add: In all other 
cases, monophony of Georgian song is caused by a certain reason; it is the result of something cer-
tain, but of what exactly, it requires a thorough study of the musical language of the song.

Audio examples

1. Heyamo. Field expedition to Batumi district, 1973 (led by G. Chkhikvadze). GFMLA of TSC, 205-16.

2. Naduri. Ibid: 205-32.

3. Hey, asie. Field expedition to Batumi district, 1973 (led by G. Chkhikvadze). GFMLA of TSC, 206-1.

4. Heyamo. Ibid: 206-6.

5. Saperkhulo. Field expedition to Batumi district, 1973 (led by G. Chkhikvadze). GFMLA of TSC, 207-5.

6. E kulani mishie. Ibid: 207-10.
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magaliTi 1. xationebis simRera (xevsuruli) (aslaniSvili, 1956:59). 
Example 1. Khationebis Simghera (Khevsuretian) (Aslanishvili, 1956:59).

magaliTi 2. unda mogwero werili (TuSuri) (aslaniSvili, 1956:187). 
Example 2. Unda Mogtsero Tserili (Tushetian) (Aslanishvili, 1956:187).

magaliTi 3. samyrelo (mesxuri) (maRraZe, 1987:155).
Example 3. Samkrelo (Meskhetian) (Maghradze, 1987:155).
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magaliTi 4. lazuri simRera (kokelaZe, 1984:288). 
Example 4. Laz Song (Kokeladze, 1984:288).

magaliTi 5. viwuri birafa (lazuri) (qarTuli xalxuri musikis saleqcio kursis 
sailustracio masala, 1971:346).
Example 5. Vitsuri Birapa (Illustration material of the lecture course in Georgian folk music, 
1971:346).

magaliTi 6. kaCkaCkaze gomodi (taouri) (kraveiSvili, 2017:253).
Example 6. Kachkachkaze gomodi (Kraveishvili, 2017:253).
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magaliTi 7. TeTro qalo (yizlarSi Cawerili) (Аракчиев, 1916:131).
Example 7. Tetro Kalo (Recorded in Kizlyar) (Аракчиев, 1916:131).

magaliTi 8. yumuxuri simRera (Гасанов, 1959).
Example 8. Kumyk Song (Гасанов, 1959).
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ritis ambrazeviCiusi
(lietuva)

musikaluri bgeraTrigebi lietuvur 
tradiciul vokalur mravalxmianobaSi 

Sesavali
miuxedavad imisa, rom lietuva patara qveyanaa, tradiciulad igi oTx eT-

nografiul regionad iyofa. es dayofa emyareba sametyvelo dialeqtebs, tradic-
iebsa da sxva kulturul elementebs, Sesabamisada gamoiyofa Semdegi regionebi: 
auqStaitia (Aukštaitija, aRmosavleTi), Jemaitia (Žemaitija, dasavleTi), Zukia (Dzūkija, 
samxreT-aRmosavleTi) da suvalkia (Suvalkija, samxreT-dasavleTi) (sur. 1). 

dResdReobiT lietuvis sxvadasxva regionSi gabatonebulia homofoniuri 
stili. Cveulebriv, erTi momRerali asrulebs wamyvan xmas maSin, rodesac jgu-
fis danarCeni wevrebi amateben dabal, `fonis~ mniSvnelobis xmas; amis meSveobiT 
wamyvan xmasTan iqmneba terciebis, kvartebis an kvintebis diadebi1, funqciuri 
harmoniis mixedviT. zogjer, aseve, emateba mesame, kvlav dabali xma, magram igi, 
rogorc wesi, SeiZleba ganvixiloT mxolod rogorc meore xmis heterofonuli 
varianti. mamakacTa `maRali~ da `dabali~ tembrebiT simRera gavrcelebulia. es 
niSnavs imas, rom Sereuli (mamakacTa da qalTa) ansamblis SemTxvevaSi, mamakaci 
momRerlebi qalTa xmiT Sesrulebuli wamyvani xmis qveS uwyoben, amateben ter-
cias (kvartas, kvintas...) an decimas (undecimas, duodecimas ...). iTvleba, rom 
Jemaitiasa da auqStaitiaSi gavrcelebuli homofoniuri mravalxmiani simRera 
SedarebiT adreuli warmoSobisaa da mas upiratesad axasiaTebs maJoris msgavsi 
kilo. auqStaitias msgavsi ormagi da sammagi vokaluri homofonia, popularulia 
suvalkiaSi. fiqroben, rom ZukiaSi gavrcelebuli homofoniuri stili ufro gvi-
ani warmoSobisaa, Seiqmna me-19-me-20 ss. mijnaze an odnav adre. maT aerTianebT 
maJoris msgavsi da minoris msgavsi kiloebis arseboba (Ambrazevičius, Budrys, & 
Višnevska 2015: 46-47). 

warmodgenili kvlevis mizania, siRrmiseulad Cawvdes lietuvuri tradici-
uli vokaluri mravalxmianobis musikaluri bgeraTrigebis fenomens. 

nimuSebi da akustikuri sazomebi 
kvlevisTvis SeirCa lietuvuri tradiciuli vokaluri mravalxmianobis sxva-

dasxva vokaluri dialeqtis 14 a capella nimuSi (xmovani Canawerebi). Canawerebidan 
5 nimuSi warmoadgens auqStaitias adgilobriv stils (qalaqi Seduva [Šeduva], 
radviliSkas [Radviliškis] raioni), danarCeni 5 Canaweri ki – Zukias adgilobriv 
stils (sofeli miStunai [Mištūnai], Zukia). detaluri informacia ix. danarTSi. 

musikaluri bgeraTrigebi Sefasda akustikuri sazomebis safuZvelze. gam-
oyenebuli iyo programuli uzrunvelyofa Praat2. ZiriTadad, dasrulda speqtr-
Si sixSireebis gazomva, rac Semdgom gadaangariSda bgerebze. amasTan, zogierT 
SemTxvevaSi, calkeuli vokaluri xma Caiwera sxvadasxva xmovan trekze. am SemTx-

1  wyvili (red.).
2  https://www.fon.hum.uva.nl/praat/. 
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vevebSi, individualuri vokaluri xazebi Sefasda Praat-Si gamosaxuli bgeraTsi-
maRleebis anabeWdebis safuZvelze.  

`farTo unisoni~
akademiuri gundis momRerlebisTvis damaxasiaTebelia erTsadaimave xmebSi 

10-15 centiT cdomileba (Ternström 1993: 134; Ternström & Sundberg 1988: 59). bune-
brivia imis molodini, rom analogiuri fenomeni iqneba tradiciul simReraSic. 
magaliTisTvis aviRoT simRera “Žaliuo girelie” (mag. 1). gaanalizda misi JRerado-
bebis speqtri da mag. 2 warmoaCens erT-erT nimuSs, samxmovanebas meore melos-
trofidan, romelic moniSnulia isriT mag. 1-ze. Cans oTxi mwvervali, romelic 
Seesabameba vokaluri xmebis ZiriTadi tonis sixSireebs da naCvenebia maqsimumze 
6 decibeliT dabla arsebuli xmebis gamtarobis safarTove (gadaTvlilia tem-
perirebuli naxevartonebis wiladebze). sami mizezi, ratomac bgeraTsimaRleebi 
warmodgenilia ganieri mwvervalebiT, nacvlad xazebisa: 1) furies gardaqmnis 
SezRuduli droiTi fanjara 3 (aq 0,5 wm), 2) ganxilul droiT fanjaraSi inton-
aciuri arastabiluroba, 3) ganxilul vokalur partiaSi, calkeuli momRerlebis 
mier Sesrulebul simaRleebSi arsebuli gadaxrebi. pirveli mizezi pasuxismge-
belia xazebis gafarToebaze araumetes 0,8 naxevartonamde (ganxiluli droiTi 
fanjarisa da sixSirebis diapazonisTvis). magaliTi sanoto CanawerSi araa ga-
mosaxuli mamakacTa dabali `banis~ xma. igi imeorebs `Sua-dabal~ xmas, mxolod 
oqtaviT dabla. warmodgenil statiaSi warmodgenilia mxolod sqematuri tran-
skrifciebi. kerZod, melodiis mxolod ZiriTadi Taviseburebebia gamosaxuli da 
ganzogadebulia melostrofSi arsebuli variaciebi. gansakuTrebuli bgeraTsi-
maRlebrivi Tvisebebic (maTi gansxvavebebi 12-toniani Tanabradtemperirebuli 
wyobisgan) aseve ugulvebelyofilia.

sur. 2-ze mocemuli mwvervalebis ufro axlos daTvalierebas mivyavarT 
daskvnamde, rom gansakuTrebiT or dabal vokalur xmas axasiaTebs intonaciebis 
mniSvnelovani dispersia.4 warmodgenili cifrebiT Tu vimsjelebT, igi naxevr-
tons an metsac aRwevs.5 

miStunaisa da Seduvas nimuSebSi dispersia ufro dabalia. magaliTad, nimuS-
Si “Arškėtėli garbuonėli” (miStunai) dabali xma warmoqmnis ara umetes 0.4-0.5 naxeva-
tonisa. SesaZloa, miStunais, Seduvasa da sedas jgufebs Soris ̀ farTo unisonSi~ 
gansxvaveba nawilobriv gamomdinareobs momReralTa jgufis Semadgeneli wevre-
bis gansxvavebuli raodenobidan (sedas folklorul ansamblSi 25-30 momRera-
lia, maSin, rodesac sxva or jgufSi iyo 10 momRerlamde). nebismier SemTxvevaSi, 
sedas jgufi warmoadgens `gansakuTrebiT farTo unisons~, ramac Seqmna `xaver-
dovani~ xmovanebis xarisxis STabeWdileba.

gansakuTrebuli SemTxvevaa simRerebis “Užugde mani mačiute” da “Oi Dieve 
mano” Canawerebi. aq or gansxvavebul stereo arxSi dominirebs ori xma. amg-
varad, calkeuli bgeraTsimaRleebi SeiZleba gaizomos monofonuri bgeraTsi-

3 jozef furies F(frangi maTematikosi da fizikosi, 1768_1830) gardaqmnis SezRuduli droiTi 
fanjris meTodi warmoadgens misi gardaqmnis klasikuri Teoriis ganviTarebul versias, romel-
ic gamoiyeneba musikaluri signalis  droisa da sixSiris speqtruli analizisTvis (red). 
4  dispersia – monacemTa gafantulobis sazomi (red.).
5 furies transformaciebis metad detaluri maTematikuri ganxilva sasargeblo iqneba ufro 
zusti cifrebis dadgenisTvis.  
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maRlebrivi trekebidan, da unisonSi arsebuli gadaxrebic advilad SeiZleba 
aRinusxos. sruliad moulodnelad, xmebi unisonis farglebSi mniSvnelovnad 
gadaixreba; gadaxrebi 50 centsac ki aRweven. es gansakuTrebiT mkafiod Cans 
tonikis intonirebisas. 

bgeraTrigebis TandaTanobiTi transformacia6 
Sesrulebis procesSi, melostrofidan melostrofisken, bgeraTrigebi xSi-

rad ganicdian TandaTanobiT iseT transformacias, rogoricaa TandaTanobi-
Ti Seviwroeba an gafarToeba, risi gansazRvrac smeniT rTulia, Tu ar usmen 
calkeul akordebs. simRera “Auga kiemi dagilis” (mag. 2) amgvar nimuSs warmoadgens. 
gaizoma pirveli diadebis simaRleebi TiToeul taqtSi: (`au-~, `da-~ da a.S.).

sur. 3-ze warmoaCenilia am simReris bgeraTasimaRlebriobis ganviTareba da-
sawyisidan mis dasrulebamde. grafikebSi Camatebulia aRniSvnebi, rac miuTiTebs 
diadebze. magaliTad, (V–)III niSnavs, rom esaa diagrama mesame safexurisTvis, 
romelic gvxvdeba diadebSi V-III (e.i. Sedgeba V da III safexurebisgan) (sur. 3). 

SegviZlia SevniSnoT, rom tonaloba maRldeba 2-3 naxevartoniT. bgeraTrigis 
safexurebis ganviTareba Sesrulebis procesSi odnav gansxvavebulia. es gansx-
vavebebi gansakuTrebiT cxadi xdeba, Tu vokalur diadebSi xdeba intervalebis 
Secvla. magaliTad, nominaluri didi tercia III–I `Zalian farTo terciidan~ 
(romelic ufro axlosaa kvartasTanac ki) Camodis `viwro did terciamde~ (20-30 
centiT viwroa 12-toniani Tanabradtemperirebuli wyobis (12TET ) ekvivalenTan 
SedarebiT).

sur. 4-Si gaerTianebulia Seduvasa da miStunais nimuSebis Sedegebi. IV safex-
uri araa naCvenebi Seduvas nimuSSi, vinaidan is sustadaa warmodgenili gaana-
lizebul simRerebSi. ZiriTadad, Sedegebi amyarebs mxolod erTi simReridan 
(mag. 2) – “Auga kiemi dagilis” – miRebul Sedegebs: tonikis maRla ganlagebuli 
bgeraTrigis bgerebs axasiaTebT Sesrulebis dros Camocurebis tendencia, xolo 
tonikis dabla arsebuli bgerebs ki – piriqiT, acurebis, awevisa. Sesabamis-
ad, xdeba bgeraTrigis safexurebsa da tonikas Soris warmoqmnili intervalebis 
Seviwroveba anda bgeraTrigebis SekumSva. gamonaklisi gakeTebulia dabla gan-
lagebuli mexuTe safexurisTvis. SesaZloa, es asaxavs `gaSla-ganviTarebis~ Ta-
viseburebis garkveul tendencias, pirvelyovlisa, yvelaze dabali tonaluri 
sayrdenisTvis (sur. 4). 

amrigad, bgeraTrigis droebiTi SekumSvis tendenciebi arsebiTad erTnair-
ia rogorc Seduvas, aseve, miStunaias nimuSebSi. amasTan, realuri intervalebi 
sakmaod mniSvnelovnad gansxvavdeba. daviwyoT iqidan, rom orive nimuSSi simRe-
rebi emyareba ori ZiriTadi tonaluri sayrdenis CarCos (birTvs): tonikas da 
V safexurs. orive nimuSSi, momRerlebi iwyeben odnav gafarToebuli kvintiT, 
romelic daaxloebiT 20 centiT ufro maRalia, vidre misi analogi 12-tonian 
Tanabradtemperirebul wyobaSi da es SeiZleba mivaweroT gafarToebuli inter-
valebisadmi fsiqologiur upiratesobas (Dowling & Harwood, 1986: 101–104). rode-
sac simRerebis daboloebebs vuaxlobvdebiT, V safexuri kidev ufro maRldeba 
(vidre isaa 12-tonian Tanabradtemperirebul wyobaSi), magram is mainc msgavsia 
Seduvasa da miStunais nimuSebSi. amasTan, bgeraTrigis danarCeni safexurebi (e.i. 

6 bgeraTrigebis Tanmimdevruli gadaxris fenomenis da adgilobrivi harmoniuli intonaciis 
Sesaxeb ufro farTod ix. statiaSi Ambrazevičius, 2014.
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isini, romlebic ar miekuTvneba ori sayrdenis CarCos) or nimuSSi gansxvave-
bulia simaRlebrivad. zogadad rom vTqvaT, Seduvas nimuSSi bgeraTsimaRleebi 
ufro maRalia, miStunais nimuSSi ki – piriqiT (magaliTad, II da III safexurebi). 
rom ganvazogadoT, Seduvas momRerlebi iyeneben maJoris msgavsi bgeraTrigis 
`mkafio, brwyinvale~ versias, xolo miStunais nimuSs axasiaTebs maJoris msgavsi 
bgeraTrigis `bneli~ versia. 

`tkbil-mJave~ bgeraTrigebi
sainteresoa `tkbil-mJave~ bgeraTrigebis SemTxveva, anu rodesac bgeraTri-

gis mesame safexuri mdebareobs sam da oTx meoTxedtonebs Soris. magaliTisTvis 
ganvixiloT simRera “Berneli mana” (mag. 3). 

maSin, rodesac intervalebi V–I axlosaa wminda kvintasTan, Sua III safexuri 
bevrad ufro dabalia, vidre didi tercia (tonikidan). ganvixiloT samxmovane-
bebi, warmodgenili marcvlebze “jau-na-” da “kam tu” (bgerebi 8, 10, 18 da 20 mag. 
8-Si). qveda da zeda (nominalurad) didi da patara terciebi moicavs naxevar-
tonebs 2.87-3.69-4.39 da 2.73-3.23-3.61 (minimumi-saSualo-maqsimumi). amgvarad, Sei-
Zleba CavTvaloT, rom warmodgenili JReradobebi aris ̀ Zalian bneli maJoruli~ 
samxmovanebebi, zogierT SemTxvevaSi minoruli samxmovanebebic ki, rasac `tkbil 
da mJave~ xarisxamde mivyavarT. 

orive simRera – “Užugde mani mačiute” da “Oi Dieve mano” – Seasrula orma 
momReralma, amitom samxmovanebebi ar gvxvdeba. simReraSi dabali da maRali 
(`didi~ da `patara~) terciebia mocemuli, kerZod ki naxevartonebi 3.03-3.56-4.91 
da 2.76-3.15-3.59 (minimumi-saSualo-maqsimumi). simReriaSi “Oi Dieve mano” ki Sesa-
bamisi cifrebia: 3.08-3.71-4.36 da 2.71-3.14-3.517. amgvarad, Cven kvlav vxedavT `tk-
bil da mJave~ nimuSebs. 

adgilobrivi harmoniuli intonacia
rodesac aRniSnuli `tkbili da mJave~ bgeraTrigebis bgeraTsimaRleebis 

jgufi farToa, SesaZloa Seiqmnas maJorsa da minors Soris modulirebis an 
qromatizmis STabeWdileba. sur. 5-Si sami tipuri SemTxveva SeiniSneba. metic, 
yuradReba miaqcieT imas, rom am suraTSi III safexurebi mniSvnelovnad dabalia, 
vidre igive safexurebi realizebuli notebiT 26 da 37 vidre, warmodgenili 
notebSi 8, 16, 20 da 34. msgavsi fenomeni ikveTeba simRerebis “Užugde mani mačiute” 
da “Oi Dieve mano” Sesrulebisas (Ambrazevičius, 2014: 62-65). es adasturebs imas, 
rom bgeraTrigis zogierTi safexuris intonireba damokidebulia mosikalur 
konteqstze (ix. meti Friberg, Bresin, & Sundberg, 2006).

davubrundeT simReras “Auga kiemi dagilis.” mag. 2 gviCvenebs, rom sistematu-
rad xdeba bgeraTrigis zogierTi safexuris ufro amaRlebuli an dadablebuli 
intonireba, rac damokidebulia im diadebze, romlebsac isini miekuTvneba. mag-
aliTad, gamokveTili tendenciaa V safuxuris ufro amaRlebulad intonirebisa 
diadebSi V–II da ufro dadablebulad – diadebSi V–III. tonikis intonirebis 
gadaxrebi gacilebiT didia diadebSi III–I da I–5; igive SeiZleba iTqvas dabal V 
safexurze diadebSi II–5 da I–5. zogierT SemTxvevaSi, es gadaxrebi (deviaciebi) 
naxevartonsac ki aRwevs (!). 

7 emyareba simRerebis pirveli sami melostrofis gazomvebs.
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diskusia
mimdinare kvlevis mTavari arsi imaSia, rom musikaluri bgeraTrigebi bev-

rad ufro mravalferovania, vidre es erTi mosmenis Sedegad Cans. akustikurma 
gazomvebma aCvena, rom arsebobs TiTqosda identuri musikaluri bgeraTrige-
bis gansxvavebuli `versiebi~. is nimuSebic ki, romlebic metad an naklebad See-
satyviseba nominalur maJors an minors (da zogadad diatonur bgeraTrigebs) 
warmoaCens tipebis garkveul mravalferovnebas. magaliTad, erT xmaTa jgufSi 
(erT xmaSi) dasaSvebi intonaciuri gadaxra meryeobs naxevartonis farglebSi, 
rac xmazea damokidebuli. `farTo unisoni~ warmoqmnis garkveul `xaverdovani~ 
xarisxis JReradobas. Sesrulebisas, melostrofidan melostrofisken, bger-
aTrigebi xSirad eqvemdebareba TandaTanobiT gardaqmnas – xdeba maTi TandaT-
anobiTi SemWidroveba an gafarToveba, rac smeniT rTulad aRsaqmelia calkeul 
akordebs Tu ar moismen. garda amisa, lokaluri harmoniuli intonacia, anu 
harmoniul konteqstTan dakavSirebuli intonaciuri cvlilebebi, gamoxatu-
lia sxvadasxva doneebze. amgvarad, bgeraTrigebi warmoadgenen, faqtobrivad, 
garkveul dinamikur fenomens. sainteresoa ̀ tkbil-mJave~ bgeraTrigis SemTxveva, 
rodesac bgeraTrigis mesame safexuri sam da oTx naxevartons Sorisaa. rodesac 
es bgeraTsimaRlebrivi jgufi farToa, SeiZleba Seiqmnas qromatizmis an maJorsa 
da minors Soris modulaciis STabeWdileba. akustikuri analizi gamoavlens da 
aCvenebs msgavs `smeniT moCvenebebs~. 

     
Targmna marika nadareiSvilma
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RYTIS AMBRAZEVIČIUS
 ( LITHUANIA)

MUSICAL SCALES IN LITHUANIAN TRADITIONAL VOCAL HOMOPHONY

Introduction
Even though Lithuania is a small country, it is traditionally divided into four main ethnograph-

ic regions. These divisions are based on spoken dialects, traditions, and other cultural elements: 
Aukštaitija (east), Žemaitija (west), Dzūkija (southeast), and Suvalkija (southwest) (fig. 1). Musical 
dialects approximately correspond to these ethnographic divisions.

Nowadays, homophony is the prevailing style in different Lithuanian regions. Usually, one 
singer performs the leading part while the rest of a group adds the lower “background” part, thereby 
making dyads of thirds, fourths, or fifths with the leading part, according to the functional harmony. 
Sometimes a third, still lower part is added as well, but usually it can be considered merely as a 
stable or heterophonic variant of the second part. Both “high” and “low” male singing is common. 
This means that, in the case of a mixed (male and female) ensemble, male singers add either an 
interval of a third (fourth, fifth...) or tenth (eleventh, twelfth...) below the leading female voice. The 
homophonic multipart singing in Žemaitija and Aukštaitija is considered to be of relatively early 
origin, and it mostly features a major-like mode. Double and triple vocal homophony similar to that 
of Aukštaitija is popular in Suvalkija. The homophonic style in Dzūkija is thought to be of later 
origin, dating from the turn of 19th and 20th centuries or somewhat earlier. Both major-like and 
minor-like modes are common (Ambrazevičius, Budrys, & Višnevska 2015: 46-47).

The current study aims at deeper insight into the phenomena of musical scales in Lithuanian 
traditional vocal homophony. A set of examples is analyzed employing tools of acoustic analysis.

Samples and Acoustic Measurements
14 examples (sound recordings) of Lithuanian traditional vocal homophony a capella repre-

senting different vocal dialects were selected for the study. Five of the recordings represent the local 
style of Aukštaitija (Šeduva town, Radviliškis Dst.) and other five recordings represent the local 
style of Dzūkija (Mištūnai village, Dzūkija). See the detailed information in the Appendix.

Musical scales were assessed based on acoustic measurements. Software Praat1 was employed. 
Mostly measurements of frequencies in the spectra were completed, then recalculated to pitches. 
However, in some cases, separate vocal parts were recorded on different sound tracks. In these cas-
es, the individual vocal lines were assessed based on the pitch tracks visible in Praat.

“Wide Unison”
For Academic choir singers, amount of mistuning in 10–15 cents is common for one-part 

voices (Ternström, 1993: 134; Ternström & Sundberg, 1988: 59). It is natural to expect that similar 
phenomena appear in traditional singing as well. Take as example the song “Žaliuo girelie” (ex. 

1 https://www.fon.hum.uva.nl/praat/. 
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1). Spectra of its sonorities have been analyzed and fig. 2 shows one of the examples, triad from 
the second melostrophe marked by arrow in ex. 1. Four peaks corresponding to the fundamental 
frequencies of the vocal parts are visible and bandwidths of the parts at 6 dB below the maxima are 
indicated (recalculated to fractions of tempered semitones). Reasons why the pitches are represent-
ed by wide peaks instead of lines, are threefold: 1) limited time window of Fourier transform (here 
0.5 sec), 2) intonation instability in the considered time window, and 3) deviations in performed 
pitches among individual singers, in the considered vocal part. The first reason is responsible for 
widening of the lines up to not more than 0.8 semitones (for the considered time window and range 
of frequencies). 

A closer inspection of the peaks in fig. 2 leads to the conclusion that especially the two lowest 
vocal parts are characteristic of considerable dispersion of intonations. Based on the presented 
numbers, it even reaches a semitone or more.2 

For Mištūnai and Šeduva samples, the dispersion is lower. For instance, the lower part in 
“Arškėtėli garbuonėli” (Mištūnai) gives not more than 0.4-0.5 semitones. Possibly, the difference in 
the “wide unison” between the Mištūnai, Šeduva, and Seda (“Žaliuo girelie”) groups results partly 
from the differences in the sizes of the groups (Seda folklore ensemble contained 25-30 singers 
while the other two groups had up to ten singers). At any rate, Seda group presented an “especially 
wide unison” which created an impression of certain “velvet” sound quality.

A special case is with recordings of the songs “Užugde mani mačiute” and “Oi Dieve mano.” 
Here the two voices dominate in the two different stereo channels. Thus individual pitches can be 
measured from monophonic pitch tracks and even the deviations in unisons can be easily registered. 
Quite unexpectedly, the voices deviate noticeably within the unisons; the deviations even reach 
some 50 cents. This is especially distinct in the intonation of the tonic.

Gradual Transformations of Scales3

In the course of performance, from melostrophe to melostrophe, the scales often undergo 
gradual transformations such as gradual narrowing or widening hardly identified by relying on 
hearing unless individual chords are listened to. The song “Auga kiemi dagilis” (ex. 2) presents 
such example. Pitches of the first dyads in each measure: (“au-”, “da-”, and so on) were measured. 
Fig. 3 shows the development of pitches from the beginning to the end of the song. The graphs are 
supplemented with marks pointing to the dyads. For example, (V–)III means that this is the graph 
for the third scale degree which occurs in the dyads V–III (i.e. composed of the V and III degrees).

We can note that the tonality rises by 2–3 semitones. Evolution of the scale degrees during the 
course of the performance slightly differs. These differences in the transposition appear to be espe-
cially apparent if we observe the change in the intervals in the vocal dyads. For instance, the width 
of the nominal major third III–I drops from a “very wide major third” (even closer to a fourth) to a 
“narrow major third” (narrower by some 20–30 cents compared to the 12TET4-equivalent).

Fig. 4 pools the results for the Šeduva and Mištūnai samples. The IV scale degree is not shown 
for the Šeduva sample because it is only faintly present in the analyzed songs. Generally, the results 

2 More detailed maths of Fourier transform would be helpful in specifying more precise numbers.
3 See the wider consideration of phenomena of gradual transformations of scales and local harmonic intonation in the 
paper Ambrazevičius 2014.
4 Twelve-tone equal temperament.
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confirm the insights derived from just one single song, “Auga kiemi dagilis”: the normalized pitch-
es of the scale degrees above the tonic tend to drop during the course of the performance, and those 
below tonic tend to rise. This means a narrowing of the intervals between scale degrees and tonics 
or a shrinking of the scales. The exception is made for the lower 5 scale degree. This probably 
reflects certain tendency of the “unfolding” characteristic, first of all, for the lowest tonal anchor.  

Thus the tendencies of the temporal scale shrinking are essentially the same for both the Šedu-
va and Mištūnai samples. However, the actual intervals differ quite significantly. Let’s start from the 
fact that the songs in both samples are based on the frame (or nucleus) of two main tonal anchors: 
the tonic and the V degree. In both samples, the singers start from a slightly stretched fifth, some 
20 cents sharper compared to its counterpart in 12TET, and this might be attributed to the common 
psychological preference for stretched intervals (e.g. Dowling & Harwood 1986: 101-104). When 
approaching the endings of the songs, the V degree becomes even flatter than the 12TET fifth, but 
this is still similar in both Šeduva and Mištūnai samples. However, the rest of the scale degrees 
(i.e. not belonging to the frame of two anchors) show relevant differences in pitch between the two 
samples. Briefly, the pitches tend to be sharper in the context of 12TET in the Šeduva sample, but 
flatter in the Mištūnai sample (consider, for instance, the II and III scale degrees). To generalize, 
the Šeduva singers apply a “bright” version of a major-like scale whereas the “dark” version of 
major-like scale is characteristic of the Mištūnai sample.

“Sweet and Sour” Scales
Interesting is the case of „sweet and sour“ scales, i.e. when the third scale degree is between 

three and four semitones. As an example, let’s consider the song “Berneli mana” (ex. 3; fig. 5).
While the intervals V–I are close to the perfect fifth, the intermediate III degree lays signifi-

cantly lower than major third (from tonic). Consider the triads performed with syllables “jau-na-” 
and “kam tu” (notes 8, 10, 18, and 20 in fig. 5). The lower and higher (nominally) major and 
minor thirds encompass, respectively, 2.87-3.69-4.39 and 2.73-3.23-3.61 semitones (minimum-av-
erage-maximum). Thus the sonorities can be considered as “very dark major” triads and, for some 
occurrences, even as minor triads – resulting in the “sweet and sour” quality.

Both two songs “Užugde mani mačiute” and “Oi Dieve mano” were performed by two sing-
ers, therefore triads do not appear. But we can evaluate the dyads of voices. For “Užugde mani 
mačiute,” the lower and higher (“major” and “minor”) thirds encompass, respectively, 3.03-3.56-
4.91 and 2.76-3.15-3.59 semitones (minimum-average-maximum). The numbers for “Oi Dieve 
mano” are: 3.08-3.71-4.36 and 2.71-3.14-3.51.5 Thus again we find the “sweet and sour” instances.

Local Harmonic Intonation
When this pitch category in “sweet and sour” scales is wide, one may get the impression of 

hearing chromaticisms or modulating between major and minor. The typical instance can be seen in 
fig 5. Moreover, notice that the degrees III realized by notes 26 and 37 are significantly lower than 
the same degrees realized by notes (e.g.) 8, 16, 20, and 34. Similar phenomena are detected in the 
performances of the songs “Užugde mani mačiute” and “Oi Dieve mano” (Ambrazevičius 2014: 
62-65). This confirms that the intonation of certain scale degree depends on the musical context (see 

5 The numbers are based on the measurements of the first three melostrophes of the songs.
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more in Friberg, Bresin, & Sundberg 2006).
Let’s go back to the song “Auga kiemi dagilis.” Figure 5 shows that certain scale degrees are 

systematically intoned sharper or flatter depending on the dyads they belong to. For example, there 
is a slight tendency to intone the V degree sharper in the dyad V–II and flatter in the dyad V–III. 
The deviations of intonations of the tonic in the dyads III–I and I–5 are much larger; the same can 
be said for the lower 5 degree (i.e. subIV) in the dyads II–5 and I–5. In some cases, these deviations 
even approach a semitone (!). 

Discussion
The main insight of the current study is that the musical scales are much more diverse than it 

would seem at first glance, based on hearing. The acoustic measurements show that there are differ-
ent “versions” of seemingly identical musical scales. Even those examples that would more or less 
correspond to a nominal major or minor (and diatonic scales in general) show some variety of types. 
For instance, intonation tolerance in one voice group (one part) ranges to semitone, depending on 
the part. The “wide unison” creates a certain “velvet” sound quality. In the course of performance, 
from melostrophe to melostrophe, the scales often undergo gradual transformations such as gradual 
narrowing or widening hardly identified by relying on hearing unless individual chords are listened 
to. Additionally, local harmonic intonation, i.e. intonational changes related to harmonic context, is 
expressed at different levels. Thus the scales are in fact kind of dynamic phenomenon. Interesting 
is the case of „sweet and sour“ scales, i.e. when the third scale degree is between three and four 
semitones. When this pitch category is wide, one may get the impression of hearing chromaticisms 
or modulating between major and minor. The acoustic analysis reveals such and similar “aural 
ghosts.”

Appendix. Recordings analyzed

“Arškėtėli garbuonėli” [Curly Eglantine, Don’t Stand at the Road], love song. Mištūnai folklore group, 
Šalčininkai Dst. Record of 1995 (Ambrazevičius, 1999: N20).

“Auga kiemi dagilis” [A Thistle is Growing in the Yard], orphan song. Šeduva folklore group, Radviliškis 
Dst. Record of 1987 (Četkauskaitė, 2007: N76).

“Berneli mana” [My Beloved], ploughing song. D. Raudeliūnienė, V. Gulbickienė, B. Jurevičienė. 
Zūbiškės, Kaišiadorys Dst. Record of 1987 (Jurkutė, 1987: N2).

“Kad aš kelutį keliavo” [When I was on Journey], song sung on the wedding eve at the bride’s home. 
Šeduva folklore group, Radviliškis Dst. Record of 2002 (Vyčinienė, 2002: N1).

“Kad šėriau žirgelį” [I Fed My Horse], song to welcome the bridegroom. Mištūnai folklore group, 
Šalčininkai Dst. Record of 1995 (Ambrazevičius, 1999: N13).

“Łėkė sakałėlis” [Falcon was Flying], oat-harvesting song. Mištūnai folklore group, Šalčininkai Dst. 
Record of 1995 (Ambrazevičius, 1999: N8).
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“Oi brolio brolužėlio” [Oh Brother, Dear Brother], song to welcome the bridegroom. Šeduva folklore 
group, Radviliškis Dst. Record of 2002 (Vyčinienė, 2002: N3).

“Oi Dieve mano” [Oh, my God], haymaking song. Petronėlė Čičinskienė (née Mulkytė), 58; Aleksandra 
Urbonienė (née Rušaitė), 71; Kamėnai, Kėdainiai Dst. Record of 1974 (Četkauskaitė, 1998: N28).

“Oi sesutėla, ko verki” [Oh Sister, Why Are Weeping?], song of leaving for the wedding ceremony. Šedu-
va folklore group, Radviliškis Dst. Record of 1987 (Četkauskaitė, 2007: N51).

“Oi tu sakałėli” [Oh You Falcon], emigrants’ song. Mištūnai folklore group, Šalčininkai Dst. Record of 
1995 (Ambrazevičius, 1999: N19).

“Tai kieno gražus kaimas” [Whose Village is Nice?], (wedding) guests mocking song. Mištūnai folklore 
group, Šalčininkai Dst. Record of 1995 (Ambrazevičius, 1999: N1).

“Tėtėrvins subilda” [A Grouse Stirs], ploughing song. Šeduva folklore group, Radviliškis Dst. Record of 
1987 (Četkauskaitė, 2007: N7).

“Užugde mani mačiute” [My dear mother brought me up], song of the newlyweds’ visit to the bride’s 
parents. Emilija Keršienė (née Petkevičiūtė), 62; Teresė Virbalienė (née Virbalaitė), 64; Skuoliai, Uk-
mergė Dst. Record of 1975 (Četkauskaitė, 2007: N68).

“Žaliuo girelie” [In the Green Grove], wedding song. Seda folklore group, Mažeikiai Dst. Record of 
1994 (Liutkutė, 1994: N8).
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suraTi 1. lietuvis eTnografiuli regionebi. 
Figure 1. Ethnographic regions of Lithuania.

suraTi 2. samxmovanebis speqtris nawili simReridan “Žaliuo girelie” 
Figure 2. Portion of spectrum of the triad example in the song “Žaliuo girelie.”

suraTi 3. diadebis transformacia simReraSi “Auga kiemi dagilis.”
Example 3. Transposition of dyads in “Auga kiemi dagilis.”
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suraTi 4. bgeraTrigis safexurebis simaRleTa 12-toniani Tanabrad-temperirebu-
li wyobidan gadaxra Seduvasa (punqtiruli xazebi) da miStunais (msxvili xazebi) 
nimuSebSi. msxvili wertilebi (rombebi) miuTiTeben simaRleebis medianebs. gamo-
saxulia gadaadgileba: marcxniv myofi sidideebi simReris dasawyiss ekuTvnis, 
xolo marjvnim myofi – aCvenebs daboloebebs.
Figure 4. Pitch deviations of scale degrees from 12TET in the Šeduva (dotted lines) and Mištūnai 
(bold lines) samples. Diamonds indicate medians of the pitches. The transposition is depicted: the 
values on the left stand for the beginnings of the songs whereas the values on the right show the 
endings. 

suraTi 5. simReris “Berneli mana” (mag. 3) bgeraTsimaRlebrivi trekebi. msxvili 
xazebi miuTiTebs saSualo simaRleebs ± maTi standartuli gadaxra simReris 
ganmavlobaSi. wvrili xazebi aCveneben erTeul variantebs.
Figure 5. Pitch tracks of the song “Berneli mana” (ex. 3). The bold lines show average pitches ± 
their standard deviations across the song. The thin lines show single variants.
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magaliTi 1. simRera “Žaliuo girelie.” 

Example 1. Song “Žaliuo girelie”.

magaliTi 2. simReris “Auga kiemi dagilis” transkrifcia. 
Example 2.Transcription of song “Auga kiemi dagilis”.

magaliTi 3. simReris “Berneli mana” transkrifcia.
Example 3. Transcription of the song “Berneli mana.”
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mario morelo
(kanada)

identoba, memkvidreoba da simRerebi, rogorc kulturuli artefaqtebi: 
winaparTa grZnobebis kvleva polifoniuri simRerebis 

transformirebuli Sesrulebis procesSi salentoSi
 

salento tradiciuli polifoniuri simReraa, gavrcelebuli italiis 
samxreTiT mdebare salentos naxevarkunZulis samxreT nawilSi. mis dasacavad 
ganxorcielebulma gansakuTrebulma aqtivobebma mniSvnelovnad gansazRvra am 
tradiciis gadacema da sicocxlisunarianoba regionSi. salenturi polifoniu-
ri simRera, farTod cnobili, rogorc canti alla stisa, (sityva-sityviT, `simRerebi 
gawelil stilSi~, romlebic lirikul, ornamentul melodiebze agebul ramden-
ime xmas moicavs), esaa a cappella vokaluri repertuari, romelic, tradiciulad, 
Ria cis qveS sruldeboda, Tan axlda sameurneo samuSaoebs da mgzavrobas saxlsa 
da mindors Soris (Muci, 2008). es tradicia mniSvnelovnad Sesustda 1960-iani 
wlebidan, roca glexebma masobrvad daiwyes am adgilebis datoveba. Tumca, ram-
denime Taobis Semdeg, polifoniuri simRera kvlav ayvavda am regionSi, rogorc 
reaqcia adgilobrivi sacekvao kulturis aRorZinebis xelSemwyob moZraobaze. es 
moZraoba izrdeboda da radikalurad viTardeboda da gansazRvravda salentur 
xalxur musikas, rogorc Tanamedrove salentos regionuli identobis ZiriTad 
gamoxatulebas. imis kvalobaze, Tu rogor icvleboda salento-s aRorZinebam-
de garemo pirobebi, romelSic polifoniuri mReris tradicia inaxeboda, canti 
alla stisa-m asaxa regionis socio-kulturuli cvlilebebis musikaluri trans-
formacia. am statiaSi vikvlev transformaciis processs da mis mniSvnelobas 
Tanamedrove salentoeli momRerlebisTvis; aseve, garemos, romelSic, canti alla 
stisa-s musikaluri rekonstruqciis miuxedavad, momRerali SeiZleba gascdes Ta-
namedrove salentos sazRvrebs da gadaiazros Zveli salento.

dacema da aRorZineba: macocxlebeli polifoniuri simRera salentoSi
salentoSi canti alla stisa-s polifoniuri tradiciis aRorZinebis kvlevisas, 

gasaTvaliswinebelia konkretuli faqtorebi, romelTac ganapirobes misi dace-
ma da Semdgomi aRorZineba. pirvels (dacemas) mniSvnelovnad Seuwyo xeli omis 
Semdgomma ekonomikurma katastrofam, romelmac salentos soflis mosaxleo-
bis masobrivi emigracia gamoiwvia. meoresTvis (aRorZinebisTvis) mniSvnelovan 
faqtorad iqca salenturi musikis aRorZineba adgilobrivi Taobebis mier, em-
igraciiT ganpirobebuli Zveli musikaluri tradiciebis dasustebis procesis 
sawinaaRmdegod. winamdebare kvleva gviCvenebs, Tu rogor imoqmeda am periodis 
socialurma, ekonomikurma da kulturulma Zvrebma mReris regionuli stilis 
cvlilebebsa da saSemsruleblo praqtikis arsebul mdgomareobaze. 

statiaSi vmsjelob imaze, rom salentos polifoniuri simReris reanimacia 
axali saSemsruleblo SesaZleblobebis Seqmnis saSualebaa, romlebic sasimRero 
tradiciebs axal sicocxlesa da met mniSvnelobas aniWebs. Tanamedrove salen-
toSi am SesaZleblobebma Seicvales socio-kulturuli funqcia da fizikuri 
adgilmdebareoba. magaliTad, warsulSi simRera sasoflo-sameurneo saqmiano-
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bas ukavSirdeboda da, faqtobrivad, warmoadgenda kulturul RonisZiebas Ria 
cis qveS, romelsac praqtikuli funqcia hqonda – Tan axlda jgufur muSaobas 
(Muci, 2008). aRsaniSnavia isic, rom momReralTa jgufebSi adamianebi ar ganir-
Ceodnen sqesiT, asakiT an socialuri mdgomareobiT. Sesabamisad, warsulis suli 
am faqtorebiT ganisazRvreboda. Tumca, isini araa wamyvani Tanamedrove situa-
ciaSi. 2015, 2017 da 2018 wlebSi, Cemi savele kvlevebis dros, saSualeba momeca, 
davkvirvebodi am cvlilebebs. momReralTa Sekreba am SemTxvevaSic Tavisufali 
iyo genderuli, asakobrivi da klasobrivi reglamentisagan. Tumca, simReram Ria 
sameurneo savargulebidan spontanur socialur garemoSi gadainacvla. misi Ses-
ruleba SesaZlebelia nebismier adgilze nebismieri jgufis mier. Sesabamisad, 
Tanamedrove salentos yofaSi polifoniuri simRerebi gadamuSavebuli formiT 
gvxvdeba momReralTa rekonstruirebuli jgufebis SesrulebiT. 

darwmunebuli var, salentoelebi qvecnobierad aRiareben, rom vokaluri 
polifonia maTi warsulTan damakavSirebeli arxia. warsulis arsi STamagoneb-
el mniSvnelobas iZens TanamedroveebisTvis, polifoniuri simRera ki salentos 
kulturuli memkvidreobis cocxal artefaqtad aRiqmeba. mravalxmiani mReris 
aqti salentoelebs droebiT warsulis `sakanSi~ aqcevs, romelic amJamad ar ar-
sebobs, magram, jer kidev SeiZleba SeigrZno da ganicado salentos SesrulebiT. 
am simReris droSi mogzaurobis unari Tanamedrove momRerlebs maT modgmasTan 
siaxloves ganacdevinebs da mediumis rolSi gamohyavs. 

velze yofnisas, salentoeli momRerlebisagan aSkarad vigrZeni am simRerebi-
sagan gamowveuli nostalgiis koleqtiuri aRqma. es CemSi gansakuTrebul interess 
iwvevs, ramdenadac, aRmovaCine, rom polifoniaSi momxdari SesamCnevi cvlilebebi 
pirdapir kavSirSia socio-kulturul cvlilebebTan. garda amisa, garkveuli ms-
jelobis safuZvelze, mivxvdi, rom simRerebis saxecvlili formebis kombinacia, 
aseve, warmoadgens droebiTi nostalgiuri transcendenciis saSualebas damyari 
paradoqsis winaSe aRmovCndi: marTalia, momRerlebi salentos saSualebiT war-
sulis `sakanSi~ gadadian, isini, amavdroulad, xelaxla igoneben da transforma-
cias ukeTeben simReras. amitom, simReris xelaxla qmnadobis, nostalgiiT moti-
virebuli aqti, arsebiTad, mis novatorul gadaazrebas warmoadgens.

me vapireb am cvlilebebis Ziebas musikaluri analizisa da mimdinare Te-
maturi kvlevebis meSveobiT, imisaTvis, rom ganvsazRvro, ra cvlilebebia es 
da ramdenad mniSvnelovania isini salentos Tanamedrove SemsruleblebisTvis. 
am statiaSi warmovadgen Tematur kvlevas, romelSic Sedarebulia konkretuli 
simReris ori varianti. isini me Caviwere momReralTa ori sxvadasxva jgufisagan 
erT-erTi bolodroindeli eqspediciis dros salentoSi (2017 wlis martSi da 
2018 wlis agvistoSi). am ori nimuSidan pirveli sruldeba xnieri qalbatonebis 
mier, romlebic am simReras mTeli cxovrebis manZilze mRerodnen. nimuSi mniS-
vnelovnadaa Secvlili diego kariptelas 1959 wlis savele CanawerTan SedarebiT 
(gaanalizebulia mauricio agemenonis mier, 2005). meore ki namReria axalgazr-
da momRerlebis mier, romlebic Tavisi memkvidreobiT arian gatacebulni da 
Seswavlili aqvT kariptelas (da sxvaTa) Canawerebi. Zveli stilis simRerebis 
Sesrulebis praqtikis gacocxlebis koleqtiuri procesis Cvenebas isini, pir-
vel rigSi, am simRerebis faqturasa da esTetikasTan siaxlovis demonstrirebiT 
cdiloben. 

SezRuduli masStabebis miuxedavad, analizis es tipi, SesaZloa, faseuli 
iyos musikaluri transformaciis CvenebisaTvis.
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emigracia, L’esplosione1 da gamogoneba ganaxlebuli Sesrulebis meSveobiT
imisaTvis, rom gavigoT salentos tradiciis miqcevebi da moqcevebi, mniS-

vnelovania, gamovyoT am regionis musikaluri istoriis garkveuli momente-
bi, romlebmac mniSvnelovani gavlena iqonies aqauri tradiciuli musikis so-
cio-kulturul dinamikaze. omis Semdgom, italiis yvela regionma, maT Soris, 
salentomac, ganicada emigrantebis masobrivi gadineba. manamde aqauri musika 
sasoflo-sameurneo yofas, contadino-s (`fermeri, `glexi~) ukavSirdeboda. omis 
Semdgomi emigracia da cxovrebis wesis mkveTri cvlilebebi uaryofiTad aisaxa 
regionis musikalur cxovrebasa da, Sesabamisad, polifoniur simReraze. sabed-
nierod, am movlenebamde, anTropologebma da eTnomusikologebma araerTi kv-
leva Caatares am regionSi da Zveli salentos JReradobac Semogvinaxes. alan 
lomaqsis (1954), diego kariptelasa da ernesto de martinos (1959 da 1960), aseve, 
jiano boziosa da klara langinis (1968) savele Canawerebi salentos kulturuli 
memkvidreobis fasdaudebeli dokumentebia. 

1970-ian wlebSi salentoSi folkloris aRorZinebis tendencia daiwyo. mniS-
vnelovania, rom is mimarTuli iyo, pirvel rigSi, adgilobrivi cekvis, pizzica-s, 
rogorc wminda salenturi fenomenis, aRorZinebaze. pizzica-s erT-erTi ZiriTadi 
maxasiaTebeli iyo mkveTrad gamoxatuli tarantizmi (cekvis mania), dakavSirebu-
li adgilobriv rwmenasTan, romlis mixedviT, qalebis fsiqologiuri daavadebis 
Tavidan acileba SesaZlebelia mxolod isteriuli cekvis Semcveli samkurnalo 
ritualis meSveobiT. xibli, romelic Tan axlda pizzica-s, STagonebad iqca salen-
tos axalgazrda TaobisTvis da stimuli misca misi repertuaris gacocxlebas 
(Santoro, 2009). tarantizmis transcendentulma da metafizikurma aspeqtebma da am 
cekvis SesrulebiT miRebulma koleqtiurma kmayofilebam adgilobrivi idento-
bis axali, uCveulo gancda gaaCina. 

pizzica-Ti gatacebuli, xalxuri musikis enTuziastebis mcire, magram mtkice 
gaerTianeba, swrafad izrdeboda. adgilobrivi scena ayvavebas ganicdida, sanam 
ar miaRwia wertils, romelsac vinCenco santoro axasiaTebs, rogorc l’esplosione-s 
(`afeTqeba~). scena gascda adgilobriv masStabebs da gavrcelda salentos saz-
Rvrebs gareT – italiis sxvadasxva regionSi (Santoro, 2009). pizzica daubrkoleb-
lad ipyrobda arasalentoelTa did auditorias. aman, sabolood, salentos a 
capella mravalxmiani mReris stiluri transformacia ganapiroba. cvlilebebs 
zogjer tradiciuli xalxuri musikidan Sors ar mivyavdiT, Tumca, xSirad, misi 
gadaazrebis, inovaciisa da kreatiulobis moTxovnilebas aCenda. 

1 afeTqeba (red.).
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transformaciiis maxasiaTeblebis analizi: 
Tematuri kvleva ori variantis Sedarebis safuZvelze
axal garemoSi Sesrulebis pirobebSi, salentos polifoniuri nimuSebis 

musikaluri struqtura gansxvavebulia manamde dokumentirebuli nimuSebisa-
gan. sanam struqturul variantebs ganvixilavT, mniSvnelovnad mimaCnia, movxazo 
tradiciuli polifoniis fundamenturi forma. qvemoT momyavs diagrama Cemi 
wina gamokvlevidan salentos polifoniuri musikis struqturis Sesaxeb (Morello, 
2018), romelSic detalizebulia arqetipuli samxmiani modeli aRorZinebamde:

vokaluri partia Targmani musikaluri funqcia da qceva

1. La prima voce `pirveli xma~ - solo xma, romelic wamyvania 
yvela kupletSi
- mReris mTavar melodias Sez-
Rudul diapazonSi
- Zlier ornamentebuli
- SeiZleba iyos solo an ramden-
ime xma

2. La seconda voce /  Con-
tra voce

`meore xma~ / `kon-
trapunqtuli xma~

- moZraoba pirveli xmis parale-
lurad an mis msgavsad
- Zlier ornamentebuli; es or-
namentika naxevrad improvizaci-
ulia da SesaZloa, iyos (an ara) 
pirveli xmis imitacia an misgan 
damoukidebeli 
- tradiciulad, erTi xma
- SesaZlebelia, hqondes meti Ta-
visufleba, vidre pirvel xmas
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3. Il basso/Bordone `bani~ an `burdoni~ - banis partia, romelic imRe-
reba xmaTa umravlesobis mier 
(ZiriTadad, magram ara – yov-
elTvis); yvelaze mkacri sam 
xmas Soris, improvizaciisa da 
variaciis gareSe 
- bani SeiZleba imRerebodes 
tonikaze an moZraobdes tonika-
sa da dominantas Soris 
- roca bani moZraobs tonikasa 
da dominantas Soris, Camosri-
aleba dinamikis maxasiaTebelia 
- bani imRereba ori xerxiT: an 
teqstiT, romelsac asruleben 
zeda xmebi, an erT marcvalze 
“Ah”. meore tipis simRere-
bis zeda xmebi ritmulad da 
melodiurad SedarebiT Tavisu-
falia, gansxvavebiT ritmulad 
ufro organizebuli pirveli 
tipisgan

SedarebiTi analizisTvis aviRe ori varianti simRerisa “Mi presi la caval-
la” (`me gavxedne faSati~), romlebic cxadyofen kontrasts, rogorc Sesrulebis 
praqtikis, ise polifoniuri konstruqciis kuTxiT. orive maTgani Cawerilia 
leCes provinciaSi. es ori varianti SemdgomSi dasaTaurebulia, rogorc OG (Zve-
li Taoba) da NG (axali Taoba). SedarebiTi analizisas gamoyenebulia 1959 wlis 
savele Canaweri, Sesrulebuli nardoSi diego kariptelas mier (Agamennone, 2005), 
rogorc amosavali wertili cvlilebebis gamovlenisaTvis orive versiaSi. unda 
davazusto, rom am Canaweris Semsruleblebi ar arian is momRerlebi, romlebic 
me Cavwere Cems eqspediciaSi. aseve, unda aRiniSnos, rom 1959 wlis Canaweri, 
rogorc saanalizo masalis prototipi, Seesabameba zemoT motanili cxrilis 
maxasiaTeblebs (mag. 1, 2). 
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OG varianti: Mi Presì la Cavalla - canto narrativo (TxrobiTi simRera)

nardo, leCes provincia, pulia. 
14 marti, 2017

momRerlebi: rosaria 
gabalo, franko gaba-
lo, ada gabalo, mim-
ina gabalo 

Sekriba mario morelom

- es ar aris mkacrad samxmiani struqtura. harmonia fokusirebulia or ZiriT-
ad xmaze, romlebic notirebulze oqtaviT dabla JReren. 
- ufro rTuli faqturiT xasiaTdeba heterofonuli variantebi, romlebSic 
mTavari xma (qveda) simReris zogierT momentSi orad iyofa tonikuri da dom-
inanturi safexurebis gamosakveTad. aseT momentebSi warmoiqmneba garkveuli 
samxmiani akordebi, Tumca, isini xanmoklea da kvlav orxmian faqturaSi gada-
dian.
- ramdenadac faqtura, ZiriTadad, orxmian moZraobazea agebuli heterofonu-
li variantebiT, tonika-dominanturi baniT Tanxlebuli nimuSebi aRar gvxvde-
ba. isini Canacvlebulia heterofoniis gamoyenebiT tonikisa da dominantis 
gamosakveTad B monakveTis dasawyissa da daboloebaSi.
- adgili aqvs xmaTa gadajvaredinebas, romlis drosac mTavari partiis Sems-
rulebeli xma yovel kuplets asrulebs qveda oqtavis tonikaSi gadasvliT. 
Semdeg xdeba kadenciis tradiciuli daboloeba tonikur da mediantur safex-
urebze agebuli finaluri intervaliT. amis nacvlad, amJamad kadencia Cat-
anilia oqtaviT dabla da orxmian intervals emateba mesame xma sawyis oqtava-
Si, ris Sedegad simRera samxmiani kadenciiT sruldeba. 
- xma Ria yeliT gamoicema da meti rezonansi aqvs, vidre maRal tonebSi, cxvir-
ismieri bgeriT mReras tradiciul stilSi. ornamentika gamartivebulia mok-
le moZraobebiT, xmebi ki msgavs moZraobebs asruleben da ara damoukidebel 
svlebs spontanuri ornamentuli variaciebiT. 
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NG varianti: Mi Presì la Cavalla - canto narrativo (TxrobiTi simRera)

Lecce, Provincia di Lecce, Puglia 
August 27, 2018
leCes provincia, pulia. 
27 agvisto, 2018

m o mR erl e b i : 
miqaela sikuro, 
franCesko de 
donatisi, mario 
morelo 

Sekriba mario morelom

- es aris mkacrad samxmiani struqtura msgavs da parelelur moZraobebze 
agebuli arqtipuli melodiebiT, romlebsac sayrdens uqmnis tonika-dominan-
turi bani. 
- monakveTi A mTavrdeba tonikuri, medianturi da dominanturi safexurebi-
sgan Semdgari samxmovanebiT, rac monakveT B-ze gadasvlas moaswavebs. es ar-
qetipuli formis tipuri maxasiaTebelia (Bosio, Longhini, 2007).
- ar gvaqvs xmebis gadajvaredineba. isini inarCuneben TavianT registrs, miuxe-
davad SemoqmedebiTi Tavisuflebisa.
- simRera iwyeba da mTavrdeba erT registrSi, ar gadadis qveda oqtavaSi. 
- tonaloba mkacrad daculia. ZiriTad xmebSi maRalia variaciisa da Semoq-
medebiTi Tavisuflebis xarisxi, rac ar aqvs banis partias. amitom banis ton-
aloba myaria zeda xmebis spontanuri ornamentaciebis pirobebSic ki. misi 
moZraobebi mkacrad gansazRvrulia, iwyeba da mTavrdeba erTsa da imave safex-
urze, yovelTvis ZiriTadi xmebis qvemoT.
- vokalis xarisxi maRali registris xmebSi saarqivo savele Canawerebis mZafr 
da mkveTr JReradobas mogvagonebs. momRerlebi xSirad Sereul gunds qmnian, 
rac xmebis specifikur tembrul nazavs qmnis. 
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ori variantis analizis Sedarebisas, SeiZleba mkveTrad ganvsazRvroT gansx-
vavebebi Sesrulebis praqtikasa da polifoniur struqturaSi:

Zveli Taoba (OG) axali Taoba (NG)

- gaTvaliswinebulia tradi-
ciuli samxmiani polifoniuri 
struqtura, Tumca is Zalian 
moqnilia, imis mixedviT, Tu ro-
gori simRera sruldeba da rome-
li xmebi monawileoben. 
- araa gamoricxuli momRerlebis 
uSualobiTa da SemoqmedebiTo-
biT STagonebuli damatebebi, 
romlebSic, SesaZlebelia, Tavi 
iCinos heterofiniulma faqtur-
am, gabmuli bani Caanacvlos me-
tad moZravma da xmebma gada-
kveTon erTmaneTi. 
- SemsrulebelTa asakis mate-
basTan erTad, xmebis tembri 
dabldeba, ornamentacia izRude-
ba, Sesrulebis manera ki metad 
gaxsnili, yelismieri xdeba. 
- rogorc TxrobiTi simRera, es 
Janri, tradiciulad, qalTa rep-
ertuars ekuTvnis da dRemde am 
genderul sivrceSi sruldeba.

- es aris mkacrad gansazRvruli samxmiani 
struqtura.
- axasiaTebs qvecnobieri swrafva, rac Sei-
Zleba zustad gaimeoros saarqivo savele 
Canawerebis xmovaneba, moaxdinos polifo-
niuri stilis imitireba, rom naklebi adgi-
li darCes variaciebisTvis tipuri struq-
turis miRma. 
- vokaluri stili mimarTulia tradici-
uli saSemsruleblo stilis maqsimaluri 
imitirebisaken, gansakuTrebuli aqcentiT 
individualur ornamentsa da spontanur 
stilizaciaze, rac ar aris damokidebu-
li sxva xmebze. xmis tembri cxvirismieri 
da mkveTria, rac saarqivo Canawerebis ar-
qetipul, gamWol JReradobas mogvagonebs.
- repertuaris sqesobrivi kuTvnileba ar 
aris daculi. es varianti imRereba Sere-
uli gundis mier genderuli diferencia-
ciis gareSe. 

 
varianti OG cxadyofs maxasiaTeblebs, romlebic ar aris tradiciuli da 

arc axasiaTebs nardoSi Caweril nimuSebs, gansxvavebiT variantisa NG, romel-
ic axlosaa tradiciul modelTan. am maxasiaTeblebs praqtikuli mniSvneloba 
aqvs salentos SesrulebisaTvis. gavixseneb ramdenime moments im droidan (2017-
2018 wlebi), roca vimyofebodi debi gabaloebis Casawerad. musikosebTan da mom-
RerlebTan Sexvedris dros, megobrebma gadawyvites SeesrulebinaT simRera quel-
la bella (mSvenieri) debi gabaloebis gareSe, Tumca, didi Zalisxmevis miuxedavad, 
verafriT moaxerxes es. miuxedavad imisa, rom maT mravalgzis hqondaT mosmeni-
li es simRera da canti alla stisa-s ostatebic iyvnen, Zalian gauWirdaT partiebis 
urTierTSewyoba da am konkretuli simReris polifoniur struqturasTan adap-
tireba. aman damanaxa, rom simReris es kerZo varianti mkveTrad gansxvavdeboda 
imisgan, rac momRerlebma canti alla stisa-s Sesaxeb icodnen da, swored amitom, 
arqetipuli formisTvis damaxasiaTebeli polifoniis Sesrulebis intuiciuri 
wesebi ar gamoadgaT. amis miuxedavad, yvela maTganma gamoxata didi mowiweba am 
nimuSisadmi da aRniSna, rom es simRerebi mniSvnelovani da Zvirfasia da maTi 
daviwyeba Zalian didi danakargi iqneba. 

sainteresoa, rom mec mTxoves, memRera zogierT Sekrebaze 2018 wlis vizitis 
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dros. unda vTqva, rom garkveul warmatebasac mivaRwie, Tumca, mxolod imis 
wyalobiT, rom winaswar detalurad Seviswavle debi gabaloebis varianti da 
Cavwvdi mis transformacias struqturuli TvalsazrisiT. Sesabamisad, SemeZlo, 
Semesrulebina yvela aucilebeli xma, romelic Seswavlili mqonda am variantis 
ZiriTadi modelis da ara – arqetipuli formis, analizis safuZvelze. 

savele muSaobisas warmoebuli dakvirvebebis gaTvaliswinebiT, mimaCnia, rom 
TviT simReras momRerlebi pativs cemdnen da maTTvis igi salentos warsulis 
Secnobis saSualebas warmoadgenda. miuxedavad musikaluri realobisa, varianti 
OG Tanamedrove modelia, romelic gansxvavdeba varianti NG-s mier warmodgeni-
li warsulis modelisagan. bevri TvalsazrisiT, es mosazreba damajerebeli da 
mniSvnelovania, ramdenadac, cxadyofs, rom salentos polifoniisTvis damaxasi-
aTebeli SemakavSirebeli eiforia bevrad Zvirfasia da met sulier Zalas matebs 
salentoelebis identobas, vidre teqnikuri cvlilebebi musikaSi. idea imis 
Sesaxeb, rom tradicia transformaciasa da adaptacias ganicdis Tanamedrove 
salentos dinamikasTan, aseve, SesaZloa, gamodges argumentad imis sasargeblod, 
rom sasimRero tradicia marTlac aris damakavSirebeli arxi salentoelebisa 
maT modgmasTan, imitom, rom teqnikuri musikaluri cvlilebebi polifoniaSi 
ar axdenen gavlenas mis sulier, memkvidreobiT mniSvnelobaze salentoeli mom-
RerlebisaTvis. 

daskvnebi
am statiaSi salentoelebis identobisa da simReris kvlevis Sesaxeb, Cemi 

mTavari yuradReba mivmarTe salentos polifoniis gardamqmneli cvlilebebi-
saken, romlebic dakavSirebulia canti alla stisa-s mReriT gancdili memkvidreo-
biTi grZnobebiT. cvlilebis am procesma axali sicocxle mianiWa sasimRero 
tradicias, Caunerga koleqtiuri nostalgia salento momRerlebs, romlebmac 
ganaaxles simRerebis Sesruleba, amiT ki adgilobrivi polifoniuri simRe-
ra aRorZinebul da, amasTanave, cocxal kulturul artefaqtad aqcies. mar-
Talia, simRerebi asaxavs Tanamedrove cvlilebebs, CemTvis TvalsaCinoa maTi, 
rogorc artefaqtis Rirebulebis koleqtiuri aRqma Tanamedrove salentoeli 
momRerlebis mier. maTTan dakavSirebul grZnobebs badebs warmosaxva Zveli sim-
Rerebis Sesrulebisa, romlebic restruqturizebulia ganmeorebiTi Sesrulebis 
gziT. swored es aqcevs salentos am regionis warsulisa da awmyos damakavSireb-
el polifoniur simRerad. Tumca, meore mxriv, saxezea damajerebeli paradoqsi: 
tradicia, romelic fasobs misi metafizikuri transportirebis unariT, amave 
dros, aqtiurad modelirda droebiTi transportirebis gansxvavebuli aqtis meS-
veobiT. isic TvalsaCinoa, rom canti alla stisa amJamad dakavSirebulia Sesrulebis 
Tanamedrove praqtikasTan axal kulturul sivrceebSi. es sivrceebi asaxavs 
sazogadoebis socio-kulturul cvlilebebs, romlebic ar ewinaaRmdegeba mom-
ReralTa jgufebis definicias sqesis, klasis, kulturuli funqciis an lokaci-
is mixedviT. es sivrceebi gaCnda, rogorc adgilobrivi aRorZinebis damatebiTi 
produqti, STagonebuli pizzica-s tradiciiT gatacebiT. Cemi savele Canawerebis 
SedarebiTi analizis warmodgeniT, Sevecade am remodelirebis demonstrirebas. 
Tematuri kvlevis meSveobiT warmovadgine ilustracia simReris axali formisa, 
romelic mogvagonebs Zvels, magram, aseve, asaxavs mniSvnelovan musikalur meta-
morfozas. 

miuxedavad ganmeorebiTi Sesrulebis musikalurad gardamqmneli Sedegebisa, 
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mimaCnia, rom salentos axali forma Zveleburad akavSirebs Tanamedrove Sems-
ruleblebs maT winaprebTan swored am polifoniuri simRerebis Sesrulebis sa-
SualebiT.

    Targmna maka xarZianma
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MARIO MORELLO
( CANADA)

SALENTINE IDENTITY, LEGACY, AND SONGS AS CULTURAL ARTIFACTS: 
INVESTIGATING ANCESTRAL SENTIMENT IN THE TRANSFORMATIVE 

PERFORMANCE OF POLYPHONIC SINGING IN SALENTO
 

Traditional polyphonic singing in the southern half of the Salentine peninsula in southern 
Italy, known locally as Salento, has witnessed an upsurge of activity that significantly affected the 
transmission, life, and presence of the tradition in the region. Salentine polyphonic song, known 
endemically as canti alla stisa (literally, “songs in a stretched or extended style,” referring to the 
use of multiple voices as well as lyrical, embellished melodies) is the a cappella vocal repertoire 
that traditionally was sung outdoors to accompany agricultural work and the travels between home 
and the fields (Muci, 2008). The tradition began to significantly decline by the 1960s, when a mass 
exodus of the rural class abandoned the spaces in which polyphonic song thrived. Polyphonic sing-
ing, however, flourished once again in the region some generations later in a complementary form 
of response to a movement which precipitated the revival of a local dance culture. The movement 
grew and developed radically, designating Salentine folk music as the primary expression of re-
gional identity in contemporary Salento. As the spaces of pre-revival Salento in which polyphonic 
singing was sustained shifted, so did the canti alla stisa, demonstrating musical transformation 
reflecting the socio-cultural changes in the region. This paper explores the meaning and process of 
transformation for contemporary Salentine singers, and how, despite a musical reconstruction of the 
canti alla stisa, it is a medium in which a singer may transcend contemporary Salento to experience 
and reimagine the Salento of the past. 

Decline and Revival: Revitalizing Polyphonic Song in Salento
In investigating the revitalization of the polyphonic canti alla stisa tradition in Salento, one 

must consider specific factors contributing to its decline and subsequent revival. The first important 
factor was the post-war economic devastation that led to mass emigration from the Salentine rural 
space, a space in which traditional Salentine culture thrived. The second important factor involved 
a local revival, generations later, of Salentine music that challenged the weakening of local musical 
life through emigration and continued to develop until the present time. My research illustrates how 
social, economic and cultural shifts during the time period mentioned contributed to the fluctuation 
of a regional singing style and to the current state of performance practice.

In this paper, I argue that the reanimation of polyphonic songs in Salento is an agent for cre-
ating novel spaces for performance which impart new significance and life to the singing tradition. 
In contemporary Salento, these spaces have changed their socio-cultural function and physical lo-
cations. For example, in the past, these spaces were predominantly related to agricultural work and 
therefore singing was an outdoor cultural activity, which had the practical function to accompany 
group work (Muci, 2008). These spaces were also gendered, and groups of singers did not have 
variation in age, class, or lifestyle. Therefore, the spaces of the past were defined by these factors. 
These are not, however, defining factors for the current-day spaces in the region. I observed these 
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shifts in space in my own field research, when I visited Salento in 2015, 2017 and 2018. The spaces 
I observed were not gendered or defined by class or function, and therefore the assembly of singers 
happened in many spontaneous and socially-motivated instances, with groups of singers consisting 
of mixed genders, generations, and classes. In addition, the physical relocation of song from out-
door agricultural domains to spontaneous social domains (which are not intricately linked to any 
physical site) also granted these spaces to have a socio-cultural flexibility because the songs could 
be performed anywhere, with any group. Therefore, with the uniformity of the past spaces now dis-
connected to the singing tradition, these novel spaces presented a refashioned form of polyphonic 
songs, related to the remodelled groupings of singers in Salento. 

I also believe that Salentine people subconsciously recognize that vocal polyphony acts as a 
channel to encounter the Salentine past. This essence of pastness carries inspired meaning which 
positions polyphonic singing as a living artefact of Salentine cultural heritage in the mentioned 
novel spaces. The action of singing multi-part songs allows Salentine people to enter a temporal 
chamber which does not currently exist, but still can be experienced and recalled through the per-
formance of Salentine song. For a contemporary Salentine singer, these songs’ capacity for trans-
porting singers to a temporal locus allows the singer to link themself to their ancestry, and thus to 
feel a connection that may not be experienced without the act of singing as the medium.

From being in the field, I sensed the Salentine singers’ collective perception of the nostal-
gia surrounding these songs. This is of particular interest for me, since I found that there were 
noteworthy changes in the polyphony that seemed directly connected to socio-cultural change. 
Furthermore, upon reflection, the combination of a transformed song form that is also a vehicle 
for nostalgic, temporal transcendence presented to me a compelling paradox: though the singers 
are transported to this past locus through the singing, they are also simultaneously reinventing and 
transforming the song. Therefore the act of nostalgically-motivated song recreation becomes, in 
truth, innovative song reinvention.

I intend to investigate these changes through musical analysis and ongoing case studies, to 
identify what these changes are and how they are important to contemporary Salentine singers. For 
this paper, I will present a case study that compares two variants of a specific song which I collected 
from two separate groups of singers from my recent fieldwork in Salento (March 2017, and August 
2018). This case study presents one song in two styles. The first example focuses on older women 
who have sung the song their whole lives yet have developed a significant variation when compared 
to a 1959 field recording collected by Diego Cariptella (analyzed by Maurizio Agemennone, 2005) . 
The second focuses on younger singers who are passionate about their heritage and studied the Car-
pitella field recording (and many others) as part of a collective process to revitalize the performance 
practice of old songs, demonstrating a closeness in texture and aesthetic to the old style. While 
limited in scope, this type of analysis can be valuable for demonstrating musical transformation.

Emigration, L’esplosione, and Reinvention through Reperformance 
To understand the ebb and flow of the polyphonic tradition in Salento, it is important to out-

line certain moments in Salento’s musical history that had significant effects on the socio-cultural 
dynamics of traditional music in the region. In post-World War II Italy, all regions of the country 
experienced an exodus of emigrants in various waves, including Salento. Before the exodus, mu-
sical life in the region was linked to the contadino agricultural lifestyle (“farmer”, “peasant”). 
Post-war emigration and the subsequent diminishment of the contandino lifestyle had a profound 
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effect on musical life in the region, and therefore on polyphonic song. Before this impact, however, 
anthropologists and ethnomusicologists had researched in the field, documenting the sounds of 
Salento before they disappeared. Field recordings made by Alan Lomax (in 1954), Diego Cariptella 
with Ernesto De Martino (in 1959 and 1960), and Gianno Bosio with Clara Langhini (in 1968) are 
particularly important as treasured documents of Salentine culture. 

In the 1970s, a folk revival in Salento began to take shape. It is important to note that this 
revival focused primarily on the repertoire of the pizzica, a local dance which has its own repertoire 
and character that is distinctly Salentine. One of the main characteristics of the pizzica is that it 
is the cultural centrepiece for expressing tarantism, the local belief of hysteria and psychological 
illness among women, being circumvented through a healing ritual which combines rhythm, dance, 
song, color, imagery, gesture, and enacted mania. The fascination that surrounded pizzica based on 
its connection to tarantism reinvigorated young Salentine people to vibrantly re-perform its rep-
ertoire (Santoro, 2009). A new sense of local identity emerged, born from the transcendental and 
metaphysical aspects of tarantism in conjunction with the collective enjoyment of re-performing 
the dancing tradition. 

A small but robust community of folk music enthusiasts impassioned by pizzica developed 
rapidly. This local scene flourished considerably until it reached a point which Vincenzo Santoro 
describes as l’esplosione (“the explosion”), in which the scene has now gone beyond a grassroots 
or local existence and has expanded beyond Salento, beyond Puglia, and in some instances beyond 
Italy (Santoro, 2009). The pizzica scene became far-reaching, attracting a non-Salentine audience 
and impacting performance contexts significantly. This resulted in Salentine music beginning to 
transform in style, which included a capella multi-part singing. These transformations sometimes 
closely resembled very traditional Salentine folk music, but also left a seemingly infinite capacity 
for reinvention, innovation, and creativity. 

Analyzing the Characteristics of Transformation: 
A Case Study Comparing Two Variants
By re-performing these songs in new spaces and assemblies, the musical structure of Salentine 

polyphony differs from the structure documented in pre-revival recordings. Before investigating the 
structural variants, it is important to first outline what the fundamental form of traditional polypho-
ny is. Below is a chart from my previous investigations of transformations in Salentine polyphonic 
structure (Morello, 2018), detailing its pre-revival archetypal three-voiced model: 
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 The Traditional Structure of 3-part Salentine Polyphony

Vocal Part Translation Musical Function and Behaviour

1. La prima voce “First voice” - Solo voice which leads each verse
- Sings the main melody, within a lim-
ited range
- Highly ornamental
- Can be a solo voice, or several voices

2. La seconda voce / 
Contra voce

“Second voice” 
/ ”Contrapuntal 
/ counter voice” 
(lit. “against the 
voice”)

- Upper harmony, moving in parallel or 
similar motion to the prima voce
- Highly ornamental; this ornamenta-
tion is semi-improvised and could be 
(or not be) imitative of the first voice’s 
ornamentation, or independent of it
- Traditionally one voice
- Can have more melodic freedom than 
the prima voce

3. Il basso/Bordone “Bass,” or “Drone” - Drone part, sung with the most voices 
(typically, not always); the most strict 
of the three parts, no improvisation or 
variation
- Drone can be sung on the tonic 
throughout, or switch between the tonic 
and the dominant degrees
- When the drone switches between the 
tonic and dominant degrees, sliding is a 
characteristic dynamic
- Drone is sung in one of two ways; ei-
ther with the text underlay of the words 
sung by the other two parts, or as a tex-
tless drone on the syllable “Ah.” Songs 
of the latter type are usually free in 
rhythm and melodic form for the other 
two voices, while they are more rhyth-
mically strict for the former
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For analysis, I present a case study in which I compare two variants of a song, “Mi presi la 
cavalla”, which demonstrate contrasts in both performance practice and polyphonic construction, 
both collected in the province of Lecce. These two variants henceforth will be referred to as OG 
(older generation) and NG (new generation). The comparative analysis will utilize a 1959 field 
recording collected in Nardò by Diego Caripitella (Agamennone, 2005) as a reference point for 
identifying changes in both versions. It is important to clarify that the singers in this recording are 
not the same singers from my fieldwork. It should be mentioned that the 1959 recording, existing as 
a type of prototype for analysis, exhibits the characteristics outlined in the above chart.

Example 1.

OG Variant: Mi Presì la Cavalla (I mounted the mare) - canto narrativo (narrative 
song)

Nardò, Provincia di Lecce, Puglia 
March 14, 2017

Singers: Rosaria 
Gaballo, Franca Ga-
ballo, Ada Gaballo, 
Mimina Gaballo

Collected by Mario Morello

- This is not a strict 3-voice structure, and the harmony is focused on 2 main voices which resolve 
to the lower octave. 
- More complex textures occur with heterophonic variants, in which the main part (the lower 
voice) is split into two voices for specific moments in the song, to sound the dominant and tonic 
degrees. In those moments, certain 3-voiced chords are created, but they are brief and return to 
a 2-voiced texture. 
- Since the texture is now primarily a 2-part movement with heterophonic variants, the model of 
a 2-voiced movement supported by a drone on the tonic and dominant degrees does not exist. To 
replace this model is the use of heterophony to sound the tonic and dominant at the beginning 
and end of the B sections.
Voice-crossing occurs, in which one of the voices which sings the main part ends each verse 
by sliding to the tonic of the lower octave. This then renders the final chord to maintain its tra-
ditional cadence ending of falling to the tonic and mediant degrees with an ending on a simple 
2-voiced chord. Instead, it now does resolve on this 2-note chord, but it resolves an octave lower 
than where the song begins, with one of the voices rising back to the initial octave to create a 
3-voiced cadence ending. 
- The vocal quality has a more open-throated, resonant sound than the high-pitched, nasal timbre 
of the old-style traditional singing. The ornamentation style is slightly simplified, demonstrating 
ornaments with small movements or runs, and the voices focus on similar motion rather than 
independent movement with spontaneous ornamental variation. 
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Example 2.

NG Variant: Mi Presì la Cavalla (I mounted the mare) - canto narrativo (narrative 
song)

Lecce, Provincia di Lecce, Puglia 
August 27, 2018

Singers: Michela Sicuro, Francesco De Do-
natis, Mario Morello 

Collected by Mario Morello

- This is a strict three-voice structure, which follows the archetypal format of melodies in similar 
and parallel motion supported by a drone on the tonic and dominant degrees.
- The A section finishes with a triad on the tonic, mediant, antd dominant degrees, signifying an 
end to the A section and the entry to the B section. This is a typical feature of the archetypal form 
(Bosio, Longhini, 2007).
- There is no voice-crossing, and the voices maintain their registers despite creative freedom in 
expression
- The song begins and ends within the same register, and does not shift to resolve in the lower 
octave 
- There is a level of variation and creative freedom in the main voices which does not exist in the 
bass voice. Therefore, the bass is strict in its tonality, while the melodic lines utilize ornamenta-
tion in varying ways for spontaneous expression. The bass is strict in its movement, beginning 
and resolving on the same degree, and is always below the main two voices. 
- The vocal quality is in a higher register of the voice, evoking the strident and bright vocal qual-
ity of archival field recordings. The singers also form a mixed chorus, which affects the blend 
and timbre of voices. 
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When juxtaposing the analysis of the two variants, notable differences in performance practice 
and the polyphonic structure can be more clearly defined:

Older Generation (OG) New Generation (NG) 

- There is regard for the traditional 3-part poly-
phonic structure, but it is also highly flexible 
based on which song is performed and which 
voices are present
- There are other creative additions to the struc-
ture inspired by a singer’s spontaneity and cre-
ativity. These additions include, but may not be 
limited to, heterophonic texture, the removal of 
a drone for a bass line with more movement, and 
voice crossing. 
- There is a change in vocal timbre and ornamen-
tation which reflects the natural vocal change 
that occurs with age, but also a general shift to 
sing in a lower register, in a more open-throated 
style, and with smaller gestures of ornamenta-
tion. 
- As a narrative song, this is a genre that tradi-
tionally falls within the domain of women’s mu-
sic, and it is still sung in this gendered space.

- There is a regard for the traditional 3-part 
structure that is much stricter. 
- There is a subconscious ideal to recreate the 
sound of archival field recordings as closely 
as possible in order to emulate the polyphon-
ic style, leaving less room for inventive vari-
ations outside of the typical structure. 
- The vocal style aims to imitate the tradi-
tional style as closely as possible, focusing 
on individual ornamentation, variants and 
spontaneous stylization which is indepen-
dent of other voices. The vocal timbre is 
more nasally-placed and bright, resembling 
the archetypical piercing quality of the archi-
val recording. 
- Notions of gendered space are not observed 
or noted, and this variant is sung in a mixed 
chorus with no challenges or considerations 
of the space being ungendered. 

 
The OG variant of Mi presì la cavalla demonstrates characteristics which are not traditional 

or present in any field recordings from Nardò, contrasting the NG variant which closely follows the 
traditional model. These variant characteristics have practical implications for the performance of 
this music. I remember several moments while spending time with the Gaballo sisters during both 
stays in 2017 and 2018, in which we were at gatherings with musicians and singers, and friends 
would request quella bella (“that beautiful one”), but without all four sisters they would struggle to 
replicate their variant. There were moments in which other singers would try to replace the voices 
of certain missing sisters in order to achieve success in performing the song. In principle, all the 
singers and friends knew this song and heard it many times, but they too would struggle to fill in 
the parts or intuitively adapt to this new structure despite all being very prominent singers of canti 
alla stisa. This revealed to me that this specific variant of the song was so significantly different 
from what singers understood or knew about performing canti alla stissa, and therefore the intuitive 
rules of executing the polyphony which were grounded by the archetypal form could not and did 
not apply. Despite this, the singers had great respect for the song, explaining to me that these songs 
are important and precious, and that it is too great a loss to lose them. Interestingly, I was asked to 
sing at some gatherings in my 2018 visit and some success was achieved, but this is only because 
I studied the Gaballo sisters’ variant in detail and understood its transformation from a structural 
perspective, and therefore was able to provide whatever part was necessary based on my analysis of 
the variant model, and not based on what I knew about the archetypal form. 
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From my observation in the field, I believe the song itself is venerated by the singers and is an 
agent of experiencing the Salentine past. This is despite the musical reality that the OG variant is a con-
temporary model which differs from the past model, represented by the NG variant. In many ways, this 
sentiment about the song is compelling and important, since it exemplifies that the connective europhia 
of singing Salentine polyphony is more meaningful and transmits more spiritual force for Salentine 
identity than the technical changes in the music. The idea that the tradition is transforming and adapt-
ing to the contemporary dynamics of current-day Salento can also be an argument for how, indeed, 
the singing tradition is a channel that maintains a bond with Salentine ancestry, because the technical 
musical changes of the polyphony do not affect its spiritual, ancestral meaning for Salentine singers.

Concluding Thoughts 
Recapitulating this investigation of Salentine identity and song, this paper focused on the 

transformative change in Salentine polyphony that is connected to an ancestral sentiment that is felt 
through the singing of the canti alla stisa. This process of change imparted new life to the singing 
tradition, instilling a collective nostalgia among Salentine singers that reinvigorated song perfor-
mance, thus rendering polyphonic singing a revived yet living cultural artefact. Although the songs 
demonstrate contemporary change, I observed a collective perception of their artifactual value by 
contemporary Salentine singers, and the sentiment connected to that value. The sentiment is linked 
to the imagined performance of past song which was restructured through re-performance. This 
now bestows Salentine polyphonic song with the role of bridging Salento’s past with its present. 
This presents a compelling paradox, however, in which the tradition that is esteemed for its ability 
to metaphysically transport was also simultaneously being actively remodelled by this very act of 
temporal transportation. I also observed that the canti alla stisa are now linked to contemporary 
performance practices in novel cultural spaces. These spaces reflect changes in the socio-cultural 
fabric of society that do not inhibit groupings of singers to be defined by gender, class, cultural 
function, or location. These spaces were also birthed as a byproduct of a local revival which was in-
spired by fascination for the pizzica tradition. I presented a comparative analysis of my field record-
ings to demonstrate this remodelling. Through a case study, I illustrated an example of a novel song 
form which resembles its older form but also exhibits considerable musical metamorphosis. Despite 
the musically transformative implications of re-performance, I believe the new song form still links 
contemporary Salentine singers to their ancestry, in which they are perhaps reliving, re-animating, 
and recalling Salentineness nostalgically through the singing of their polyphonic songs. 
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magaliTi 1. Me Presi La Cavalla (loko, pulia, italia. Semsruleblebi: franesko  de 
donatis,  mikela sikuro, mario morelo. Caiwera mario morelom. 28 agvisto, 2018 w.  
Example 1. Me Presi La Cavalla. Lecco, Puglia. Italy. Performer: Francesko  De Donatis,  Michela 
Sicuro,  Mario Morello. Recorded by Mario Morello, 2018, Audust 28. 
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magaliTi 2. Me Presi La Cavalla (loko, pulia, italia. Semsruleblebi: franesko  de 
donatis,  mikela sikuro, mario morelo. Caiwera mario morelom. 28 agvisto, 2018 w.  
Example 2. Me Presi La Cavalla. Lecco, Puglia. Italy. Performer: Francesko  De Donatis,  Michela 
Sicuro,  Mario Morello. Recorded by Mario Morello, August 28, 2018. 
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muhamed aSqan nazari
(irani)

polifoniisa da grZnobadis urTierTkavSiris semiotikuri gageba 
havramanis musikaSi; erotikuli literaturis roli 

havramanis xalxuri musikis SemsruleblobaSi

Sesavali
iranis, erayisa da qurTuli regionebis geografiul SemadgenlobaSi myo-

fi havramani iseTi unikaluri kulturuli maxasiaTeblebis mqone regionia, ro-
goric naklebad Tu gvxvdeba zemoaRniSuli ori qveynis teritoriaSi Semaval 
sxva regionebSi. es kulturuli niSnebi kvlav inarCunebs Tavis pirvandel da 
tradiciul maxasiaTeblebs da, amrigad, havramani SeiZleba CaiTvalos erT-erT 
yvelaze Zvel da xeluxlebel regionad Sua aRmosavleTis vrcel kulturul 
geografiaSi. ganvlili drois ganmavlobaSi havramanSi yvelaze naklebad ena, 
tansacmeli da wes-Cveulebebi Seicvala. regionis kulturul cxovrebaSi musika 
yvelaze originalurad da xeluxleblad SeiZleba CaiTvalos. havramanis regio-
nis musika erT-erTi uZvelesi da unikaluria da is qveynis adgilobriv da pir-
velad musikad iTvleba. es musikaluri kultura, sruliad vokaluri formiT, 
JReradi xelovnebis im iSviaT formebs Sorisaa, romelTa kulturul struqtur-
aSic instruments araviTari gamoyeneba ar aqvs. havramanis musika ramdenime voka-
luri formiTaa warmodgenili, romelTagan TiToeuls sakuTari kulturuli da 
musikaluri maxasiaTeblebi aqvs da ama Tu im situaciaSi sxvadasxva funqciiT 
sruldeba. bolo periodSi Catarebuli kvlevebi ufro metad, vidre odesme, 
koncentrirebuli iyo musikaluri struqturis SezRuduli aspeqtebis analiz-
ze. maTSi zustadaa kategorizebuli vokaluri Janrebi, Tumca es ukanasknelni 
kulturuli TvalsazrisiT Seswavlili ar aris.

am simRerebis klasifikacia da tipologia sulac ar aris martivad sakvlevi, 
radgan am sakiTxTan dakavSirebiT adgilobriv musikosebTan Catarebul inter-
viuebSi (am musikis kvlevisas yvelaze mniSvnelovani wyaro) cxadad Cans azrTa 
sxvadasxvaoba da gansxvavebuli koncefciebi. 

winamdebare kvleva Tavdapirvelad warsuli kvlevis Sedegebs eyrdnoboda, 
rasac SemdegSi mohyva savele muSaoba adgilobrivebis interviuirebisa da monaw-
ile-damkvirveblis meTodebis kombinaciiT. kvlevis daskvniTi etapi moicavs ar-
sebuli vokaluri formebis struqturul da kulturul analizs, Tavdapirve-
lad, maT detalur klasifikacias da Semdeg maTi musikaluri, polifoniuri da 
kulturuli maxasiaTeblebis aRweras. sabolood, sakiTxis garSemo arsebuli 
literaturisa da misi kulturuli aspeqtebis SeswavliT, seqsualuri sakiTx-
ebiT gamowveuli zegavlenebis sworad gagebiTa da maTi kavSiris dadgeniT imas-
Tan, Tu ra formiTaa simRerebi warmodgenili da rogoraa maTSi polifoniuri 
struqtura miRweuli. 

avtors, romelic havramanSi daibada da Rrmad icis havramanis ena da kul-
tura, SeuZlia Rrmad gaacnobieros yvela is musikaluri da, gansakuTrebiT, 
kulturuli detali, rac gavlenas axdens simRerebis tradiciul gamijvnaze. 
sabolood ki, musikaluri da kulturuli struqturebis demontaJis gziT, voka-
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luri tipebis zust da detalur aRwerasa da maT musikalur-kulturul maxasi-
aTeblebs warmogvidgens. 

sakiTxis dasma
qurTi xalxis musikis kvlevasa da Seswavlas xanmokle istoria aqvs. gamom-

dinare aqedan, qurTuli musikis mravali musikaluri da kulturuli aspeqti 
ama Tu im regionSi dRemde ucnobia (Nazari, 2014: 4). havramanis regionis musika 
kidev ufro nakleb gamokvleulia, vidre sxva qurTuli regionebisa. 

am mimarTulebiT Catarebuli mcire kvleva regionis musikaluri da kul-
turuli aspeqtebis sakmaod did diapazons moicavs da, saboloo jamSi, Sedare-
biT zogad Sedegebs warmoadgens. gamomdinare aqedan, winamdebare kvlevaSi veca-
deT dagveviwroebina kvlevis farglebi, gacilebiT praqtikuli da mecnieruli 
Sedegebis misaRebad. havramanis musika Tavisi dRemde ucnobi mravali aspeqtiT, 
sakmaod bevr kiTxvas badebs, rasac pasuxis gacema esaWiroeba. yoveli maTgani 
farTo samecniero kvlevas saWiroebs. amdenad, winamdebare naSromSi mTavari 
sakvlevi kiTxva mimarTulia seqsualuri da polifoniuri (heterofonia) sakiTx-
ebisaken. mTavari sakvlevi sakiTxia, Tu ramdenad axdens gavlenas genderi, seq-
sualuri grZnobebi da seqsualuri literatura momRerlebis xmebis sixSireebsa 
da musikaSi heterofoniis Seqmnaze.

amdenad, avtoris mTavari sakvlevi kiTxva Semdegia: ramdenad zemoqmedebs 
grZnobadi/seqsualuri gamoxatvis aspeqti fiziologiur SegrZnebebze da bger-
iTi sixSireebis cvlilebaze? da ra kavSiria am gavlenasa da havaramul musikaSi 
heterofoniis Seqmnas Soris? 

moxsenebis Semdgom nawilSi mokled gagacnobT havramanis regions, raTa 
ufro gasagebad avxsna heterofoniis Semqmneli qmediTi struqturebi, gagacnoT 
mTavari vokaluri tipebi da maTi saSemsruleblo formebi da Semdeg avxsna, Tu 
rogor urTierTqmedebs seqsualuri grZnobebi da polifonia.

havramanis zogadi mimoxilva
havramani mTiani adgilia dasavleT iranis qurTistanSi da erayis qur-

Tistanis nawilSi, romelic gadaWimulia Sileris xeobis samxreTidan sirvanis 
mdinaremde (Soltani Hawrami, 2007: 80). dRevandeili havramani iranis ori pro-
vinciis teritorias moicavs. havramani ekuTvnis qurTistansa da qermanSahs da 
moicavs e.r. havraman javrudis, havraman lahunisa da havraman taxtis nawilebs. 

Sahus (zagrosi) maRlobebi havramans or nawilad yofs, samxreT da Crdi-
loeT havramanad. CrdiloeTis nawils warmoadgens havraman taxti, samxreT naw-
ils ki havraman lahuni. es ukanaskneli moicavs iseT qalaqebs, rogoricaa pavehi, 
nosudi, nudSehi da sxv. havramanis meore nawili qurTistanSi iranis teritori-
aze mdebareobs da or sazRvrispira areals, mezobel patara qalaqebsa da sof-
lebs aerTianebs (Soltani Hawrami, 2007: 81).

istoria
preistoriuli xanidan moyolebuli havraman basini, Sanidar kave/Sanidaris 

gamoqvabuli havramanis civilizaciisa da kulturis damkvidrebis yvelaze Zvel 
kerad gvevlineba (Soltani Hawrami, 2007: 81). Tianes gora, kamiaranidan 26 km dasav-
leTiT, uZvelesi Tixis artefaqtebiTaa cnobili da misi preistoriuli warw-
erebi Zalian mniSvnelovan Zeglebs warmoadgens. goris simaRleze napovn eqvsi 
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sarTulidan pirvel sarTulze islamuri peridis namuSevrebia, meore sarTuli 
sasanianTa periodisaa, mesame ki Zv.welTaRricxvis mesame aTaswleuls miekuTvne-
ba. meeqvse sarTulze ki, sadac yvelaze Zveli artefaqtebi iyo ganTavsebuli, 
preistoriuli xanis wiTeli feris Tixis nakeTobebia aRmoCenili (Soltani Hawrami, 
2007: 81).

ena
qurTuli ena oTxi dialeqtisagan Sedgeba: sorani, havramani, qalhori da 

qurmanji. soranze saubroben iranis iseT qurTul nawilebSi, rogoricaa sanan-
daji, mahabadi, banehi, saqezi da a.S. aseve, erayis qurTistanis did nawilSi. 
qurmanji moicavs qurTul dialeqtebs, romlebzec saubroben TurqeTSi, somx-
eTSi, siriasa da CrdiloeT xorasanis qurTebSi. qalhori qermanSahis xalxebis 
– Sanehis, sarpol-e zahabis, islamabadis, bistonis da erayis qurTistanis qalaq 
xanaqinis sasaubro enaa. 

havramanis xalxi havramanis dialeqtze saubrobs. lingvistebis nawili havra-
mis dialeqts avestanis enis msgavsad miiCneven (Soltani Hawrami, 2007: 83).

religia
`havramanSi arsebuli mravali cecxlis taZari da, aseve, zogierTi zoroas-

tri jadoqris samarxi, rogoricaa pir Saliari havraman taxtSi am teritoriis 
religiur rwmena-warmodgenebze migvaniSnebs. kerZod, ki imaze, rom havramanis 
xalxi islamis miRebamde swored zoroastrizms misdevda. islamis gamoCenis Sem-
deg, havramanis xalxma miiRo es religia da exla sunitebi arian“ (Nazari, 2012: 9).

havramanis musikis zogierTi mniSvnelovani maxasiaTebeli 
minoruli terciis intervali: 
minoruli tercia yvelaze gavrcelebuli intervalia simRerebis umravle-

sobaSi. es intervali erT-erTi yvelaze Zvelia da is damaxasiaTebelia yvela 
uZvelesi kulturisaTvis. 

kakbis xmis imitacia:
bruno netli Tavis wignSi musika uZveles kulturebSi (Music in Ancient Cultu-

res) miiCnevs, rom cxovelebis da frinvelebis xmebis imitacia uZvelesi kultu-
ris erT-erTi maxasiaTebelia (citireba: Haj Amini, 2002: 21). kakabs gansakuTrebu-
li adgili ukavia havramanis kulturaSi. igi moxseniebulia araerT adgilobriv 
ambavsa Tu andazaSi. kakbis saxlSi yola metad gavrcelebuli Zveli havramanuli 
praqtikaa. 

am Citis gansakuTrebuli mniSvneloba havramanuli simRerebiTac dastur-
deba. am regionisTvis damaxasiaTebel vokalur tremoloSi kakbis xmis imitacia 
SegviZlia amovicnoT, rasac araerTi adgilobrivi momRerali adasturebs (Ahma-
di, 2008) 1. adgilobriv kulturaSi momRerlis kargi xma yovelTvis Sedarebulia 
kakbis xmasTan. 

1 havramanis musikis ostatebisgan.
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havramanSi gavrcelebuli vokaluri formebi 
havramanis vokaluri formebis dadgenisa da analizis procesSi gansakuTre-

buli sirTule warmoiSva, ramac gaarTula simRerebis erTmaneTisgan gansxva-
vebisa da Sesabamisad, kvlevis sizustis dacvis procesi. es problema warmoS-
va regionSi mcxovrebi momRerlebis azrTa sxvadasxvaobam da aseve, istoriuli 
wyaroebis simwirem. Cem mier havramanel momRerlebTan warmoebul dialogebSi 
sakmao sxvaoba iyo simRerebis saxelwodebsa da. aseve, Tavad simRerebis aRwe-
raSi. am problemis erT-erT mTavar mizezad regionis mosazRvre dominanti mu-
sikaluri kulturebis gavlenebi mimaCnia. 

mravali adgilobrivi momRerali ganicdida iranuli klasikuri musikis ga-
vlenas da mas havramanis musikaze gacilebiT aRmatebulad miiCnevda. aseve xSiri 
iyo mcdelobebi am regionis musikaluri koncefciebi iranuli instrumentuli 
musikisTvis moergoT, zogjer Tundac mxolod iranuli klasikuri musikis ter-
minologiis gamoyenebiT. aRniSnulis magaliTad SegviZlia moviyvanoT alinaRi 
vaziris SemTxveva, romelic Seecada iranuli klasikuri musikis safuZvlebi da-
savlur klasikur musikasTan mieaxlovebina. winamdebare kvlevaSi vecadeT zus-
tad gamogvevlina is simRerebi, romlebzec asaxulia havramanis sami gamoCenili 
momRerlis, osman havramanis, muhamed husein qemnaiis da jamil ahmadis xedvebi, 
rac am musikosTa didi codniTa da gamocdilebiTaa ganmtkicebuli. maTi, ro-
gorc Semsruleblebis gamocdileba da havramanis musikaSi didi kompetencia am 
sasimRero kulturis kvlevaSi mTavar wyarod SeiZleba CaiTvalos. SeiZleba iT-
qvas, rom havramanis vokaluri Janrebidan Semdegi sami – siaCamana, verdabazmi 
da Capla yvelaze mniSvnelovani da gavrcelebulia da winamdebare naSromSi de-
talurad ganvixilavT maT sxvadasxva aspeqts. 

siaCamana 
havramanis regionis yvelaze mniSvnelovani vokaluri forma siaCamanaa da 

is gamorCeulia rogorc momRerlebis, ise havramanis ubralo mosaxleobisTvis. 
am sasimRero formis mniSvnelobas xazs usvams is faqti, rom kargi momRerali 
umal cnobili xdeba, Tuki siaCamanas mRera SeuZlia. havramanis simRerebs So-
ris, siaCamana erTaderTi simReraa, romelic srulad am regions ukavSirdeba da 
qurTistanis sxva teritoriebze ar Sesrulebula2. am faqtiTaa ganpirobebuli 
is, rom am simReraSi regionis musikaluri maxasiaTeblebi zedmiwevniTaa asaxuli. 

sityva siaCamana ori sityvisgan Sedgeba – sia, rac niSnavs Savs da siah da 
Cam, romelsac Semdegi mniSvnelobebi aqvs – Tvali, simrude da gazafxuli, „an-
an“ sufiqsiT (Sharafkandi, 1997: 452).

siaCamanis yvelaze zusti ganmartebaa Savi Tvalebi, ris dasturadac ori 
garemoeba SegviZlia moviyvanoT. pirvelia am simReris Semsruleblebis umeteso-
bis azri, meore ki Tavad siaCamanis teqsti da melodia. kidev erTi mniSvnelo-
vani faqtia siaCamanis yvela strofis bolos sityva lail-is arseboba. es sity-
va ki simReraSi sasiyvarulo Temebis arsebobaze mianiSnebs. amdenad, siaCamani 
srulad romantikuli simReraa, romelic qalbatons da sayvarels aRwers (Nazari, 
2012: 24). es simRera mWidro kavSirSia siyvarulsa da grZnobadTan. unda iTqvas, 

2 sxva simRerebi, rogoricaa vrdbazmi da Capla aseve damaxasiaTebelia havramanisTvis, magram 
am ukanaskelTa msgavsi simRerebi qurTistanis sxva nawilebSi asevea gavrcelebuli, Tumca sxva 
saxelwodebebiT. 
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rom siaCamana, tradiciulad, ori momRerlis mier sruldeba.
leqsis TiToeul striqons/hemistikas erTi momRerali asrulebs. TiToeuli 

striqonis bolos meore momRerali Sedis da vibrirebuli maneriT agrZelebs 
xmovnebTan „a“, „e“, an „o“ mimsgavsebul bgerebs da ase iwyeba Semdegi striqoni. 
siaCamanis Sesrulebisas swored es epizodebia heterofoniis Seqmnis momentebi, 
rac winamdebare kvlevis mTavar sagans warmoadgens.

teqsti: siaCamanebis mcire raodenoba da improvizaciisa da kompoziciis 
simwire, iseve, rogorc maTSi JReradobis SezRuduli diapazoni, ganapirobebs 
ganmeorebadobas da erTgvarad damRlels xdis mis Sesrulebas. amis Tavidan 
asacileblad, erT-erTi saSualebaa am simRerebis Tavisufali saubriT/warTqmiT 
Sesruleba.

verdabazmi 
verdabazmi Sedgeba ori sityvisgan vord, rac niSnavs pataras da bazm, rac 

niSnavs simReras, Sesabamisad, sruli sityva gulisxmobs rogorc patara, aseve 
mokle simReras. am simReris saxeli, savaraudod, dakavSirebulia mis maxasiaT-
eblebTan, msgavsad siaCmanis simRerisa3. Tumca verdabazmi ritmuli dayofis 
TvalsazrisiT gacilebiT mokle frazebadaa warmodgenili, vidre siaCamani4. 
verdabazmi sakmaod mZime tempis mqone ritmuli simReraa, romelic Sinaarso-
brivad aSkarad gansxvavdeba am regionis sxva ritmuli simRerebisagan.

teqsti: verdabazmSi gamoyenebuli teqstebis umravlesoba aTmarcvliania. 
am simReraSi gamoyenebuli poeturi nimuSebi araa raimeTi limitirebuli. verd-
abazmSi momRerlebi srulad iyeneben TavianT poetur mexsierebas da Sesrulebis 
procesSi yvela im leqss yvebian, rac im momentSi axsendebaT.

es leqsebi gamocdili Semsruleblebis mieraa SerCeuli da yovelTvis daka-
vSirebulia wina momRerlis mier Sesrulebul leqsebTan. amrigad, verdabazms 
yoveli Sesrulebisas sxvadasxva teqsti SeiZleba hqondes. 

`verdabazms Zalian farTo speqtri aqvs leqsebis Sinaarsis TvalsazrisiT. 
masSi iseTi cnebebi figurirebs, rogoricaa siyvaruli, mwuxareba, bunebis aRw-
era da a.S. am simReraSi TiTqmis arasdrosaa saubari iseT Temebze, rogoricaa 
religia da glova“ (Nazari, 2012: 33).

siaCamanasTan SedarebiT verdabazmis simRerebis teqstebSi gacilebiT 
xSiria erotiuli Sinaarsi. leqsebi ufro xSirad fokusirebulia romantikul 
urTierTobebSi arsebul seqsualur grZnobebze. 

Capla 
havramanis dResaswaulebis yvelaze mniSvnelovani simReraa Capla. es metad 

mxiaruli da ritmuli simRera Zalian cocxlad da energiulad sruldeba. mas, 
tradiciulad, amave saxelwodebis cekva aqvs Tanxlebuli, magram dRes nebi-
smieri (qurTuli) cekvis TanxlebiT SeiZleba Sesruldes.

3 siaCamani havramanSi yvelaze mniSvnelovani vokaluri formaa, romelic Tavisufali metriT 
sruldeba da grZeli striqonebiT gamoirCeva.
4 9 SedarebiT mokle abzaci leqsis gacilebiT meti marcvlebiT Sesrulebas niSnavs. meore mx-
riv, havramanis simRerebis teqstebSi leqsis mTavari teqstis garda mravali damatebiTi sityvaa 
CarTuli. am damatebiTi sityvebis moculoba siaCamanaSi ufro didia, vidre sxva simRerebSi. 
saboloo jamSi, damatebiTi sityvebi, grZeli da damabneveli monakveTebi siaCamanas leqsebs 
Zalian grZels xdis.
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havraman Capla yvelaze meti variantis mqone simReraa, SeiZleba 500-ze meti 
sxvadasxva variantic ki daviTvaloT. bevr maTgans konkretuli saxeli aqvs, ma-
gram zogierTs ara (Hawrami, 2012). Caplas, iseve. rogorc sxva simRerebs havra-
manSi, tradiciulad ori momRerali asrulebs. TiToeuli momRerali or strofs 
mReris da, iseve, rogorc vardabazmSi, bolo taeps orjer imeorebs, meored 
gameorebisas mas sxva mkiTxveli asrulebs da Semdeg sakuTar strofebs iwyebs. 

Caplas teqsti: Caplas leqsebi aTmarcvliania, iseve, rogorc havramanis 
mravali simRera. am simReris teqstebSi metad mniSvnelovania cnobili poetebis 
leqsebisa da, zogadad, Sinaarsobrivad datvirTuli leqsebis gamoyeneba. Cap-
las leqsebis umravlesoba Jargonuli eniTaa gadmocemuli. am leqsebs zogjer 
Temebis farTo speqtri axasiaTebs. am simRerebis teqstebSi gacilebiT xSiradaa 
aRwerili sayvareli qalbatonis sxeuli da seqsualuri Temebi, vidre sxva simRe-
rebSi. rogorc wesi, maTSi aseve, naxsenebia Sekrebaze myofi xalxis saxelebi an 
sxvadasxva qalis saxeli. 

darei 
vokaluri forma darei, rogorc, zogadad, bunebas, ise havramanis xalxsa da 

maT garSemo arsebul bunebas Soris urTierTobas ukavSirdeba (Haj Amini, 2011: 
18). es simRerebi yovelTvis qalis saxeliT iwyeba. darei xilis krefis dros 
sruldeba, raTa misma lamazma Sinaarsma xilis mkrefavi qalebi waaxalisos da 
Sroma Seumsubuqos (Khorshidi, 2003). dareiSic farTodaa gamoyenebuli erotiuli 
Temebi.

heterofonia
havramanis simRerebSi instrumentuli akompanimentis ararseboba or Zir-

iTad Taviseburebas ganapirobebs. pirveli – diapazoni simReris dasawyisidan 
bolomde, Cveulebriv, cvalebadia. es cvlileba, rogorc wesi, qveda xmebze 
aisaxeba. meore Tavisebureba ki erTi Temidan ori JReradi elementis, ori xmis 
gamoyofasa da maT gadakveTebSi mdgomareobs. JReradobebis msgavsi gadakveTa 
negatiurad aRiqmeba, gamomdinare iqidan, rom Semsruleblebi da msmenelebi mas 
gancalkevebul JReradobebad Tvlian (Haj Amini, 2002: 31). 

am ori TanaJReradobis Seqmna sruliad gaucnobierebelia da yoveli Sesru-
lebisas sxvadasxva intervaliT xdeba. JReradobebis msgavs gadakveTas SeiZleba 
sxva mizezebic hqondes. magaliTad, TiToeuli momRerlis vokaluri diapazoni-
dan gamomdinare garkveuli TanaJReradobebis Tavisuflad warmodgena. magram 
gansakuTrebuli ram, rac am procesSi xdeba, aris am ori xmis gamoyofis Sedegad 
gazrdili sixSireebi, rac pirdapiraa dakavSirebuli momRerlebis aRfrTova-
nebisa da aRtkinebis donesTan. es niSnavs, rom rac ufro maRalia momRerlebis 
fiziologiuri aRtkinebis done, miT ufro maRalia maTi xmis sixSirec. save-
le muSaobis dros aRmoCnda, rom seqsualuri da erotiuli Temebis warmoCena 
momRerlebis Sinagani da fiziologiuri emociebis gamZafrebis erT-erTi mize-
zia da, Sedegad, mas SeuZlia momRerlebis xmis sixSirec ki Secvalos. 

erotiuli Temebi, romlebic momRerlebis xmis sixSires cvlis 
da heterofonias qmnis
erotiuli da seqsualuri Temebi havramanis musikaluri kulturis ganuy-

ofeli nawilia. miuxedavad imisa, rom bolo erTi Tu ori aTwleulis ganmav-
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lobaSi, religiuri da kulturuli mizezebis gamo, zogierTebi Seecadnen am 
koncefciebis diskreditaciasa da regionis musikaluri literaturidan maT 
mTlianad waSlas, maTi mecadineoba sruliad uSedego aRmoCnda. garkveulwilad, 
seqsualuri grZnobebis mkafio gamoxatva regionis ZirZvel kulturaSi (yovel 
SemTxvevaSi warsulSi) TviTcenzuris ararsebobazec miuTiTebs, rac dRemdea 
Semonaxuli havramanis simRerebSi. am Temebis gamoyenebis sixSire pirdapir ka-
vSirSia simReris seriozulobasa da mis funqciasTan. rac ufro seriozuli da 
esTetikuri TvalsazrisiT sasiamovnoa simRera (siaCmanis msgavsad), miT ufro 
iSviaTia seqsualuri Temebi mis teqstSi. xolo rac ufro praqtikulia simRera, 
erotiuli Temebis gamoyenebac izrdeba. meore mxriv, rac ufro seriozuli xde-
ba simRera, miT ufro nelia misi tempi da piriqiT, rac ufro praqtikulia simRe-
ra, miT ufro swraf tempSia is. yovelive es ki miuTiTebs, rom dareis simReris 
garda, sxva simRerebSi musikaluri gamoxatvis formasa da simReraSi seqsualuri 
Temis arsebobas Soris pirdapiri kavSiria.

bevr leqsSi qalis mkerdi Sedarebulia iseT xilTan, rogoricaa limoni, 
forToxali da vaSli, qalis sasqeso organoebi ki saganZurTanaa Sedarebuli. 
osman havramanis mier Sesrulebuli erT–erTi Caplas teqstSi, romelic Txro-
biTi formiTaa warmodgenili, deda waaxalisebs qaliSvilis flirts sayvarelT-
an. msgavsi magaliTebi adasturebs, rom havramanis simRerebSi seqsualuri da 
erotiuli Temebisa da leqsebis didi mravalferovnebaa. 

am simRerebis Sesrulebas, rogorc wesi, didi dro sWirdeba da is zogjer 
ramdenime saaTsac ki grZeldeba. havramanis momRerlebisTvis saWiro unarebs 
Sorisaa (simReris ori an meti adamianis mier Sesrulebisas) wina momRerlis mier 
Sesrulebul leqsTan axlos myofi Tematikis leqsebis Sesruleba. es aiZulebs 
Semdeg momRerals imave Temis (xSirad isev seqsualuris) leqsebis gamoyenebas. 
Cveulebriv, am dros momRerlebi ganicdian garkveul fizikur emociebs seqsu-
alurad amaRelvebeli Temebisa da leqsebis gavleniT, ris Sedegadac maTi xma 
da Sesrulebis manera gacilebiT faqizi xdeba da, amdenad, mkveTrad icvleba 
simReris sixSire. imis gamo, rom es mRelvareba da emociebi yovel individ-
ze erTnair gavlenas ar axdens, xSirad momRerlebis sixSiris sxvadasxvagvari 
Secvla garkveuli formis mravalxmianobas warmoqmnis. am tipis mravalxmianobas 
Cven heterofonias vuwodebT, radgan is gaucnobierebeli da unebliea da misi 
esTetikuri gadmosaxedidan Sefaseba ar xdeba (arc negatiuri da arc pozitiuri 
mimarTulebiT).

kidev erTi genderuli sakiTxi, romelic msgavs gavlenas axdens, aris ma-
makacebis Sesruleba im tipis socialur aqtivobebSi, sadac qalebic imyofebian 
(mag. qorwilebi). „adgilobrivi havramaneli momRerlebis umetesoba mamakacia da 
qali Semsruleblebis ricxvi gacilebiT naklebia. igive Teoria unda muSaobdes 
sapirispiro SemTxvevaSic – savaraudod, qalebi aseve ganicdian fizikur aRg-
znebas mamakacebis TandaswrebiT, rac analogiurad cvlis maT xmis sixSires“.

msgavs SemTxvevebSi momRerlebis xmebze seqsualuri emociebi da grZnobebi 
axdens gavlenas da SeiZleba mravalxmianobac warmoSvas. yovelive amis aSka-
ra magaliTia regionis mosaxleobis esTetikaSi msgavsi xmis gansakuTrebulad 
mimzidvelad Sefaseba.

esTetikuri TvalsazrisiT, maRali xmebi (tembrulad maRali) ufro mimzid-
velia havramanis xalxis kulturaSi, amitom mravali momRerali cdilobs Ses-
rulebisas Tavisi ostatoba da upiratesoba xmis sixSiris matebiT da, Sedegad, 
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xmis amaRlebiT daamtkicos. es ufro naTeli xdeba qalebis garemocvaSi yofni-
sas. amdenad, momReralma, SesaZloa, xma kidev ufro aamaRlos sakuTari gamosv-
lis yovel axal epizodSi, raTa kidev ufro gazardos qalebSi sakuTari popu-
laroba. yovelive amis gamo, ori momRerlis xmebis Tanxvedris momentSi aSkaraa 
araunisonuri JReradobis warmoqmna da heterofoniis formireba.

daskvna:
havramanis simRerebis orpiruli Sesrulebisa da Tanmxlebi instrumentis 

ararsebobis gamo heterofonuli mravalxmianoba havramanis musikis ganuyofeli 
nawilia. Sesrulebisas momRerlebis xmis sixSiris Secvla heterofoniis warmo-
qmnis mTavar mizezad SeiZleba CaiTvalos, Tumca heterofoniis Seqmnas SeiZleba 
ramdenime sxva mizezic hqondes. am Temis win wamoweviT, SeiZleba iTqvas, rom kv-
levaSi ganxilul-iqna erT-erTi yvelaze mniSvnelovani sakiTxi, romelic dRemde 
Seuswavleli iyo. 

havramanis simRerebis teqstebSi yvelaze xSirad romantikuli da, Sesabami-
sad, seqsualuri Temebia gamoyenebuli. simRerebis Seswavlam, maTma araerTxel 
Sesrulebam, momRerlebTan gasaubrebam, savele dakvirvebebma da analizma cxa-
dyo, rom genderul Temebs, maT Soris rogorc sasiyvarulo, seqsualur le-
qsebs, ise Sesrulebis garemoSi sapirispiro sqesis warmomadgenelTa yofnas, mom-
RerlebSi gansakuTrebuli emociebis gamoiwveva SeZlia. am stimulis gavleniT ki 
Sesrulebis procesSi mkveTrad icvleba simReris sixSiris diapazoni.

momRerlebis xmebis sixSiris cvlileba ori momRerlis xmebis Tanxvedris 
momentSi mudmivad meordeba (yoveli strofis an yoveli hemiSis/striqonis Sem-
deg) da qmnis erTgvarad, aracnobier polifonias, romelsac Cven heterofonias 
vuwodebT.

da bolos, SegviZlia davaskvnaT, rom simRerebis teqstSi gaJRerebulma zo-
gierTma Temam, momRerlebSi sxvadasxva emociis SeqmniT, SesaZloa, didi gavlena 
moaxdinos simReris Sesrulebaze. amaTgan erT–erTi yvelaze mniSvnelovani ki 
seqsualuri Tematikis gaJRerebiT gamowveuli gavlenaa. aRmoCnda, rom musikaSi 
mravalxmiani faqturis Seqmnis erT-erTi safuZveli erotikuli da seqsualuri 
Temebis arseboba SeiZleba iyos. aRniSnuli naTlad Cans havramanis kulturaSi, 
sadac sqesebs, seqsualobasa da mravalxmianobas Soris mWidro urTierTkavSiri 
vlindeba.

havramanul simRerebSi gamoyenebuli zogierTi seqsualuri Sinaarsis teqsti 

- Gejyakaw deryan yo tar wraza 
- Hainou mamakaw raw dasim baza 
Targmani: Seni perangis sagule gaxeulia, axali perangi moiqarge, magram Cemi 

xeli mkerdze ilas datove.

- Mamaw sew aba darawa 
- Khwa khoy daywa maisharawa 
Targmani: Seni mkerdi iseTia, rogorc vaSli xeze, RmerTs uboZebia es mker-

di da nu damalav mas Cemgan.
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- La klaw rochen khom da elem 
- Sinaw mamko hich nayelem 
Targmani: saxuravze anTebuli Suqis gavliT Semoval Sens saxlSi, Sens ZuZu-

mkerds aviReb da mogeferebi.

- Eshaw amane tawafi khalo 
- Lam da lefakaw kishyane palo 
Targmani: amaRam Seni xalis (mkerdis ironia) sanaxavad movedi, sabani 

gadagxade da Sens mklavebSi gadaveSvi. 

- Mamew kardene ba tarhaw baya 
- Yakhew tangana pay men bar maya 
Targmani: Seni mkerdi xils hgavs. Seni perangis sayelo imdenad mWidroa, 

rom mkerdi ver movizide.

- Mamewaw narenj yo tarsha limo 
- Kamsha gerou das kamsha karou bo? 
Targmani: Seni erTi ZuZu forToxals hgavs, meore ZuZu limons. romeli 

unda daviWiro da romeli unda davynoso?

- Khalo khalotan kam wacha khalo 
- Khalo dam wa ban khalano malo 
Targmani: Sen xalos (zrdasruli kacis aRmniSvneli) meZaxi. ar damiZaxo 

xalo, me (xalo) tuCebiT veferebi Sens xalebs.

- Hor gera jame belme werana 
- Ar awi nawya damou to hana 
Targmani: moitane WurWeli nangrevebSi wasasvlelad, iq Tu wyali ar dagvx-

vda, Seni piridan davlev wyals.

- Damakaw bara benyasho damem 
- Ta saken bow adlay per ghamem 
Targmani: Seni tuCebi Cems tuCebs Seaxe, rom sevdiani guli damimSvido.

- Damay nanerio shaw la nawi dam 
- Hich faidash nia isharaw ba cham 
Targmani: Soreuli Jestebi raSi gvargia, Tuki RamiT Cvens tuCebs erTmane-

Ts ar SevawebebT da siyvaruls ar mivecemiT.
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MOHAMMAD ASHKAN NAZARI
(IRAN)

A SEMIOTIC READING OF THE CORRELATION BETWEEN POLYPHONY 
AND SENSUALITY IN HAWRAMI MUSIC; HOW EROTIC LITERATURE TRIGGERS 

HETEROPHONIC FOLK HAWRAMI MUSIC PERFORMANCES

Introduction
As part of the geography of Iran and Iraq and the Kurdish regions, Hawraman is a region 

with unique cultural characteristics that can be found in fewer regions of the two countries. These 
cultural features still retain their original and traditional features, and therefore Hawraman may 
be considered one of the most pristine regions in the vast cultural geography of the Middle East. 
Language, clothing, and customs have changed the least over time. Among the cultural behaviours 
of the region, music can be considered the most original and intact of them. The regional music of 
Hawraman is one of the oldest and most unique. It is considered the native and local music of the 
country. This music, with its absolutely vocal form, is one of the few forms of sound art that the 
instrument has no use in its cultural structure. Hawraman music has several vocal forms each of 
which has its own cultural and musical characteristics and is performed with different functions in 
different situations. Recent past research has focused more on examining limited aspects of musical 
structure than ever before. Those have accurately categorized and introduced vocal genres, but have 
not examined them from a cultural perspective.

The classification and typology of the songs is by no means easy research because in various 
interviews concerning this field with local musicians (the most important references of this music) 
different conceptions and disagreements are seen.

The present research was carried out first by studying and reviewing the past research fol-
lowed by a field method that included on-site accommodation, interview, participation and observa-
tion. The final stage included structural and cultural analysis, a first comprehensive classification of 
these present vocal types and then describing their musical, polyphonic and cultural characteristics. 
Finally, by studying literature and its cultural aspects, with a correct understanding of the impact 
of sexual issues and its relationship with the way songs are presented and how the creation of po-
lyphony was achieved. 

The author, who was born in Hawraman and has a deep knowledge of the language and culture 
of Hawraman is able to understand all the musical and especially cultural details that affect the tradi-
tional separation of songs and finally with the deconstruction of musical and cultural structures, pro-
vides an accurate and detailed description of vocal types and their musical-cultural characteristics.

Problem Statement
Studying and researching the music of the Kurdish people does not have a long history. There-

fore, many musical aspects and cultural aspects of Kurdish music have remained unknown in var-
ious regions (Nazari, 2014: 4). The regional music of Hawraman is less studied than the music of 
other Kurdish regions. 

The little research that has been done in this area does cover a wide range of musical and 
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cultural aspects of the region and ultimately has more general results. Therefore, in the present re-
search, an attempt has been made to narrow the scope of research in order to obtain more scientific 
and practical results. A subject such as the music in Hawraman with many aspects which remain 
unknown can raise many questions that need to be answered. Each of those requires extensive 
scientific research. Therefore, in the present article, the main question focuses on sexual and poly-
phonic issues (heterophony). The main issue of the research is the question is how gender, sexual 
feeling, and the relationship of sexual literature influence the changes in the frequency of singers’ 
voices and the creation of heterophony in music.

In this regard, the question of the author is the following: To what extent does expressing 
sensual/sexual issues affect physiological senses and the changes in frequency? And what is the 
connection between this influence and the creation of heterophony in the music of Hawramian?

In the following, we will briefly introduce the Hawraman region, then in order to understand 
and explain the effective structures in creating heterophony, introduce the main vocal types and 
their performance forms and then explain the correlation between sexual feelings and polyphony.

Overview of Hawraman
Hawraman is a mountainous land in western Iranian Kurdistan and parts of Iraqi Kurdistan 

that stretch from the south of the Schiller Valley to the Sirvan river have been drawn (Soltani 
Hawrami, 2007: 80). Hawraman is now in the division of the country of Iran into two provinces. 
It belongs to Kurdistan and Kermanshah and includes parts called Hawraman Javroud, Hawraman 
Lahun and Hawraman Takht. 

The heights of Shahu (Zagros) divide Hawraman into two parts, north and south, the northern 
part of which is Hawraman Takht and the southern part of it is Hawraman Lahun. Hawraman La-
hun consists of two parts, north and south. South Hawraman includes the central part and northern 
Hawraman of Lahun includes the cities of Paveh, Nosud, Nudsheh, and so on. The second part of 
Hawraman in Kurdistan is located in Iraq and includes all border areas and neighbouring towns and 
villages (Soltani Hawrami, 2007: 81).

History
From prehistoric times in Hawraman Basin, Shanidar Cave can be considered the oldest place 

for establishing and explaining the culture and the Hawraman civilization (Soltani Hawrami, 2007: 
81). Tianeh hill 26 km west of Kamyaran due to the discovery of pottery with Prehistoric inscrip-
tions in it is very important. Six floors have been found in the speculation of this hill. The first floor 
is a work of the Islamic period, the second floor is from the Sassanid period and the third floor is 
related to the end of the third millennium BC. And the sixth floor, where the oldest artifacts are 
found, has red-painted pottery from prehistoric times (Soltani Hawrami, 2007: 81).

Language
The Kurdish language includes four dialects: Sorani, Hawrami, Kalhori and Kurmanji. Sorani 

is spoken in many Kurdish areas of Iran such as Sanandaj, Mahabad, Baneh, Saqez, etc. and most 
parts of Iraqi Kurdistan. Kurmanji includes the Kurdish dialects spoken in Turkey, Armenia, Syr-
ia and the Kurds of northern Khorasan. Kalhori is the language of the people of Kermanshah is 
Sahneh, Sarpol-e Zahab, Islamabad, Biston and the city of Khanaqin in Iraqi Kurdistan.

The people of Hawraman speak the Hawrami dialect. Some linguists consider the Hawrami 
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dialect to be very similar to the Avestan language (Soltani Hawrami, 2007: 83).

Religion
“The existence of many fire temples in Hawraman and also the tombs of some Zoroastrian 

magicians such as Pir Shaliar in Hawraman Takht indicate. This is because the people of Hawraman 
followed the Zoroastrian religion before the advent of Islam. With the advent of Islam, the people of 
Hawraman have adopted the religion of Islam and are now followers of the Sunni religion” (Nazari, 
2012: 9).

Some important features in Hawraman music
The interval minor third:
The interval minor third is very common in most of the songs. This interval is one of the oldest 

distances and it is common for all ancient cultures (Masoudieh, 2004: 151).

Imitating the sound of partridge:
In his book Music in Ancient Cultures, Bruno Nettl considers the imitation of animals’ voices 

and birds as a feature of ancient cultures (Quoted by Haj Amini, 2002: 21). Patridge has a very spe-
cial place in the culture of Hawraman. In many poems, stories and proverbs this bird has a special 
presence. Keeping partridge inside the homes is an old official practice in Hawraman.

The special place of this bird can also be seen in the songs of Hawraman. In the vocal tremolo 
of this region, we can see the imitation of the voice of Patridge; Many singers in this region also 
confirm this statement (Ahmadi, 2008).1 In the local culture, the good voice of a singer is always 
compared to the voice of partridge.

Common Vocal Types in Hawraman
In the process of analysing and distinguishing the vocal types of Hawraman, special research 

difficulties arise that make it difficult to research precisely and distinguish these songs. Some of 
these problems are caused by the disagreements among the singers of the region as well as the lack 
of historical sources in this regard. In the conversations that I had with singers of Hawraman, more 
or less varying conceptions and nominations were obtained in defining and describing the songs. 
One of the most important reasons for such problems is the influence of the dominant music and 
cultures adjacent to this region.

Many singers of the region have been influenced by the Iranian classical music and the feel-
ing of its superiority to Hawrami music and there have been also attempting to apply the musical 
concepts of this region closer to Iranian instrumental music and sometimes even using the terms 
belonging to Iranian classical music. Something that can be likened was the case of Alinaghi Va-
ziri with his attempt to bring the foundations of Iranian classical music closer to Western classical 
music. In the present study, an attempt has been made to accurately identify these songs utilizing 
the perspectives of three prominent singers of Hawraman, Osman Hawrami, Mohammad Hossein 
Kemnaii and Jamil Ahmadi, due to their great ability in the field. Their experiences as performers 
and also their more complete knowledge of Hawraman music should be used as the most important 

1 From the masters of Hawraman music.
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references to this music. Among the vocal genres of Hawraman, the three songs of Siachamana, 
Wrdabazm and Chapla are the most important and common ones, which we describe in detail here, 
in different aspects of their music.

Siachamana
The most important vocal form in the region of Hawraman is Siachamana. Both for the sing-

ers and people of Hawraman, this vocal form is very special. The importance can see also in the 
phenomenon, that a good singer is known for his ability to be able to sing Siachamana. Among the 
songs of Hawraman, Siachamana is the only song that is related to this region and is not performed 
anywhere else in Kurdistan2. This feature gives this song complete information about the musical 
features of this region.

The word Siachamana is formed by two words sia, meaning black and siah and Cham which 
has meanings such as eye, curvature and spring with the suffix “an-an” (Sharafkandi, 1997: 452).

The closest definition to Siachamana is black eyes. There are two clear reasons to prove this 
concept. The first is the opinion of most of the singers of this song and the second is the text and the 
melody of Siachamana. Another important point is the definite existence of the word lail at the end 
of all the verses Siachamana. This word itself indicates that there are love themes in this song. As 
a result, Siachamana is a completely romantic song that describes a mistress and a lover (Nazari, 
2012: 24). This song is closely related to the theme of love and sensuality Siachamana is tradition-
ally always performed by two singers.

Each line/hemistich of the verse is performed by one singer. At the end of each line another 
singer is getting in with stretch and in a vibrating manner continuing with a sound close to the vowel 
“A” as in hand, “E” as in elephant, or “O” as omega and with the continuation of the same sound, 
the next line begins. These moments in Siachamana performance are among the moments creating 
heterophony, which is the main subject of the present study.

Lyrics: The small number of Siachamanas and the lack of improvisation and composition, as 
well as the limited range of sound in them, may lead to repetition and fatigue. To avoid this, one of 
the aspects of these songs is their free speech.

Wrdabazm
Wrdabazm consists of two words – word meaning small and bazm meaning song, which 

means both small and short song. The name of this song is probably related to its characteristics 
compared to Siachamana’s song3. Wrdabazm has shorter strains than Siachamana and it has also 
had shorter stretches in terms of rhythmic divisions4. Wrdabazm is a rhythmic song with a heavy 
tempo, which is clearly different in terms of content from other rhythmic songs in this region.

Lyrics: The lyrics used in the Wrdabazm are almost all ten-syllable. There is no limit to the 

2 Other songs such as Wrdbazm and Chapla are also specific to Hawraman, but similar songs can be found in other 
parts of Kurdistan with different names.
3 Siachaman is the most important vocal form in Hawraman, which is performed as free weight and has long strings. 
4 9 Shorter paragraphs mean longer syllables in the performance of the poems. On the other hand, in the texts of Haw-
raman songs, there are many additional words outside the main text of the poem. The volume of these extra words in 
Siachamana is more than in any other song. The extra words and the long and confusing stretch of the syllables make 
the verses of Siachamana very long.
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choice of poetry in this song. In a Wrdabazm performance, the singers use their poetic memory and 
read every poetry that comes to mind in an instant.

These verses are selected by good singers, always related to the verse sung by the previous 
singer. Each Wrdabazm can have different lyrics each time it is performed

“Wrdabazm has a very wide range in terms of the content of the poems and has concepts such 
as love, sorrow, description of nature and so on. This song almost never has themes such as religion 
and mourning” (Nazari, 2012: 33).

When compared with Siachamana eroticism can be seen more often in the song texts of Wrdaba-
zm. The lyrics focus more often on the concrete reality of sexual feelings in a romantic relationship. 

Chapla
The most important song of the celebrations in Hawraman is Chapla. This song, which is 

cheerful and rhythmic, is performed very lively and energetically. It traditionally has its own dance 
with the same name, but today any (Kurdish) dance can be performed with Chapla songs. Hawra-
man Chapla is the most numerous song. There may be more than 500 of them. Many of them have 
specific names, but some of these songs do not have specific names (Hawrami, 2012). Chapla, like 
other songs n Hawraman, is traditionally performed by two singers. Each singer sings two verses 
and, like in Wrdabazm, repeats the last stanza twice, and the second time, another reader sings it 
and begins his verses after that.

Chapla lyrics: The poems of Chapla are ten-syllabic as many of the songs in Hawraman. The 
important point in the poems of this song is not to use the poems of great poets and in general, heavy 
and meaningful poems. Chapla poems are almost all slang poems. These poems can have a wide 
range of themes. In these songs, most of the time, the verses describing the body of the mistress, 
and sexual themes are seen in them more than in any other songs. Additional words of this song are 
usually the names of the people present in the gathering or various female names.

Darei
The vocal form Darei is related to nature and in general, it is about the relationship between 

the people of Hawraman and nature around them (Haj Amini, 2011: 18). These songs always start 
with the name of the female. Darei is performed while picking fruits with the aim to encourage 
beautiful descriptions of the women picking fruits and relieving fatigue (Khorshidi, 2003). The use 
of erotic themes is abundant also in Darei.

Heterophony
Due to the lack of an instrument accompanied by Hawraman songs, two things happen from 

the point of view of the sound. First, the range of sound of a song from beginning to end usually 
changes. This change is usually towards lower voices. The second is the simultaneous intersection 
of two sounds, two voices from a single theme. This intersection of sounds is negative, meaning that 
presenters and listeners consider it a sound (Haj Amini, 2002: 31).

These two sounds are completely unconscious and occur at different intervals in each perfor-
mance. This intersection of sounds can have other reasons, such as the free presentation of sound 
within the vocal range of each singer. But the remarkable thing about these two voices and the 
increase in sound frequency is their connection to the level of excitement of the singers. This means 
that the higher the level of physiological excitement of the singers, the higher is also the frequency 
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of their voices. During the field research, it showed up to some extent that the presentation of sexual 
and erotic themes is one of the causes of intensification of the inner and physiological emotions of 
the singers and as a result, it can change the frequency level of the singers leading to polyphony.

Erotic Themes Changing the Frequency of Singers’ Voices and Creating Heterophony
Erotic and sexual themes are an integral part of Hawraman’s musical culture. Although in the 

last decade or two, some have tried, for religious and cultural reasons, to try to discredit these con-
cepts and remove them from the region’s music literature, they have by no means succeeded. The 
clear expression of sexual feelings, in a way, indicates the lack of self-censorship in the indigenous 
culture of the region (at least in the past), which is still present in the songs of Hawraman today. 
The volume of use of these themes is directly related to the seriousness of a song and its function. 
The more serious the songs are and the more aesthetically pleasing they are (like Siachamana), the 
less frequent the sexual themes are in their texts, and the more practical the songs become, the use 
of erotic themes also increases. On the other hand, the more serious the songs become, the slower 
is the tempo and the more practical the songs, the faster the tempo, which means that, apart from 
Darei singing, in other songs, there is a direct relationship between the intensity of the piece and the 
presence of sexual positions in them.

In many poems, women’s breasts are compared to fruits such as lemons, oranges and apples, 
and even in poems, the female genitals are likened to a treasury. In the text of one of Chapla per-
formed by Osman Hawrami, which is presented as a story, a mother encourages her daughter to 
flirt with her lover. The mentioned examples and many other poems show the colourful presence of 
sexual and erotic themes and verses in the songs of Hawraman.

Performing these songs takes usually a long time, sometimes lasting up to several hours. One 
of the skills required for singers of Hawraman, in performances by two or more people, is to per-
form poems with a theme close to the poem of the previous singer. This causes the next singer to use 
verses with the same theme when the singer sings a verse or sexual verses, and finally, the sexual 
part of the song. Usually, during this time, the singers experience physiological emotions under 
the influence of sexually exciting topics and verses, and their voices rise subtly and the frequency 
range of the song changes. Since these excitement and emotions are not influencing each individual, 
similarly in many cases it causes a change in the frequency of the singers’ voice producing a certain 
polyphony. We call polyphony heterophony because it is unconscious and unintentional and is not 
considered aesthetically negative or positive.

Another gender issue that is influential in the occurrence of such an event is the performance 
of men in assemblies in which women are also present (Like weddings). “The majority of the na-
tive Hawraman singers are male, and the number of female performers is much less than male, the 
same may be true in reverse, which means that women also experience physiological arousal in the 
presence of men, and as a result, the frequency range of singing changes.”

In such situations, the voices of the singers are affected by the sexual and emotional feelings 
caused by the presence of women and can lead to polyphony. One of the obvious examples of this 
is the attractiveness of the following voice in the aesthetics of the people of the region.

From an aesthetic point of view, the high voices (high pitch) are more attractive in the culture 
of the Hawraman people, so many singers try to show their mastery and superiority during a per-
formance by raising the frequency level of their voice. This becomes clearer when women are also 
present in the event. Therefore, a singer may lower his voice in each round of his performance in 
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order to increase his popularity and influence among the women of the occasion. For this reason, 
when the voices of two singers intersect, we see the simultaneous intersection of two voices in a 
non-Unison manner and the formation of heterophony.

Conclusion:
Due to the two-person performance of Hawraman songs and the absence of the instrument, 

heterophonic polyphony is an integral part of the music in Hawraman. Changing the frequency 
of the singers’ voices during the performance is the most important reason for heterophony. The 
creation of heterophony can have several reasons depending on the circumstances. In this study, 
one of the most influential and important issues was examined, which had not been studied before.

The most commonly used themes in the lyrics of Hawraman songs are romantic themes and, 
consequently, sexual themes. Examination of songs, multiple performances, interviews with sing-
ers, field observations, and analysis showed that gender issues, including love verses, sex verses, 
and the presence of the opposite sex in the house of Representatives, can elicit the singer’s emo-
tions. As a result of this stimulation, the emotions of the frequency range of the song are changed 
during the performance, and due to the aesthetic aspects related to the pitch of the sounds in the 
area, this change in the frequency of the desire It is getting lower.This change in the frequency of 
the singers’ voices, at the intersection of the voices of the two singers, which occurs over and over 
again during a performance (after each stanza or each hemistich/line), creates a kind of unconscious 
polyphony that We call it heterophony.

Finally, we can conclude that the expression of different topics can influence the way the per-
formance is performed by creating different emotions in the singers. One of the most important of 
these is the sexual influence and we found that one of the polyphonic roots in music can be seen in 
the presence of erotic and sexual themes and therefore the existence of a relationship between the 
sexes, sexuality and polyphony in Hawraman culture is emphasized.

Some of the Sexual Themes Used in the Lyrics of Hawraman Songs

- Gejyakaw deryan yo tar wraza
Hainou mamakaw raw dasim baza
Translation: Your shirt is torn, embroider a new shirt, but leave my hand in the place of your 

chest.

- Mamaw sew aba darawa
Khwa khoy daywa maisharawa
Translation: Your breast is like an apple on a tree, God has given you these breasts, so do not 

hide them from me.

- La klaw rochen khom da elem
- Sinaw mamko hich nayelem
Translation: I will enter your house through the skylight on the roof and I will take your 

breasts and suck them.
- Eshaw amane tawafi khalo
- Lam da lefakaw kishyane palo
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Translation: Tonight I came to see your mole (irony from the chest), I pulled away your blan-
ket and rested in your arms.

- Mamew kardene ba tarhaw baya
- Yakhew tangana pay men bar maya
Translation: Your breasts are like fruit, your shirt collar is tight and I can not pull your breasts.

- Mamewaw narenj yo tarsha limo
- Kamsha gerou das kamsha karou bo?
Translation: One of your breasts is like an orange and the other is like a lemon, which one 

should I hold and which one should I smell?

- Khalo khalotan kam wacha khalo
- Khalo dam wa ban khalano malo
Translation: You call me Khalo (an allusion to an adult man). Do not call me Khalo, I (Khalo) 

caress your moles with my lips.

- Hor gera jame belme werana
- Ar awi nawya damou to hana
Translation: Bring a container to go to the ruined, if there is no water, I will drink water from 

your mouth.

- Damakaw bara benyasho damem
- Ta saken bow adlay per ghamem
Translation: Put your lips on my lips to soothe my sad heart.

- Damay nanerio shaw la nawi dam
- Hich faidash nia isharaw ba cham
Translation: If we do not make love at night and do not put your lips on my lips, distant ges-

tures are of no use.
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daviT SuRliaSvili
(saqarTvelo)

siCumisa da pauzis efeqti qarTul tradiciul musikaSi

`musika ara notebSi, aramed maT Soris arsebul siCumeSia~.
volfgang amadeus mocarti

`musika aris siCume notebs Soris~ 
klod debiusi

saxlSi erTi sufTa, carieli, Tumca siZvelisgan furclebgayviTlebuli 
ujredebiani rveuli maqvs. Cem ymawvilobaSi, erT dRes papaCemma damiZaxa da 
maCvena es rveuli. maxsovs, rogori grZnobiT da sinanuliT miTxra: `ici, es 
visi rveulia?!.. galaktionis!..~ mZafrad metyveli da dasamaxsovrebeli aRmoCn-
da ̀ siCume~, romelic am carieli rveulis xelSi Werisas da misi gadafurcvlisas 
`gavigone~ maSin.

`wuTieri dumili~ – meoce saukunis dasawyisidan damkvidrebuli es rit-
uali gardacvlilTadmi pativiscemis gamoxatvisa, siCumis makoncentrirebeli 
TvisebiT unda iyos nakarnaxevi. saTanado konteqstSi siCumes koncentrirebis 
Tviseba xom yovelTvis hqonda! swored konteqsti aqcevs siCumes mosmenad kat-
egoriad. 

 musikis aJRerebs, TiTqmis yovelTvis, winare siCume axlavs. es droiTi 
da sivrciTi substancia SegviZlia tilos, sufTa furcels SevadaroT, romel-
zec mxatvari grafikul Tu ferwerul kompozicias qmnis. 

musikalur nawarmoebSi siCume (pauza) mravalgvari Seferilobis mqone mxat-
vrul-kompoziciur funqcias SeiZleba asrulebdes. sxvadasxva droSi, epoqaSi 
siCumes gansxvavebuli datvirTva, sixSire hqonda. siCume, rogorc kompoziciuri 
elementi musikis istoriaSi mudam arsebobda, magram rac aqeT movdivarT, miT 
matulobs am uxmo JReradobis mniSvneloba da intensivoba.

sanam Cemi moxsenebis ZiriTad nawilze gadaval, msurs siCumesTan, pauzasTan 
dakavSirebuli sxvadasxva epoqis ramdenime nimuSis fragmenti gavixseno klasi-
kuri musikidan. momenti `Agnus Dei~-dan baxis si minoruli mesidan (videomag. 1); 
haidnis simebiani kvarteti op.33 #2, meoTxe nawilis daboloeba (videomag. 2); 
vebernis piesa Celosa da fortepianosaTvis op.33 #3 (videomag. 3).

albaT Tqvenc gaxsendebaT siCumis Semcveli sxvadasxva musikaluri nawar-
moebi (jon keijis cnobili 4’33”-is CaTvliT), Tumca unda iTqvas, rom klasikuri 
musikis istoriaSi siCumis Semcveli Txzulebebis ricxvi, rogorc Cans, umisod 
Seqmnil kompoziciebTan SedarebiT, Zalian mcirea. SesaZloa, es iyos erT-erTi 
mizezi siCumis, rogorc musikis kvlevis obieqtis naklebad Seswavlisa (moxaru-
li viqnebi, Tu mimiTiTebT am sakiTxisadmi miZRvnil fundamentur musikologi-
ur naSroms).

 amJamad vecdebi siCumisa da pauzis fenomenis ganxilvas qarTul tradi-
ciul musikaSi. sainteresoa, ra saxiT, formiTa da datvirTviT gvxvdeba igi 
rogorc xalxur simReraSi, ise mravalsaukunovan samxmian saeklesio galobaSi.
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siCume, rogorc unisonur, ise mravalxmian faqturaSi, yvela xmaSi erT-
droul (anu generalur) pauzas gulisxmobs. zogadad, vokalur musikaSi da, maT 
Soris, qarTul tradiciul xmier musikaSi, romlis sturqturuli erTeuli – 
muxli – e.w. damuxlebiT sruldeba, rac musikaluri winadadebis dabolove-
bas gulisxmobs, siCume-pauza bunebrivi da Cveuli segmentia. muxlis bolos, 
sakadanso akordis (an intervalis) Semdeg sunTqvis aReba yvela xmaSi aucileb-
lad xdeba. magram, sainteresoa, yovelTvis erTgvarovania, igi? grZeli muxlis 
SemTxvevaSi Sua nagebobaSi, cezuris saxiT, mokle pauzebi figurirebs. aseTi 
cezurebi sxvadasxva xmas gansxvavebul dros SeiZleba hqondes, magram arcTu iS-
viaTad igi yvela xmaSi erTdroulad gvxvdeba. am mxriv metad sainteresoa iseTi 
generaluri cezura-pauzebi, romelTac ara mxolod CasunTqvis funqcia aqvT, 
aramed kompoziciur elementad SeiZleba iqnes ganxiluli.

magaliTad aviRoT svanuri simRera `bail beTqil~ (mag. 1). am orpiruli 
saferxulo simReris yoveli muxli generaluri naxevriani pauziT orad aris 
gayofili. pauzamde unisonuri meoTxedi (la) bgera ki JRers, Tavisi glisan-
direbuli, e.w. `Sprexgezange~-s (Sprechgesange) tipis bgeriT, magram igi muxlis 
dasasrulad ki ar aRiqmeba, aramed muxlis damasrulebeli frazis momzadebad. 
es naxevriani pauza yovel muxlSi aucileblad gvxvdeba, rac am ferxulSi mis 
komopoziciur daniSnulebaze metyvelebs (audiomag. 1).

sxva svanur simRerebSic gvxvdeba msgavsi pauzebi, Tumca ver vityviT, rom 
igi, zogadad, saferxulo simRerebisTvis aris damaxasiaTebeli. sainteresoa, 
rom simRerebisTvis, romlTac Tavad svanebi sagaloblebs uwodeben, radgan 
Sinaarsobrivad RvTis an wmindanebisadmi aris miZRvnili, generaluri pauzebi 
sakmaod damaxasiaTebeli Cans. saeklesio galobisgan es sagaloblebi rogorc 
teqstobrivad, ise melodia-harmoniiT sagrZnoblad gansxvavdeba, magram saer-
To Tvisebad SeiZleba CaiTvalos mkveTri metruli sazomis uqonloba. jer war-
mogidgenT fragments wminda giorgisadmi miZRvnili sagaloblidan `jgriagiS~ 
(mag. 2). damwyebis fraza pauziT aris gamoyofili gundis saTqmeli nawilisgan, 
romelSic generaluri pauza, aq mocemul fragmentSi, Svidjer gvxvdeba. zogi 
naxevriani grZliobisaa, zogic meoTxedi da arcerTi maTgani sakadanso akords 
ar mosdevs, riTac, pauzebis miuxedavad, musikaluri azris uwyvetobis efeqti 
iqmneba (audiomag. 2).

sainteresoa, ra suraTi gvaqvs am mxriv qarTul saeklesio galobaSi. Cve-
namde moRweul Zvel sanoto xelnawerebSi muxlis Sua nagebobaSi, arasakadanso 
momentSi pauzebi Zalian iSviaTia, da gansakuTrebiT ki, samive xmas erTad rom 
hqondes gamowerili, TiTqmis ar gvxvdeba. simarTle rom vTqvaT, arc muxlis 
daboloebisas SegxvdebaT pauza xSirad, Tumca sakadanso akordis Semdeg, miT 
umetes im akordebze, romelzec fermata aris dasmuli, pauza gamoweris gareSec 
nagulisxmebia mgalobelTaTvis. magram Cndeba sakiTxi: marTla ucxoa galobisT-
vis muxlis Sua nagebobaSi pauza?

am kiTxvaze pasuxs qarTuli galobis Cvenamde moRweuli audionimuSebi ufro 
gagvcems, vidre sanoto xelnawerebi. dakvirvebisTvis movitanT lazares SabaTis 
Zlispiris ̀ siyvarulman mogiyvana ufalo~-s sam Zvel audioCanawers (eqomaiSvili 
1988; TerTmeti margaliti 2004; pirveli fonoCanawerebi 2006), rac urTierTSe-
darebis da garkveuli kanonzomierebis gamovlenis SesaZleblobas gvaZlevs. 

Zmebi erqomaiSvilebis mier Sesrulebuli am sagaloblis pirvelive muxlSi 
gvxvdeba samive xmaSi erTdrouli (generaluri) meoTxedi pauza (audiomag. 3, mag. 
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3).
neli tempis miuxedavad, mniSvnelovania, rom TviT es muxli grZeli ar aris 

da savsebiT SesaZlebeli iyo igi erT sunTqvaze Tqmuliyo, an rigrigobiT mainc 
gadanawilebuliyo cezurebi xmebs Soris. magram, rogorc Cans, es pauza ara 
mxolod cezuris rols, aramed gaazrebul kompoziciur funqcias asrulebs. 
sainteresoa, imave sagaloblis danarCen or versiaSi am mxriv Tanxvedra aris Tu 
ara! jer vnaxoT dimitri pataravas, varlam simoniSvilisa da artem erqomaiSvi-
lis 1949 wlis Canaweri krebulidan `TerTmeti margaliti~ (mag. 4, audiomag. 4).

rogorc vxedavT, aqac, am versiaSic analogiuri suraTia (pauzis grZliobaSi 
sxvaoba – pirvel versiaSi meoTxedi iyo, xolo aq mervedia – imiT aris ga-
mowveuli, rom orjer mcire zomis notebiT aris Cawerili `TerTmeti margali-
tis~ nimuSi.)

mesame varianti, 1909 wlis Canaweridan, samuel CavleiSvilis, besarion in-
wkirvelisa da varlam simoniSvilis SesrulebiT, igives gvidasturebs. rac am 
pauzis kompoziciur datvirTvas sabolood amtkicebs (audiomag. 5).

samive warmodgenili audioCanaweri dasavleT saqarTvelos, kerZod Semoq-
medis skolis nimuSia. sainteresoa, ra suraTi gvaqvs am mxriv aRmosavleT saqa-
rTvelos samgaloblo StoSi? unda iTqvas, rom am tradiciis ZiriTad wyaroSi, 
Zmebi karbelaSvilebis sanoto krebulebsa da xelnawerebSi, pauza saerTod uiS-
viaTesad SegxvdebaT, miT umetes Sua nagebobaSi, magram Zalian xSiria cezuris 
aRmniSvneli mZimeebi, romelic, rogorc wesi, samive xmaSi erTad aris gamoweri-
li (mag. 5). am `mZimeebis~ mniSvnelobas vasil karbelaSvili `mwuxris~ krebulis 
SesavalSi ase ganmartavs: `didi imedi gvaqvs Cven kaetisa … unda gulmodginebiT 
adevnebdes Tvalyursa (,) [mZimes] – sadac unda suli moibrunon, (|) [taqtis xazs] 
– sadac muxli Tavdeba, () fermatos~ (karbelaSvili 1898, gv.XII). citatidan 
pirdapir Cans, rom es mZimeebi cezuris mniSvnelobisaa. Tumca, karbelaSvilebis 
CanawerebSi cezuraTa moniSvnis mixedviT yvela maTganze sunTqa samive xmam 
rom aiRos, amdenjer `sulis mobrunebis~ saWiroeba namdvilad ar aris, radgan 
aseT SemTxvevaSi galoba Zalian danawevrebuli, `daCexili~ gamova. amitom unda 
vigulisxmoT, rom am mZimeebiT moniSnulia is adgilebi, sadac mgalobels saW-
iroebis SemTxvevaSi SeuZlia cezuriT sargebloba. es saSemsruleblo teqnikuri 
xerxia. amdenad, kompoziciuri elementis mniSvnelobiT am cezurebs ver ganvix-
ilavT. 

aRsaniSnavia, rom qarTl-kaxur xalxur simRerebSi, im nimuSebSic ki, rom-
lebic gabmuli, burdonuli baniT imRereba, ucxo ar aris pauzis yvela xmaSi 
erTdrouli gamoyeneba swored mxatvrul-kompoziciuri TvalsazrisiT. amis ni-
muSad warmogidgenT qarTluri `metiuris~ da kaxuri `grZeli mravalJamieris~ 
fragmentebs: (audiomag. 6, 7).

es gvafiqrebinebs, rom aRmosvleT saqarTvelos galobis tradiciul Ses-
rulebaSic SesaZloa yofiloyo msgavsi momentebi, ramac sanoto CanawerebSi 
dazustebuli asaxva ver hpova. 

e.w. generaluri pauzebis garda, gansakuTrebuli mniSvnelobisa da akusti-
kuri efeqtis mqonea pauzis ara yvela, aramed erT an ramdenime xmaSi epizoduri 
gamoyeneba. es gansakuTrebulad SesamCnevia qarTul saeklesio sagaloblebSi, 
romlisTvisac samxmianoba, xalxuri simRerisgan gansxvavebiT, aucilebel nor-
mas, wess warmoadgens. pauzebis calkeul xmebSi epizodur gamoyenebaze roca 
vsaubrobT, rac zogadad iSviaTi movlenaa, vgulisxmobT dasavleT saqarTvelos 
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samgaloblo tradicias, radgan msgavsi movlena aRmosavleT saqarTvelos saga-
lobelTa krebulebsa Tu xelnawerebSi Znelad mosaZebnia. metic, muxlis bo-
los gamoweril pauzebsac ki uiSviaTesad vxvdebiT am xelnawerebSi. erTaderTi 
gamonaklisi, romelic me Semxvedria aris 1863 wels qiziySi, sofel kisisxevSi 
mcxovrebi daviT CijavaZe-mixailovis mier Cawerili sagaloblebis xelnawerSi 
arsebuli ormagad uCveulo SemTxveva (CijavaZe 1863). kerZod, kvereqsis sagalo-
beli ̀ ufalo Segviwyalen~ orjer zedized gadabmiT aris mocemuli, rac dRevan-
del RvTismsaxurebaSi arsad gvxvdeba. gadabmis funqcias ki asrulebs mTqmelis 
partiaSi gamRerebuli solo figuraciuli melodia. moZaxils da bans am dros 
pauzebi uweria (mag. 6, audiomag. 8).

calkeul xmebSi pauzebis SemTxvevebi, rogorc vTqviT, ufro dasavleT saqa-
rTvelosTvis aris damaxasiaTebeli. amis cnobili magaliTia `qriste aRsdga~ 
filimon qoriZis saaRdgomo krebulidan (qoriZe 1895, gv.2), romlis Sua nawilSi, 
mcire pauzis Semdeg, galobas mxolod zeda xmebi agrZeleben, xolo bani ori 
taqtis Semdeg uerTdeba maT (mag. 7, audiomag. 9).

am mxriv metad saintereso nimuSebi gvxvdeba gelaTis skolis e.w. Wrel saga-
loblebSi. kerZod, eqvTime kereseliZis `mwuxris~ sagalobelTa did xelnawer 
krebulSi (xeln. Q-672, gv.21-22) mocemulia daviTnis pirveli fsalmunis mux-
lebze agebuli Wreli tipis sagalobeli `netar ars kaci~ (mag. 8). igi ase iwyeba: 
`netar ars kaci, aliluia, romli ara mivida zraxvasa uRmrToTasa, aliulia, 
aliluia, aliulia, da gza uRmrToTa warwymdes~. galoba Cveulebriv, sam xmaSi 
JRers, magram marcvali `da” notebSi gamowerilia mxolod mTqmelis, zeda xmis 
mier solod saTqmel fraza-muxlTan. am momentSi moZaxilisa da banis partiebSi 
pauzebia gamowerili. rogorc Cans, aq sagaloblis gamSvenebisTvis ucnauri da 
uCveulo kompoziciuri xerxia arCeuli, sadac xmaTa miZraobis garTulebisa an 
harmoniuli gamdidrebis nacvlad, erTi xmis datovebiT Seqmnili gamWvirvale 
faqturuli efeqtis miRweva surdaT lotbar-mgaloblebs (audiomag. 10).

Tqvens yuradRebas SevaCereb sameufeo liturgiis sagalobelze saxel-
wodebiT `ulxine~. dRevandeli saRvTismsaxuro praqtikidan es sagalobeli 
amoRebulia. igi rva wuTze metxans grZeldeba. struqturulad cxrameti musi-
kaluri winadadebisgan, muxlisgan Sedgeba, romelTa umravlesoba e.w. `Sesvla-
dis kadansiT~ bolovdeba. xolo teqsti am sagalobelSi mxolod erTi sityviT 
– `ulxine~-Ti aris warmodgenili. am unikaluri Taviseburebis garda, CvenTvis 
sainteresoa am sagaloblis ori fragmenti, romelic, aseve, iSviaT da uCveu-
lo elementebs Seicavs. kerZod, pirvel fragmentSi ori frazis Semdeg galobas 
zeda xma solod gamRerebuli bgerebiT iwyebs (mag. 9, audiomag. 11). 

xolo meore fragmentSi, pirveli muxlis bolos, e.w. `Sesvladis kadanss~, 
romelsac bolo bgeraze, Cveulebriv, mTqmelis xma gamoeTiSeba xolme, am SemTx-
vevaSi moZaxilic akldeba da mxolod banis xma asrulebs mas. xolo Semdegi mux-
li or xmaSi – mTqmelisa da banis duetiT iwyeba. Semdeg moZaxilic erTveba da 
Sesvladis kadansis tipuri saxiT bolovdeba (mag. 10, audiomag. 12).

calkeul xmaSi epizoduri pauzebi xalxur simRerebSi ufro xSiri movlenaa, 
vidre galobaSi. am SemTxvevaSi xSirad mas ritmuli funqcia aqvs. xolo aseTi 
ritmuli kombinirebis mravalferovnebiT gansakuTrebiT guruli simRera ga-
moirCeva. 

simRera `Cven mSvidobis~ 1967 wlis CanawerSi zeda xmebs Zmebi aroSiZeebi 
mRerian, xolo bans anania erqomaiSvili asrulebs. erT momentSi, sadac Cveu-
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lebriv samive xma mReris, bani moulodnel pauzas akeTebs da mxolod Semdegi 
taqtis bolo Tvlaze agrZelebs mReras, rac Zalian STambeWdavi aRmoCnda CemT-
vis, rogorc am simReris manamde ukve bevri variantis SemswavlelisTvis (mag. 11, 
audiomag. 13).

guruli simReris moyvarulTaTvis kargad aris cnobili simRera `indi-min-
di~, da misi kvartkvintakordiT dasrulebis originaluroba. garda amisa, am 
simReris mosmenisas yurs Znelad gamorCeba momenti, roca moZaxili da mTqme-
li morigeobiT iReben mokle, mowyvetil bgerebs, romliTac xalisian da iu-
mornarev ganwyobas qmnian. am STabeWdilebis SeqmnaSi, zeda xmebis mokle pau-
zebTan erTad, Tavis funqcias asrulebs banis xmaSi orTvlanaxevriani pauzac 
(mag. 12, audiomag. 14).

msgavsi magaliTebis monaxva kidev SeiZleba. aqve davZen, rom qarTul tradi-
ciul musikaSi msgavsi efeqtebis garkveuli Semofarglulobisa da arcTu xSiri 
gamoyenebis miuxedavad (da, albaT, swored amitomac) igi yuradRebas, dakvirve-
basa da warmoCenas imsaxurebs, rac am moxsenebis mizans warmoadgens.

cota xniT kvlav klasikur musikas davubrundebi. gustav maleri Tavis meo-
re simfoniis Sesaxeb megobar diriJors, iulius butss werilSi mimarTavs: `pir-
veli nawilis Semdeg unda iyos didi pauza, raTa msmenels mieces SesaZlebloba 
goneba moikribos, ganewyos [meore nawilisTvis]~ (igive miTiTeba aqvs amave sim-
foniis IV da V nawilebs Soris `antraqtze~).

minda warmogidginoT simfoniis am momentis Canaweri, msoflio masStabis, 
aRiarebuli diriJoris, klaudio abados SesrulebiT (videomag. 4).

gamiCnda kiTxva: avtoris mier nawilebs Soris dawesebul did pauzaSi 
`orkestris awyobis~ aseTi gaTamaSeba ufro Seesabameba avtoriseul miTiTebas, 
Tu sruli siCumis SenarCuneba?!

tradiciul iaponur kulturasa da xelovnebaSi, maT Soris, musikaSi arse-
bobs specialuri termini, ufro zustad koncepti, saxelwodebiT `ma~, rac cari-
eli sivrcis, carieli Sualedis mxatvrul interpretacias gulisxmobs. 

qarTulSi am konceptis verbaluri analogi ar mogvepoveba, magram musi-
kalurad mgoni srulad SesabamisobaSia is nimuSebi, romelic axla msurs war-
mogidginoT. pirvelia – svanuri datireba `lil Wal~ (audiomag. 15) da meore 
– fSauri mTibluri `grgvinva~ (audiomag. 16).

dasasruls, moxsenebis dasawyisis msgavsad, kvlav galaktions movixmob. 
Tavis genialur leqsSi `mTawmindis mTvare~, romlis saavtoro audioCanaweri, 
udavod, Sedevrs warmoadgens, poetTa mefe bolo striqonis win Seyovnebas, pau-
zas iyenebs, romelic poeziasa da musikas Soris mWidro kavSirs kidev erTxel 
adasturebs da cxadyofs siCumis `JReradobis~ maRalmxatvrul gamomsaxvelobas 
(audiomag. 17).
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audiomagaliTebi

1. „bail beTqil“ – ansambli „riho“, Cawerili karl kiniqis mier, lenjeri, 2014

2. „jgriagiS“ – ansambli „riho“, Cawerili karl kiniqis mier, lenjeri, 2014audiomag. 

3. „siyvarulman mogiyvana“ – Zmebi erqomaiSvilebi, firfitidan „artem erqomaiSvi-
li“, Semdg. anzor erqomaiSvili, Tb. 1988

4. „siyvarulman mogiyvana“ – dimitri patarava, varlam simoniSvili, artem erqomaiS-
vili. 1949. Camweri – vladimer axobaZe. diskidan „TerTmeti margaliti“. Semdg. 
daviT SuRliaSvili, Tb. 2004.

5. „siyvarulman mogiyvana“ – samuel CaveiSvili, samuel CxikviSvili, varlam simoniS-
vili. kompaqtdiskebis krebulidan „qarTuli xalxuri simRera. pirveli fonoCanaw-
erebi - 1901-1914“ . Semdgen. anzor erqomaiSvili, vaxtang rodonaia.

6. „metiuri“ qarTluri – sandro kavsaZis gundi, 1937. 

7. „mravalJamiaer“ – arTanis gundi. 1952. Tbilisis saxelmwifo konservatoriis 
xalxuri Semoqmedebis fonoarqividan

8. „ufalo Segviwyalen“ – david CijavaZe-mixailovis xelnawerebidan. ansambli „an-
Cisxati“.

9. „qriste aRsdga“ – firfitidan „aRdgomasa Sensa“ anCisxatis gundi. 1991.

10. „netar ars kaci“ – Q673 xelnaweridan. ansambli „anCisxati“.

11. „ulxine“ – filimon qoriZis liturgiidan. Tbilisis samebis sakaTedro taZris 
gundi. (wyaro: https://soundcloud.com/trinity-cathedral-choir/for-archibishops-1)

12. iqve.

13. „Cven mSvidoba“ – Zmebi aroSiZeebi da anania erqomaiSvili, 1967. krebulidan „gri-
mo da qarTuli simRera“, Tb. 2018.

14. „indi-mindi“ – krebulidan „SeviswavloT qarTuli xalxuri simRera. guruli 
simRerebi. Tb. 2004.

15. „lil Wal“ – svanuri datireba. sefera guledani, lenjeri. 1960. Tsk-is xalxuri 
Semoqmedebis fonoarqividan.

16. „grgvinva“ – fSauri mTibluri. iakob nayeuri, 1964. Tsk-is xalxuri Semoqmedebis 
fonoarqividan. 
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17. galaktion tabiZe – „mTawmindis mTvare“. 1915.
videomagaliTebi

1. i. s. baxi – si minoruli mesa, “Agnus Dei” – https://www.youtube.com/watch?v=tdLCcQix-
Nvg

2. iozef haidni - simebiani kvarteti #2, IV nawili - Presto https://www.youtube.com/
watch?v=zpeQKGoV8cw

3. anton veberni -sami patara piesa, Celosa da fortepianosaTvis, Op 11. #1. https://
www.youtube.com/watch?v=BzYBLDyKvYo

4. gustav maleri - simfonia #2, - diriJori klaudio abado. lucernis festivalis 
Canaweri, 2003. https://www.youtube.com/watch?v=4MPuoOj5TIw

gamoyenebuli literatura

karbelaSvili, vasil. (1898) saero da sasuliero kiloebi, tfilisi: eq. iv. xelaZis 
stamba. 

qoriZe, filimon. (1895) – liturgia ioane oqropirisa, mRvdlisa da 
mRvdelmTavrisaTvis. gadaRebuli filomon qoriZis mier. Tfilisi: stamba m. 
SaraZisa da amx. 

CijavaZe, daviT. (1863) wirvis sagaloblebi, Cawerili daviT CijavaZe-mixailovis 
mier. xelnawerTa erovnuli centri, fondi sxvadasxva #50.

kereseliZe, eqvTime. ̀ sruliad weliwadsa Sina saxmarebeli rva xma aRdgomis samwuxro 
sagaloblni. gadawerili eqvTime kereseliZis mier~. xelnaweri Q-672. saqarTvelos 
xelnawerTa erovnuli centri.
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DAVID SHUGLIASHVILI
(GEORGIA)

THE EFFECT OF SILENCE AND PAUSE 
IN GEORGIAN TRADITIONAL MUSIC

The music is not in the notes, but in the silence between. 
Wolfgang Amadeus Mozart

Music is the silence between the notes. 
Claude Debussy

At home I have a clean, empty, chequered exercise book – yellowed with time. In my youth, 
one day my grandfather called me and showed this notebook. I remember with what feeling and 
regret he said:” “Do you know whose is this notebook ? It is Galaktion’s!” The silence I “heard” 
when holding the exercise book and turning its pages was sharply expressive and memorable. 

“A minute of silence” - the ritual of expressing respect for the deceased,  introduced in the 
beginning of the 20th century, should have been dictated by the concentrating properties of silence. 
In proper context, silence always had a concentrating function! This very context turns silence into 
a listening category.

Sounding of music is almost always preceded by silence. This substance of time and space can 
be compared to a canvas, a blank sheet of paper, on which the artist creates a graphic or pictorial 
composition.

In a piece of music, silence (pause) can have a compositional function with many artistic 
shades. At different times, in different epochs, silence had different functions, frequency and inten-
sity. Silence, as a compositional element, has always existed in the history of music. But the more 
we move towards our times, the more the importance and intensity of this quiet sound increases.

Before moving on to the main part of the paper, I would like to recall a few fragments of works 
related to silence and pause from classical music of different eras. A fragment of „Agnus Dei“, 
Bach’s Mass in B minor (video ex. 1); Haydn’s String Quartet op.33 # 2, ending of the fourth part 
(video ex. 2); Webern’s piece for cello and piano op.33 # 3 (video ex. 3).

You probably remember various musical works containing silence (Including the famous 
4′33″ by John Cage), however, it must be noted, that in classical music the number of compositions 
containing silence seems to be relatively small compared to the compositions without it. This can 
be one of the reasons for the lesser study of silence as an object of musical research (I would be 
grateful if someone named a fundamental musicological work on this subject). 

Now I will try to discuss the phenomenon of silence and pause in Georgian traditional music. 
It is interesting how, in what form and function it is found in folk songs as well as in centuries-old 
three-part church hymns. 

In both unison and polyphonic textures, silence implies simultaneous (i.e. general) pause in 
all voices. Generally, in vocal music, including Georgian traditional vocal music, the structural 
unit of which – the stanza ends with a cadence, implying the end of the sentence, silence-pause is a 
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natural and usual segment. At the end of the stanza, after the cadence chord (or interval) it becomes 
necessary for all voices to breathe in.  But, is it always homogeneous? In the case of a long stanza, 
short pauses appear in the form of caesura in the middle of the construction. Different voices may 
have such a caesura at different times, but it often occurs in all voices at once. In this regard, very 
interesting are general caesura-pauses, which not only have the function of breathing in, but can 
also be regarded as compositional elements.

For example Svan song  “Bail Betkil”. Each stanza of this antiphonal round-dance song is split 
into two by a common half pause. Before the pause there sounds a unison quarter (La) with its so-
called glissando Sprechgesange-type of sound, but it is perceived not as the end of the stanza, but 
as preparation for the final phrase of the stanza. This half pause is definitely encountered in every 
stanza, indicating its compositional function in this round dance (audio ex. 1).

Similar pauses are encountered in other Svan songs as well; however, we cannot say that it 
is typical for round-dance songs in general. Interestingly general pauses seem quite characteristic 
for the songs that the Svans themselves call hymns, as their content is dedicated to God or a saint. 
These chants significantly differ from church hymns both in text and melody-harmony, but the ab-
sence of sharp metric measure can be considered a common feature. First I will present an excerpt 
from the hymn „Jgriagish“ dedicated to St. George. A pause separates the soloist’s phrase from the 
cho in this regard, ir’s part, in which general pause is found seven times in the fragment given here. 
Some are of half duration, others – of quarter duration, and none follow the cadence chord, thus 
creating the effect of continuous musical idea despite the pauses (audio ex. 2). 

It is interesting, what the picture is like in the Georgian church hymns in this regard. In old 
manuscripts surviving to this day, pauses are very rare in the middle of the stanza construction, in 
non-cadence moments and especially for all three voices together, are almost never encountered. To 
tell the truth, pauses are not often found even at the end of stanza; however, after the cadence chord, 
especially in the chords with fermata, for chanters the pause is implied without writing. But here the 
question arises: is the pause in the construction of the chant stanza really strange?

The surviving audio examples of Georgian hymns will answer this question better, than music 
manuscripts. As an example we will refer to three old audio recordings of the hirmos “Siqvarulman 
Mogiqvana” for Lazarus Saturday, (Erkomaishvili 1988; Eleven Pearls 2004; First Phonographs 
2006),which allows comparing them and revealing certain regularities. 

In the very first stanza of this hymn performed by the Erkomaishvili brothers, there is a simul-
taneous (general) quarter pause in all three voices (audio ex. 3). 

It is important, that despite slow tempo, this stanza is not long and it was quite possible to 
perform it in one breathe or at least redistribute the caesuras among the voices. But, obviously, this 
pause not only plays the role of a caesura, but also has a thoughtful compositional function. It is 
interesting, whether, in this respect, there is a coincidence in the other two versions of the same 
hymn! Let us first listen to the 1949 recording of Dimitri Patarava, Varlam Simonishvili and Artem 
Erkomaishvili from the collection “Eleven Pearls” (audio ex. 4). 

As we can see, here, too, there is a similar picture in this version (The difference in the pause 
duration – a quarter in the first version, eighth – here, is caused by the fact that the example from 
“Eleven Pearls” was recorded with the notes twice as small in size). 

The third version from the recording of Samuel Chavleishvili, Besarion Intskirveli and Varlam 
Simonishvili in 1909 confirms the same, thus finally proving the compositional function of this 
pause (audio ex. 5).
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All three audio recordings presented are the examples from Shemokmedi School of West 
Georgia. But what is the picture like in East Georgian branch of chanting? It should be said that 
in the main source of this tradition – the notebooks and manuscripts of the Karbelashvili brothers, 
pauses are usually rare, especially in the middle of the construction, but commas denoting caesura 
are frequently encountered and are indicated simultaneously for all three voices. Here is how Vasili 
Karbelashvili explains the meaning of these „commas“ in the introduction to the collection of „Ves-
pers”: “We very much hope that our church choirmaster will be attentive with commas, pauses, 
bar line where the stanza ends, fermata“ (Karbelashvili 1897, p. XII). The quotes show that these 
commas are of caesura significance. However, in Karbelashvilis’ recordings, there is no such need 
for all three voices to breathe in according to the caesura marking, because in such a case the chant 
will come out very fragmented, “mangled”. Therefore, this implies that the commas mark the places 
where the singer can use caesura if necessary. This is a performance technique. Thus we cannot 
regard the caesuras as composition elements.

It is noteworthy that in Kartli-Kakhetian songs, even in the examples sung with sustained 
bass drone, it is not uncommon to use a pause in all voices at once precisely from the standpoint of 
artistic composition. As such examples I would like to present the fragments of Kartlian „Metiuri“ 
and Kakhetian „Long Mravalzhamier” (audio ex. 6, 7). 

This suggests that similar moments may have occurred in the traditional performance of East 
Georgian hymns, which was not accurately reflected in musical notation.

In addition to the so-called general pauses, episodic use of a pause not in all but in one or 
several voices has a special meaning and acoustic effect. This is especially noticeable in Georgian 
church hymns, for which, unlike folk songs, three-part performance is a necessary norm, a rule. 
When talking about the episodic use of pauses in separate voice-parts, which is generally a rare 
occurrence, we mean West Georgian chanting tradition, because such a phenomenon is hard to find 
in the collections and manuscripts of East Georgian hymns. Moreover, the pauses are extremely sel-
dom indicated at the end of the stanza in these manuscripts. The only exception I have encountered 
is a doubly unusual case in the manuscript of hymns written down by David Chijavadze-Mikhailov 
from the village of Kisiskhevi in 1863. Namely, the hymn “Upalo Shegvitsqalen” from the Ekteny 
is given twice in a row, which is not the case in today’s Divine Service. Solo figurative melody per-
formed by mtkmeli (top voice) has the function to adhere the two. Whilst, the pauses are indicated  
in modzakhili (middle voice) and bani (bass) parts (audio ex. 8).

Cases of pause in separate voices, as we have said, are more typical for West  Georgia. A 
well-known example of this is „Kriste Aghsdga” from Pilimon Koridze’s Easter collection, on the 
middle of which, after a short pause, only the upper voices continue chanting. And bass joins them 
after two bars (audio ex. 9). 

From this standpoint very interesting examples are documented in the so-called chreli hymns 
from Gelati School. Namely, Ekvtime Kereselidze’s handwritten collection of hymns for the “Ves-
pers” (manuscript #Q-672) includes a chreli-type hymn “Netar Ars  Katsi” constructed on David’s 
psalm #1. Blessed is the man, hallelujah, who did not intend to do ungodly things, hallelujah, 
hallelujah; and damned is the road of the ungodly! The hymn is chanted by three voices, but the 
syllable „da“ is written in the notation only in the solo stanza-phrase of mtkmeli, top voice. At this 
point there are pauses in modzakhili and bani parts. Obviously, a strange and unusual composition 
method was chosen here to embellish the hymn, where instead of complicating the movements of 
the voices or their harmonious enrichment, the chanters want to achieve a transparent textural effect 
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by leaving only one voice (audio ex. 10).
I would like to draw your attention to the hymn of the Royal Liturgy entitled „Ulkhine“. This 

hymn has been removed from today’s liturgical practice. It lasts more than eight minutes. Struc-
turally it consists of 19 musical sentences, stanzas. Most of which end in the so-called Shesvladi 
cadence. The text of the hymn is presented by only one word ulkhine. In addition to these unique 
peculiarities, two fragments of this hymn are to our interest, for containing   rare and unusual el-
ements. More precisely, in the first fragment, after two phrases, upper voice begins chanting with 
solo sounds.

In the second fragment, at the end of the first stanza, the so-called shesvladi cadence usually 
gets detached of mtkmeli on the last sound, in this case  modzakhili  is also out and only bani part 
sings. The next stanza begins with two voices - the duet of mtkmeli and bani. Then modzakhili joins 
in and the stanza ends in typical shesvladi cadence (audio ex. 11).

Episodic pauses in separate voice-parts  are more common in folk songs than in hymns. In this 
case they often have rhythmic function. Gurian song is especially distinguished by the variety of 
such rhythmic combinations. 

In the 1967 recording of the song “Chven Mshvidoba” upper voices are sung by the Aroshidze 
brothers, with Anania Erkomaishvili singing bass part. At one point, with all three voices singing, the 
bass part makes a sudden pause and continues singing only on the last count of the next bar; this was 
very impressive for me as for the person who had known many variants of this song (audio ex. 12).

Lovers of Gurian songs are well aware of the song „Indi-Mindi“ and its original ending 
with fourth-fifth-chord. Besides, listening to this song, the ear can hardly miss the moment when 
modzakhili and mtkmeli take turns making short sounds, thus creating a cheerful humorous mood. 
In addition to short pauses in the upper voice, a pause for two and a half counts in the bani part also 
plays its role (audio ex. 13).

Similar examples can still be found. I would like to note, that despite the limited and infre-
quent use of similar effects in Georgian traditional music (and probably for this reason) they de-
serve attention, observation, and presentation. This is the purpose of this paper. 

I will briefly return to classical music. Gustav Mahler in a letter to his friend, conductor Julius 
Buths, writes about his second symphony: “There should be a long pause after the first part to give 
the listener the opportunity to concentrate and prepare [for the second part]” (he gives the same 
instruction for the intermission between the parts IV and V of the same symphony).

I would like to present a recording of this moment of the symphony, performed by the world-re-
nowned conductor Claudio Abbado (video ex. 4).

I wonder: in the long pause set by the author between the parts, which is more in line with his 
instruction: to play out such tuning of the instruments or to maintain complete silence?!

In Japanese traditional culture and art, including music, there is a special term, rather a concept 
called „Ma“, which implies artistic interpretation of an empty space, an empty interval.

There is no verbal analogue of this concept in Georgian, but, I think the examples I am going 
to present now are in perfect harmony musically. The first example is Svan dirge “Lil Chal”, and 
the second – Pshavian scythe work song “Grgvinva” (audio ex. 14, 15).

Finally, as in the beginning of the paper I will refer to Galaktion again.  In his brilliant poem 
„The Mtatsminda Moon“, author’s recording of which is undoubtedly a masterpiece, the King of 
Poets makes a pause before the last line, which once again confirms close connection between po-
etry and music and reveals highly artistic expressiveness of the „sound“ of silence (audio ex. 16).
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Audio examples

4. “Bail Betqil” – Ensemble “Riho”, recorded by Carl Linich, Lenjeri, 2014.

5. “Jgriagish” – Ensemble “Riho”, recorded by Carl Leakey, Lenjeri, 2014.

6. “Sikvarulman Mogikvana” – Erkomaishvili brothers, from the recording “Artem Erkomaishvili”, 
compiled by Anzor Erkomaishvili, Tbilisi, 1988.

7. “Sikvarulman Mogikvana” – Dimitri Patarava, Varlam Simonishvili, Artem Erkomaishvili. 1949. Re-
corded by Vladimer Akhobadze. From the disc “Eleven Pearls”. Compiled by David Shugliashvili, 
Tbilisi, 2004.

8. “Sikvarulman Mogikvana” – Samuel Chaveishvili, Samuel Chkhikvishvili, Varlam Simonishvili. 
From the collection of CDs “Georgian folk song. The first phonograph recordings – 1901–1914”. 
Compiled by Anzor Erkomaishvili, Vakhtang Rodonaia.

9. “Metiuri” Kartlian – Sandro Kavsadze’s Choir, 1937.

10. “Mravaljamier” – Artan’s Choir. 1952. From the Folk Art Archive of the Tbilisi State Conservatory.

11. “Upalo shegvitskalen” – from the manuscripts of David Chijavadze-Mikhailov 1863. Ensemble “An-
chiskhati”.

12. “Kriste Aghsdga” – from the recording “Aghdgomasa Shensa”. “Anchiskhati Choir”. 1991.

13. “Netar Aars Katsi” – from the manuscript Q673. Ensemble “Anchiskhati”.

14. “Ulkhine” – from the liturgy of Philimon Koridze. Tbilisi Trinity Cathedral Choir. https://soundcloud.
com/trinity-cathedral-choir/for-archibishops-1

15. Ibid.

16. “Chven Mshvidoba” – Aroshidze brothers and Anania Erkomaishvili, 1967. From the collection 
“Grimo and Georgian Song”, Tbilisi, 2018.

17. “Indi-mindi” – from the collection “Let’s study Georgian folk song. Gurian songs”. Tb. 2004

18. Gustav Mahler – Symphony # 2. Conductor Claudio Abbado. Recorded live at the Lucerne Festival, 
Summer 2003.

19. “Lil Chal” – Svan lament. Sephera Guledani, Lenjeri. 1960. From the Folk Art Archive of the Tbilisi 
State Conservatory.
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20. “Grgvinva” – Pshavian scythe work song – Iakob Nakeuri, 1964. From the Folk Art Archive of the 
Tbilisi State Conservatory.

21. Galaktion Tabidze – “Mtatsminda Moon”. 1915.

Video examples

1. J. S. Bach. – Mass in B minor, “Agnus Dei” –  https://www.youtube.com/watch?v=tdLCcQixNvg

2. Joseph Haydn – String Quartet # 2, Part IV – Presto https://www.youtube.com/watch?v=zpeQKGoV-
8cw

3. Anton Webern – Three Little Pieces, for cello and piano, Op 11, # 1. https://www.youtube.com/
watch?v=BzYBLDyKvYo

4. Gustav Mahler – Symphony # 2, – Conductor Claudio Abbado. Recorded live at the Lucerne Festival, 
Summer 2003.  https://www.youtube.com/watch?v=4MPuoOj5TIw
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magaliTi 1. „bail beTqil“. ansambli „riho“, Cawerili karl kiniqis mier, len-
jeri, 2014, notebze gadatanilia daviT SuRliaSvilis mier.
Example 1. “Bail Betqil” – Ensemble “Riho”. Recorded by Carl Linich. Lenjeri, 2014. Transcribed 
by David Shugliashvili. 
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magaliTi 2. „jgriagiS“ – ansambli „riho“, Cawerili karl kiniqis mier, lenjeri, 
2014, notebze gadatanilia daviT SuRliaSvilis mier.
Example 2. “Jgriagish” – Ensemble “Riho”. Recorded by Carl Leakey. Lenjeri, 2014. Tran-
scribed by David Shugliashvili.

magaliTi 3. `siyvarulman mogoyvana~. krebulidan `qarTuli saeklesio galoba. 
Semoqmedis skola. artem erqomaiSvilis Canawerebis mizexdviT~. Tbilisi, 2014, 
gv. 163 
Example 3. “Sikvarulman Mogikvana”. From the collection “Georgian Church Songs”. Shemok-
medi School. According to recordings of Artem Erkomaishvili. Tbilisi, 2014 p. 163.
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magaliTi 4. „siyvarulman mogiyvana“. dimitri patarava, varlam simoniSvili, ar-
tem erqomaiSvili. 1949.  Cawerili vladimer axobaZis mier.  diskidan „TerTmeti 
margaliti“. Semdg. daviT SuRliaSvili, Tbilisi, 2004.
Example 4. “Sikvarulman Mogikvana” – Dimitri Patarava, Varlam Simonishvili, Artem Erko-
maishvili. 1949. Recorded by Vladimer Akhobadze. From the CD “Eleven Pearls”. Compiled by 
David Shugliashvili, Tbilisi, 2004.

magaliTi 5. `wmidaTa Tana~. qarTl-kaxuri galoba „karbelaanT kiloTi~. `cis-
kari~. tfilisi. 1898. gv. 60
Example 5. “Tsmidata Tana”. Kartli-Kakhetian Chant. Karbelashvili Mode. “Matins”, Tbilisi. 
1898. P. 60. 
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magaliTi 6. `ufalo Segvowyalen~. xelnaweridan `wirvis sagaloblebi, Cawerili 
daviT CijavaZe-mixailovis mier~. 1863. saqarTvelos xelnawerTa erovnuli cen-
tri,  fondi sxvadasxva #50
Example 6. “Upalo shegvitsqalen”. From the manuscript “Liturgy hymns, recorded by David Chi-
javadze-Mikhailov”. 1863. Goergian National Center of Manuscripts, “Skhvadaskhva” Fund #50. 
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magaliTi 7. `qriste aRsda~. krebulidan `aRdgomis sagalobelni. gadmoRebuli 
filomon qoriZis mier~. tfilisi, 1904. gv. 2-3
Example 7. “Kriste aghsdga” from the collection “Easter Chants. Transcribed by Pilimon Korid-
ze”. Tbilisi, 1904. P. 2-3. 
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magaliTi 8. xelnaweri Q-672. sruliad weliwadsa Sina saxmarebeli rva xma aRd-
gomis samwuxro sagaloblni. gadawerili eqvTime kereseliZis mier. gv. 22-23
Example 8. Manuscript Q-672 – Vesperal Chants of the Resurrection in the Eight Tones to be Used 
for the Entire Year. Manuscript by Ekvtime Kereselidze. P. 22-23. 



221

magaliTi 9. `ulxine~ – mRvdelmTavris wirvis sagalobeli. xelnaweri Q-674. qa-
rTuli galoba. sami wirvis wesi. liturgia. eqvTime kereseliZis xelnaweri. gv. 9
Example 9. “Ulkhine” – Chant from liturgy of Bishop. Manuscript Q-674. Georgian Chant. Three 
Liturgical Law. Liturgy. Manuscript by Ekvtime Kereselidze. P. 9. 

magaliTi 10. iqve, gv. 10.
Example 10. Ibid, p. 10.
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magaliTi 11. `Cven mSvidoba~ krebulidan `qarTuli xalxuri simRera `Cven mSvi-
doba~. 1907-2005 wlebSi Cawerili 40 rCeuli audionimuSi~. notebze Cawera da 
Seadgina daviT SuRliaSvilma. Tbilisi, 2020. gv. 183-184
Example 11. “Chven mshvidoba” from the collection “Georgian Tradirional Folk Song “Chven 
Mshvidoba” (“Peace to Us”). 40 selected audio recordings of 1907-2005”. Transcribed and com-
piled by David Shugliashvili. P. 183-184. 



223

magaliTi 12. `indi-mindi~ krebulidan `SeviswavloT qarTuli xalxuri sumRera. 
guguli simRerebi~. Tbilisi, 2004. gv. 73
Example 12. “Indi-mindi” from the collection “Let Us Study Georgian Folk Song. Gurian Songs”. 
Tbilisi, 2004. P. 73. 
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Jang Sani, qsiangqun liu
(CineTi)

yazaxuri sibizmis bifoniuri morfologia da meqanizmi

sibizgi aris yazaxuri Casaberi sakravi, romlis kvintesenciuri musikalu-
ri morfologia mdgomareobs erTdroulad bifonur (ori xmiT) da yelismier, 
rogorc misi ZiriTadi xmiT, simReraSi. tradiciuli sibizgi tradiciulad le-
rwmisgan an xisgan mzaddeba, Tumca masalis ganviTarebis Sedegad spilenZisa 
da poliviniliqloridis gamoyenebac Cveulebrivi movlena gaxda. iTvleba, rom 
bunebasTan mWidro kavSirSi myofi es sakravi gamoxatavs nakadulis CuxCuxs, cx-
enis Wenebas, aqlemis zmuils, da sxva. masze xSiria solo Sesruleba, Tumca zog-
jer – simebian dombrasa da kobizTan erTadac ukraven. unikaluri JReradobisa 
da mdidari eqspresiulobis gamo yazaxebi mas „gulis fleitas~ uwodeben. msgavsi 
bifonuri Casaberi sakravebi arc Tu iSviaTia centraluri aziis stepebSi – mon-
RoleTSi, tuvaSi, yirgizeTSi, altaisa da baSkireTSi. afxazeTSi (saqarTvelo), 
istoriulad tradiciuli sakravi aWarpani Zalian gavs sibizgis konstruqciis, 
xmovanebisa da gamoyenebis TvalsazrisiT (Khardziani, 2015:17). naSromis mizania 
ara am mgavsi sakravebis SedarebiT kvleva, aramed bifonuri sakravebis „bgeri-
Ti mgrZnobelobis~ Seswavla nimuSebis magaliTze. Tu yazaxur sibizgis gamov-
iyenebT rogorc magaliTs, bifonuri morfologiisa da misi meqanizmis kvleva 
analizi sakravze dakvris Seswavlis safuZvelze ganxorcieldeba.

saxelis ganmarteba
sibizgis kvintesenciuri bifoniis morfologia ara mxolod mis JReradoba-

Si, aramed misi saxelis etimologiaSic aris gamoxatuli. am terminebis inter-
pretacia xels uwyobs maTi Taviseburebebis srulyofilad gagebas. 

yazaxi Tarjimnis xahar erbolis daxmarebiT Segrovda da gamokvleuli iqna 
sibizgis dasaxelebebi da repertuari. yazaxuri musikaluroba nawilobriv id-
iomebis lingvistur azrsa da etimologiaSi vlindeba. rogorc xahari ambobs, 
„uZveles droSi, sityva sibizgi aRniSnavda maRali da dabali xmebis kombinacias. 
sxvadasxva obieqtebis xmovanebaze dafuZnebuli sibizgi ornairia: kurai-sibizgi 
da komekei-sibizgi. vinaidan sul ufro da ufro nakleb adamians SeuZlia kome-
keis (yelismieri) dakvra, lerwmis (kurai) xdeba sibizgis zogadi termini“. es 
terminologia da etimologia paraleluria monRoluri sityvisa „Coor“, rome-
lic aRniSnavs msgavs bifonur kombinacas monRolur tradiciul musikaSi: sity-
va „Coor“ aRniSnavs „eqos“, „rezonanss“ an „harmonias“, rac monRolebis aRweriT 
aris iseTi bgeriTi mdgomareoba, sadac mravali xma erTdroulad JRers“ (Xu, 
Xin, 2004: 49). 

bgeriTi morfologiis am ori nakrebis, monRoluri „Coor“ da yazaxuri 
sibizgis, Sedareba ufro naTlad avlens maT kavSirs: 
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monRoluri
(iqve:.37)

warmoTqma Holin + Choor Modon + Choor
yelismieri bifonuri xe bifonurimniSvneloba

Yyazaxuri warmoTqma Komekey +Sibizgi Kuray + Sibizgi 
yelismieri bifonuri lerwami bifonurimniSvneloba

orive enaze dasaxelebebSi gamoxatulia azri „masala+bgeriTi mdgomareoba, 
sadac orive adasturebs rom sityvebi „Coor“ da „sibizgi“ ZiriTadad erTsa da 
igive funqcias asrulebs“. metic, konstruciebis, tembrebis, dakvris teqnikisa 
da repertuarebis gasaocari msgavseba am sakravebis homogenurobasac ki gulisx-
mobs. da mainc am terminebis gageba ufro farTo semantikur velebSi unda moxdes, 
da ar iyos koncentrirebuli mxolod konkretul sakravebze, raTa dagvexmaros 
rogorc yazaxuri musikis, ise CrdiloeT stepebis musikis saxeobebis gagebaSi. 

konstruqcia da forma
sibizgis tradiciulad akeTebdnen lerwmisa da ialRunisgan. Zvelad sibi-

zgis dasamzadeblad yazaxi musikosebi iyenebdnen Waobebis siaxloves, mdinarisa 
da stepebze wyalmarCxi dinebebis gaswvriv, mzardi maRali balaxis Rru ver-
tikalur Reroebs, lerwamsa da velur niaxurs. Reroebs agroveben bunebrivad 
gamoSrobis Semdeg, amoarCeven gluv, swor Reroebs ylortebis gareSe. Reroe-
bis tenianoba dabalansebuli unda iyos: zomaze metad CamomWknars usiamovno 
tembri aqvs da swrafad tydeba, zomaze metad nazze Znelia Tvlebis amokveTa 
da is advilad deformirdeba. mokrefis Semdeg Sesaferis Reroebs gasaSrobad 
toveben ventilirebad adgilebSi (Zhou, Jingyi, 2015) da Semdeg sasurvel sigrZeze 
Wrian (sur. 1). kargi sibizgi orad gaWrili da gulamoRebuli ialRunisgan aris 
gakeTebuli, TokebiT Sekruli da cxvris traqeis membraniT dafaruli, rac mils 
ufro myarsa da hermetiuls xdis (sur. 2). masalis ganviTarebis Sedegad Cveule-
brivi gaxda sakravis spilenZisgan, uJangavi foladisa da polivinilqloridisgan 
damzadeba. polivinilqloridis salamuri, urbanul regionebSi gansakuTrebiT 
xelmisawvdomi da dabalfasiani, dResdReobiT ZiriTadi masalaa romelsac sibi-
zgis musikosebi iyeneben (sur. 3).

sakravis damzadebis procesSi adamianis sxeulTan mWidrod aris dakavSire-
buli sakravis sigrZis gazomva da Tvlebis ganlageba. yvelaze gavrcelebulia 
sigrZis gazomva iRliidan Sua TiTis wveramde (Cveulebriv, daaxloebiT 67 sm), 
rogorc sakravis mTliani sigrZe, Reros an 1,8-2sm. diametris mqone poliv-
inilqloridis stviris mosaWrelad. Tvlebi ganlagebulia TiTebis siganis gaT-
valiswinebiT: pirveli Tvali bolodan xuTi TiTis siganis manZilze (sur. 4), meo-
re Tvali pirvelidan oTxi TiTiT zeviT, mesame Tvali meoredan sami TiTiT zeviT 
da meoTxe – mesamedan sami TiTiT zeviT. TiToeuli Tvali TiTis siganis diame-
trisaa (daaxloebiT 0,6 sm), amrigad, am sivrceebs Soris Tanafardoba aris 4: 3: 2: 
2. Semdeg Tvlebs faqizad odnav ovalur formas aZleven. miuxedavad imisa, rom 
amgvari ganlageba SesaZloa sxeulis individualuri aRnagobis gamo gansxvavde-
bodes da sizuste akldes, sakravze damkvreli kompensacias gaakeTebs ambuSurisa 
(enis, tuCebisa da saxis kunTebis poziciiT) da haeris nakadis morgebiT. solo 
SesrulebisTvis gankuTvnili aseTi xalxuri sakravisTvis, romelic SesaniSnavad 
esadageba yazaxi xalxis momTabare cxovrebis wess bgeris simaRlis sizusteze 
ufro metad sasurvelia damzadebis simartive da masalis xelmisawvdomoba. 
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sibizgis SemecnebiTi birTvi 
ucxo kulturaSi emikuri musikaluri perspeqtivis ZiebisTvis am sferoSi 

CarTulobasTan erTad mniSvnelovania Semsruleblobis gamocdileba. menTl hu-
dis bi-musikalurobidan jon beilis inter-musikalurobamde, eTnomusikologia-
Si savele samuSaoebis yvelaze efeqtur saSualebad mkvlevrebis saSemsruleblo 
praqtika rCeba (Xiao, Mei & Li, Ya, 2019). eTnomusikologiaSi arsebobs musikis sx-
euliT SegrZnebis tradicia Semsruleblobis swavlis procesSi, rac aseve war-
moadgens saSemsruleblo kvlevebis arss, amis magaliTia jon beilis mier avRanu-
ri barbiTebisa da tim raisis mier bulgaruli gudastviris kvleva. sibizgis 
SemecnebiTi birTvi aseve ganmartebulia saswavlo procesis dros am sferoSi. 
stepebze Cemi saeqspedicio samuSaoebis dros, romelic moicavda sibizgisa da 
sxva bifonur musikalur Janrebs, maT Soris maT Soris moden Coors, Sankubizs 
(ybis arfa) da humeis, gansakuTrebiT STambeWdavi iyo iyo erTi “warumatebeli” 
gamocdileba. 2019 wlis zafxulSi pirvelad vswalobdi sibizgis dakvras beilxan 
haliakbarTan, prestiJul yazax ostatTan sinZianidan, romlis qebac davimsaxure. 
mogvianebiT, monRol musikoss Cingels ar moewona sibizgis dakvris yazaxuri sti-
li, ZiriTadad sadavo tembris sakiTxi iyo. monRoluri tembri aris yelismieri, 
dabali da granularuli, xolo yazaxuri – rbili, sufTa da mSvidi. yazaxebis 
azriT yelismieri tembri `Zalian uxeSia~, xolo monRolebi Tvlian rom sufTa 
tembri `gamocdilebis naklebobis~ Sedegia. msgavsi bifonuri Casaberi sakravebis 
miuxedavad sxvadasxva eTnikur jgufebs tembris sxvadasxvanairi gageba aqvT. 

sxva saeqspedicio gamocdilebam yuradReba bgeriT mgrZnobelobaze mimaqcevi-
na. beilxanis garda, yazaxeTis yvela regionSi kidev erTi cnobli musikosia milan 
bieke. pirvelad, rodesac milans Cemi maswavlebloba SevTavaze, man uari Tqva da 
miTxra, rom is ise ar ukravda, rogorc beilxani. aRmoCnda, rom milanma TiTon 
iswavla uxeSi sqeli yelismieri toniT da beilxanTan swavlis 15 wlis ganmavlobaSi 
sul cdilobda miebaZa beilxanis msubuqi da sufTa bgerisTvis, rasac is miiCnevda 
`yvelaze yazaxur~ tembrSi dabrunebad, sadac ufro meti eTnikuri identoba ipova.

am or epizods mivyavarT bgeriTi mgrZnobelobis mniSvnelovan perspeqtivam-
de, romlis gasaRebic aris musikosebis fokusireba tembrze. CrdiloeTis ste-
pebze bifonuri musikis Janrebis kvlevebs Soris, tembri iyo ganmeorebadi Tema. 
magaliTad Cingeli Tavis musikas uyurebs rogorc ̀ tembris xelovnebas~. tuveli 
musikosebi, marTalia ver Tanxmdebian iseT koncepciebze, rogoricaa bgeraTrigi 
an diapazoni, magram aviTareben tembrze da ara bgeraTrigze orientirebul tem-
brul mgrZnobelobasTan dakavSirebul teqnikebsa da stilebs; es ki aris mTavari 
gansxvaveba tuvis tradiciul da dasavlur musikas Soris (Levin & Süzükei, 2006). 
tembris mimarT yuradReba damaxasiaTebelia mTlianad CrdiloeTis stepebisTvis 
da bgeriTi mgrZnobeloba yovelTvis figurirebda sibizgis memkvidreobiTobaSi. 
da mainc rogoria bgeriTi mgrZnobeloba

bgeriTi mgrZnobelobis integrireba saSemsruleblo praqtikaSi 
rodesac beilxanTan swavla nulidan daviwye, is ar iyenebda safexurebriv 

pedagogiur sistemas Tu rogor unda aaJRero sakravi, rogor unda daiwyo yelis-
mieri simRera da rogor unda gaaerTiano es ori. rodesac vekiTxebodi es rogor 
unda gamekeTebina, is mxolod miCvenebda da mTxovda musikis SegrZnebiT meswav-
la. miuxedavad imisa, rom Tavidan Zalian dabneuli viyavi, TandaTan mivxvdi, 
mosmeniT SevigrZeni rogor daiwyo Cemma sxeulma gaerTianeba sibizgis xmovan 
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landSaftSi, da rom Cemi xorxisa da piris Rrus kunTebi amoZravdnen raTa beilx-
anis tembrisTvis ukeTesad mimebaZa. Aam procesSi is xazs usvamda rom mas unda 
avyolodi, radgan Canawerebidan swavla ver Seedreba ase TvalsaCinod mosmenas, 
gaazrebasa da zust Sewyobas. metic, sxva yazax musikosebs SeuZliaT advilad ic-
non beilxanisgan memkvidreobiT miRebuli stili, is Tavis bgeriT mgrZnobelobas 
`usityvo codnis~ saxiT gadascems, rac polanis azriT adamianis gonebaSi inaxeba 
da sityvebiT Znelad aRiwereba, misi SeZena mxolod gamocdilebiT, praqtiki-
Ta da moqmedebaze orientirebuli unarebis swavliT SeiZleba (Polanyi, 1959). da 
mainc, sakmarisi ar aris memkvidreobiTobis procesi avRweroT ubralod rogorc 
“usityvo”; aucilebelia zogierTi ZiriTadi saswavlo elementis gansazRvra da 
daxvewa. qvemoT mocemulia sami ZiriTadi teqnikis formulireba. esenia: enis 
pozicia, tuCis vibrato da yelis harmonizacia. sibizgis zedapiri Tavsdeba or 
saWrel kbils Soris marcxnidan an marjvnidan piradi Cvevebis Sesabamisad. zeda 
tuCi mTlianad faravs rgolis mere mxares da stviri bunebrivad daxrilia qveda 
mimarTulebiT (sur. 5). kbilebisa da enis Sexebis wertilebi rgolTan SeiZleba 
odnav daregulirdes (sur. 6), es aris sakvanZo teqnika, romelic tembrze axdens 
gavlenas. arsebobs enis ori pozicia: pirveli, ena daxrilia qveda mimarTulebiT, 
wveriT exeba qveda kbilebs, Sua nawiliT ebjineba mils da aregulirebs haeris 
nakads (sur. 7). es pozicia xazs usvams monRolur modon CoorSi farTod gamoi-
yenebul uxeS bgeras. marTlac, milan biekec am pozicias iyenebda da uWirda uxe-
Si tembris kontroli, ramac is JReradobis eTnikurobis dilemis winaSe daayena. 
meore poziciaSi enis wveri pirdaapir exeba sakravis rgols (sur. 8), rac qmnis 
yazaxuri sibizgisTvis damaxasiaTebel ufro sufTa tembrs. 

tembrze zemoqmedebis garda, enis gansxvavebuli pozicia gavlenas erT-
droul yelismier simRerazec axdens. pirvel poziciaSi ena moTavsebulia sa-
sisgan moSorebiT, es met adgils tovebs haeris nakdisTvis da aZlierdebs rezo-
nanss xorxisa da mkerdis axlos. xolo meore poziciaSi ena Zalian axlos aris 
sasasTan an exeba mas, amiT cota adgili rCeba haeris nakadisTvis da rezonansi 
cxvirisa da sinusisken inacvlebs. orive poziciis nimuSebi gaanalizebulia Ado-
be Audition CC2018-iT da Sedegebi gviCvenebs, rom pirveli pozicia ufro maRali 
sixSiris bgerebs warmoqmnis (sur. 9), vidre meore pozicia (sur. 10); amiT aixsneba 
pirvelis uxeSi da meores sufTa JReradoba. rogorc ukve avRniSneT, uxeSi tem-
bris kontroli mniSvnelovan rols asrulebs sibizgis xmovanebis identurobaSi. 

sibizgis kidev erTi ZiriTadi teqnika aris tuCis vibrato, romelic qmnis 
Tavisebur ”tiriliT Txrobas”, gansakuTrebiT samgloviaro repertuarSi rome-
lic eZRvneba aRmosavleTSi CineTSi yazaxi xalxis migraciis tragikul istorias 
1930-ian wlebSi. miuxedavad imisa, rom vibrato bevr sakravzea gavrcelebuli, 
sakravis simebis gluvi vibratosgan gansxvavebiT tuCis gamiznulad araTanabari 
vibrato repertuars mwuxarebs matebs. kulturuli konotaciebis garda, tuCis 
vibrato, aseve aZlierebs ramdenime formantas, rac Tavis mxriv xels uwyobs mis 
unikalur tembrs. audio nimuSebi tuCis vibratoTi da mis gareSe gaanalizebulia 
Praat programiT (sur. 11). cvladebis gakontrolebis mizniT, analizSi ar Sesula 
yelismieri simRera da qveda ori xazi (TiTqmis ar ismis) miCneulia rogorc Zir-
iTadi, meore parciali pasuxismgebelia smenadobis xarisxze. tuCis vibratos ga-
reSe (naCvenebia marcxniv), smenadobis xarisxi stabiluri rCeba, magram formantebi 
qaoturia, risi Sedegic aris sakmaod uferuli tembri. tuCis vibratosTan erTad 
(naCvenebia marjvniv), smenadobis xarisxi vibrirebs, Tumca formantebi gasaocrad 
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mdgradia, da qmnis kargad gamoxatul tembrul maxasiaTeblebs. aRsaniSnavia, rom 
ZiriTadi da pirveli parcialuri nawilebis talRovani xazebi yovelTvis ukupro-
porciulad asaxavs erTmaneTs da rogorc Cans erTmaneTs akompensirebs, riTic 
SeiZleba avxsnaT moulodnelad myari formantebi. stviris notebis harmonizacia 
yelismieri simReriT aris sibizgis mesame da ukanskneli ZiriTadi teqnika, rom-
lis vizualizacia da gazomva, samwuxarod, Zalian rTulia Tanamedrove teqniku-
ri SezRudvebis gamo. zogadad rom vTqvaT yelismieri simReris bgeris simaRle 
stabiluri unda iyos, raTa uzrunvelyos stviris notebis stabiluri safuZve-
li. ufro metic, harmonizaciis efeqtis ganxorcilebisaTvis yelismieri simReris 
tembri da dinamika saWiroebs zust Sewyobas kbilebTan da tuCebTan melodiis 
ganviTarebis procesSi, rac sibizgis maRalkvalificiuri musikosis kriteriumia. 

epilogi: sxvadasxva qvejgufis mravalferovani bgeriTi mgrZnobeloba 
sibizgis saxelis etimologia, iseve rogorc misi konstruqcia da forma, 

warmoadgens misi “tembrze-orientirebuli” bgeriTi mgrZnobelobis meqanizms, 
rac yazaxuri sibizgis gagebis gasaRebia. da mainc aRsaniSnavia, rom maT emikur 
SexedulebaSi yovelTvis SeiZleba arsebobdes uTqmeli da faruli azri. es kv-
leva daiwyo yazaxi xalxis bgeriTi mgrZnobelobis universaluri gagebis Ziebis 
mcdelobiT. Tumca, sabolood es mizani uSedegoa, radgan sibizgis dakvris msur-
velTa swavlis procesi yovel jerze erTmaneTisgan gansxvavebulia. internetis 
swrafi ganviTarebis pirobebSi damwyebTaTvis, xelmisawvdomia uamravi Canaweri 
da video masala stviridan xmis gamosacemad bgeriTi mgrZnobelobis gareSe, rac 

eTnikuri da regionaluri identobebis matarebelia. yazaxuri eTnikuri 
jgufis SigniT bgeriTi mgrZnobelobis roli da mniSvneloba iklebs, radgan iz-
rdeba manZili memkvidreobiTobis centridan, xolo memkvidreebis asaki ki kle-
bulobs (sur. 12). 

yazaxi musikosebis axalgazrda Taoba ufro Semwynarebelia tradiciis 
daumorCileblobis mimarT, rac Zveli TaobebisTvis miuRebelia. SesaZlebelia 
moxdes sibizgis repertuaris namdvili arsis rekonatruqcia imis mixedviT Tu 
rogor moikidebs fexs axalgazrda Taoba. sibizgis dakvris dros isini iseT md-
gomareobaSi Sedian, sadac exmaurebian winaprebis Zaxils istoriul dialogSi, 
ramdenadac yazax xalxs es sakravi megzurobas uwevs istoriaSi maTi eTnikuri 
arsebobis Rirebulebis, mniSvnelobisa da simboloebis ZiebaSi. 

garkveuli TvalsazrisiT, es ar aris tradiciis daknineba, radgan arareal-
uria bgeriTi mgrZnobelibis SezRudva mxolod erTi epistemologiis fargleb-
Si. yazaxebis bgeriTi mgrZnobeloba erToblivadaa agebuli sxvadasxva asakisa 
da gamocdilebis qvejgufebis mier; amitom sxvadasxva dialogur konteqstSi 
maT SeiZleba sxvadasxva aqcentebi dasvan. rogorc zemoT avRniSneT, rodesac 
saqme exeba eTnikur identobas, bgeriTi mgrZnobelobis ZiriTadi elementi xdeba 
tembri. rac Seexeba regionalur identobas, adamianis bgeriT mgrZnobelobaSi 
melodiis ganviTareba ufro did mniSvnelobas iZens. roca saqme axalgazrda 
Taobas exeba, bgeriT mgrZnobelobaze maT gulwrfel sazrunavs emociuri da 
istoriuli arsi warmoadgens. am individualobis wyalobiT, axsna-ganmartebis 
mudmiv procesSi bgeriTi mgrZnobeloba yalibdeba rogorc sxvadasxva “me”-ebi, 
romlebic sicocxlisunarians xdis memkvidreobiTobasa da ganaxlebas. 

Targmna baia JuJunaZem
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THE BIPHONIC MORPHOLOGY OF KAZAKH SIBIZĞI AND 
ITS CONSTITUENT MECHANISM

 

The Sıbızğı is an edge-blown aerophone of the Kazakh people, whose quintessential musical 
morphology is the unique biphonic (with two voices) effect with simultaneous throat singing as 
its fundamental voice. Traditional Sıbızğı is traditionally made of cane or wood, while brass and 
PVC also become common as the material evolves. An instrument closely connected to the nature, 
Sıbızğı is thought to vividly express gurgling streams, galloping horses, whining camels, among 
other images. It is often played solo, while sometimes also with plucked lutes like Dombra and 
Kobyz. Because of its unique sound and rich expressivity, Sıbızğı is acclaimed by Kazakh people as 
“hearty flute”. Across the Central Asian steppes, similar biphonic wind instruments are not uncom-
mon in Mongolia, Tuva, Kyrgyzstan, Altai, and Bashkir. Also in Abkhazia of Georgia, the historic 
traditional instrument Acharpani is also very similar to Sıbızğı in terms of constructs, sounds, and 
usages (Khardziani, 2015:17). 

Yet this paper does not mainly aim at the comparative study of these common instruments, but 
at the significance of “sonic sensibility” in the study of biphonic wind instruments from the per-
spective of pattern cognition. Taking the Kazakh Sıbızğı as example, analysis of the biphonic mor-
phology and its constituent mechanism is conducted through the experience of learning to play it.

Interpretation of Nomenclature 
The quintessential biphonic morphology of Sıbızğı is not only embodied in its sound, but 

also in the etymology of nomenclature. Interpretation of these terms helps to gain a comprehensive 
understanding of its features.

With the help of Kazakh translator Khahar Erbol, the titles and history of Sıbızğı repertoire 
is collected and investigated. The Kazakh musicality is partly revealed in the linguistic ideas of 
idioms and etymology.

According to Khahar, “In ancient times, the word Sıbızğı means the combination of high 
and low voices. Based on different sounding objects, Sıbızğı has two forms: Kuray-Sıbızğı and 
Komekey-Sıbızğı. As fewer and fewer people can play with the Komekey (throat), the cane (Kuray) 
becomes the generic term for Sıbızğı.”

This terminology and etymology is parallel to the Mongolian word “Choor” which denotes 
the similar biphonic combination in traditional Mongolian music: “The word ‘choor’ means ‘echo’, 
‘resonance’, or ‘harmony’, which is the Mongolian people’s description of a sonic state where mul-
tiple voices are sounding simultaneously” (Xu, Xin, 2004: 49)..

 A comparison of these two sets of terms of sonic morphology, Mongolian Choor and Kazakh 
Sıbızğı, reveals their connection more clearly:
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Mongolian
(ibid, 37)

pronunciation Holin + Choor Modon + Choor
throat biphonic wood biphonicmeaning

Kazakh
pronunciation Komekey +Sibizgi Kuray + Sibizgi 

throat biphonic cane biphonic meaning

Both languages show the idea of “material + sonic state” in nomenclatures, which mutually 
confirm that the words “Choor” and “Sıbızğı” have basically the same function. Furthermore, the 
striking similarities in constructs, timbres, playing techniques, and repertoires even imply the ho-
mogeneity of these instruments. Yet the understanding of these terms should be placed in broader 
semantic fields rather than concentrating only on specific instruments, so much so that our under-
standing of Kazakh music, and even the Northern Steppe musics, may benefit from it.

Construct and Form 
The traditional materials for Sıbızğı are mainly cane and salt cedar. Early Kazakh musicians 

usually used the hollow vertical stalks of tall grass growing near swamps, river bands, shallow 
streams on the steppes, including cane and wild celery, to make Sıbızğı. The stalks are harvested 
after they dry out naturally, and those smooth, straight, without twigs are selected. The humidity of 
the stalks should be balanced: too shrivelled and the timbre is too harsh and they are easily broken, 
too tender and it’s difficult to carve fingerholes and they are easily deformed. After picking the 
suitable stalks, they are left to dry further in ventilated places (Zhou, Jingyi, 2015), and then cut in 
desired lengths (fig. 1). Well-made Sıbızğı also take salt cedar cut in two and hollowed out, then re-
fitted with ropes and covered with the membrane inside the trachea of sheep, which makes the pipe 
stronger and air-tight (fig. 2). As the materials evolve, brass, PVC, and stainless steel also become 
common. PVC pipe, especially readily available and lowly priced in urban regions, has nowadays 
become the principal material used by urban Sıbızğı musicians (fig.3).

When making the instrument, the gauging of lengths and positioning of fingerholes are closely 
relate to the human body. The commonest way is to gauge the length from the armpit to the middle 
fingertip (usually around 67cm) as the overall length of the instrument to be cut on a stalk or PVC 
pipe with the diameter of 1.8-2cm. The fingerholes are positioned with the width of fingers: the first 
hole opens at the distance of five fingers’ width from the bottom (Fig. 4), the second hole at four 
fingers above the first, the third at three fingers above the second, and the fourth at three fingers 
above the third. Each fingerhole has the diameter of a finger’s width (around 0.6cm), thus the spaces 
in between have a ratio of 4:3:2:2. The fingerholes are then delicately finished to be slightly oval 
in shape. Although such positioning differs due to individual physiques and may lack accuracy, the 
player would offset by adjusting the embouchure and air flow. In fact, for such a folk instrument 
usually played solo that matches perfectly with the nomadic lifestyle of the Kazakh people, sim-
plicity in production and availability of material are preferred over the absolute accuracy of pitches.

The Cognitive Core of Sıbızğı
Experiencing by performing, in addition to an approach to engaging in the field, continues to 

play a significant role in the exploration of the emic musical perspective in a foreign culture. From 
Mantle Hood’s Bi-musicality to John Baily’s Inter-musicality, the researchers’ performing practice 
remains the most effective way of fieldwork in ethnomusicology (Xiao, Mei & Li, Ya, 2019). It is 
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a tradition in ethnomusicology to experience the music with one’s body by learning to perform, 
which is also the essence of performative studies exemplified by John Baily on Afghan lutes and 
Timothy Rice on Bulgarian bagpipe. The cognitive core of Sıbızğı is also interpreted during the 
learning process in the field. 

During my fieldwork encompassing Sıbızğı and other biphonic music genres on the steppes 
including Moden Choor, Shankubyz (jaw harp), and Hoomei, one “failed” experience was espe-
cially impressive. In the summer of 2019, I first studied Sıbızğı with Beilkhan Haliakbar, a presti-
gious Kazakh master in Xinjiang, and was approved by him. Later, however, Mongolian musician 
Chinggel did not appreciate the Kazakh style of Sıbızğı playing, and it was mainly the cognition 
of timbre that was disputed. The Mongolian timbre is throaty, low, and granular, while the Kazakh 
timbre is gentle, clear, and smooth. The Kazakh regard the throaty timbre as “too harsh”, while the 
Mongolian regard the clear timbre as “lack of practice”. Even though with similar biphonic wind 
instruments, the timbral cognition differs in various ethnic groups.

Another field experience also directed my attention at the sonic sensibility. Besides Beilkhan, 
Milan Bieke is another famous musician noted all over the Kazakh regions. When I first proposed to 
study with Milan, he refused and said the essence of his playing is inferior to Beilkhan’s. It turned 
out that Milan taught himself with rough thick throaty tone, and during the fifteen years he studied 
with Beilkhan, he was always trying to imitate Beilkhan’s light and clear tone, which he regarded 
as the return to the “most Kazakh” timbre where he found more ethnic identity. 

These two episodes both lead to the significant perspective of sonic sensibility, the key to 
which is the musicians’ focus on timbre. Among the studies on the biphonic music genres on the 
Northern Steppes, timbre has also become a recurrent theme. For example, Chinggel views his 
music as “an art of timbre”. Tuvan musicians, while unable to agree on concepts like the scale or 
range, also develop their unique techniques and styles related to their timbral sensibility which is 
timbre-centered rather than pitch-centered, the key difference between traditional Tuvan music and 
Western music (Levin & Süzükei, 2006). The attention paid to timbre is common all around the 
Northern Steppes, and the sonic sensibility has always been informed in the heritance of Sıbızğı. 
Yet, how is the sonic sensibility

Integration of Sonic Sensibility into Performing Practice
When I learned with Beilkhan from scratch, he does not employ a stepwise pedagogical sys-

tem of how to make a sound on the instrument, how to begin throat-singing, and how to combine the 
two. Whenever I asked how-to, Beilkhan would only demonstrate for me over and over again and 
ask me to learn by experiencing the music. Although very confused in the beginning, I gradually 
found, as I experienced through listening, that my own body began to integrate into the soundscape 
of Sıbızğı, and my laryngeal and oral muscles shifted and nudged themselves to better imitate 
Beilkhan’s timbre. During this process, he emphasized that I should play along with him, because 
learning with recordings is incomparable to such embodied listening, understanding, and fine-tun-
ing. Furthermore, other Kazakh musicians can easily recognize the style inherited from Beilkhan, 
an indication that he passes on his sonic sensibility in the form of “tacit knowledge” which, accord-
ing to Polanyi, is stored in human minds and hardly clearly described verbally, but rather acquired 
by the experience, practice, and comprehension of action-oriented skill-learning (Polanyi, 1959). 
Yet, it is not sufficient to describe the inheritance process merely as “tacit”; it is necessary to define 
and refine some principal elements to be studied. Below is the formularization of three core tech-
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niques: tongue position, lip vibrato, and throat harmonizing.
The top rim of Sıbızğı is held between two incisors towards either left or right side according 

to personal habits. The upper lip covers the other side of the rim completely, and the pipe leans 
downwards naturally (fig. 5). The points where the teeth and the tongue touch the rim may be slight-
ly adjusted (fig. 6), which are the key techniques that influence the timbre. There are two positions 
of the tongue: First, the tongue bends downwards, with its tip touching the lower teeth, its middle 
leaning against the pipe and guiding the air current (fig. 7). This position highlights the rough edge-
blown tone widely used in Mongolian Modon Choor. In fact, Milan Bieke also used this position 
and had difficulties controlling the rough timbre that left him in the dilemma of ethnic identities of 
sound. The second position is that the tip of the tongue touches the rim directly (fig. 8), producing 
a clearer timbre with less rough edge-blown tone commoner on Kazakh Sıbızğı.

In addition to the effects on the timbre of the pipe, different tongue position also influences the 
simultaneous throat singing. In the first position, the tongue is placed further from the palate, leav-
ing more space for air current, and enhancing the resonance near the larynx and chest; while in the 
second position, the tongue is very close to or even touching the palate, leaving little space for air 
current, and pushing the resonance towards the nose and sinus. Audio samples of both positions are 
analyzed with Adobe Audition CC2018, and the results show that the first position produces more 
high-frequency partials with higher energy (fig. 9) than the second position (fig. 10), which account 
for the former’s roughness and the latter’s clarity. As mentioned above, the control of rough timbre 
plays a vital role in the sonic identity of Sıbızğı. 

Lip vibrato is another core technique of Sıbızğı that creates its characteristic “weeping narra-
tive”, especially in the sorrowful repertoire concerning the tragic history of the Eastward migration 
of Kazakh people in China in the 1930’s. Although vibrato is common on many instruments, the 
intentionally uneven lip vibrato adds to the sorrow of the repertoire that differs from the aesthetics 
of smooth vibrato on the strings. Besides the cultural connotations, lip vibrato also enhances several 
formants that in turn contribute to its unique timbre. Audio samples without and with lip vibrato is 
analyzed for formants in the Praat software (fig. 11). In order to control the variables, throat singing 
is not included in the analysis, and the lowest two lines are the fundamental (almost inaudible) 
and the second partial responsible for the audible pitch. When without lip vibrato (shown on the 
left), the audible pitch remains steady, but the formants are chaotic, resulting in a rather featureless 
timbre. With lip vibrato (shown on the right) the audible pitch is oscillating, however the formants 
remain strikingly steady, creating well-pronounced timbral traits. It is notable that the wavy lines of 
the fundamental and the first partial always mirror each other inversely and seemingly offset each 
other, which could be the explanation for the unexpectedly steady formants.

The harmonization of pipe notes by throat singing is the third and final core technique of 
Sıbızğı, which is unfortunately difficult to be visualized and measured due to current technical 
limitations. Generally speaking, the pitch of throat singing must be steady in order to provide a 
stabilized fundamental for the pipe notes. Moreover, the timbre and dynamics of throat singing also 
require fine-tuning with teeth and lips as the melody proceeds, so that the harmonization effect is 
realized in full, which is the criterion of a highly-skilled Sıbızğı musician. 

Epilogue: Multiple Sonic Sensibilities of Various Subgroups
The etymology of the nomenclature of Sıbızğı, as well as its construct and form, features the 

constituent mechanism of its sonic sensibility that is “timbre-centered”, the key to understanding 
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Kazakh Sıbızğı. Yet it is still noteworthy that there may always be some more tacit and covert con-
sciousness in their emic view. 

This research started with trying to find a universal cognition of the sonic sensibility of the 
Kazakh people. However, this objective eventually turns out in vain, because the learning process 
of each Sıbızğı player differs from one another. Facing the rapid advancement of internet, huge 
amount of recordings and videos are available to beginners aiming to make a sound out of the pipe 
without any awareness of sonic sensibility that embodies ethnic and regional identities. Inside the 
entire Kazakh ethnic group, the role and significance of sonic sensibility is decreasing as the dis-
tance increases from the center of inheritance and the age of inheritors becomes younger. (figure 12) 
The younger generation of Kazakh musicians is more tolerant of disobedience of tradition which 
the elder generations regard as unbearable. The true essence of Sıbızğı repertoire might be recon-
structing as the younger generation takes over. As they play Sıbızğı, they embark a state where they 
answer the call of ancestors in a historical dialogue, whereby this instrument continues to guide 
the Kazakh people to seek the value, significance, and symbol of their ethnic existence in history.

In a sense, this is not the decay of tradition, as it is unrealistic to limit the sonic sensibilities 
within one single epistemology. The Kazakh sonic sensibilities are mutually constructed by sub-
groups of different age and experience; therefore they may take on various emphases in various di-
alogic contexts. As mentioned above, when it comes to ethnic identity, the timbre becomes the core 
element of sonic sensibility. Yet, when it comes to regional identity, the way of melodic elaboration 
rises to higher importance in one’s sonic sensibility. And when it comes to younger generation, 
the emotional and historical essence is their genuine concern of sonic sensibility. Thanks to this 
individuality, the sonic sensibilities are shaped into various “selves” during the constant process of 
translations that become the true vitality of inheritance and continuation.
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suraTi 1. balaxis Rerodan damzadebuli sibizgi.
Figure 1. Sıbızğı made of grass stalk.

 

suraTi 2. ialRunisgan damzadebuli sibizgi.
Figure 2. Sıbızğı made of salt cedar.
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suraTi 3. foladis, spilenZisa da polivinilqloridisgan damzadebuli sibizgi.
Figure 3. Sıbızğı made of stainless steel, brass, and PVC.

suraTi 4. Tvlebis ganlageba TiTis siganis mixedviT. 
Figure 4. Positioning of fingerholes according to finger width.
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suraTi 5. sibizgis ambuSuris wina da gverdiTi xedebi.
Figure 5. Front and side views of Sıbızğı embouchure.

suraTi 6. zeda tuCis, kbilebisa da enis poziciebi.
Figure 6. Positions of upper lip, teeth, and tongue.

suraTi 7.  enis pozicia 1.
Figure 7. Tongue position 1.
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suraTi 8.  enis pozicia 2.
Figure 8. Tongue position 2.

suraTi 9. enis pirveli poziciis speqtrograma.
Figure 9. Spectrogram of the first tongue position.

suraTi 10. enis meore poziciis speqtrograma.
Figure 10. Spectrogram of the second tongue position

suraTi 11. praatiT gaanalizebuli formantebi, marcxena tuCis vibratos gareSe 
da marjvena tuCis vibratoTi
Figure 11. Formants analyzed in Praat, without (left) and with (right) lip vibrato.
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suraTi 12. tembrul identobaze daJinebis diagrama. 
Figure 12. Diagram of insistence on timbral identity.
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ticiana palandrani
(italia)

polifonia montoroSi (kordoba)

vnebis kviraSi, sofel montoroSi (espaneTi), SesaZlebelia metad ucnauri 
polifoniuri simReris mosmena. es aris fenomeni, romelic sruliad uCveuloa 
pireneis naxevarkunZulis paraliturgikuli saaRdgomo wes-CveulebebisaTvis, 
romlebis drosac yvelaze cnobili vokaluri gamomsaxveloba saetas monodiaa.

montoro, romelic 10000 mosaxles iTvlis, mdebareobs mdinare gvadalqvi-
viriT SemozRudul koncxze. aseTma bunebrivma izolaciam, SesaZloa, garkveu-
lwilad, gansazRvra am soflis tradiciebis konservatiuloba. 

amJamad aq polifonias asrulebs “Piadoso y Antiquísimo Coro de Nuestro Padre Jesús 
Nazareno y María Santísima de los Dolores” (Cveni mama ieso nazarevelisa da yvelaze 
wminda mwuxare mariamis RvTismosavi da uZvelesi gundi). is miekuTvneba erTsa-
xelian  Cofradía-s (saZmos), romelic daJinebul enTuziastTa jgufma xelaxla da-
aarsa 1982 wels. swored am enTuziastebma aRadgines XX saukunis arasaxarbielo 
movlenebis gamo (samoqalaqo omi, gamocdili momRerlebis dakargva, emigracia), 
TiTqmis gaqrobis pirze mdgari tradicia.  

is faqti, rom mosaxleoba polifoniur praqtikas Rrmad arqaulad aRiq-
vams (amaze metyvelebs gundis saxelwodebaSi zedsarTavis uZvelesis gamoyeneba), 
xazs usvams vnebis Svideulis ritualis (Tanmxlebi polifoniuri musikaluri 
praqtikiT) gansxvavebulobas wlis sxva drois, TiTqmis daviwyebuli tradiciu-
li dResaswaulebisgan.

gundi daaxloebiT 40 momRerlisagan Sedgeba, romlebic sam registrSi mRe-
rian (voz primera, voz segunda da bajo)1. maT repertuarSia zepiri gadacemis tradi-
ciiT Semonaxuli laTinuri nimuSebi, romelic mxolod bzobis wina paraskevs, 
did xuTSabaTs da wiTel paraskevs sruldeba. (repeticiebs marxvaSi atareben da 
repertuarSi ar aqvT saero nimuSebi).

2018 da 2019 wlebSi, Cem mier Catarebuli savele eqspediciebis dros ga-
mokiTxuli informatorebis cnobiT, samoqalaqo omamde espaneTSi 4 gundi arse-
bobda, romelnic mxolod sakuTar repertuarze iyvnen specializebuli. maTgan, 
mivakvlieT oms gadarCenili oTxi momRerlis  mier Semonaxul mxolod Semdeg 
nawarmoebebs: “Benedictus”, “Miserere” da “Stabat Mater”.

repertuari sruldeba, rogorc miZRvna “Padre Jesús”2-isa (siyvaruliT ase 
uwodeben xalxSi iesos  qandakebas) da “Virgen de los Dolores”-s (`mwuxare qalwuli~), 
aseve, gundis gardacvlili wevrebis mimarT an saZmos axli wevris tunikiT Semo-
svis sazemo ceremoniis dros.

momRerlebis  tansacmelic ki maTi identobisa da erTgulebis gamomxatveli 
elementia. is mamidan Svils gadaecema da Sedgeba mewamuli tunikisagan, romlis 
gulze gadajvaredinebuli grZeli Tokebi vnebis simboloa, xolo maT damWer 
“pecherín”-ze “Padre Jesús”-is gamosaxulebaa amoqarguli. zogi momRerali iTxovs, 

1 pirveli xma, meore xma da bani. 
2 mama ieso.
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rom tunikiT dakrZalon, zogi ki amjobinebs, Tavisi samoseli Svilebs da Svili-
Svilebs dautovos, miT ufro, rom, didi albaTobiT, maTi STamomavlebic gundis 
kantorebi gaxdebian.

Zmebi korantebis (“hermanos corantes”) saxeliT cnobil momRerlebs zedmetsa-
xeli abejorros (didi futkari, bazi) Searqves. amis mizezi iyo maT mier laTinurad 
Sesrulebuli simRerebis mosmeniT miRebuli STabeWdileba; laTinurad, rome-
lic, gamokiTxuli informatorebis azriT, Znelad aRsaqmel da gamosaTqmelebad 
miiCneva (movlena, romelic sxva zepir tradiciebSic iCens Tavs). Tumca, Cemi 
azriT, es gansazRvreba SeiZleba gamowveuli iyos erTgvari fonetikuri tembris 
aRqmis TaviseburebiTac, romelic producirebulia akordebiT mReris gansaku-
Trebuli xerxiT. am akordebis dabali bgerebi zuzunis asociacias badeben. es 
bunebrivia, Tu gaviTvaliswinebT, rom registri samia, gadarCenili momRerali  
ki – 4, dublirebuli xma bania, anu yvelaze dabali xma. 

garda amisa, ar gamovricxav, rom es iyo tembris mizanmimarTuli Ziebisa 
da  xmis warmoqmnis maT mier SemuSavebuli teqnikis Sedegi, Tu davuSvebT, rom 
4  momRerali, oTxi originaluri vokaluri partiis memkvidrea da ara samis. 
Tumca, es azri JRers, rogorc mogonebis gamomwvevi varaudi. 

nebismier SemTxvevaSi, zuzunis aRqma da koleqtiuri saqmis Sesrulebisa-
ken swrafvis survili gvaaxlovebs ierusalimeli sofroniusis gamocdileba-
sTan, romelic aRmosavleT saberZneTSi polifoniuri simReris mowme gaxda da 
momRerlebs `angelozebrivi futkrebi~ uwoda. 

  miuxedavad imisa, rom mtkicebulebaTa simwire esoden Soreuli epoqebis 
Sesaxeb mxolod martivi hipoTezebis formulirebis saSualebas iZleva, imis aR-
niSvna namdvilad SeiZleba, rom, didia Sansi, montoros berZnuli fesvebi hqon-
des (miT ufro, rom is yovelTvis amayobda romauli warsuliT, ramac Svilo-
bili qalaqis  tituli moupova). garda amisa, aq warmoebuli Taflis daxvewili 
xarisxi xels uwyobda mis popularobas mTel romis imperiaSi. yovelive es kidev 
ufro gvaaxloebs futkrebis keTilSobilur samyarosTan. 

vnebis kviraSi qalaqi, faqtobrivad, sulier skad iqceva, sadac yvela Tavise-
burad iRwvis saerTo ganzraxvis warmatebiT ganxorcielebisaken. es aris `Cveni 
mama ieso nazarevelis~ (“Nuestro Padre Jesús Nazareno”) qandakebis Tanxleba metad 
xangrZliv procesiaSi, romelic vnebis paraskevs San Juan de Letrán (wminda ioane 
lateranelis) eklesiidan  dRis 2 saaTze iwyeba da 9 saaTi grZeldeba (sur. 1).

am TvalsazrisiT, sainteresoa, rogor moqmedebs rituali drois Senele-
baze (zarebis rekva gvabrunebs mzis droSi, gadavyavarT 2 saaTiT ukan); aseve, 
sivrceze, radgan axdens   procesiis sxvadasxva etapisa da mniSvnelovani gaCere-
bebis, erTdroulad, rogorc koleqtiuri mogonebebis adgilebisa da rogorc 
xmis gamaZlierebeli garemos kodificirebas. brboSi orientaciisaTvis momRer-
lebi iyeneben abras saxelwodebiT “Cuius” (`is, vinc romeli~), romelzec amJamad 
“Pietà”-s (gardamoxsnis) graviuraa gamosaxuli, magram Zvel fotosuraTebSi sity-
va “CORO” (gundi) aweria.

rac Seexeba ganlagebas, montoros gundis wevrebi spontanurad ewyobian 
wreze. es SesaZloa, im droidan modis, roca ar arsebobda diriJori da erTmane-
Tis yureba aucileblobas warmoadgenda. Tumca, is faqti, rom momRerlebi erT-
maneTTan mWidro kontaqtSi arian da zogjer partnioris mxarze xelic udevT, 
ufro saero ritualis Sesrulebas mogvagonebs. 

vnebis paraskevis msaxureba iwyeba eklesiaSi, romelSic “Padre Jesús”-is perso-
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naluri eskortis – “Compañía de romanos de Montoro” (montoros romaelTa kompa-
niis) mobrZanebisTanave “Stabat Mater” sruldeba. eqskorti Sedgeba romaeli jari-
skacebis msgavsad Cacmuli da organizebuli, daaxloebiT 500 adamianisagan. isini 
Tanxlebas uweven qristes qandakebas mTeli mogzaurobis manZilze da warmoadge-
nen naxevrad-Teatralur dadgmas (sur. 2, 3). 

“Stabat Mater” responsorulad sruldeba, solistisa da gundis mier, erT-
droulad, sazeimo da mgrZnobiare xasiaTiT, rac gawonasworebulia eklesiaSi 
Semosuli “cornetas y tambores”3 orkestris xmauriT. amgvari xmovani efeqti Zlier 
emociebs iwvevs da “Padre Jesús”-is grZeli Ramis dasawyiss moaswavebs. 

amasTan, montoros vnebis kviris vokaluri repertuari Seicavs hibridul 
formebs logogenur da melogenur struqturebs Soris, romlebic savaraudod, 
farTo dramatuli qmedebis fragmentebi, sakraluri warmodgenebis naSTebia, 
romelTa mTavari struqturuli wesebi dakargulia. esaa formulebi espanur 
enaze, romlebic andaluziur paraliturgiebSic gvxvdeba: naxevradintonirebul 
reCitativebs, rogorebicaa “Decreto de Dios Padre” (mama RmerTis gankarguleba) da  
“Confortación del Ángel” (angelozis nugeSi), emateba “Sentencia de Pilatos”4 (pilates 
ganaCeni), romelic sruldeba erTi xmis mier sxvadasxva formiT sxvadasxva mo-
mentSi. es ukanaskneli, JRers ra “Sentencia    corta”5-s formiT, mTavrdeba C# -iT, 
romelic arbilebs solistis intonacias.  “Et erexit” (man  aRzarda) (sruldeba no-
tebiT A-B-C# marcvalze “Et”) da uerTdeba gunds maJoruli samxmovanebis (A-C#-E) 
gaJRerebisTanave (audiomag. 1). igi  momRerlebis, diriJorebisa da sazogadoebis 
mier aRiqmeba, rogorc montoros piradi memkvidreoba, mogonebebis, tradicie-
bisa da grZnobebis simbolo.

teqsti miekuTvneba “Benedictus”-is (netar ars) an “Canticum Zachariae”-s  (zaqa-
rias simRera) meore kuplets “Et erexit cornu salutis nobis / in domo David, pueri sui” (`man 
aRzarda CvenTvis / Tavisi msaxuris, daviTis saxlSi~).

“Miserere”-c amave jgufis simRerebs ekuTvnis. montoroSi is mxolod or 
SemTxvevaSi sruldeba da ritmuli da melodiuri gamomsaxvelobiT mkveTrad ga-
nirCeva sxva nimuSebisgan, romlebic repertuaris ZiriTad xasiaTs ganapirobeben 
da romlebSic Serwymulia gansxvavebuli epoqebisa da sazogadoebrivi fenebis 
stiluri elementebi (sur. 4). 

SeiZleba iTqvas, rom es vokaluri tradicia ganisazRvreba, rogorc poli-
fonia, dafuZnebuli sam dabal xmaze “falsobordone”-s stilSi, romelic umTavre-
sad tonikur, dominantur da subdominantur JReradobebs warmoqmnis da emi-
siuri aspeqtebiT grigoriseul qorals mogvagonebs, gansakuTrebiT, silaburi 
tendenciis upiratesobiT da, zogjer, ufro kilour, vidre – tonalur bgera-
TrigTan siaxloviT.  

kvlevam gviCvena siaxlove vnebis kviris mravalxmian simRerebTan sardiniaSi. 
marTalia, es msgavseba respodentebma ar daakonkretes, magram ganTqmuli adgi-
lobrivi dramaturgi migel romeo esteo, Tavis naSromebSi eyrdnoba polifo-
niuri glexuri simRerebis saerToevropul substrats6 da montoros mravalx-

3 `sayvirebi da dolebi~.
4 “Sentencias” montoroSi sruldeba koleqtiurad, gansxvavebiT sxva formulebisgan, romlebic 
individualurad ikiTxeba.
5 mokle winadadeba.
6 iseve, rogorc migel manzano alonso iqceva korsikasTan mimarTebaSi.
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mianobas sardiniis polifoniasTan akavSirebs,.
unda vaRiaroT, rom montoros polifoniuri tradiciac ki terciis, kvinti-

sa da oqtavis intervalebSia moqceuli da xSirad ormagi paralelizmis epizo-
debs gvTavazobs (terciebisa da oqtavebis saxiT). garda amisa, aRsaniSnavia in-
teresi im momentebis xazgasmisa, roca jgufi maqsimalur sulier da musikalur 
misawvdomobas aRwevs.

 “Stabat Mater”-is Sesrulebisas montoroSi SesaZlebelia gauTvaliswinebeli 
xmis damateba. es iniciativa, SesaZloa, nakarnaxevi iyos garkveuli akustiku-
ri pirobebiT, romlebic dakavSirebula Sesrulebis adgilTan an  momReralTa 
jgufTan. kargad Tu davakvirdebiT, es is pirobebia, romlebic iyo kastelsar-
dos momRerlebis mier quintina-s (kvinta) Ziebis dros.  montoros SemTxvevaSi es 
erTi momReralia – yvelaze maRalxmiani, romelic drodadro Sordeba saku-
Tar melodiur xazs, rom Seasrulos “controcanto” (simReris sawinaaRmdego), ma-
Sin, roca kastelsardoSi es, faqtobrivad, harmoniebis erTobliobaa damatebiTi 
xmis Semsruleblis grZnobebis gamosaxatad. amis sapirispirod, aRniSnuli xmis 
gamomsaxvelobiT stilSi, romelic simReris jansaR energias Seesabameba, aris 
naTesaoba montoros gundsa da kaliaris “Massa”-s Soris  (vnebis kviris sxvag-
vari musikaluri gamomsaxveloba kunZul sardiniaze), romelsac, sxvaTa Soris, 
aravin mReris laTinurad. 

sxva italiur tradiciebs Tu gadavxedavT (gansakuTrebiT, centraluri da 
CrdiloeT italiisa, rac, SesaZloa, SemTxveviTi ar iyos), sainteresoa lateras 
(viterbo7) “Miserere”-sa da sesa aurunkas8 da montoros vnebis kviris polifoniis 
zogierTi elementis msgavseba; rac, kerZod,  gamoixateba: sam xmad dayofaSi, 
saxelwodebebiT “bassa”, “media” da “alta”9, romelTagan TiToeuli erTi  momRer-
lis mier sruldeba, aseve, “Canticum    Zachariae”-s arsebobaSi, romelic kampaniis 
regionSi koleqtiurad sruldeba saZmosa da mlocvelebis mier, solistis melo-
diisa da gunduri kupletebis monacvleobis saxiT. 

am simRerisaTvis miniWebuli didi mniSvneloba SeiZleba aixsnas imiT, rom is 
warmoadgens bolo fsalmuns Officium Tenebrarum-isa, romelic farTod aRiniSneba 
sesa aurunkaSi saetta-s (mexis dacema) TxuTmeti sanTlis Caqrobis ceremoniiT, 
maSin, roca montoroSi koncentrirdebian, ZiriTadad, qristesadmi miZRvnil 
procesiaze. 

andaluziaSi, maSinve, rogorc ki “Padre Jesús”-is qandakebas taZarSi daabru-
neben, gundi asrulebs “Cuius”-s, bolo simReras, romlis minoruli mixriloba 
gamoTxovebis atmosferos qmnis. rituali mTavrdeba kantorebis urTierTCaxu-
tebiT, erTmaneTTan gamoTxovebiT, ris Semdegac, maTi misia, rogorc futkrebi-
sa, dasrulebulia da SeuZliaT, daisvenon.

7 provincia samxreT italiaSi.
8 qalaqi samxreT italiaSi.
9 `dabali~, `saSualo~ da `maRali~.
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audiomagaliTi

1. Sentencia + Et erexit (nawyveti) (msjavri da amaRleba), asrulebs Cveni mama ieso naza-
revelisa da wmida mwuxare mariamis gundiP Piadoso y Antiquísimo. cocxali Sesruleba. 
montoro, 29 aprili, 2019 w. 
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TIZIANA PALANDRANI
(ITALY)

POLYPHONY IN MONTORO (CÓRDOBA)

During the Holy Week in the village of Montoro (Spain) it is possible to listen to polyphonic 
singing, a phenomenon that is unusual in the paraliturgical Easter rites of the Iberian peninsula, 
during which the best known vocal expression is the monody of the saetas.

Montoro, with its about 10,000 inhabitants, is located on a promontory bordered by the river 
Guadalquivir, and this natural isolation, may have influenced in a certain sense also the conserva-
tive aspect of its traditions.

Nowadays the polyphony is performed by the “Piadoso y Antiquísimo Coro de Nuestro Padre 
Jesús Nazareno y María Santísima de los Dolores”, which belongs to the homonymous Cofradía 
and that was re-founded in 1982 thanks to the tenacity of a group of enthusiasts, who restored the 
tradition which was nearly extinct due to the unfavorable circumstances of the twentieth century 
(civil war, loss of the most experienced singers, emigration).

The fact that the practice of polyphony is perceived by the population as deeply archaic (it 
can be observed i.e. from the adjective given to the choir, “antiquísimo”) emphasises the need to 
solemnise and differentiate the ritual of the Holy Week with a musical practice, absent during the 
rest of the year, as regarded as a bygone tradition.

The choir is made up of about 40 cantors divided into three registers (voz primera, voz segun-
da and bajo)1 and performs a repertoire of Latin pieces orally transmitted, exclusively on the Friday 
preceding Palm Sunday and on Thursday and Good Friday (rehearsals are done in Lent). 

It does not have a profane repertoire.
As reported by the informants interviewed during my field research in 2018 and 2019, before 

the outbreak of the Spanish Civil War there were about 4 choirs, each one specialised in their own 
repertoire, but it has been possible to retrieve only few pieces as documented by the only 4 survi-
ving cantors: “Benedictus”, “Miserere” and “Stabat Mater”.

The repertoire is performed as a devotion to “Padre Jesús”2 (as the figure of Christ is popularly 
and affectionately called) and to the “Virgen de los Dolores”, but also to commemorate the deceased 
members of the choir or to celebrate solemn occasions such as the imposition of the tunic on a new 
member.

In fact, even the clothing is an element of identity and devotion of the cantors; it is handed 
down from father to son and is made up of a purple tunic crossed by long ropes bearing the symbols 
of the Passion and intertwined on the chest, held by a pecherín on which the effigy of “Padre Jesús” 
is embroidered.

Some singers ask to be buried with their tunic, while others prefer to bequeath their uniform to 
their children and grandchildren, especially since it is likely that their descendants will also become 

1 First voice, second voice, bass.
2 Father Jesus.
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choir cantors.
Known as “hermanos corantes”, the cantors in the past received the nickname of “abejorros” 

(bumblebees), from the feeling aroused in the population by listening to songs in Latin – a language 
considered to be poorly understood or poorly pronounced (a phenomenon which is however com-
monly seen in other oral traditions) – as pointed out by the interviewed informants.

However, I think this definition could be as well applied to the perception of the peculiar 
phonetic timbre produced by this specific way of singing by chords, whose low sounds or the pro-
duction of beats can convey the sensation of a hum.

This is mostly true if we consider that there are three registers but the surviving cantors were 
4 and the dubbed part was that of the bass, precisely the lowest sound.

Furthermore, I would not exclude that it was the result of an intended timbre research, of a 
sound emission technique created by them, unless we dare to assume that the 4 cantors were the 
legacy of the presence of four original vocal parts – and not three. 

But this sounds just as an evocative assumption.
Either way, the perception of the buzz and the spirit of cooperation in order to carry out a col-

lective undertaking, brings us closer to the experience Sofronio of Jerusalem witnessed in listening 
to the polyphony of the Greek-Eastern area, performed by singers whom he described «as angelic 
bees».

However, altough the scarcity of evidences for such remote eras only allows to formulate mere 
hypotheses, it is interesting to note how chances are that Montoro (the ancient Eipora) could have 
Greek origins (in addition to boasting a Roman past that made it earn the title of civitas foederata).

Moreover, the exquisite quality of its honey production contributed to its popularity throu-
ghout the Roman Empire, giving us a further connection with the noble world of bees.

During the Holy Week the town is in fact converted into a spiritual hive, where everyone co-
operates in various ways for the success of a common intent: to accompany the statue of “Nuestro 
Padre Jesús Nazareno” during the very long procession that begins on Good Friday around 2:00 am 
from the church of San Juan de Letrán, to finish nine hours later (fig. 1).

In this respect, it is significant how the ritual acts on the dilation of time (the tolling of the bells 
brings back to the solar time, setting the clock back two hours) but also of space, having codified 
various stages and essential stops of the route both as places of collective memories and as sound 
amplifying environments.

In order to orient themselves amidst the pressing crowd, the cantors use a sign called «Cuius» 
which currently shows a woodcut of the “Pietà”, but from the old photos we know that once it sim-
ply carried the word “CORO”.

With respect to the posture of the body, the choristers of Montoro tend to place themselves 
spontaneously in a circle, perhaps a legacy of times when the figure of the conductor did not exist 
and looking at each other was essential.

The fact that they are in close contact, sometimes placing a hand on the partner’s shoulder, is 
mostly reminiscent of a profane type of polyphony.

The Good Friday rite begins in the church, where a first performance of the “Stabat Mater” 
takes place at the arrival of the “Compañía de romanos de Montoro” – the personal escort of “Padre 
Jesús”.

The Compañía popularly called “Imperio Romano”, is made up of about 500 men organized 
and harnessed on the model of the Roman army who accompany the statue of Christ throughout the 
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journey, providing a semi-theatrical setting (fig. 2-3).
The «Stabat Mater» is performed in responsorial form, sung by a soloist and then picked up 

by the whole choir.
It mainly takes place in joint degrees with a solemn and nuanced character, which is counter-

balanced by the noise of the band of “cornetas y tambores”3 arriving at the church.
The sound result generates strong emotions and marks the beginning of the long night of 

“Padre Jesús”.
Nevertheless, the vocal repertoire of Montoro’s Holy Week includes hybrid forms between the 

logogenic and the melogenic structure, probable fragments of a wider dramatic action, legacies of 
Sacred Representations whose general structure rules have been lost.

These are formulas in Spanish language, that can be found in other Andalusian paraliturgies: 
in addition to the semi-intoned recitatives of the “Decreto de Dios Padre” and the “Confortación del 
Ángel”, the “Sentencia de Pilatos”4 is performed with one voice in different forms and moments.

This latter, when performed in the mode of “Sentencia corta”5, ends with a C# which facilita-
tes the intonation by the soloist of the «Et erexit» (introduced by the notes A-B-C# on the syllable 
‘Et’), joined by the whole chorus immediately after forming the major chord A-C#-E (audio ex. 1)  

The «Et erexit», in particular, is perceived by the cantors, the conductor and the community as 
an exclusive heritage of Montoro, an emblem of memories, traditions and sentiments.

The verses belong to the second couplet of the “Benedictus” or “Canticum Zachariae” (“Et 
erexit cornu salutis nobis / in domo David, pueri sui”).

The «Miserere» as well belongs to the same group of songs, and in Montoro is performed only 
on two occasions and provides rhythmic and melodic characteristics that differentiate it from the 
other pieces, helping to convey the impression of a repertoire in which stylistic elements belonging 
to different epochs and different walks of lifes have merged (fig. 4).

Being recovered by a single surviving informant may have contributed to this aspect, therefore 
the other parts were restored afterwards).

Generally speaking, this vocal tradition is defined as polyphony based on three low voices in 
the “falsobordone” style, often built on tonic, dominant and subdominant and with emission aspects 
reminiscent of Gregorian chant, especially in the predominantly syllabic trend and often for joint 
degree and in some cases closer to a modal than a tonal range.

The investigation revealed an affinity with the polyvocal songs of the Holy Week in Sardinia, 
although this similarity is not analysed by the interviewees but remains on veiled tones – probably 
spread by the theories of the illustrious local playwright Miguel Romero Esteo (who in his writings 
linked the polyphony of Montoro with that of Sardinia, basing it on a general European substratum 
of polyphonic peasant songs)6.

Admittedly, even the polyphonic tradition of Montoro is expressed in intervals of 3rd, 5th and 
8th and provides frequent episodes of double parallelism (of thirds and octaves); moreover, it has 
been noted the same interest in underlining the moments in which the group reaches the maximum 

3 “trumpets and drums”.
4 The “Sentencias” in Montoro are performed collectively, unlike the other formulas which are recited individually.
5 Short sentence.
6 While Miguel Manzano Alonso with that of Corsica.
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spiritual and musical understanding.
During the performance of the «Stabat Mater» of Montoro, an extemporaneous addition of a 

voice may in fact occur; an initiative subject to the occurrence of certain acoustic conditions con-
nected to the place or to the group of cantors.

On closer inspection, albeit with very different structural methods, these are the same condi-
tions existing during the search for the “quintina” by the cantors of Castelsardo.

In the case of Montoro, it is a single cantor - with a voice higher than the others- who tempo-
rarily separates himself from his own melodic line in order to perform a “controcanto”, while in 
Castelsardo it is actually the sum of the harmonics to determine the feeling of an additional voice.

On the contrary, in the full-voice executive style that follows the pure energy of the song, 
there is an affinity between the choir of Montoro and the “Massa” of Cagliari – another musical 
expression of the Holy Week in the island of Sardinia – in which, however, no one sings in Latin.

Nonetheless, looking at other Italian traditions (especially in central and southern Italy, which 
is perhaps not fortuitous) in addition to the «Miserere» of Làtera (Viterbo), it is interesting to note 
similarities with the Holy Week of Sessa Aurunca, whose polyphony appears close to the one in 
Montoro for several elements.

Among these, the division with three voices called «bassa», «media» and «alta»7 and perfor-
med each by a single cantor, as well as the presence of the «Canticum Zachariae» - which in the 
Campania region is performed collectively by the confreres and by the worshippers, who alternate 
the execution of the verses with the cantillation by a soloist.

The greater importance attributed to this song would find justification in the fact of consti-
tuting the last Psalm of the Officium Tenebrarum, widely celebrated in Sessa Aurunca with the 
ceremony of the extinguishing of the fifteen candles of the saetta – while Montoro mainly focuses 
on the procession dedicated to the Christ.

In the Andalusian country, as soon as the statue of “Padre Jesús” is taken back to the church, 
the choir sings the «Cuius», the last song whose minor key introduces the atmosphere of farewell.

The ritual ends with the final embrace between all the cantors, eager to retire once their task is 
finished and supportive like bees.

7 “low”, “medium” and “hig”.
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Audio example

1. “Sentencia + Et erexit (excerpt)” perf. by Piadoso y Antiquísimo Coro de Nuestro Padre Jesús Nazare-
no y María Santísima de los Dolores. Live recording. Montoro (Córdoba), April 19, 2019.
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suraTi 1. letranis wminda ioanes eklesia.
Figure 1. San Joan de Letran Church.

suraTi 2. Imperio Romano. romis imperiis jariskacebi.
Figure 2. The Imperio Romano.
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suraTi 3. Imperio Romano.  
Figure 3. The Imperio Romano. 

suraTi 4. gundi asrulebs Miserere-s.
Figure 4. The choir performs Miserere. 
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Jana partlasi
(estoneTi)

kontrolirebadi uwesrigoba polimusikaSi: 
setos saqorwilo musikis Janri kaasitamine

msoflios mraval musikalur tradiciaSi farTodaa cnobili saSemsruleblo 
praqtikebi, romlebSic avtonomiuri musikaluri subieqtebi erTdroulad Ta-
naarseboben erTsa da imave sivrceSi da droSi. bolo aTwleulebis ganmavlobaSi 
am pratikebs xSirad polimusikas uwodeben. dana rapoportis Tanxmad `polim-
usika~ aris neologizmi, romelic 1991 wels safrangeTis erovnuli samecniero 
kvleviTi centris (CNRS) eTnomusikologiis laboratoriis seminarze Seqmnes`. 
mogvianebiT is ase gansazRvres: `ramdenime avtonomiuri musikaluri erTeulis 
droSi winaswarganzraxuli arsebobis Sedegi yovelgvari koordinaciis gareSe~ 
(Rappoport, 2013: 10). 

sinamdvileSi, polimusikis fenomeni eTnomusikologebma didi xnis win 
daafiqsires. indoneziis polimusikis Sesaxeb Tavis kvlevaSi rapoporti axsen-
ebs iseT avtorebs, rogorebic arian elkini (Elkin, 1967), Sefneri (Saeffner, 1968), 
lomaqsi (Lomax, 1968), baseti (basset, 1995) da jorji (George, 1996). rusulenovan 
eTnomusikologiur literaturaSi aRmosavleT slavebis mravalferovani po-
limusikaluri praqtika aRwerilia aqvT rudnevas (Rudneva, 1975), iefimenkovas 
(Yefimenkova, 1980), tavlais (Tavlay, 1986), iengovatovas (Yengovatova, 1997, 2008), 
doroxovasa da paSinas (Dorokhova and Pashina, 2005), berkoviCs (Berkovich, 2012) da 
sxvebs; am avtorebidan yvelaze mniSvnelovani Teoriuli ideebi ekuTvnis mar-
garita iengovatovas, romelmac Semoitana termini erToblivi simReris gansa-
kuTrebuli formebi. 

msoflios sxvadasxva qveynis eTnomusikologebis mier aRwerili monaceme-
bi gviCvenebs, rom Sesrulebis praqtika, romelzec isini saubroben, ZiriTadad, 
erTsa da imave principzea agebuli. DTumca ganmartebebSi mainc aris mciredi 
gansxvavebebi da aqcentebi. modiT SevadaroT polimusikisa da koleqtiuri sim-
Reris specifikuri formebis ganmartebebi. axla vaxsene polimusikis ganmarteba 
(Tqven mas slaidze xedavT). ̀ koleqtiuri simReris specifikuri formebi~, iengo-
vatovas mixedviT, aris `ori an meti musikaluri teqstis erTdrouli Sesruleba 
(semiotikuri gagebiT), rac iwvevs axali, konkretuli funqciebisa da semantikis 
mqone, struqturulad ufro rTuli teqstis gaCenas. am teqstis Semadgeneli 
TiToeuli qveteqsti Sesabamis tradiciaSi SeiZleba aseve arsebobdes rogorc 
damoukidebeli erTeuli. simReris dros maTi dapirispireba Semsruleblebis 
mier Segnebulad iqmneba (Yengovatova, 2008: 63). 

am ganmartebidan SegviZlia davaskvnaT, rom gansaxilveli saSemsruleblo 
praqtikebis (SemdgomSi yvelas movixsenieb mokle terminiT polimusika) mTavari 
maxasiaTebeli aris ori an meti avtonomiuri musikaluri erTeulis erTdrouli 
Sesruleba. orive definiciis erT-erTi sakvanZo sityva aris winaswarganzrax-
uli, rac imaze miuTiTebs, rom polimusikaSi sxvadaxva musikaluri erTeulis 
dapirispireba aris ara SemTxveviTi, aramed Semsruleblebis mier Segnebuladaa 
dagegmili zogierTi tradiciuli konteqstis Sesabamisad. es Tviseba ganasxvavebs 
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polimusikas xmovani landSaftisgan – r. murei Seferis mier SemoTavazebuli 
koncepcia, romelic aRniSnavs akustikur garemos, sadac sxvadasxva xmovani kom-
ponenti, maT Soris, musika, gaerTianebulia yovelgvari gegmisa da mniSvnelobis 
gareSe. iengovatovas ganmartebis mniSvnelovan nawils warmoadgens idea, rom 
avtonomiuri musikaluri erTeulebis (`teqstebis~) kavSirma SesaZloa Seqmnas ax-
ali mniSvnelovani subieqti (`hiperteqsti~), romelTan mimarTebaSic es avtono-
miuri teqstebi funqcionireben, rogorc `qveteqstebi~. franguli definicia 
xazs usvams droSi koordinaciis ararsebobas, rac pirdapir ar aris naxsenebi 
iengovatovas ganmartebaSi. da mainc, mimaCnia, rom am or ganmartebas Soris prin-
cipuli winaaRmdegobebi ar arsebobs da isini erTmaneTs avseben. 

miuxedavad imisa, rom polimusikis sxvadasxva aspeqti araerTxel gamxdara 
aRwerilobis, analizisa da Teoriul ganxilvis sagani, rogorc Cans, es movle-
na kvlavac mniSvnelovani potencialia eTnomusikologiuri kvlevisTvis. Cems 
kvlevaSi am movlenas ganvixilav samxreT-aRmosavleT estoneTis setos saqor-
wilo kaasitamine simRerebis magaliTze. es sakvlevi masala kargi saSualebaa 
yuradRebis gasamaxvileblad polimusikis aspeqtze, romelic jer kidev ar aris 
Seswavlili – polimusikaluri pratikebis musikaluri koordinaciis sakiTxi, 
vinaidan kaasitamine nimuSebis SesrulebaSi gvxvdeba ramdenime Sualeduri, nawi-
lobriv koordinirebuli forma. 

zemoT xsenebul kvlevaSi polimusikis Sesrulebis xmovan Sedegs dana 
rapoporti kontrolirebad uwesrigobas uwodebs (Rappoport, 2013: 40). rogorc 
Cans, es gamoqma Zalian kargad aRwers ara mxolod polimusikis mier Seqmnil 
xmovan STabeWdilebas, aramed specifikur xerxsac, romliTac musikosebi qmnian 
polimusikalur movlenebs. vinaidan musikaluri praqtikebi, romlebic `normal-
uria~ im kulturebisTvis, sadac polimusika gvxvdeba (mag. seto), gulisxmobs 
erTjeradad erTi musikaluri nawarmoebis Sesrulebas ritmulad da xmis simaR-
lis koordinaciiT, SegviZlia vivaraudoT, rom emikuri TvalsazrisiT, polim-
usikis erT-erTi mizani musikaluri uwesrigobis Seqmnaa. musikalur uwesrigoba-
Si vgulisxmob rogorc struqturul, ise bgeriT uwesrigobas da konkretul 
kulturaSi gabatonebuli Cveulebrivi Sesulebis praqtikidan gadaxras. 

rogorc Cans, mizanmimarTuli musikaluri uwesrigoba yovelTvis garkveul-
wilad kontrolirebadi uwesrigobaa, Tumca kontrolis xarisxi da formebi 
SeiZleba mniSvnelovnad gansxvavdebodes. polimusikaSi kontrolirebadi uwes-
rigoba niSnavs, rom musikosebi Segnebulad an intuiciurad cdiloben raime 
gansakuTrebuli xarisxis miRwevas mTliani bgeriTi SedegisTvis (magaliTad, 
uwesrigobis SesanarCuneblad da wesrigis Tavidan asacileblad), an cdiloben 
ganzrax moaxdinon `uwesrigobis dozireba~, polimusikaluri da Cveulebrivi 
koordinirebuli segmentebis SereviT. 

modiT, davakvirdeT musikaluri uwesrigobis Seqmnisa da `dozirebis~ 
strategiebs, setos kaasitamine-s magaliTze, saarqivo da Tanamedrove audio 
Canawerebis gamoyenebiT. 

upirveles yovlisa, unda warmogidginoT simReris Janri kaasitamine da 
sakvlevi masala. zogi mkvlevari aRniSnavs, rom polimusika, ZiriTadad, dakav-
Sirebulia ritualur konteqstTan da ritualur funqcias asrulebs. es, aseve, 
exeba setos saqorwilo simRerebs, romlebic cnobilia rogorc kaasitamine (an 
sxvagvarad kaaSkolomine da kaaSkutmine). es aris orxmiani simRerebi melodiis 
garkveuli tipiTa da damaxasiaTebeli refreniT kaSke, kanke, romelsac mRerian 
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sasiZos naTesavi qalebi, kaasikudi (yvela es termini momdinareobs estonuri 
sityvidan kaasa – `erTad~). aasikudi am simRerebs ramdenjerme asrulebs qor-
wilis dros. Tumca polimusikis TvalsazrisiT, Cven gvainteresebs saqorwilo 
ritualis is nawili, rodesac saqmro sazeimod mihyavT patarZlis saxlSi gaSlil 
sufrasTan da, eklesiaSi wasvlamde, nefe-patarZali pirvelad sxdebian gver-
di-gverd. am Zalian mniSvnelovan momentSi kaasitamine gansakuTrebulad srul-
deba – momRerlebis ori (an meti) jgufis mier. meore jgufi simReraSi Sedis 
pirvelis mier strofis dasrulebamde, ris Semdegac isini erTgvar Tavisufal 
`kanonSi~ mRerian. kaasitamine simRerebi swrafi da mxiaruli xasiaTisaa. herbert 
tamperes Tanaxmad, isini mogviTxroben `gamarjvebuli sasiZos mayris mxiarul 
ambebs~ (Tampere, 1960: 199) da maTi sityvieri Sinaarsi xotbas asxams sasiZos. 

dRes es simRerebi, ZiriTadad, sruldeba tradiciuli konteqstis miRma da 
Cven, praqtikulad, ar gvaqvs 20 saukunis arcerTi xmovani Canaweri. arsebobs 
erTi gundis mier Sesrulebuli kaasitamines mravali audio Canaweri. ori gun-
dis Sesrulebuli variantebi Zalian cotaa – me mxolod 12 aseTi Canaweris 
povna movaxerxe, isini Cawerilia 1921 - 2019 wlamde periodSi da ZiriTadad es-
toneTis folkloris arqivSia daculi. 

gansaxilveli melodiis tipis warmosadgenad magaliTisTvis gamoviyeneb 
Cveulebriv Sesrulebas erTi gundis mier (sur. 1, audiomag. 1) sanoto Canaw-
eri damyarebulia 1936 wels Caweril nimuSze. strofi Sedgeba ori nawilisgan 
– wamyvani momRerlisa da gundis. or-nawiliani gundi imeorebs wamyvani mom-
Rerlis teqstsa da melodias. melodiis forma asoebiT ase SeiZleba gamovsaxoT 
ARA1R1, sadac A da A1  melodiis mTavari xazia, xolo R da R1 – misamReri kaSke, 
kanke. ZiriTadi xazi Cveulebriv rva mokle marcval-notisgan Sedgeba – mervedi 
notebi gaSifrul masalaSi. misamReri Sedgeba 4 marcval-notisgan, romelTaAx-
angrZlivoba sxvadasxva SesrulebaSi sxvadasxvaa. es SeiZleba iyos meoTxedi an 
mervedi notebi, magram yvelaze tipuri SemTxveva aris Sualeduri xangrZlivoba, 
romelic specifiur, moqnil ritms qmnis. rodesac simReras ori gundi asrulebs, 
aseTi droebiTi cvlilebebi xels uwyobs konkretuli ritmuli uwesrigobis Se-
qmnas drois zogad gadanacvlebasTan erTad. 

moxsenebaSi mokled warmogidgenT or analitikur Temas. pirvel rigSi Se-
mogTavazebT sxvadasxva polimusikalur formas, romlebic kaasitamines Ses-
rulebaSi gvxvdeba. da meore, gavaanalizeb rogor inarCuneben momRerlebi musi-
kalur uwesrigobas da aRweven sasurvel bgeriT efeqts. kvlevis es bolo nawili 
efuZneba Tanamedrove mravalarxiani Caweris kompiuterul analizsa da intervi-
uebs momRerlebTan. 

or-gundiani Sesrulebebis Sedareba cxadyofs, rom setos momRerlebs aqvT 
gansxvavebuli azri, Tu rogor unda Sesruldes kaasitamine. es SeiZleba ga-
mowveuli iyos adgilobriv tradiciebs Soris gansxvavebiT an tradiciis SecvliT 
droTaAganmavlobaSi. am analizis yvela saintereso aRmoCena aris `sufTa~ po-
limusikasa da koordinirebul Sesrulebas Soris sxvadasxva gardamavali form-
is arseboba, romelSic erTmaneTisgan gansxvavdeba proporciebi koordinire-
bul da arakoordinirebul komponentebs Soris. warmogidgenT kaasitamines 
Sesrulebis xuT sqemas. vertikaluri xazebi aRniSnavs koordinaciis wertilebs. 
pirvel sqemaze (sur. 2, audiomag. 2) aseTi xazebi ar aris, radgan Sesruleba 
sruliad arakoordinirebulia – cezurebi da formaluri erTeulebis sazRvre-
bi erTmaneTs ar emTxveva. am SemTxvevaSi polimusikis efeqti maqsimaluria. meo-
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re sqemaze (sur. 3) pirveli solisti elodeba momdevno strofis dawyebas, sanam 
meore gundi ar daasrulebs wina strofs. es aris koordinaciis elementi. poli-
musikis elementi aq Cndeba gadafarvad segmentebSi. mesame SemTxvevaSi (sur. 4) 
meore gundi uerTdeba pirvels bolo refrenze (es niSnavs, rom meore gunds ar 
yavs sakuTari wamyvani momRerali). pirveli gundi ar elodeba meores da Cndeba 
polimusikaluri gadafarva. meoTxe sqemaze (sur. 5, audiomag. 3)) saqme gvaqvs 
musikalurad srulad koordinirebul SesrulebasTan, magram gundebi erTdrou-
lad mRerian sxvadasxva teqsts. aseTi Sesruleba ufro politeqsturia vidre 
polimusikaluri. mexuTe variantic (sur. 6), aseve, srulad koordinirebulia, 
Tumca, winasgan gansxvavdeba, vinaidan pirveli wamyvani momRerali meore gundis 
mier strofis dasrulebas elodeba 

aSkaraa, rom musikaluri formis koordinaciis elementebi, romlebsac kaa-
sitamines SesrulebaSi vxvdebiT, polimusikis efeqtis Semcirebaze miuTiTeben. 
Tumca, sruliad polimusikalur SesrulebaSic ki SeiZleba iyos gansakuTre-
buli saxis koordinacia. vgulisxmob SemTxvevebs, rodesac momRerlebi gacno-
bierebulad cdiloben musikaluri uwesrigobis SenarCunebas, anu uwesrigoba 
sasurveli efeqtia. swored amis magaliTia gundis verska naase 2019 wlis Canaw-
eri. 11 momRerlisgan Sedgenili gundi or 5- da 6-kacian jgufad iyofoda. es 
aris specialurad am kvlevisTvis gakeTebuli cifruli mravalarxiani Canaweri, 
romelmac saSualeba mogvca Cagvetarebina polimusikaluri mravalxmiani Ses-
rulebis Zalian detaluri kompiuteruli analizi, rac adre ar momxdara. aseve, 
mqonda SesaZlebloba gamomekiTxa kaasitamines SesrulebaSi gamocdili 12 mom-
Rerali – 6 gundidan verska naase da 6 gundidan vaike helero. orive gundis 
wevrebi axalgazrda da saSualo asakis momRerlebi arian da zogierT maTgans 
musikaluri ganaTlebac aqvs miRebuli. SemsruleblobaSi orive gundi nimuSad 
iyenebs setos cnobili momRerlis olo laanetusa da misi gundis kaasitamines 
mier sruliad arakoordinirebuli Sesrulebis 1972 wlis Canawers. 

interviuebis erT-erTi yvelaze mniSvnelovani Sedegi iyo is, rom poli-
musikis Sesrulebas Tanamedrove momRerlebi aRiqvamen, rogorc rTul musi-
kalur erTeuls da arsebobs garkveuli esTetikuri moTxovnebi sruli xmovani 
Sedegis misaRebad. momRerlebis umravlesoba aRniSnavda, rom ̀ sruli xmovaneba~ 
Zalian mniSvnelovania da rom simReris dros isini mas garkveulwilad usmenen 
da siamovnebas iReben. `idealuri xmovani Sedegis~ aRwerisas momRerlebi xSirad 
saubroben jgufebs Soris ritmul damokidebulebaze. magaliTad, erTma momRe-
ralma Tqva: `yvelaze rTulia Seni simReris koordinacia sxva gundTan. es niS-
navs, rom ritmebi met-naklebad gadajaWvuli unda iyos erTmaneTze, magram ara 
Zalian regularulad~ (maaria orasi, vaike halero). citata sxva interviudan: ̀ me 
ufro momwons rodesac simRera ara zustad sinqronuli, aramed cota meryevi, 
Tumca arc ise qaoturia~ (meel valki, verska naase). 

imis gasagebad, Tu rogor qmnian momRerlebi am `meryev~ ritms, mTel Ses-
rulebaSi gavzome ZiriTadi xazebisa da refrenebis sigrZe da Sevadgine diagrama, 
sadac kargad Cans formaluri sturuqturebis urTierTobebi (sur. 7) wamyvani 
momRerlebis Sesrulebuli ZiriTadi xazebi naCvenebia TeTri marTkuTxedebiT; 
gundis namReri ZiriTadi xazebi moniSnulia Ria nacrisfrad, xolo muqi nacris-
feri marTkuTxedebi aRniSnavs refrenebs. yvelaze saintereso garemoeba romel-
sac es diagrama avlens, aris cvlileba ori gundis droebiT urTierTobaSi sim-
Reris dros. Cven vxedavT, rom dasawyisSi orive gundis misamRerebi emTxveoda, 
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aseve, erTi gundis solistis namReri ZiriTadi xazebi emTxveoda meore gundi-
sas. amgvarad, Sesruleba axlos iyo formalur sinqronulobasTan, Tumca gada-
faruli segmentebi erTdroulad arc dawyebula da arc damTavrebula. amasTan, 
merve strofidan moyolebuli daiwyo formaluri urTierTobebis Secvla da 
TandaTan refreni ZiriTad striqonebTan erTad sruldeboda. analizma gviCvena, 
Tu rogor moxda es cvlileba. aRmovaCine, rom Sesrulebis meore naxevarSi meo-
re gundma swrafad daiwyo simRera, riTic amoklebda gundis refrenebs. 

SesaZloa, es SemTxveviT momxdariyo, Tumca SegviZlia vivaraudoT. rom 
formalur struqturebs Soris urTierTobebi ganzrax Secvales, vinaidan logi-
kurad Tu vimsjelebT, yvelaze didi ritmuli aSliloba da. SesaZloa, ̀ ryevebis~ 
efeqti SeiZleba im SemTxvevaSi gaCndes, Tu refreni ufro swrafad gadafaravs 
Senelebul mTavar xazs (audiomag. 4). am SemTxvevaSi 1) ori sxvadasxva musikalu-
ri fraza erTad JRers; 2) musikaluri xangrZlivobebi proporciuli ar aris; 3) 
sxvaoba mTavari xazisa da refrenis xangrZlivobas Soris uzrunvelyofs, rom 
formaluri dayofa erTmaneTs ar daemTxves. swored aseTi urTierToba iqna 
miRweuli simReris bolos.

samwuxarod, SesaZlebloba ar momeca gavsaubrebodi meore gundis wamyvan 
momRerals, romelic pasuxismgebeli iyo gundebis droebiT urTierTqmedebaze. 
amitom, SemiZlia mxolod vivarudo, ra ganzraxva hqonda da rogor miaRwia Ta-
vis mizans. meore mxriv, savsebiT SesaZlebelia, rom urTierTqmedebis procese-
bi nawilobriv (an umeteswiladac ki) intuiciis doneze mimdinareobdes da rom 
Tavad momRerlebma eTnomusikologiuri analizis Sedegad SeZlon raime axlis 
aRmoCena TavianT namRerSi. 

daskvnis saxiT SeiZleba iTqvas, rom musikaluri koordinaciis Tvalsazris-
iT, polimusika sakmaod rTuli da bundovani movlenaa. koordinaciis absolutur 
naklebobasa da srulad koordinirebul Sesrulebas Soris mravali Sualeduri 
etapi arsebobs. ufro metic, polimusikaSi koordinaciis nakleboba sinamdvile-
Si koordinaciis specifikuri saxeobaa, rac, SesaZloa, Semsruleblebis mxridan 
did Zalisxmevasa da yuradRebas moiTxovdes. koordinaciisTvis Tavis aride-
ba SeiZleba avxsnaT, rogorc `minus-xerxi~ (iuri lotmanis termini), romelic 
mraval ritualur funqcias asrulebs da specifikuri fsiqologiuri efeqtebiT 
axdens zegavlenas musikosebsa da msmenelze. 
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audiomagaliTebi

1. wamyvani momRerali anne vabarna (d. 1877), sofeli tonja, Cawerilia erbert tambe-
resa da august pulstis (riigi ringhaaline) mier 1936 wels. ERA, Pl. 25A1.

2. wamyvani momRerali oolo laanatu (d. 1909), sofeli suure-rosna, Cawerilia her-
bert tampere mier, 05081972. KM ERA, Mgn II, 2239 b. 

3. Värska – asr. gundi Leiko. wamyvani momRerali maria roJikova (d. 1935). Cawerilia an-
dreas kalkubisa da ianika orasis, Jana partlasisa da iaan tamis mier. The multitrack 
recording session, No 5, 2006.

4. Värska – asr. gundi Verska naase. wamyvani momRerlebi meelike kruusamae (d. 1984) da 
merike teini (d. 1971). Cawerilia ianika orasisa da Jana partlasis mier. The multi-
track recording session, No 6, 2019.
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ŽANNA PARTLAS
(ESTONIA)

CONTROLLED DISORDER IN POLYMUSIC: 
THE CASE OF THE SETO WEDDING SONG GENRE KAASITAMINE

Performance practices in which autonomous musical entities simultaneously co-exist in the 
same space and time are widely known in many musical traditions throughout the world. In recent 
decades these practices have often been referred to as polymusic. According to Dana Rappoport, 
““Polymusic” is a neologism coined in 1991 at a seminar of the French Ethnomusicology Labora-
tory of the French National Scientific Research Center (CNRS).” It was then defined as being “the 
total result of the simultaneous, deliberate presence of several autonomous musical entities, without 
any coordination in time” (Rappoport, 2013: 10).

Actually, however, the phenomenon of polymusic was observed by ethnomusicologists long 
ago. Rappoport in her study on Indonesian polymusic mentions in this context such authors as 
Elkin (1967), Schaeffner (1968), Lomax (1968), Basset (1995) and George (1996). The manifold 
polymusical practices of the East Slavs are well described in Russian-language ethnomusicologi-
cal literature by Rudneva (1975), Yefimenkova (1980), Tavlay (1986), Yengovatova (1997, 2008), 
Dorokhova & Pashina (2005), Berkovich (2012) and others; among these authors, the most influen-
tial theoretical ideas were proposed by Margarita Yengovatova, who coined the term specific forms 
of collective singing (особые формы совместного пения).

From the descriptions given by the ethnomusicologists from the different parts of the world it 
is obvious that the performance practices they speak about realize mainly the same principle. Still 
there are slight differences and accents in the definitions. Let us compare the definitions of polymu-
sic and specific forms of collective singing. The definition of polymusic was just cited (you can see 
it on the slide). The definition of ‘specific forms of collective singing’, according to Yengovatova, 
is “a simultaneous performance of two or more musical texts (in the semiotic sense), which results 
in the emergence of a new structurally more complex text, which is loaded with specific functions 
and semantics. Each of the subtexts, of which such a text is comprised, can exist in the [respective] 
tradition also as an independent entity. Their juxtaposition is created by the performers deliberate-
ly…” (Yengovatova, 2008: 63). 

From these definitions we can conclude that the main feature of the performance practices in 
question (hereafter I will name them all by the shorter term polymusic) is the simultaneous perfor-
mance of two or more autonomous musical entities. One of the keywords of both the definitions is 
deliberate, which points to the fact that in polymusic the juxtaposition of different musical units is 
not accidental, but is consciously planned by the performers in accordance with some traditional 
context. This feature distinguishes polymusic from soundscape – the concept proposed by R. Mur-
ray Schafer and designating the acoustic environment in which different sonic components, includ-
ing music, are brought together without any plan and meaning. A valuable part of Yengovatova’s 
definition is the idea that the connection of autonomous musical entities (‘texts’) may create a new 
meaningful entity (‘hypertext’) in relation to which these autonomous texts function as ‘subtexts’. 
The French definition emphases instead the lack of coordination in time, which does not directly 
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mentioned in the definition of Yengovatova. All the same, it seems to me that there are no principal 
contradictions between these two definitions, and they are mutually complementary.

Although the different aspects of polymusic have repeatedly been the subject of description, 
analysis and theoretical discussion, it seems that this phenomenon still offers considerable potential 
for ethnomusicological research. In this study, I shall discuss this phenomenon using the case of 
the kaasitamine, the Seto wedding songs from South-East Estonia. This research material provides 
a good opportunity to focus on the aspect of polymusic which has been not much investigated yet 
– the question of musical coordination in polymusical practices, since in the performances of the 
kaasitamine we can find several intermediate, partly coordinated forms.

Dana Rappoport, in the study mentioned above, characterizes the sound result of polymusical 
performance as a controlled disorder (Rappoport, 2013: 40). It seems that this expression describes 
very well not only the aural impression created by polymusic, but also the specific way in which 
the musicians construct the polymusical events. Since the musical practices which are ‘normal’ for 
the cultures where polymusic is found (it is certainly so for the Seto) imply the performance of one 
musical peace at a time in a rhythmically and pitch coordinated way, we can assume that from the 
emic viewpoint one of the goals of polymusic is a creation of musical disorder. Under musical dis-
order I mean here both structural and sonic disorder and deviation from the ordinary performance 
practice prevailing in the particular culture.

It seems that the deliberate musical disorder is always to some extent a controlled disorder, 
however, the degree and the forms of control may vary considerably. In polymusic the controlled 
disorder means that the musicians consciously or intuitively try to achieve some special quality in 
the whole sonic result (for example, make efforts to maintain disorder and to avoid order), or they 
may intentionally ‘dose the disorder’, mixing the polymusical and normally coordinated segments. 
Let us observe these strategies for creating and ‘dosing’ musical disorder with the example of the 
Seto kaasitamine using the archival and contemporary sound recordings.

First of all the song genre kaasitamine and the research material should be presented. Several 
researchers emphasise that polymusic is mostly connected to ritual context and fulfils the ritual 
magical functions. This is also the case with the Seto wedding songs known as kaasitamine (other 
terms for them are kaaśkõlõmine and kaaśkutmine). They are two-part songs with a certain tune 
type and the characteristic refrain kaśke, kańke performed by the female relatives of the groom, the 
kaasikud (all these terms are derived from the Estonian word kaasa – “together”). The kaasikud 
sang these songs on several occasions during the wedding; however, from the polymusic’s view-
point we are interested in that part of the wedding ritual when the groom was ceremonially escorted 
to the table at the bride’s home, and bride and groom sat together for the first time before going to 
church. At this very important moment the kaasitamine was performed in a special way – by two 
(or even more) groups of singers. The second group entered before the first one ended the strophe, 
after which they sang in a kind of free ‘canon’. The kaasitamine songs are fast and joyful in charac-
ter. According to Herbert Tampere, they speak about “joyful topics of the victorious groom’s clan” 
(Tampere, 1960: 199), and their verbal content is generally in praise of the groom.

Nowadays these songs are mostly performed out of the traditional ritual context, and, actually, 
we do not have any sound recordings made at weddings even from the 20th century. There are plenty 
of sound recordings of the kaasitamine performed by a single choir. The number of performances 
by two choirs is rather small – I have managed to find only 12 such recordings, which were made 
between 1921 and 2019 and are mostly preserved in the Estonian Folklore Archives.
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To introduce the tune type under consideration I will use as an example the ordinary perfor-
mance by a single choir (fig. 1, audio ex. 1). The music transcription provided on the slide is based 
on the performance recorded in 1936. The strophe consists of two parts – a lead singer’s part and a 
chorus part. The two-part chorus repeats the words and the tune sung by the lead singer. The tune 
form may be described in letters as ARA1R1, where A and A1 is the main line of the tune and R and 
R1 is the refrain kaśke, kańke. The main line normally consists of eight short syllable-notes – the 
eight notes in the notation. The refrain consists of four syllable-notes, the duration of which varies 
in the different performances. They may be quarter notes or eighth notes, but the most typical case 
is the in-between duration, which creates a specific, flexible rhythm. When the song is performed 
by two choirs, such temporal changes help to create the specific rhythmic disorder in addition to 
the general shift in time.

In this paper I will shortly present two analytical topics. Firstly, I will give overview of the 
different polymusical forms which occur in the kaasitamine performance. Secondly, I will analyse, 
how the singers maintain musical disorder and achieve a desirable sonic effect. The latter part of 
the research is based on the computer analysis of the contemporary multichannel recording and the 
interviews with the singers.

The comparison of the two-choirs performances reveals that among the Seto singers there are 
different ideas about how to perform the kaasitamine. This may be caused by the differences of the 
local traditions or by the change of the tradition in time. The most interesting finding of this analysis 
is the existing of different transitional forms between ‘pure’ polymusic and a coordinated perfor-
mance, in which the proportions between the coordinated and uncoordinated components differ.  
There are five schemes of the kaasitamine performance. The vertical lines designate the points of 
coordination. In the first scheme (fig. 2, audio ex. 2) there are no such lines, since the performance 
is fully uncoordinated – the caesuras and the borders of the formal units do not coincide. In this 
case the polymusical effect is maximal. In the second scheme (fig. 3), however, the first lead singer 
waits with the beginning of the next strophe until the second choir ends the previous one. This is 
the element of coordination. The polymusical element emerges here in the overlapping segments. 
In the third case (fig. 4), the second choir joins the first at the last refrain (it means that the second 
choir does not have their own lead singer). The first choir does not wait for the second choir, so 
the polymusical overlapping emerges. In the fourth scheme (fig. 5, audio ex. 3) we deal with the 
performance which is musically completely coordinated, but the choirs sing simultaneously the 
different texts. Such performance is rather polytextual than polymusical. The fifth variant (fig. 6) is 
also completely coordinated, however, it differs from the previous, since the first lead singer waits 
until the second choir ends the strophe.  

It is obvious that the elements of coordination of musical form, which we could see in the ka-
asitamine performance, means the decrease of the polymusical effect. However, even in the totally 
polymusical performance a special kind of coordination may also be present. I mean the cases, 
where the singers make conscious efforts to maintain musical disorder, i.e. the disorder is a spe-
cial desirable effect. This is the case with the performance of the choir Verska naase’ recorded in 
2019. The choir consisted of 11 singers divided in two groups of 5 and 6 people. This recording is 
a digital multichannel recording made specially for this research, which has allowed us to conduct 
a very detailed computer analysis of the polymusical multipart performance, which obviously have 
not been made before. I also had the opportunity to interview 12 singers who have experience of 
performing kaasitamine – 6 from the Verska naase´ choir and 6 from the Väike Hellero choir. The 
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singers of these two choirs belong to the younger and middle-aged generations, and some of them 
have received a musical education. Both choirs use as an example for their performance the record-
ing made in 1972, where the Seto prominent singer Ollõ Laanetu and her choir sang the kaasitamine 
in a completely uncoordinated way.

One of the most important results of the interviews was the fact that the polymusical per-
formance is understood by the contemporary singers as one complex musical entity, and there are 
certain aesthetic requirements relating to the whole sound outcome. Most of the singers mentioned 
that the ‘whole sound’ is very important, and that to some extent they listen to it and enjoy it while 
singing. Describing the ‘ideal sound outcome’ the singers often speak about the rhythmic relation 
between the groups. For example, one of the singers said: “The most difficult is to coordinate your 
singing with another choir, it means that the rhythms should be more or less interlocked, but not 
too regular” (Maarja Oras, Väike Hellero). The citation from the other interview: “I like more if 
singing is not exactly synchronic, but a bit fluctuating [loksuv], though not quite chaotic” (Meel 
Valk, Verska naase´).

To understand how the singers create this ‘fluctuating’ rhythm I have measured the length of 
the main lines and refrains in the whole performance and made a diagram where the relations of the 
formal structures can easily be observed (fig. 7). The main lines sung by the lead singers are shown 
by the white rectangles; the main lines sung by the chorus are shown by the light grey colour, and 
the dark grey rectangles designate the refrains. The most interesting circumstance that this diagram 
reveals is the change in the temporal relations between the two choirs during the performance. 
We can see that in the beginning the refrains of the two choirs coincided, and also coincided the 
main lines sung by the soloist of one choir and the chorus of the second. So the performance was 
close to formal synchrony, although the overlapped segments did not start and end precisely at the 
same time. However, from the eighth strophe onwards the formal relations began to change, so that 
gradually it became the case that the refrains were sung together with the main lines. The analysis 
also revealed how this change happened. I have found that in the second half of the performnace the 
second choir started to sing faster, shortening especially the chorus’s refrains.

It is possible that this happened accidentally, however, we may also assume that the rela-
tionships between the formal structures were changed intentionally, since, logically thinking, the 
greatest rhythmical disorder and possibly the effect of ‘fluctuating’ rhythm would emerge just in 
the case if the refrain in a faster tempo overlaps with the slower main line (audio ex. 4). In this case 
(1) two different musical phrases sound together; (2) the musical durations are not in a proportional 
relationship; and (3) the difference in length between the main line and refrain ensures that the for-
mal divisions do not coincide. Just such a relationship was achieved to the end of the performance.

Unfortunately, I did not have the opportunity to interview the lead singer of the second choir, 
who was the most responsible for the temporal interaction between the choirs, therefore, I can only 
suppose what her intentions were and how she achieved her goals. On the other hand, it is quite 
possible that the processes of interaction proceeded partly (or even mostly) at the intuitive level and 
that the singers themselves could discover something new about their singing from the results of 
the ethnomusicological analysis.

As a conclusion, it can be said that from the viewpoint of musical coordination polymusic is 
a quite complex and ambiguous phenomenon. There are many intermediate stages between a com-
plete lack of coordination and a fully coordinated performance. Furthermore, in polymusic the lack 
of coordination is actually a specific kind of coordination, which may require considerable effort 



261

and great attention on the part of the performers. The avoidance of coordination may be interpreted 
as a ‘minus-device’ (the term coined by Yuri Lotman) completing manifold ritual functions and 
creating specific psychological effects on musicians and listeners.

Audio examples

1. The lead singer  Anne Vabarna (b. 1877),  Tonja village. Recorded by Herbert Tampere and August 
Pulst (Riigi Ringhääling),  1936.  ERA, Pl. 25A1

2. The lead singer Ollõ Laanetu (b. 1909), Suure-Rõsna village, Recorded by Herbert Tampere, 5.08.1972. 
KM ERA, Mgn II, 2239 b. 

3. Värska – performer the choir Leiko. The lead singer   Maria Rõžikova (b. 1935). The multitrack re-
cording session, No 5. Recorded by Andreas Kalkun, Janika Oras, Žanna Pärtlas, Jaan Tamm, 2006

4.  Värska  - performer the choir Verska naase’. The lead singers  Meelike Kruusamäe (b. 1984) and 
Merike Tein (b. 1971). The multitrack recording session, No 6. Recorded by Janika Oras, Žanna Pärt-
las, 2019

References

Basset, Catherine 1995. Musiques de Bali à Java: l’ordre et la fête. Paris: Actes Sud.

Berkovich 2012 = Беркович, Татьяна. «Борона» в обрядово-игровой календарно-песенной тради-
ции Белорусского Поозерья. – Северобелорусский сборник: Обряды, песни, наигрыши, плачи, 
ворожба. Вып. 1. Ред.-сост. А. В. Ромодин. Санкт-Петербург: Российский Институт Истории 
Искусств, 41–50.

Dorokhova & Pashina 2005 = Дорохова, Екатерина Анатольевна, Ольга Алексеевна Пашина. Гла-
ва 5. Основы музыкального мышления в традиционной культуре. – Народное музыкальное 
творчество. Отв. ред. Ольга Алексеевна Пашина. Санкт-Петербург: Композитор.

Elkin, Adolphus P. 1967 [1938]. Les aborigènes australiens. Paris: Gallimard.

George, Kenneth M. 1996. Showing Signs of Violence: The Cultural Politics of a Twentiethcentury Head-
hunting Ritual. Berkeley: University of California Press.

Lomax, Alan 1968. Folk Song Style and Culture. Washington: American Association for the Advance-
ment of Science.

Rappoport, Dana 2013. Space and Time in Indonesian Polymusic. Archipel 86, 9–42.



262

Rudneva 1975 = Руднева, Анна Васильевна. Курские танки и карагоды. Москва: Советский ком-
позитор.

Schaeffner, André 1968 [1936]. Origine des instruments de musique. Paris: Payot.

Tampere, Herbert 1960. Eesti rahvalaule viisidega II. Tallinn: Eesti Riiklik Kirjastus.

Tavlay 1986 = Тавлай, Галина Валентиновна. Белорусское купалье: Обряд, песня. Минск: Наука и 
техника.

Yefimenkova 1980 = Ефименкова, Борислава Борисовна. Северно-русская причеть. Москва: 
Советский композитор.

Yengovatova 1997 = Енговатова, Маргарита Анатольевна. Особые формы совместного пения в 
русской народной культуре. – Живая старина, № 2 (14), 50–54.

Yengovatova 2008 = Енговатова, Маргарита Анатольевна. Особые формы совместного пения 
в русской народной культуре. – Мир традиционной музыкальной культуры, Вып.174. Москва: 
Российская академия музыки им. Гнесиных, 63–77.

 
 



263

suraTi 1. anne vabarnisa (d. 1877) da misi gundis mier 1936 wels Sesrulebuli 
Kaasitamine-s melostrofis struqtura A R A1 R1. 
Figure 1. The kaasitamine performed by Anne Vabarna (b. 1877) and her choir in 1936. The me-
lostrophe structure A R A1 R1.

suraTi 2. ori gundis urTierToba 1972 wels sofel suure-rosnaSi Caweril Kaa-
sitamine-Si. pirveli wamyvani momRerali olo laanetu (d. 1909).
Figure 2. The interrelation between the two choirs in the kaasitamine recorded in 1972 in Suure-Rõs-
na village. The first lead singer is Ollõ Laanetu (b. 1909).

suraTi 3. ori gundis urTierToba 1976 wels sofel koselkaSi Caweril Kaasita-
mine-Si. pirveli wamyvani momRerali maria pahnapuu (d. 1914).
Figure 3. The interrelation between the two choirs in the kaasitamine recorded in 1976 in Kosseka 
village. The first lead singer is Maria Pähnapuu (b. 1914).
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suraTi 4. ori gundis urTierToba 1972 wels sofel mikitamaeSi Caweril Kaasita-
mine-Si. pirveli wamyvani momRerali maria pahnapuu (d. 1914).
Figure 4. The interrelation between the two choirs in the kaasitamine recorded in 1972 in Mikita-
mäe village. The lead singer is Olga Ohtla (b. 1904).

suraTi 5. ori gundis urTierToba 2006 wels sofel varskaSi Caweril Kaasita-
mine-Si. Aasr. gundi Leiko. wamyvani momRerali maria roJikova (d. 1935).
Figure 5. The interrelation between the two choirs in the kaasitamine recorded in 2006 in Värska. 
The Leiko choir; the lead singer is Maria Rõžikova (b. 1935).

suraTi 6. ori gundis urTierToba 1987 wels sofel haitiSi (krasnoiarskis mx-
are, partizanebis regioni, ruseTi) Caweril Kaasitamine-Si. asr. gundi Leiko. Ppir-
veli wamyvani momRerali natalia bogdanova (d. 1906).
Figure 6. The interrelation between the two choirs in the kaasitamine recorded in 1987 in Hait 
village (Krasnoyarsk Krai, Partisansky district, Russia). The first lead singer is Natalja Bogdanova 
(b. 1906).
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suraTi 7. ori gundis urTierToba 2019 wels sofel varskaSi Caweril Kaasita-
mine-Si. asr. gundi Verska Naase. pirveli wamyvani momRerali meelike kruusamae (d. 
1984), meore wamyvani momRerali merike teini (d. 1971). 
Figure 7. The interrelation between the two choirs in the kaasitamine recorded in 2019 in Värska. 
The Verska Naase´ choir. The first lead singer is Meelike Kruusamäe (b. 1984), the second lead 
singer is Merike Tein (b. 1971).
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braian feirli
(aSS)

`ar aris dogma, magram aris CarCo~: 
modelebiT improvizacia gurul trio simReraSi 

simpoziumis 18 wliani istoriis ganmavlobaSi iyo ramdenime mcdeloba, war-
moedginaT qarTuli tradiciuli musika sxvadasxva diagramiTa Tu sqematuri 
gamosaxulebiT, romlebic mowodebuli iyo ZiriTad sistemaTa funqcionirebis 
vizualuri demonstrirebisaTvis. maT Soris iyo aratemperirebuli wyobis inter-
valebis cxrilebi (Gelzer, 2003; Erkvanidze. 2003), sixSireTa ganawilebis grafikebi 
(Mzhavanadze, 2018) da ̀ akordebis sintaqsis~ vizualuri reprezentacia, SemoTava-
zebuli simha aromisa da polo valehos mier (Arom and Vallejo, 2010). doqtori 
aromi (Arom, 2017) bolodroindel eseSi afarToebs am kvlevas, qarTul sagalo-
bels Sua saukuneebis dasavleT evropul polifonias adarebs  da amtkicebs, rom 
Semsruleblebs  TavSi aqvT akordTa sintaqsis wesebi, kerZod, maTi marSruti 
kadansisken, romliTac moZraoben yovel konkretul sagalobelSi. amave konte-
qstSi, is, rasac me warmovadgen, aris Sesrulebis procesis sqematuri reprez-
entacia, rogorc Sinagani, anu SemecnebiTi, ise – garegani, anu SefardebiTi. 
erTi guruli trios modelebis analiziT, yuradRebas vamaxvileb qarTuli xalx-
uri musikis gamokvlevebSi arasakmarisad ganxilul sakiTxze – improvizaciaze. 
amiT, vcdilob, Semovitano aromisa da sxvaTa sqemebis alternativa an damateba, 
romelic naklebad iqneba damokidebuli akordebisa da intervalebis evropul 
kategoriebze da metad daefuZneba eTnografiul dakvirvebebsa da individual-
ur gamocdilebas. 

unda iTqvas, rom gurul trios yvelaze naklebad sWirdeba am auditoriis 
winaSe wardgena, vidre, albaT, nebismier sxva rames msoflioSi. trio simRerebis 
repertuari, farTod cnobili Tavisi sirTuliTa da sami xmis damoukidebeli 
ganviTarebiT, aseve, cnobilia TiToeuli simReris variantebis siuxviTac. bolo 
wlebSi, tradiciuli trios yvelaze cnobili Semsruleblebi iyvnen biZaSvilebi 
sofel makvaneTidan – guri sixaruliZe, romelic 2019 wels gardaicvala da 
tristan sixaruliZe.  Cemi dRevandeli gamokvlevis safuZvelia ramdenime kerZo 
gakveTili tristanTan, dawyebuli 2012 wlidan da gurisa da tristanis Canawer-
ebis krebulebi, Sesrulebuli sxvadasxva partniorTan erTad (ix. diskografia). 
drois ekonomiis gamo, dRes Cemi msjeloba am farTo repertuaridan erT simRe-
ras – `me rusTveli~ – mieZRvneba.

simReris teqsti, rogorc cnobilia, aRebulia SoTa rusTavelis poemidan 
`vefxistyaosani~. Tumca, es gamonaTqvami pirobiTia, radgan simReris sityvebis 
naxevarze naklebs Tu moepoveba leqsikonuri ganmarteba.  maTi umravlesoba 
sxvadasxva konfiguraciis, Sinaarss moklebuli glosolaliebia. es sityvebi, Rr-
mad Seswavlili loren ninoSvilis mier (Ninoshvili, 2010), qarTveli mecnierebis 
mier xSirad samRerisebad moixsenieba (Erkomaishvili, 2005: 25) da mec ase movixse-
nieb. `me rusTveli~ strofuli aRnagobisaa, yoveli kupleti Seicavs rusTave-
lis poemis erT frazas, romelic orive mxridan samRerisebiTaa SemosazRvruli 
(sur. 1, A da B). yoveli kupletis SuaSi da boloSi mocemulia kadansi unisonSi. 
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miuxedavad imisa, rom es simRera SedarebiT moklea da swraf tempSiO sruldeba, 
gamocdil Semsrulebels aqvs varirebis didi asparezi, rac `me rusTvels~ yvela 
guruli momRerlis sayvarel simRerad aqcevs.

axla, neba momeciT, detalurad SevCerde yoveli kupletis im nawilze, ro-
melic win uswrebs rusTavelis teqstis reCitacias da romelsac me vuwode sam-
Rerisi A. Cems transkripciaSi is Seesabameba rva taqts 2/4 metrSi. ai, rogor 
maswavla tristanma am monakveTis pirveli xmis partia (mag. 1).   am variantis 
swavlisa da tristanis sxvadasxva Canaweris mosmenis Semdeg nel-nela davrw-
mundi, rom am rva taqts aqvs garkveuli forma, romelic dasturdeba `me rusT-
velis~ yvela CanawerSi, dawyebuli 1907 wlidan dRemde. kerZod, es rva taq-
ti SeiZleba ase daiyos: 2+3+1+2. am msjelobisTvis me maT saxelebi Sevarqvi: 
damwyebi (intro), mimdinare (Floating), daRmavali (Descending) da damabolovebeli 
(Cadence). aRmoCnda, rom yoveli axali Sesrulebis dros tristani gansxvavebul 
masalas iyenebs, Tumca saerTo forma ucvlelia (mag. 2). amitom es rva taqti 
SeiZleba ganvixiloT, rogorc formulaTa seria – termini, romelzec qvemoT 
dawvrilebiT visaubreb – romelTa sigrZe SeiZleba varirebdes. es seria wamiT 
rom SevamWidrovoT, miviRebT yvela SesaZlo formulis erTgvar ̀ sacavs~, an, jef 
presingis sityvebiT rom vTqvaT, ̀ codnis bazas~. yvela momRerals aqvs wvdoma am 
`sacavTan~. masSi `kodirebulia istoria Semsruleblis kompoziciuri arCevanisa 
da midrekilebebisa, romlebic mis individualur stils gansazRvraven~ (Pressing, 
1998: 54). magaliT 3-Si davajgufe simReris aRniSnuli monakveTis pirveli xmis 
yvela formula, rac ki Semxvda tristanis an guris CanawerebSi. Sevadgine, aseve, 
diagramac, rogorc erTgvari blok-sqema, romelSic yoveli elementi, bolos 
garda, SeiZleba Sesruldes ramdenime gansxvavebuli xerxiT, amasTan, yoveli 
varianti, Tavis mxriv, SesaZleblobebis axal nakrebs iZleva (Stock, 1996: 110-111). 
darwmunebuli var, Semdgomi analizis safuZvelze, amgvari `sacavebis~ Seqmna 
SesaZlebelia meore xmisa da banisTvisac, aramarto aRniSnuli monakveTis, ar-
amed mTeli simRerisTvis.

magram, rogor unda mivideT formulebis koleqciidan unikalur, Sewyo-
bil musikalur SesrulebasTan? am naxtomis Sesasruleblad me mivmarTav meoce 
saukunis literaturis Teoriis erT-erT mTavar aRmoCenas – epikuri poeziis 
zepir gadacemas. mkvlevrebi, romlebic musikalur improvizaciaze muSaoben, xSi-
rad iyeneben termins `formula~, maT Soris, qloe zade indur thumrī-Tan (Zadeh, 
2012), gregori smiti pianist bil evansTan (Smith, 1983) da leo treitleri grig-
oriseul qoralTan (Treitler, 1974) dakavSirebiT. imis miuxedavad, rom sxvadasxva 
Teoriul safuZvels emyareba, Cems naSroms milman parisa da albert lordis 
(Lord, 2000) zepiri modelebis Teoria aerTianebs. me, garkveuli SeuTavsebeli 
sferoebis arsebobis miuxedavad, viyeneb am resurss, radgan mimaCnia, rom is 
sruliad esadageba guriis SemTxvevas. 

zepiri modelebis Teoria mkiTxvelTa farTo wrisaTvis yvelaze srulyo-
filad gadmocemulia albert lordis wignSi `zRaprebis momRerali~ (pirvelad 
gamoqveynda 1960 wels). masSi lordi, esesxeba Tavis gardacvlil pedagogs, mil-
man paris da aviTarebs Teorias homerosis ZvelberZnuli poemebisa da epikuri 
momRerlebis samxreTslavuri tradiciis SesaZlo kavSirebis Sesaxeb. am ukanask-
nelis nimuSebi maT iugoslaviaSi Caiweres 1930 wels. gamartivebuli formiT 
idea imaSi mdgomareobs, rom epikosi bardebi eyrdnobodnen formulebis sacavs, 
iyenebdnen an sityvasaviT mokle, an leqsis frazasaviT vrcel formulebs, ro-
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gorc xaraCoebs, simReris Sesaqmnelad realur droSi.  ai, rogor aRwers lordi 
epikuri momRerlis gonebriv momzadebas:

simReramdel periodSic ki ritmi da azri erTia da momReralSi aSkarad ara, 
magram mainc, yalibdeba formulis koncefcia. is acnobierebs Tanmimdevrul 
dartymebs da ganmeorebiTi azrebis sxvadasxva xangrZlivobas, romelTac Sei-
Zleba ewodos misi formulebi. metris, sityvebis, melodiis ZiriTadi Targebi 
mis sakuTrebad iqceva da tradicia iwyebs reproducirebas (Lord, 2000: 32).

marTalia, lordi gvafrTxilebs, rom ar gavuTanabroT zepiri kompozicia 
`improvizacias farTo gagebiT~ (5), musikologebma didi xania aRiares paralele-
bi lordis aRweril processa da musikos-improvizatorebis mier Janrisa da sti-
lis codnis SeZenisa da realizaciis xerxebs Soris (ix. Berliner, 1994 – jazis 
musikosebis uSualo monaTxrobebidan).  

zemoT aRwerili A samRerisis saqcevebi trios momRerlisTvis igivea, rac 
homerosisa Tu samxreTslavuri eposis metruli terfebi, rogorc Tavisufa-
li are, romlis Sesavsebad ostati irCevs Sesabamis SigTavss SesaZleblobaTa 
farTo diapazonidan. swored amas gulisxmobs anzor erqomaiSvili misi babuis, 
artem eqomaiSvilis repertuaris sanoto krebulis SesavalSi: `gamocdil mom-
Rerals SeeZlo, winaswar ganeWvrita yoveli frazis, nawilisa Tu mTeli simRe-
ris, damabolovebeli toni, romelamdec yvela momRerali Taviseburad midioda~ 
(Erkomaishvili, 2005: 28). Tumca, gansxvavebiT eposis erTgvarovani metrisa, guru-
li repertuaris sxvadasxva simRera gansxvavebuli sigrZis frazebisgan Sedgeba, 
romlebic, Cveulebriv, unisonuri an kvinturi kadansiT bolovdeba. es qmnis 
STabeWdilebas, rom yovel simReras gaaCnia makro-struqtura an CarCo, rasac 
qvemoT kidev davubrundebi.

 zepiri formulis kidev erTi mniSvnelovani Tavisebureba misi `Tema~ anu 
misi Semadgeneli sityvebis semantikaa. es erT-erTi problemaa musikaSi zepi-
ri formulis gamoyenebisas: instrumentul motivebs an araleqsikur vokali-
zaciebs, iseve, rogorc gurul samRerisebs, ar gaaCniaT referencialuri mniS-
vneloba, romelzec SeiZleba isaubro. miuxedavad amisa, `me rusTvelSi~ Cem mier 
aRmoCenili samRerisis formulebi ar aRZraven mxolod ritmul interess da 
ar qmnian mxolod keTilxmovan konsonirebul JReradobas.   maTi umravlesoba 
simReris kilour bgeraTrigSi garkveuli tonis simaRlesTanaa dakavSirebuli. 
magaliTad, marcvlebi `di-la-vo~ unikalurebia aramxolod brunvadi figuriT 
pirvel xmaSi, aramed imiTac, rom dakavSirebulia bgeraTrigis garkveul safex-
urebTan, rogorc erTgvari mnemonika an solfejireba. `di-la-vo~ Cems stan-
dartizebul transpoziciaSi mxolod zeda F-dan an, mokle momentebSi G-dan 
SeiZleba daiwyos, rac yvelaze maRal bgerad iTvleba gurul simReraSi (Tu ar 
CavTvliT krimanWulsa da gamyivans). analogiuria meore xmisTvis tipuri, safex-
ureobrivad aRmavali figura `a-ba-de-lo~, romelic SeiZleba daiwyos mxolod 
A-dan an qveda G-dan, rogorc Sua diapazonis nawili, dakavebuli meore xmis mier 
(mag. 3).  ramdenadac samRerisebi axdenen tonis simaRlisa da melodiuri mimdev-
robis kodirebas, isini, saboloo jamSi, aZliereben sivrcul damokidebulebas 
xmebs Soris da uzrunvelyofen dasaSveb harmoniul intervalebs. marTalia, es 
ar aris semantikuri an TxrobiTi Tema, ganxiluli parisa da lordis mier, es 
damokidebulebebi, faqtobrivad trio simReris gzavnilia, romelic Taobidan 
Taobas zepirad da praqtikulad gadaecema. 

guruli kontrapunqtis am TvalsazrisiT ganxilvas SeuZlia SemogvTavazos 
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alternativac musikaluri analizis qarTul musikologiaSi gabatonebuli 
mimarTulebisa, romelic, rogorc wesi, fokusirebulia akordebis struqturasa 
da intervalur damokidebulebebze. amis bolodroindel magaliTad SeiZleba 
moviyvanoT ioseb Jordanias mier dasavleT saqarTvelos polifoniis Sefase-
ba, rogorc melodiuri anu horizontaluri koordinaciisa (romelSic yovel 
xmas SeuZlia Seicvalos tonis simaRle terciiT an kvintiT) da harmoniuli 
anu vertikaluri koordinaciis (romelSic xmebi urTierToben disonirebuli 
intervalebiT – sekundebiT, kvartebiTa da septimebiT) urTierTqmedeba (Jor-
dania, 2006:86). marTalia es musikaluri movlenis gamWriaxi da generatiuli dax-
asiaTebaa, is SesaZlebelia, Zalian abstraqtuli iyos axsnis TvalsazrisiT: es 
stilurad daSvebuli intervalebi da maTi Semajamebeli akorduli harmoniebi, 
vityodi, ar aris intervalebisa da akordTa sintaqsisis Tandayolili an gawvrT-
nili aRqmis Sedegi, aramed ganpirobebulia verbalur-melodiuri formulebiT, 
romlebic sazRvraven yovel xmas garkveuli melodiuri xaziT da uzrunvely-
ofen maT swor dayofas. sainteresoa, iyo Tu ara es formulebi istoriulad 
SemuSavebuli, dasaSvebi da akrZaluli intervalebis ukve arsebuli konteqstis 
CarCoebSi? Tu aseTma intervalebma valentoba am formulebis damoukidebeli 
damuSavebis Sedegad miiRes? es sakiTxi qaTmisa da kvercxis problemas hgavs, 
romlis sabolood gadawyveta Zalian rTulia. YTumca, Tu polifoniis Teorias 
mivmarTavT calkeuli musikosebis praqtikaze da ara Soridan danaxul akordeb-
sa da harmoniebze (unda iTqvas, rom es Tvalsazrisi mWidrodaa dakavSirebuli 
dasavleTevropuli klasikuri musikis kolonialur da imperiul epistemolo-
gebTan), imedi maqvs, gavamdidrebT eTnomusikologTa, polifoniuri musikis mkv-
levarTa da sxvaTaTvis xelmisawvdom resursebs. 

es eTnografiuli orientacia mibiZgebs, gamoviyeno kidev erTi analiti-
kuri termini, romelic tristan sixaruliZem Semoitana Cvens interviuSi.  im-
provizaciis Sesaxeb kiTxvaze pasuxad, man miTxra, rom gurul simReraSi `Tqven 
SegiZliaT gaakeToT yvelaferi, rac mogesurvebaT, oRond ar unda gamoxvideT 
CarCoebidan (piradi mimowera, 6 agvisto, 2016). mere ki miTxra: `dogma ar aris, 
magram aris CarCo~ (25 ivlisi, 2016). CarCo ar aris farTod gamoyenebuli termini 
momRerlebsa da mecnierebs Soris, Tumca, is aSkarad mniSvnelovania tristanisT-
vis, romelmac didi dro gaatara imaze fiqrSi, Tu rogor eswavlebina guruli 
simRerebi Tanamemamule qarTvelebisTvis Tu aTobiT ucxoeli studentisTvis.  
`CarCodan gamosvla – agrZelebda tristani – niSnavs mis darRvevas an daSlas. 
maSin ra CarCoa es? es SeiZleba Seesabamebodes imas, rasac improvizaciis Teo-
retikosebma `modeli~ (Nettl, 1974) an `referenti~ (Pressing, 1998) uwodes. kerZod 
ki, yovlismomcvel struqturas, romelic SeiZleba Seivsos masaliT `codnis 
bazidan~ an formulaTa `sacavidan~ konkretuli nimuSis Sesrulebis momentSi. 
Tumca, Secdoma iqneboda, Cven mier am CarCos aRqmis SezRudva mkacri ̀ musikalu-
ri~ elementebiT, rogoricaa: bgeris simaRle, ritmi an akordTa struqtura. 
ufro metic, guruli simReris struqtura moicavs aramarto teqstsa da tipur 
formulebs, aramed individualur momReralTa urTierTobasac da sami gansx-
vavebuli xmis molodinsac.

naSromis bolos, kidev erTxel davakvirdeT am CarCos moqmedebaSi, risTvi-
sac yuradRebiT movisminoT samRerisi A `me rusTvelis~ nawyvetidan. Cems tran-
skripciaSi (sur. 1) pirveli xmis daRmavali fraza yovelTvis aRwevs qveda dabal 
E-s, Semdeg ki qvemodan uaxlovdeba kadansur G-s.  Cem mier mosmenili Canawerebis 
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udides umravlesobaSi es daRmavali fraza pirvel xmas meoris dabla aqcevs 
(teqnika, romelsac gadajvaredinebas uwodeben). amgvarad, meore xma uaxlovdeba 
kadanss erTi toniT maRla. esaa noti A. Tumca, 2013 wlis CanawerSi es kadansi 
ramdenadme gansxvavebulia. tristani aq pirvel xmas, anu damwyebs mReris. meore 
xmas. anu moZaxils aw gardacvlili polikarpe xubulava asrulebs, gamoCenili 
momRerali samegrelodan. romelic am dros 90 wlisaa da romelsac erT-erT 
wina simpoziumze prezentacia mieZRvna (Kalandadze-Makharadze, 2015).  man bevri 
guruli simRera icoda, `me rusTveli~ ki gansakuTrebiT uyvarda, Tumca misi 
flobis doniT tristans ver Seedreboda. am CanawerSi tristans da polikarp-
es wamebSi uwevT miiRon gadawyvetileba imis uzrunvelyofad, rom simRera ar  
`dairRves~.  

meore kupletSi, roca tristani asrulebs tipur daRmaval frazas, po-
likarpe, nacvlad meore xmis tipuri moZraobisa, romelmac maRali notebis meS-
veobiT pirvel xmas qvemoT moZraobis saSualeba unda misces, Camodis C-dan da 
bolo unisonSi uerTdeba tristans. rogorc Cans, is pirveli xmis formulas 
meore xmis partiaSi svams. SesaZloa, acnobierebs, rom raRac ise ar midis da 
polikarpe xteba zemoT A-ze, rom kadanss zemodan miaRwios (mag. 4a). 

Semdeg or kupletSi polikarpec da tristanic, kadansTan miaxloebis kval-
dakval, isev Tavs arideben mosalodnel Sablons. Tavidan polikarpe asrulebs 
daRmaval frazas, romliTac tristans ar `uSvebs~ qveviT. tristani pasuxobs 
mxolod G-ze CasvliT, Semdeg ki midis kadansisken bgera A-ze, romelic, wesiT. 
meore xmis mier imRereba. polikarpe swrafad reagirebs bolo Tvlaze kadan-
sis win, uars ambobs A bgeraze, rom mouaxlovdes kadanss qvemodan (mag. 4b). 
sabolood, meoTxe kupletSi tristanic da polikarpec kvlav Cadian unison-
Si, amjerad G-ze. boloswina taqtSi tristani Tavdajerebulad Cadis kadansis 
qveda mezoblamde, maSin, roca polikarpe bolo momentSi akeTebs naxtoms zeda 
mezobelze da kidev erTxel uzrunvelyofs swor kadanss (mag. 4c). arc erTi es 
svla araa standartuli formula. es yvelaferi namdvili improvizaciaa, rac 
adasturebs orive momRerlis mocemul momentTan adaptirebis unars. am `mo-
laparakebebSi~ isini aZliereben garkveul esTetikur prioritetebs, romlebic 
CarCos Semadgenel elementebs qmnian. kadansis forma, roca erTi xma zemodan 
uaxlovdeba, danarCeni ori ki – qvemodan, aSkarad mTavaria am prioritetebs 
Soris, maSin, roca sxva Taviseburebebi, rogoricaa, magaliTad, xmebis gadaj-
varedineba, sasurvelia, magram ara – aucilebeli. polikarpe, rogorc Cans, 
aRiarebs damwyebis SedarebiT maRal statuss da aZlevs  tristans saSualebas, 
airCios noti kadansis win, Semdeg ki moaxdinos sakuTaris masTan Sesabamisi ko-
reqtireba. is, rasac albert lordma `adaptaciis xelovneba~ uwoda, yvelaze 
cxadi swored im momentebSi xdeba, roca Janruli SezRudvebi gadailaxeba indi-
vidualuri musikosebis arCevaniT.

adgilis ekonomiis gaTvaliswinebiT, gamovtove bevri ram, rac damexmare-
boda guruli trios performansis metad dazustebaSi. kerZod, improvizaciis 
statusis Secvlam sabWoTa periodSi Zlieri zegavlena moaxdina qarTul xalx-
ur musikaze. kerZod, ideologiam, romelic `masobriv simReras~ aZlevda upi-
ratesobas. – imoqmeda triozec, romelic individualur SemsrulebelTa niWs 
aviTarebda (Smith, 2002; Nercessian, 2004). 

nayofieri kvlevis kidev erTi sferoa mexsierebis rolis Seswavla poli-
foniis Sesrulebasa da ganviTarebaSi Sua saukuneebis evropul eklesiaSi (Berger, 
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2002). qarTuli musikis Sua saukuneebis evropasTan istoriuli an evuluciuri 
TvalsazrisiT dakavSirebis mcdelobebi udevs safuZvlad spekulaciur Teoriebs 
(Schneider, 1940; Nadel, 1933), romlebic agrZeleben gavlenas qarTul musikalur 
mecnierebaze, Tumca, gvTavazoben odnav mets, vidre moZvelebuli  ambavi musikis 
istoriaze, romelic evropul polifoniasa da harmonias evoluciuri kibis uma-
Rles safexurze ayenebs. marTalia, Sua saukuneebis musikalur mecnierebas Seu-
Zlia, dagvexmaros, naTeli movfinoT polifoniasa da improvizacias Soris kav-
Sirs; zepiri da literaturuli gadacemis Tanaarsebobas; magram Cven yovelTvis 
unda veridoT cocxali Semsruleblebis, rogorc adreuli an, naklebadganvi-
Tarebuli azrovnebis mqone individebad warmodgenas. es aris problemis nawili 
da misi kvleva, romelSic profesionali qarTveli momRerlebis gamocdileba ga-
moyenebulia Sua saukuneebis musikalur praqtikaze msjelobisaTvis (mag., Arom, 
2017) – problema, romelic, vityodi, ar Semoifargleba saqarTveloTi. maSin, 
roca Cem mier warmodgenili naSromSi vcdilob gurul improvizaciaSi arsebuli 
da SeumCneveli fsiqikuri procesebis sqematur vizualizebas, Segnebulad vuvli 
gverds harmoniuli struqturebisa da ZiriTadi akordebis mravalferovnebis 
analizs. mimaCnia, rom aseTi aSkarad safexurebrivi midgoma formulebTan – 
roca erTdroulad acnobiereb sxva SezRudvebs, romelTac moiTxovs sakadanso 
molodinebi da pirovnuli urTierTobebi – bevrs mogvcems mravalxmiani im-
provizaciis Seswavlis kuTxiT. 
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BRIAN FAIRLEY
(USA) 

“THERE IS NO DOGMA, BUT THERE IS A FRAME”: 
FORMULAIC IMPROVISATION IN THE GURIAN TRIO SONG

In its first eighteen years, this symposium has seen a number of attempts to represent Geor-
gian traditional music through different diagrams, charts, and other schematic figures, all of which 
intend to visually demonstrate the operation of underlying systems. Among these are charts of 
non-tempered scale intervals (Gelzer, 2003; Erkvanidze, 2003), graphs of frequency distributions 
(Mzhavanadze, 2018), and the visual representations of a “chord syntax” proposed by Simha Arom 
and Polo Vallejo (Arom and Vallejo, 2010). In a recent essay, Dr. Arom (Arom, 2017) extends this 
research to make a comparison between Georgian chant and West European polyphony of the Mid-
dle Ages, along the way arguing that performers hold aspects of this chord syntax in their heads – an 
itinerary of cadences of greater or lesser weight through which they navigate for each particular 
chant. In a similar vein, what I present today is a schematic representation of a performance pro-
cess that is both internal – that is, cognitive – and external – that is, relational. Through formulaic 
analysis of a single Gurian trio song, I focus on a subject thus far under-represented in studies of 
Georgian folk music, namely improvisation. In so doing, I also suggest an alternative or supplement 
to schemas like Arom’s and others, one less reliant upon given categories of chords and intervals 
and more grounded in ethnographic observation and individual experience.

The Gurian trio song, it must be said, requires less introduction for this audience than perhaps 
any other in the world. Long renowned for the intricacy and independence of its three vocal parts, 
the trio song repertoire is also known for the wide range of variants that exist for each song. In 
recent years, perhaps the most celebrated traditional trio singers were two cousins from Makvaneti, 
Guri Sikharulidze, who passed away in 2019, and Tristan Sikharulidze. My research today is based 
on a number of private lessons with Tristan, beginning in 2012, and a corpus of recent recordings 
by both Tristan and Guri with various trio partners (see Discography). In the interest of time, my 
discussion today will focus on a single song in this large repertoire, “Me Rustveli.”

The song’s text, as will be familiar to many, comes from the Georgian national epic, “The 
Knight in the Panther’s Skin,” by Shota Rustaveli. But even this basic description is lacking, since 
less than half of the song as performed features words with dictionary definitions. The majority of 
the song is made up of vocables, so-called “nonsense” syllables in different configurations. These 
vocables, which have been studied in depth by Lauren Ninoshvili (Ninoshvili, 2010), are some-
times referred to as samgherisi by Georgian scholars (Erkomaishvili, 2005: 25), and I will use that 
term to delineate the passages not containing lexically meaningful words. “Me Rustveli” is stroph-
ic, each verse containing a core of one line of Rustaveli’s poem, surrounded on either side by two 
passages of samgherisi (A and B in fig. 1). Cadences on a unison pitch occur in the middle and at 
the end of each verse. Though comparatively short and performed at a brisk tempo, this song allows 
an experienced singer a great deal of room for variation, making it a beloved item in any Gurian 
singer’s repertoire.

Allow me now to focus even closer, on the part of each verse that precedes the recitation of 
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Rustaveli’s poetry, which I have referred to here as Samgherisi A. In my transcription into staff 
notation, this corresponds to eight measures in 2/4 meter. Here is how Tristan taught me the first-
voice part for this passage (ex. 1). After learning this version and listening to Tristan’s different 
recordings, I began to recognize that these eight measures had a certain shape to them that was 
consistent across nearly every recording of “Me Rustveli” that I could find, from 1907 to today. 
Specifically, it seemed that these eight measures could be subdivided into four smaller sections, 
with lengths of two, three, one, and two measures each. For the sake of this discussion, I have 
given them the nicknames Intro, Floating, Descending, and Cadence. By comparing Tristan’s 
other performances, we see how he seems to plug in different material while still maintaining this 
general shape (ex. 2). We might think of these eight measures, then, as a series of formulas – a term 
I will elaborate below – which can range in length from a half-measure to several strung together. 
Zooming out for a moment, one may begin to imagine a collection of all possible formulas in the 
form of a “storehouse” or, in Jeff Pressing’s term, a “knowledge base.” Each singer would thus have 
access to a different, though related storehouse, which “encodes the history of compositional choic-
es and predilections defining an individual’s personal style” (Pressing, 1998: 54) In figure 2, for 
example, I have grouped all of the first-voice formulas for this passage of “Me Rustveli” that appear 
in recordings featuring either Tristan or Guri Sikharulidze as first voice. I have also structured the 
diagram as a kind of flow-chart or decision tree, in which each measure – apart from the last – can 
be realized a number of different ways, each option in turn determining a new set of possibilities 
(cf. Stock, 1996: 110-111). With further analysis, such storehouses, I believe, could be constructed 
for the second-voice and bani parts as well, not only for this passage of this one song, but indeed 
for the genre as a whole. 

But how do we move from a collection of formulas to a unique, coherent musical perfor-
mance? To help make this leap, I turn now to one of the major discoveries of twentieth-century 
literary theory, the oral transmission of epic poetry. Scholars working on musical improvisation 
have often had recourse to the term “formula,” including Chloe Zadeh (Zadeh, 2012) on Hindustani 
thumrī, Gregory Smith (Smith, 1983) on the pianist Bill Evans, and, one of the earliest, Leo Treitler 
(Treitler, 1974) on Gregorian chant. Though drawing on different theoretical bases, there is a com-
mon citation in all of this work: the oral formulaic theory of Milman Parry and Albert Lord. I, too, 
will draw upon this resource, and though there are areas of incompatibility, the overall fit with the 
Gurian case, I believe, is compelling. 

The fullest statement of oral formulaic theory for a general readership comes from Albert 
Lord’s (Lord, 2000) The Singer of Tales (first published in 1960). In it, Lord elaborates a theory, 
crediting his late teacher Milman Parry, on the possible connection between the Homeric poems 
of ancient Greece and the South Slavic tradition of epic singers whom Parry and Lord recorded in 
then-Yugoslavia in the 1930s. In simplified form, the idea is that epic bards relied on a storehouse of 
formulas, as short as a single word or as long as a full verse-line, as scaffolding for creating a song 
in real time. For instance, one could imagine a Homer-like figure using one of the famous epithets 
like “swift-footed Achilles” or a formulaic expression like “when rosy-fingered dawn appeared 
early-born,” in part as a way to fill time while devising what should come next. Metrical position is 
crucial: some formulas fit into the last two feet of a line, while others help prepare a caesura in the 
middle of a verse. The same idea could be expressed or the same person named in four syllables or 
six, depending on one’s metrical needs. Here is Lord describing an epic singer’s mental training:

Even in pre-singing years rhythm and thought are one, and the singer’s concept of the formula 
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is shaped though not explicit. He is aware of the successive beats and the varying lengths of repeat-
ed thoughts, and these might be said to be his formulas. Basic patterns of meter, word boundary, 
melody have become his possession, and in him the tradition begins to reproduce itself. (Lord, 
2000: 32).

Although Lord cautions against equating oral composition with “improvisation in a broad 
sense” (5), music scholars have long recognized parallels between the process described by Lord 
and the way that improvising musicians acquire and implement their knowledge of genre and style 
(see Berliner [1994] for insightful first-hand accounts from jazz musicians).

The subsections of Samgherisi A defined above may serve for the trio singer much like the 
metrical feet of a Homeric or South Slavic epic – as slots to be filled with appropriate content, for 
which a master can select from a wide range of possibilities. Anzor Erkomaishvili (Erkomaishvili, 
2005) suggests as much in the introduction to transcriptions of his grandfather Artem’s repertoire: 
“The experienced singer could predict the final tone of each phrase, section, or the entire song, 
which each singer approached in his own way” (Erkomaishvili, 2005: 28). Unlike the uniform 
meters of epic, however, the different songs in the Gurian repertoire have varying phrase lengths, 
usually punctuated by a cadence on a unison or a fifth. This contributes to the sense that each song 
has a macro-structure, or frame, a point I will return to below.

Another important feature of an oral formula is its “theme,” that is, the semantic meaning of 
the words contained within it. This is one of the challenges of applying oral formulaics to music: 
instrumental motifs or non-lexical series of vocables, as in Gurian samgherisi, have no referential 
“meaning” to speak of. Nevertheless, the vocable formulas I’ve identified in “Me Rustveli” do more 
than provide rhythmic interest or euphonious consonant sounds. Most of them are linked to specific 
pitch levels within the modal scale of a song. For instance, not only are the syllables “di-la-vo” 
unique to a circling figure in the first voice part, they are linked, it seems, to specific scale degrees, 
as a kind of mnemonic or solfege. “Di-la-vo” can only begin, in my standardized transposition, at 
the high F, or for brief moments at G, which in modal terms is the highest note of any Gurian trio 
song, apart from k’rimanch’uli or gamqivani. Likewise, for the second voice, a typical figure “a-ba-
de-lo,” which ascends stepwise, can only begin on A or the lower G, as part of the second voice’s 
occupation of the middle range (ex. 3). Because the vocables encode pitch levels and melodic se-
quences, they end up reinforcing spatial relationships among the different voices and ensuring per-
mitted harmonic intervals. Though not the semantic or narrative “theme” envisioned by Parry and 
Lord’s theory, these relationships, in effect, become the message of the trio song, carried through 
the generations via oral and practical transmission.

Thinking about Gurian counterpoint in these terms may also offer an alternative to the domi-
nant strain of musical analysis in Georgian musicology, which tends to focus on chord structure and 
intervallic relationships. A recent example would be Joseph Jordania’s (2006, p. 86) description of 
West Georgian polyphony as the interaction of melodic or horizontal coordination (in which each 
voice part can more or less exchange its pitch levels by thirds or fifths) and harmonic or vertical 
coordination (in which the voices relate to each other at dissonant intervals of seconds, fourths, or 
sevenths). Although an insightful and generative description of musical phenomena, it is perhaps 
too abstract as an explanation: these stylistically permissible intervals and their resulting chord-
al harmonies, I would argue, are not the result of an innate or trained awareness of intervals or 
chord syntax, but rather are ensured by the verbal-melodic formulas themselves, which restrict 
each voice-part to certain melodic lanes and guarantee their proper separation. Whether the formu-
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las developed historically within a pre-existing context of permissible and forbidden intervals, or 
whether such intervals acquired their valence due to the independent elaboration of these formulas, 
is something of a chicken-and-egg situation that would be hard to prove conclusively. By centering 
a theory of polyphony on the practice of individual musicians, however, rather than on a bird’s-eye 
view of chords and harmonies – a view, it must be said, which is inextricably linked to colonial 
and imperial epistemologies of Western European classical music – I hope to enrich the resources 
available to ethnographers of music, polyphonic or otherwise.

This ethnographic orientation informs my use of another analytic term, one introduced by my 
teacher Tristan Sikharulidze in an interview. Answering my questions about improvisation, Tristan 
had said that, in a Gurian song, “you can do anything, but don’t go outside the frame” (pers. comm., 
6 August 2016). As he put it another time, “There is no dogma, but there is a frame” (25 July 2016). 
“Frame,” charcho in Georgian, does not seem to be a widely used term, either among singers or 
scholars, but it clearly has meaning for Tristan, who has spent a great deal of time thinking about 
how to teach Gurian songs, whether to fellow Georgians or to dozens of international students. To 
go outside the frame, Tristan went on, is to make it break or disintegrate (dashla in Georgian). What 
then is this frame? It may correspond to what other theorists of improvisation have termed a “mod-
el” (Nettl, 1974) or “referent” (Pressing, 1998), namely the overarching structure into which mate-
rial from a knowledge base or storehouse of formulas is inserted in the moment of performance. It 
would be a mistake, however, to limit our understanding of this frame to strictly “musical” elements 
like pitch, rhythm, or chord structure. Rather, the frame of any Gurian song must be understood to 
include not only its text and typical formulas but also the interplay of individual singers and the 
expectations placed on the three different voice parts.

I will conclude, then, by observing this frame in action, through close listening to a recording 
of that same Samgherisi A section of “Me Rustveli.” Looking again at my transcription (fig. 1), 
the first-voice descending phrase usually reaches the low E, before approaching the cadential G 
from below. In the vast majority of recordings I’ve heard, this descending phrase brings the first 
voice below the second (a technique known as gadajvaredineba). The second voice, then, typically 
approaches the cadence from the step above, here the note A. In a recording from 2013, however, 
these cadences go slightly off track. Tristan is here singing the first voice or damts’qebi. Singing 
the second voice or modzakhili is the late Polikarpe Khubulava, then ninety years old, a revered 
musician from Samegrelo and the subject of recent scholarship presented at this symposium (Ka-
landadze-Makharadze, 2015). Polikarpe knew many Gurian songs, and “Me Rustveli” seems to 
have been a favorite, though his knowledge of the genre was not quite at Tristan’s level. On this 
recording, in three consecutive verses, Tristan and Polikarpe must make split-second decisions to 
ensure that the song does not “break.”

In the second verse, when Tristan executes a typical Descending phrase, Polikarpe, rather than 
the typical second-voice move of sustaining a higher note to allow the first voice to cross below, 
descends from a C and ends up singing in unison with Tristan for a moment. He seems, in effect, 
to be inserting a first-voice formula into a second-voice part. Perhaps aware of things going awry, 
Polikarpe jumps up to an A so he can approach the cadence from above (ex. 4a).

In the next two verses, both Polikarpe and Tristan again deviate from expected patterns right 
as they approach the cadence. First, Polikarpe again executes a descending phrase, which does 
not allow Tristan to cross below. Tristan responds in the moment by remaining above Polikarpe, 
descending only to a G and then approaching the cadence note from A, the upper neighbor usually 
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sung by the second voice. Polikarpe reacts quickly in the last beat before the cadence, abandoning 
the A to approaching the cadence from below (ex. 4b). Finally, in the fourth verse, Tristan and 
Polikarpe again find themselves descending in unison, now to a G. In the second-to-last measure, 
Tristan confidently descends to the cadence-note’s lower neighbor while Polikarpe once again en-
sures a proper cadence by jumping at the last moment to the upper neighbor (ex. 4c). None of these 
moves are standard formulas; they are all true improvisations, evidence of both musicians’ ability 
to adapt in the moment. In these negotiations, they reinforce certain aesthetic priorities, constitutive 
elements of the song’s frame. The cadence form, with one voice approaching from above and the 
other two approaching from below, is clearly chief among these priorities, while other features 
like voice-crossing, though desirable, are not obligatory. Polikarpe also appears to recognize the 
relatively higher status of the damts’qebi, allowing Tristan to choose a pre-cadence note and then 
adjusting his own accordingly. What Albert Lord termed “the art of adjustment” is perhaps most 
evident in these moments, when constraints of genre must be navigated through the choices of 
individual musicians. 

In the interest of space, I have had to leave out much that would help clarify my portrait of 
Gurian trio performance. In particular, the changing status of improvisation throughout the Soviet 
period has exerted a powerful influence on Georgian music, even if the trio form managed to pre-
serve and elevate the improvisational talent of individual performers amidst a predominant ideolo-
gy that instead promoted “mass song” (see Smith, 2002; Nercessian, 2004). Another area of fruitful 
investigation would engage with scholarship on the role of memory in the performance and devel-
opment of polyphony in the medieval European church, which relied on improvisation to a largely 
unrecognized degree (see especially Busse Berger, 2005). Here, however, caution must be applied. 
Attempts to link Georgian music with medieval Europe in a historical or evolutionary sense are at 
the root of speculative theories (Schneider, 1940; Nadel, 1933) that continue to influence Geor-
gian-music scholarship, yet offer little more than enlistment in an outdated, exclusionary narrative 
of music history placing European polyphony and harmony as the top rungs of an evolutionary 
ladder. While medieval music scholarship may help illuminate the relationship between polypho-
ny and improvisation or the co-existence of oral and literary transmission, we must always guard 
against employing living musicians as exemplars of an earlier or supposedly less developed age. 
This is part of the problem with studies that use the reported experience of professional Georgian 
folk singers to speculate on medieval musical practice (e.g., Arom, 2017) – a problem, I should add, 
not solely limited to Georgia. While the work I have presented here attempts in a similar fashion to 
schematically visualize the otherwise invisible mental processes at work in Gurian improvisation, 
I have deliberately avoided an analysis based around harmonic structures, especially those of the 
root-chord variety. I believe that this apparently linear approach to formulas – when combined with 
an awareness of other constraints imposed by cadential expectations and interpersonal interaction 
– has much to offer the study of simultaneous multipart improvisation.
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suraTi 1. guruli trio simReris `me rusTveli~ tipuri oTxstrofuli struq-
tura.  
Figure 1. Typical four-verse structure of the Gurian trio song “Me Rustveli.”

suraTi 2. formulebis `sawyobi~ pirveli xmis (damwyebi) partia simReraSi `me 
rusTveli~. 
Figure 2. A “storehouse” of formulas for the first-voice (damts’qebi) part in “Me Rustveli.”
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magaliTi 1. pirveli xmis (damwyebi) partia tristan sixaruliZis mixedviT, 2013 w. 
Example 1. First-voice (damts’qebi) part as taught by Tristan Sikharulidze, 2013.

magaliTi 2. tristan sixaruliZis mier Sesrulebuli samRerisis A monakveTis 
Sedareba. 
Example 2. Comparison of Samgherisi A sections as sung by featuring Tristan Sikharulidze.

magaliTi 3. pirveli da meore xmebis formulebis Sesabamisi simaRlis doneebiT. 
Example 3. First- and second-voice formulas with associated pitch levels.
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magaliTi 4a–c. tristan sixaruliZisa da polikarpe xubulavas 2013 wlis Canaw-
erebidan sami kadansis Sedareba.  
Example 4a–c. Comparison of three cadences from 2013 recording featuring Tristan Sikharulidze 
and Polikarpe Khubulava.
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jilian fulton-melansoni
(aSS)

polifoniuri folkloris ganaxleba:
mogonebebis Zieba tarabis landSaftebSi

tarabis landSaftebis ZiebaSi 
monrealis quCebSi xetialisas eleqtronuli musikisa da wveulebebis axal 

samyaroSi aRmovCndi, rac ramdenime dRis ganmavlobaSi gagrZelda. me vuyurebdi 
kunTebze mobrWyviale oflis wveTebis vibracias, basis partiis gugunisas mTels 
sxeulze rom ritmulad xtodnen, trialebdnen da bzrialebdnen. me Sevabije 
gulTbili enTuziastebisa da saerTaSoriso artistebis qviar koleqtivSi, ro-
melsac Cemi Tanamosaubreebi – dijeebi, mocekvaveebi da prodiuserebi Tayvanis-
cemis taZrebsa Tu samlocveloebs uwodeben, sadac sacekvao moedanze erTgvar 
locvis rituals aRasrulebdnen. 

wuxel im jadosnur dilis eqvs saaTamde SemovrCi, rodesac dijeim jer te-
qnos Zlieri intensivoba ganaviTara da Semdeg moulodnelad Sewyvita ritmu-
li dartymebi, raTa Cveni yuradReba farTo JRerad sivrceze SeeCerebina – di-
jeim TiTqmis sxeuliT SegrZnobadi ritmuli tkacuniT eiforiaSi Cagdebuli 
msmeneli feiruzis xmis uecari SemoyvaniT sabolood moajadova. Cven, sacekvao 
moednis koleqtivma, Tvalebi davxuWeT da uecrad me vigrZeni, rom monrealis 
nacvlad, 1960-iani wlebis beiruTSi gamarTul romeliRac koncertze vimy-
ofebodi da motkbo kvamlis RrublebSi CaZiruli vcekvavdi... rac ufro Rrmad 
visunTqavdi haers, miT ufro garkveviT, TiTqmis gemos doneze, SevigrZnobdi 
garemos. am momentSi dijeim ritmi daabruna da mec, uneblied, xelebis aweviTa 
da aRfrTovanebis gamomxatveli SeZaxiliT vupasuxe, Semdeg Tvalebi gavaxile 
da gaRimebulma Cem garSemo sivrces gadavxede – sacekvao moedanma kvlav dai-
wyo mowodebul ritmze pulsireba, gabrwyinebuli saxeebiT, romlebic dijeis 
SemoTavazebuli musikaluri ganviTarebiT miRweuli eqstazis gancdas gamox-
atavda. es `eqstazi~ Tavad `tarabi~ iyo, Tumca sruliad gansxvavebuli formiT, 
vidre odesme SeiZleboda warmomedgina.

tarabis, arabuli klasikuri musikis Sesaxeb Zieba torontosa da monrealSi 
2016 wels daviwye, maSin roca Cems sadisertacio klvleviT proeqts vayalibebdi 
da amitom qalaqis cnobil diasporul samezobloebSi gamarTul RonisZiebebs aq-
tiurad vstumrobdi, vecnobodi maT samzareulos, vesaubrebodi adgilobrivebs. 
yoveli msgavsi sadili da dialogi kidev ufro maaxlovebda im gemosa da Seg-
rZnebasTan, rasac veZebdi, magram tarabul kulturas, rasac veZebdi – axal-
gazrda musikosTa jgufebi, romlebic Zvel tarabul simRerebs mRerian – ver-
sad mivageni. Sedegad, Cemi kvlevis dawyebidan tarabis Sesaxeb Cemi Sexeduleba 
sagrZnoblad Seicvala, musikaluri eniT rom vTqvaT, is sxvadasxvagvar maqamaT-
Si (arabuli modaluri sistema, maqam, mRera) transponirda. tarabis Sesaxeb Cemi 
Sexeduleba formaluri saansamblo koncertidan Ramis klubis eqstazur gamoc-
dilebad gardaiqmna, rogorc zemoT mocemul mogonebaSia aRwerili. im diliT, 
Ramis klubis datovebisa da Cemi musikaluri Tavgadasavlis Semdgomi gaazrebis 
Semdeg, daviwye fiqri, eTnomusikologiaSi popularul sakiTxze, arabul da zo-
gadad, Sua aRmosavlur samyaroSi Zveli xalxuri musikis aRdgena-ganaxlebaze, 
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rodesac axalgazrdebi tarabsa da sxva Janrebs gardaqmnil-gadakeTebuli saxiT 
politikur protestebsa Tu sxva sivrceebSi asruleben im axali musikalur pro-
cesis farglebSi, rac eTnomusikologiaSi `folkloris ganaxlebad“ (folk revival) 
iwodeba (Lornell; Rasmussen, 2016). me vamtkiceb, rom tarab-landSaftebi, romel-
Ta Sesaxebac kosmopolitur klubebsa da diasporul sivrceebSi, iseve rogorc 
`Sin“, arabul teritoriaze msmenia (Alajaji, 2015) dRes wamyvania am folkloris 
ganaxlebis procesSi. aseve, vamtkiceb, rom am musikis siRrmiseuli analizisaT-
vis, aseve, gaTvaliswinebuli unda iyos gircis sqeltanian naSromSi (Geertz, 1973) 
aRwerili gamocdilebebi, romlebsac misi Semsruleblebi gadian. rogorc ze-
moT aRvwere, musikas unari aqvs msmenelebi da Semsruleblebi sxvadasxva sivr-
cul-droiT samyaroSi gadaiyvanos, swored mis mierve aRZruli mogonebebisa 
da koleqtiuri, individualuri, erovnuli Tu piradi mexsierebis saSualebiT. 
tarabis konceptualuri, monawileobiTi da kulturuli elementebis gavleniT, 
romlebsac qvemoT warmodgenil musikalur analizSi gagacnobT, mimaCnia, rom am 
musikalur Janrs gansakuTrebiT Zlieri unari aqvs msmeneli sxvadasxva drosa 
da sivrcesTan daakavSiros. miuxedavad imisa, rom eletronuli sacekvao musikis 
kulturasTan (SemdgomSi movixsenieb, rogorc EDMC) Serwyma am axal musikalur 
erTeuls tarabis Tavdapirveli formisgan radikalurad gansxvavebulad war-
moaCens, musikaluri struqturisa da misi Sesrulebis konteqstis Rrmad dak-
virvebisas aRmovaCenT, rom am ori musikaluri kulturis parametrebi arc ise 
gansxvavebulia; ufro sworad, es aris tarabis arsebobis axali era, romelsac 
Cems sadisertacio naSromSi „post-tarabs“ vuwodeb. rogorc me mivxvdi, tara-
bi aris arabuli samyaros politikuri regionis SigniT arsebuli musikaluri 
myofobis era, romelic erT dros panarabul sentimentebs atarebda, anu zogis 
gamaerTianebeli iyo, zogs ki sruliad arTmevda eTnikur identobas. mjera, rom 
post-tarabis epoqa virtuozuli musikisa da stilis pativiscemis paralelu-
rad, aRiarebs arabTa kolonizacias, diasporebsa da arabebad wodebul xalxTa 
kosmopolitur bunebas. amdenad, tarabi viTardeba da mec fexi unda avuwyo mis 
dinamikas, raTa am musikis sworad gaanalizeba SevZlo.

2020 wlis socialur-politikuri pandemiis landSaftma gvaiZula sxvag-
varad CavataroT kvleva, sxvagvarad davukraT musika da, aseve, gansxvavebulad 
gavaanalizoT is, rac am naSromis farglebSi kargadaa asaxuli. am Temis far-
glebSi yuradRebas aRar gavamaxvileb im SezRudvebsa da limitebze, romelTac, 
zemoaRniSnuli garemoebidan gamomdinare, kvlevis warmoebis procesSi SeveCexe 
da romelic detalurad maqvs aRwerili Cems sakvlev dRiurSi. es naSromi kargad 
aCvenebs, rom Cems kvlevaSi musikaluri analizi ar maqvs gaazrebuli, rogorc 
mxolod meTodi, romelic aRwers musikalur cvlilebas fizikurad partitu-
raze dafiqsirebuli Tu sonorulad JReradi magaliTebis saSualebiT, aramed 
musikaluri analizi aris, aseve, meTodologia: xelsawyoebis nakrebi, romelic 
icvleba da Sesabamis adaptacias ganicdis musikisa da misi socialuri garemodan 
gamomdinare. 

feminist musikis mkvlevarTa „axali musikologiis“ (McClary, 1991) gavleniT, 
1993 wels filip v. bolmanma dawera, rom musikologia aSkara krizisSi iyo da 
saWiro iyo, rom musikologebs gadaeazrebinaT socialuri Teoriebis musikalur 
analizSi CarTvis sakuTari strategiebi. miuxedavad imisa, rom mas Semdeg dis-
ciplina mniSvnelovnad ganviTarda, mjera, rom kovid-19-is periodSi gaCenil-
ma sazogadoebis „axalma normam“ musikis mkvlevarebSi axali pasuxismgebloba 
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gaaCina, rom sakuTar proeqtebSi samyaros axali JReradi garemos kvlevisas, 
musikaluri analizi Tanamosaubreebis cocxal gamocdilebasTan unda iyos 
kombinirebuli. es naSromi fokusirebulia tarabis gaCenaze kanadur EDMC-Si 
da r. miurei Seferis „xmovan landSaftTan“ kombinaciaSi (Schafer, 1993; Appadu-
rai, 1996) warmoadgens „tarab-landSafts“, rogorc garkveul xmovan sivrces, 
sadac msmenels SeuZlia sakuTar tradiciaSi individualuri da koleqtiuri 
mogonebebi eZios. EDMC-Si prodiuserebi (eleqtronuli musikis avtor-Sems-
ruleblebi) tarabis nimuSebs eleqtronuli dramebiT, efeqtebiTa da minimalis-
turi melodiur-harmoniuli frazebiT amdidreben da amiT, tarabiT gaJRenTil 
EDMC-s musikalurad da socialurad axal polifoniur mniSvnelobebs sZenen. 
tradiciuli arabuli musikisaTvis damaxasiaTebeli struqturebisa da koncef-
ciebis moxmobiT, vcdilob, gavaanalizo Tanamedrove EDMC-is gamocdileba da 
mimarTeba tarabisTvis damaxasiaTebeli leqsikisa da cnebebisa Tu arabuli 
maqam modaluri sistemis gamoyenebisadmi, raTa warmovaCino am EDMC-is musi-
kaluri paralelebi tarabis originalur formasTan. tarab-landSaftebisa da 
musikaluri analizis am axali meTodis saSualebiT, me mxars vuWer musikalur 
analizs, romelic konceptualurad nakleb SezRudulia da popularuli musikis 
Janrebis ganxilvisas, rogoricaa mag. EDMC, aqtiurad iyenebs rogorc arabu-
li, aseve dasavluri „maRali“ kulturisTvis damaxasiaTebel terminologias. 
am meTodologiis saSualebiT, me warmovaCen musikis qmnadobis arabul gamoc-
dilebas tradiciulidan diasporaze, migraciaze, qviarobaze, nacionalizmsa da 
eTnikurobaze mosaubre Tanamedrovemde. vimedovneb, rom am gziT warmovaCen, 
rom tarabi Tavadaa is sivrce, romelic am emociebsa da gamocdilebas atarebs 
da rom Cven gvWirdeba ara mxolod socialuri Teoriis gamoyeneba am musikis 
gasagebad, aramed musikaluri analizis moxmoba Tavad sazogadoebis gasagebadac.

polifoniuri struqturuli analizi
„polifonia“ dasavluri profesiuli musikis TeoriaSi ganmartebulia, ro-

gorc erTdroulad mJReri damoukidebeli melodiebi, romlebic mWidro harmo-
niul qsovils qmnian. ritmulad, is gansazRvravs ciklur ritmul formulebs, 
romlebic erTmaneTs faravs, radgan `pirveli Tvla“ am ciklur moZraobaSi sx-
vadasxva adgilas xvdeba, instrumentis formulidan da musikalur struqturaSi 
misi poziciidan gamomdinare. xolo literaturaSi „polifonia“ Cndeba, rodesac 
erTi teqsti sxvadasxva SesaZlo mniSvnelobis matarebelia da misi sxvadasxvag-
varad wakiTxvaa SesaZlebeli. Cems naSromSi, me vcdilob, es orive definicia 
gaviTvaliswino da polifonia warmovidgino, rogorc mWidro, msxvili musi-
kaluri teqsturebi, romlebic amavdroulad dakavSirebulia sakuTari mes msx-
vil, kompleqsur SesrulebasTan. es ukanaskneli ar iwyeba an mTavrdeba erT-
sa da imave adgilas da kulturuli teqstebis msgavsad, isic sxvadasxvagvarad 
wakiTxvadia (Geertz, 1972). tim mortonma, Tavis statiaSi „saganze orientirebu-
li ontologiis“ koncefciis Sesaxeb, aRniSna, rom „obieqtebi sivrcis an drois 
yuTSi ar sxedan, piriqiT, Tavad sivrce da dro momdinareobs obieqtebidan“ 
(Morton, 2011: 151). msjelobisas, rom „dro“ da „sivrce“ obieqtebidan „momdinare“ 
gardauvali zmnebia, igi magaliTad iSveliebs faqts, rom SeuZlebelia Tavad 
mocekvave momdinareobdes cekvidan (iqve). amrigad, xelovani da xelovneba ar 
SeiZleba ganixilebodes rogorc individuali an calkeuli obieqtebi – xelo-
vani xelovnebis gareSe aRar aris xelovani, Tavis mxriv, xelovneba xelovanis 
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gareSe kargavs Tavis mniSvnelobasa da daniSnulebas. Sesabamisad, 
musikis sworad gaanalizeba musikosis faqtoris gaTvaliswinebis gareSe 

SeuZlebelia. amaSi ar vgulisxmob ubralod kompozitors an originalur Sems-
rulebels, aramed maT, vinc dRes am musikis uSualo monawilea. EDMC-is SemTx-
vevaSi, musikaluri gamocdileba gansxvavebuli iqneboda, erTi mxriv, prodiuse-
ris perspeqtividan, romelic calkeul bgerebsa da JRerad formulebs trekis, 
eleqtronuli musikaluri kompoziciis konteqstSi uyris Tavs; meore mxriv ki, 
dijeis perspeqtividan, romelic ukve arsebul trekebs irCevs (winaswar, Ses-
rulebisas, an am oris kombinaciiT), raTa musikaluri nakrebi Seadginos da maT 
an sxvadasxva fenad warmoadgens, an mxolod erTidan meoreze msubuqad da os-
taturad gadadis. aseve gansxvavebuli musikaluri gamocdileba aqvs mocekvaves, 
romelic dijeis saSemsruleblo procesSi aseve Tanamonawileobs, radgan mis 
arCevanze xmamaRla reagirebs da Seqmnil atmosferos inarCunebs an afeqtis gan-
wyobamde aviTarebs am emociur ukukavSirs. amdenad, am musikis Cemeul poli-
foniur analizSi mravali sxvadasxva adamiani, istoria da gamocdileba iyris 
Tavs. yovelive es Tanabradaa CarTuli trekis mudmivad cvalebad socialur 
konteqstSi, romelic kidev ufro msxvili da kompleqsuri struqturis xdeba, 
rodesac musikalur formulebad tarab-landSaftebia gamoyenebuli.

qvemoT tarabisa da EDMC-is SedarebiT analizSi xazs vusvam am or musi-
kalur kulturas Soris arsebul msgavsebebs da vaSeneb im polifoniur struqtu-
ras, romelsac tarab-landSaftebi qmnian, rodesac es ori Janri erTobliobaSi 
JRers. pirvel rigSi, warmovadgen diagramas, rogorc Cemi analizisTvis vizual-
ur damxmare saSualebas, Semdeg ki detalurad aRvwer mas. 
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tarabi EDMC

saxlis baza: alepo, beruiTi, qairo

qasida, „grZeli simRera“ (30-60 wuTi)
poeturi teqsti 1940-1970-ianebis eg-
viptidan

ganmeorebiTi melodiebi

taxt ansamblis instrumentacia

taqsimi (improvizacia), sadac ritmuli 
seqcia droiT-ritmuli elementisgan 
Tavisufldeba da instrumentaliste-
bi ritmuli reJimis SeCerebiT solis-
ts drons – gabmul bans uqmnian, sanam 
Semsruleblisgan ritmis ganaxlebis 
signals ar miiReben.

sakoncerto darbazi an saxli radio 
mauwyeblobiT 

„atmosfero“, sadac erTianobaSia 
sakvebi, alkoholuri sasmeli da kvam-
li 

CarTuli auditoria: simReras yveba, 
tiris da aRfrTovanebuli gulSema-
tkivrobs

eqstazis Semcveli emociebi, mu-
sikaluri aRtaceba

saxlis baza: Cikago,Ddetroiti,Bber-
lini

dijeis „setebi“ erTidan ramdenime 
saaTamde xangrZlivobis

ganmeorebiTi melodiebi

CDJ (dijeis cifruli saSemsruleb-
lo instrumenti), DJ kontrolerebi, 
miqserebi, siTesaizerebi da EDMC 
musikisTvis saWiro sxva aRWurviloba

SeCerebuli basis partiebi, sxvadasx-
vagari droni da eiforiuli xmebi, 
rac JRers manam, sanam dijei ritms ar 
daabrunebs.

sakoncerto darbazi, Ramis klubi, min-
dori, didi sasawyobe Senoba an saxli

„vaibi“ (emociuri atmosfero), sadac 
erTianobaSia alkoholuri sasmeli da 
kvamli

CarTuli auditoria: cekvavs, tiris 
da aRfrTovanebuli gulSematkivrobs

eqstazis Semcveli emociebi, mu-
sikaluri aRtaceba, „eqstazi“ an 
MDMA sxva narkotikul saSualebebs 
Soris

tarabi, rogorc Janri, Tavdapirvelad aerTianebda maRalmxatvrul poe-
zias, qasidas taxtis ansamblTan, an tradiciul arabul orkestrTan, romel-
ic Semdegi instrumentebisgan Sedgeboda: qamanja, dRes violinod cnobili in-
strumenti; qanuni, gamokvriTi citra; udi, danayofebis armqone mrude-kisriani 
barbiTi; nai, lerwmis fleita; riqqi, CarCoiani dafdafi liTonis diskebiT da 
Tixis barabani darbuka. sabolood, instrumentacia ganviTarda mohamed abdel 
vahabis (1902_1991) mier eleqtro gitaris (da ara mxolod) damatebiT mis cnobil 
simReraSi enta omri, romelsacOum kalThumi (1898_1975) mReroda. tarab musika 
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aerTianebs simRerebs, romelTa xangrZlivoba ocdaaTidan samoc wuTamdea da 
maTSi gamoyenebulia improvizaciis, gameorebisa da detemporalizaciis (rit-
misgan daclis) meTodebi msmenelebsa da SemsruleblebSi afeqtis gancdis Ses-
aqmnelad. am ukanasknels, aseve, tarabs uwodeben, rac sityva-sityviT iTargmne-
ba, rogorc `eqstazi“ an `mojadoeba“ (Danielson, 1999; Frishkopf, 2001; Racy, 2003). 
tarabi iswavleboda da sruldeboda musikaluri notaciis an zepiri gadacemis 
gziT im musikosTagan, romlebic notacias ar flobdnen da maTi cocxlad nam-
Reri dafiqsirebulia 1900-iani wlebis Suidan bolo wlebamde ganxorcielebul 
CanawerebSi. es cocxali Canawerebi, studiurad Caweril simRerebTan erTad, ga-
moiyeneba rogorc semplebi (citirebuli musikaluri formulebi), an rogorc 
me vuwodeb, tarab-landSaftebi EDMC trekebSi (kompoziciebSi). amrigad, tar-
ab-landSaftebi Sedian EDMC-is trekze cifruli audio-sadguris (DAW) da 
eleqtronuli aparaturis, sxvadasxva instrumentisa da bgerebis Semcveli pro-
gramuli plaginebis meSveobiT. danarTSi demonstrirebuli DAW vizualurad 
aCvenebs prodiusers dasartyami da melodiuri instrumentebis fenebs ritmul 
badeSi. es ukanaskneli moqmedebs, rogorc musikaluri sazomi, raTa prodius-
erma SeZlos sxvadasxva JReradobis Seqmna, raTa melodiebiT, harmoniebiTa da 
semplebiT msxvili struqturebi miiRos (sur. 1).

Cikagos hausis, detroitis teqnos, berlinis teqnosa da sxva musikaluri 
habebis msgavsad, tarabs, rogorc Janrs, aseve, aqvs „saxlis bazis“ koncefcia 
– magaliTad, alepo, beiruTi, qairo da al-andalusi, sadac Janris farglebSi 
konkretuli elementebi gamorCeuli da xazgasmulia (Racy, 2000). am qalaqebSi 
tarab musika iseT sivrceSi JRerda, sadac musikis monawileebi aseve ganicdidnen 
tarabs sakvebis, sasmelis, mowevis, Tan mReris, tirilisa da mxiarulebis gziT. 
zogierTi es adgili sakoncerto sivrce iyo, sadac musika cocxlad srulde-
boda, magram tarabis danarCeni sivrceebi im adamianebis saxlebi iyo, romlebic 
ojaxis wevrebsa da megobrebTan erTad televiziasa da radioSi tarabis did 
varskvlavebs usmendnen. EDMC-Si monawileebs SeuZliaT wavidnen Ramis klubeb-
Si, did sasawyobe SenobebSi wveulebebsa Tu Ria cis qveS gamarTul festivalebze 
da, aseve, SeuZliaT mousminon eleqtronul setebs sakuTar saxlebsa da manqa-
nebSi iseTi vebsaitebis saSualebiT, rogoricaa Soundcloud, Youtube, Mixcloud da 
sxva. mkvlevarebma (Racy, 2003; Shannon, 2003) ganmartes, Tu rogor qmnis tradici-
uli tarab konteqsti mZafr emociur gamocdilebas msmenelebisTvisa da Sems-
ruleblebisTvis da imaze, rom Tavad tarab sivrceebia ganuyreli msgavsi emo-
ciebisagan. amdenad, sityva tarabi arabulSi SeiZleba aRniSnavdes musikalur 
Janrs, afeqtur gamocdilebas an am oris nazavs. Sesabamisad, tarabi da EDMC 
orive dabudebuli, im qalaqebSi, sakoncerto sivrceebSi, Cixebsa Tu saxlebis 
misaReb oTaxebSi, romelTac Tan axlavs sul sxva sensoruli elementebic, raTa 
JReradobasTan erTad gamoaRviZos gemo da sunic da Sedegad swored es tiri-
lis, mxiarulebis, simRerisa da cekvis eqstazuri reaqciebi miiRos.

ali jihad reisi vrclad aRwers tarabs, rogorc koncefcias, Janrsa da 
garemos (1991, 2000, 2003). sabah faxrisTan (daibada 1933 wels) Catarebuli inter-
vius citirebiT is gviCvenebs, rom tarabis atmosferos Sesaqmnelad, musikose-
bi Sesabamis gonebriv mdgomareobaSi unda iyvnen saltanis, eqstazuri mdgo-
mareobis misaRwevad. saltanis mdgomareoba mxolod Semsrulebels xelewifeba 
da auditoriasTan kavSiris saSualebiT is mas tarabad aqcevs, rom garkveuli 
eqstazi auditoriamac ganicados. musikosebma jer Tavad unda Seiqmnan salta-
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na, rasac scenaze gasvlamde sagangebo vokaluri gaxurebis, maqamaTis (arabuli 
modaluri sistema, mReradi maqami) gziT, an sajaro Sesrulebisas konkretuli 
maqamis Sesrulebis gaxangrZlivebiT. EDMC-is struqtura tarabis struqtur-
asTan paralelis gavlebis saSualebas iZleva, radgan dijeis musikaluri setic 
zemoT aRvwerili tarabis msgavsi teqnikebisgan Sedgeba. dijeis seti minimum 
erTi saaTi grZeldeba, romlis drosac basis yoveli SeCerebisas eiforiuli 
improvizaciuli xmebi imatebs da msmenelTa transuli gamocdileba icvleba, 
basis xelaxla SesvlisTanave msmenelma SeiZleba isev dakargos Tavi da aseTi 
momentebisgan Semdgar uwyvet ciklurobaSia Cakarguli igi mTeli Ramis gan-
mavlobaSi. dijeim winaswar unda SearCios set-listi (setze dasakravi treke-
bis sia), aseve daitovos improvizirebis sivrce, raTa auditoriis reaqciidan 
gamomdinare Semoiyvanos setSi esa Tu is treki. Dijei, aseve, unda „gaxurdes“ 
da Seemzados setis Sesasruleblad, es procesi ki SeiZleba saltanas msgavsad 
CaiTvalos. Iseve, rogorc saltanas tarabad gadaqcevisas, EDMC saRamo xSirad 
aRiqmeba, rogorc religiuri an sulieri gamocdileba, sadac dijei moqmedebs, 
rogorc tarab mutribi (wamyvani vokalisti), an xuTbas (qadagebas) kiTxulobs 
da am dros, mocekvaveebi monusxulni mTlianad misi kontrolis qveS arian. sab-
olood, me vamtkiceb, rom rodesac tarabi EDMC-s erwymis, tarab-landSafti 
droebiT warmoadgens im sensitiur sivrces, sadac musikis TanamonawileobiT 
ambebi da mogonebebi iwereboda da xelaxla iwereba. Cemi TanamosaubreebisTvis 
es istoriebi moicavs diasporis, migraciis, qviarobis, nacionalizmisa da eTni-
kurobis Temebs. Cems TiToeul Tanamosaubres aqvs ramdenimeSriani identoba, 
rac am sakiTxebis Sesaxeb sxvadasxvagvar damokidebulebas gansazRvravs, magram 
maT JReradoba aerTianebT da EDMC saRamos usafrTxo sivrceSi arian Tavmoy-
rili, romlebic Riaa yvelanairi identobis mqone adamianisTvis, raTa daukran an 
monawileoba miiRon am improvizebul procesSi. profesionali arabi musikosebi 
aRweren TiToeul maqams, rogorc individualur arsebebs, romlebsac sakuTari 
pirovnuli buneba da istoriebis gadmocemis unari aqvT. amdenad, improvizacia, 
an taqsimi SeiZleba CaiTvalos identobis Ziebad, romelic erTi maqamats Soris 
modulirebs da icvleba adamianidan adamianamde. taqsimi, iseve, rogorc EDMC 
cocxlad Sesrulebisas, sabolood aRwevs qaflat-s, anu kadencias, sadac monaw-
ileebs SeuZliaT airCion daasrulon Tu xelaxla Sevidnen da kidev meti aRmoaC-
inon. amrigad, es aris identobis, mikuTvnebulobis, sivrcisa da JReradobis er-
Toblioba, romelic sivrceSi myofi TiToeuli individis mier iqmneba da mZlavr 
Teoriul struqturas warmoadgens, romlis meSveobiTac SegviZlia gavigoT, Tu 
rogor iqmneba es identobebi Tanamedrove individebisa da jgufebis mier. 

tarab-landSaftebSi aRmoCenili mogonebebi
tarabis analizi misi monawileebis socialuri gamocdilebis konteqst-

Si aSkaras xdis mis droulobas, mobilurobasa da Tandayolil emociur dat-
virTvas. pirveladi saxiT, tarabi yvelafris refleqsias axdenda, dawyebuli 
pirvel msoflio omamdeli genderuli politikidan, sadac um kalTumi biWis 
saxiT gamowyobili asrulebda Tavis qalurobas, dasrulebuli taxtis ansam-
blSi eleqtro instrumentebis damatebiT, formaluri sakoncerto sivrceebidan 
xmamaRali aparaturiT, alkoholiT, haSiSiT da seqsmuSakebiT savse egviptur 
Ramis klubebze gadasvliTa Tu pan-arabuli identobidan erovnul da eTnikur 
ajanyebamde aRzevebiT. tarab-landSaftebi EDMC-Si mowmobs klasikuri tarabis 
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musikaluri formisa da masTan dakavSirebuli kulturis aRorZinebaze. aseve, 
saxlsa da diasporas Soris iseTi gaurkvevli mimarTebis periodSi, rogoric 
dResaa, rodesac Sin dasabruneblad mogzauroba SezRudulia maTTvisac ki, visi 
saxlic usafrTxo sivrceSia. beiruTis afeTqebis msgavsi movlenebi da sacx-
ovreblis mudmivi Secvlis mdgomareoba, roca beiruTeli xalxis saxlebi isev 
nadgurdeba da Tavidan Sendeba, am gaurkvevlobis mdgomareobaSi yofnis mTavari 
magaliTia. mogonebebma, romlebic Cemma Tanamosaubreebma gamiziares, mibiZga, 
ukeT gameazrebina, rom musika da gamocdilebebi politikur da geografiul 
sazRvrebs ar eqvemdebareba. „araboba“, „saxli“ da Tavad tarabi ama Tu im indi-
vidualis mier sxvadasxvagvarad SeigrZnoba da ganicdeba da TiToeulis gamoc-
dileba mniSvnelovania imis gasagebad, Tu rogor vaSenebT da aRvadgenT sakuTar 
Tavs Sinaganad da Cvens saxlebs fizikurad.

arabuli folkloris ganaxleba polifoniuri narativia, sadac tarab-land-
Saftebi mogonebebis mTel ganzomilebas aRZravs. miuxedavad imisa, rom pirve-
ladi formiT, tarabi, rogorc musikaluri Janri heterofonulia, masSi mravali 
instrumenti erTsa da imave melodias ukravs Tavisi specifikuri instrumentu-
li pasaJebiTa da variaciebiT da msxvil musikalur struqturas qmnis, Tumca 
es jer kidev erTi musikaluri partiaa. EDMC-Si ki, rodesac damoukidebeli 
ritmebis, melodiebisa da harmoniebis polifoniur fenas tarab-landSaftebi 
emateba, Tavad tarabi xdeba polifoniuri am axal konteqstSi, sadac mravali 
xma da struqturaa gansacdeli da sadac prodiusers SeuZlia auditoriisaTvis 
pirveladi JReradoba sruliad Secvalos an misi remiqsi gaakeTos. am ciklu-
ri, mudmiv-qmnadobaze agebuli koncefciis gaTvaliswinebiT, sadac EDMC asaxavs 
tarabs, romelsac Semdgom EDMC polifoniur landSaftSi gadatanili unikalu-
ri mexsiereba aqvs, me vamtkiceb, rom tarab-landSafti da sxva JReradi land-
Saftebi is aramaterialuri, bgeriTi sivrceebia, ris sakvlevadac kidev didi 
samecniero muSaobaa Casatarebeli. miuxedavad imisa, rom amJamad ar SemiZlia 
ganvicado cocxlad Sesrulebuli EDMC Cems TanamosaubreebTan erTad toron-
tos, monrealisa da marokos im sivrceebSi, sadac zogadad savele samuSaoebs 
vatareb, SemiZlia vTqva, rom globalurma EDMC Temi emociurad gaumklavda 
pandemias dijeebis mier sxvadasxva platformebze (Youtube, Soundcloud, Mixcloud 
da sxva) atvirTuli „saxlis wveulebebis“ setebisa da Zoom-is RonisZiebebze 
cocxali Sesrulebebis yurebiT. SezRudvebis TandaTanobiT moxsnis sapasuxod, 
msoflios sxvadasxva qalaqis restornebi da barebi dijeebis specialuri setebs 
nergaven da guluxv momxmareblebs axal gamocdilebas sTavazoben, rodesac isi-
ni socialuri distanciis dacviT SemosazRvrul wreebSi sxedan da musikas am Ta-
vianT patara sivrceebSi cocxlad usmenen. es Tavisebureba aiZulebs musikosebs 
sakuTari Semoqmedebis msmenelamde mitanisas garkveulad unikalurebi iyvnen 
da yvelasTvis sagrZnoblad cvlis musikis aRqmas. eTnomusikologiur konfer-
enciebSi monawileobis gamocdilebam kargad damanaxa, rom zogi mkvlevis mier 
musikaluri analizi mecnierebis moZvelebul meTodadaa miCneuli. me ki mjera, 
rom Tu musikaluri analizi ganixileba, rogorc meTodologia, an mudmivad 
adaptirebadi da interdisciplinuri samecniero xelsawyoebis nakrebi, Segvi-
Zlia vTqvaT, rom musikaluri analizi disciplinis ganviTarebis dinebaSi mu-
dam mniSvnelovani iqneba, iseve, rogorc Cveni Tanamosaubreebis/eTnoforebis 
CvenTan ama Tu im saxiT TanamSromlobis mniSvnelobaa ucvlelad aqtualuri 
(Kazubowski-Houston, 2018). radgan SesaZlebelia notireba sxvadasxvagvarad ganx-



291

orcieldes, dawyebuli Tavisufali forma-simboloebidan, dasavluri notaciiT 
damTavrebuli, mjera, rom musikologebi da eTnomusikologebi gamoiyeneben am 
adaptirebul meTodologias da rom is sargebels moutans dargis samomavlo 
ganviTarebas. Tu musikalur analizs gadaviazrebT, rogorc xelsawyoTa nakrebs 
socialuri elementis gasagebad, Cven kars gavuRebT socialur-politikuri ga-
mocdilebis axali sferos, sadac musikaluri analizi gacilebiT farTo di-
skusiebis nawili gaxdeba, maT Soris diskusiisa imaze, Tu ras niSnavs dRes msof-
lioSi navigacia.

Targmna Teona lomsaZem
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JILLIAN FULTON-MELANSON
(CANADA)

POLYPHONIC FOLK REVIVALS
SEARCHING FOR MEMORIES IN TARAB-SCAPES

Searching for Tarab-Scapes 
While roaming around the streets of Montreal, I entered a new world of electronic hardware 

and parties that lasted for multiple days where I could watch the glistening sweat vibrate on rattling 
sternums from booming basslines coursing throughout bodies as they jumped, swayed, and grooved 
to the beat. I entered the world of a queer collective of rave-enthusiasts and international artists, 
referred to by my interlocutors – DJs, dancers, and producers – as spaces of worship or temples 
where they have offered prayers on the dance floor. 

Last night, I made it to the magic hour of six o’clock in the morning where the DJ built up a 
high intensity with punching techno and then abruptly suspended the kick, holding our attention in 
a wide sonic space featuring almost tactile granular clicks and pads, conjuring a state of eupho-
ria with the entrance of the voice of Fairouz. As a dancefloor collective we closed our eyes, and 
suddenly I was no longer in Montreal, but instead swept away to a concert in 1960s Beirut, eating 
and drinking while clouds of sweet smoke filled the air. As I inhaled deeper, I could almost taste 
the environment. The beat re-entered and I immediately reacted by raising my arm and cheering, I 
opened my eyes, smiling as I turned my head to look around me. The dancefloor started to pulse to 
the beat again with glowing faces that expressed the feeling of ecstasy that the DJ and their selec-
tion evoked. This “ecstasy” was “tarab”, but in a totally different form than I had ever thought of.

I began the search for tarab, classical Arabic music, in Toronto and Montreal in 2016 while 
formulating my dissertation research project through my city walks in known diasporic neighbour-
hoods, through indulging in food and drink, and through conversations with people I would meet 
at events. Each meal and conversation brought me closer and closer to the taste and sensation I was 
looking for, but the tarab culture I searched for – groups of young musicians playing old tarab 
songs together – I never found. As a result, since my search began, my idea of tarab has changed 
significantly, or in musical terms, it has been transposed through various maqamat (Arabic modal 
system, maqam, sing.); I have developed my thinking about tarab from a formal ensemble concert 
to an ecstatic nightclub experience as noted in the vignette above. After leaving the nightclub and 
further processing my musical experience, I began to think about how, in ethnomusicology, there 
has been popular discussion of the resurgence of old folk music from the Arab world and the broad-
er Middle East, where young people are revamping tarab and other genres at political protests and 
other spaces in a new musical era referred to as the “folk revival” (Lornell and Rasmussen, 2016). I 
argue that the tarab-scapes I have since heard throughout clubs in cosmopolitan and diasporic spac-
es as well as at ‘Home’ in the Arab world (Alajaji, 2015), are today leading this folk revival, and that 
a Geertzian thick description (1973) of the experiences participants have in these moments must be 
added in order to fully analyze the music. As demonstrated above, music has the ability to transport 
listeners and performers to different spatio-temporalities through the memories it evokes that can be 
both collective and individual, national and personal. Because of tarab’s conceptual, participatory, 
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and cultural elements that I will outline in the following musical analysis, I believe it has a partic-
ularly powerful way of connecting its listeners to different times and spaces. Although the fusion 
with Electronic Dance Music Culture (henceforth EDMC) makes this new context appear to be 
totally different from tarab’s original form, when taking a closer look and examining the structure 
of the music and its performance context, we can find that the settings of these two music cultures 
are not so different; rather, it is a new era of tarab, one that I am calling in my dissertation work 
“post-tarab”. As I have come to understand it, tarab is an era of musical presence located within 
the political region of the Arab world that offered pan-Arab sentiments, uniting some, but stripping 
ethnic identity from others. I believe that the post-tarab era recognizes Arab colonization, diaspo-
ras, and the cosmopolitan nature of Arab-identified people while still honouring virtuosic music and 
style. Tarab has therefore evolved and I must move with it in order to be able to properly analyze it.

The socio-political pandemic landscape of 2020 is forcing scholars to conduct research differ-
ently, to play music differently, and as I will be demonstrating throughout this paper, also analyze it 
differently. Due to research restrictions, moments that resemble the fieldnote I included above are 
not currently possible to encounter. In this paper, I reiterate that musical analysis, for my purpose, 
is not only a method that identifies musical change physically on the score and sonically through 
auditory examples, but that it is also a methodology: a toolkit that changes with and adapts to the 
music and the its social setting. 

Driven by the “new musicology” of feminist musical scholars (McClary, 1991), in 1993, Phil-
ip V. Bohlman wrote about how musicology was in crisis and that musicologists needed to rethink 
their strategies for incorporating social theories into musical analysis. Although the discipline has 
developed significantly since then, I believe that the public’s “new normal’ in our covid-19 world 
has thrust upon music scholars a new sense of responsibility where engaged and reflexive projects 
must combine musical analysis with the lived experiences of our interlocutors in order to under-
stand the new sonic environment of the world. This paper focuses on the emergence of tarab into 
Canadian EDMC in combination with R. Murray Schafer’s “soundscape” (Schafer, 1993; Appadu-
rai, 1996), presenting the “tarab-scape” as a sonic location where listeners can search for individual 
and collective memories of their heritage. In EDMC, producers layer tarab samples with electronic 
drums, pads, and minimalist melodic and harmonic phrases, creating new polyphonic meanings 
– both musically and socially – for tarab-imbued EDMC. Mobilizing traditional Arabic music 
structures and concepts, I analyze the modern EDMC experience using vocabulary and concepts 
particular to tarab and the Arabic maqam modal system to show its musical and experiential paral-
lels with tarab’s original form. Through tarab-scapes and this new form of musical analysis, I am 
advocating for a kind of musical analysis that is less limited conceptually and that uses terminology 
reserved for both Arabic and Western “high” culture in the discussion of popular music genres, such 
as EDMC. Through this methodology, I transpose experiences of music making from traditional to 
contemporary that speak to Arab diasporas, migration, queerness, nationalism, and ethnicity. In this 
way, I hope to demonstrate that tarab is itself the field site that hosts these emotions and experienc-
es, and that not only do we need social theory in order to understand the music, but also musical 
analysis to understand society. 
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Polyphonic Textural Analysis
“Polyphony” is defined in Western art music theory as simultaneous independent melodies 

that create thickly-textured harmonies; rhythmically, it defines cyclical rhythmic patterns that over-
lap due to “beat one” being located different on the cycle depending on instrument’s pattern and 
position in the music; and in literature, “polyphony” occurs when one text holds different meanings 
that can be read in different ways. In my work, I combine these definitions to think of polyphony as 
thick musical textures that simultaneously approach thick, complicated performances of self that do 
not start or end in the same location and that can be read in multiple ways as cultural texts (Geertz, 
1972). Tim Morton wrote in his paper on the concept of ‘Object Oriented Ontology’ that “objects 
don’t sit in a box of space or time. It’s the other way around: space and time emanate from objects” 
(Morton, 2011: 151). He explains that “time” and “space” are intransitive verbs that “emanate” 
from objects by using the example that one cannot know the dancer from the dance (ibid.). The 
artist and the art thus cannot be seen as individual or separate objects – the artist without art is no 
longer an artist, and the art without the artist loses its meaning and purpose. 

Music, then, cannot be properly analyzed without the musician. By this I do not mean simply 
the composer or original performer(s), but rather in addition to that, whoever is participating in that 
music today. In the case of EDMC, the experience of the music would be different from the per-
spective of the producer, who compiles the sounds and samples into a track; or the DJ, who selects 
tracks to compile a set list (either preemptively, live, or a mixture of the two) and layers them and/
or transitions effortlessly between them; or the dancer, who participates with the DJ by reacting to 
their selections and maintaining the “vibe”, ambiance, or affect/mood. My polyphonic analysis of 
this music would thus incorporate the many different people, stories, and experiences embedded 
in the ever-changing social context of the track, which becomes more thickly textured when tar-
ab-scapes are used as samples.

In the comparative analysis of tarab and EDMC below, I highlight the similarities between 
these two music cultures, building the polyphonic texture that tarab-scapes add when the genres are 
combined. I will begin by presenting a chart as a visual aid for my analysis, which I will describe 
thereafter: 
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Tarab EDMC
Home base: Aleppo, Beirut, Cairo

Qasida, “long-songs” (30-60 minutes)
poetry from 1940s to 1970s Egypt

repetitive melodies

takht ensemble instrumentation

taqsim (improvisation) where the rhythm sec-
tion “detemporalizes” and the instrumentalists 
provide a drone for the soloist by stopping the 
rhythmic mode until receiving a cue from the 
performer to recommence

concert venue location or
home location with radio broadcast

an “atmosphere” including 
food, drink, smoke

responsive audience: singing along, crying, and 
cheering in delight

emotions of ecstasy, musical rapture

Home base: Chicago, Detroit, Berlin

DJ “sets” ranging from one hour to multiple 
hours

repetitive melodies

CDJs, DJ controllers, mixers, synthesizers, and 
other EDMC hardware

Suspended basslines and various drones and 
euphoric sounds implemented until the beat is 
brought back in by the DJ

concert venue, nightclub, field, warehouse or 
home locations 

a “vibe” including smoke, drink

responsive audience: dancing, crying, and 
cheering in delight 

emotions of ecstasy, musical rapture, drug “ec-
stasy” or MDMA among others

Tarab as a genre originally combined high art poetry called qasida with the takht ensemble, 
or the traditional Arab orchestra that included the following instruments: kamanjah, or what is now 
known to be violin; qanun, a plucked zither; oud, a fretless, bent-necked lute; nay, a reed flute; 
riqq, a frame drum with metal disks; and the darboukah goblet drum. Eventually, the instrumenta-
tion evolved with the addition of, but not limited to, the electric guitar by Mohamed Abdel Wahab 
(1902-1991) in the famous song, Enta Omri, sung by Oum Kalthoum (1898-1975). Tarab music 
incorporates songs that range in length from thirty to sixty minutes, and uses methods of improvi-
sation, repetition, and detemporalization to create an affectual feeling in listeners and participants 
that is also called tarab, which translates into English as “ecstasy” or “enchantment” (Danielson, 
1999; Frishkopf, 2001; Racy, 2003). Tarab was learned and performed using musical notation or 
through aural transmission to some musicians who do not read notation and was live-recorded in the 
mid-to-late 1900s. These live recordings, along with studio-produced songs, are used as samples, 
or what I call tarab-scapes, in EDMC tracks. Tarab-scapes thus enter the EDMC track through a 
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Digital Audio Workstation (DAW), and electronic hardware and software plugins that feature dif-
ferent instruments and sounds used to produce music. The DAW, pictured below, visually shows the 
producer the layers of percussive and melodic instruments in a beat grid, which acts like a musical 
measure so that the producer can compile sounds to create thick textures with melodies, harmonies, 
and samples (fig. 1).

Like Chicago house, Detroit techno, Berlin techno, and other musical hubs, tarab as a genre 
also features the concept of the “home-base” – Aleppo, Beirut, Cairo, and Al-Andalus, for example 
– where particular elements within the genre are prominent and emphasized (Racy, 2000). Within 
these cities, tarab music was located in a particular space where participants in the music would 
also experience tarab through food, drink, smoke, singing along, crying, and cheering in delight. 
Some of these spaces were concert venues where music was performed live, but the other tarab 
spaces were the homes of people who, in groups of family and friends, would tune in to watch or 
listen to the great stars of tarab broadcasted live on television and radio. In EDMC, participants can 
go to nightclubs, warehouse parties, outdoor festivals, or listen to sets from their houses or in the 
cars on websites such as Soundcloud, Youtube, Mixcloud, and more. Scholars (Racy 2003, Shannon 
2003) have shown how traditional tarab contexts create intense emotional experiences for listeners 
and participants and the ways in which the spaces of tarab themselves inhere with such emotion. 
The use of the word tarab in Arabic can either refer to the musical genre, the affectual experience, 
or a mixture of the two. Tarab and EDMC are thus both embedded in cities from venues to alley-
ways and livingrooms, are accompanied by other sensorial elements to awaken taste and smell 
along with sound, and evoke ecstatic reactions of crying, cheering, singing, and dancing.

Ali Jihad Racy writes extensively about tarab as a concept, genre, and setting (1991, 2000, 
2003). Using quotes from an interview he conducted with Sabah Fakhri (b. 1933), Racy shows that 
in order to create an ambiance of tarab, the musicians must be in the right state of mind to produce 
saltanah, the ecstatic state that only the performer can achieve and through connection with the 
audience will transmute into tarab to be felt by the audience. The musicians must first produce 
saltanah within themselves through vocal warm-ups in particular maqamat (Arab modal system, 
sing. maqam) before entering the stage, or by the prolonging of a particular maqam while on stage 
during the performance. The structure of EDMC runs parallel with the tarab structure, as the DJ’s 
musical set is comprised of the same techniques as tarab, which I described above. The DJ set is 
at least an hour long, the bass suspends, euphoric improvisatory sounds are added, the listeners’ 
trance changes, the bass re-enters, and the participant might lose themselves again, in a continuous, 
cyclical process that ebbs and flows throughout the course of the night. The DJ must carefully select 
their set list in advance, while also leaving room for improvisatory avenues to go down depending 
on the reaction the audience has with each track that transitions into the set. The DJ also “warms 
up” or prepares their headspace before performing, a process that can be considered similar to 
saltanah. Like the transmuting of saltanah into tarab, of which I have included diagrams below, 
transferred back and forth between audience and performer, an EDMC event is often conceived of 
as a religious or spiritual experience, wherein the DJ acts as the tarab mutrib (lead vocalist) or is 
said to be giving a khutbah (sermon), and the dancers are completely controlled or entranced by him 
or her. In sum, I argue that when tarab is combined with EDMC, the tarab-scape is a temporally 
sensitive space where stories and memories are being written and rewritten continuously onto the 
music. For my interlocutors, these stories include topics of diaspora, migration, queerness, nation-
alism, and ethnicity. My interlocutors each have intersectional identities that speak to these issues 
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differently, but they are brought together by sound and within the safe space of the EDMC event, 
where all identities are welcome, they are able to play and improvise. Professional Arab musicians 
describe each maqam as if they are individual beings that have their own personalities and ability to 
tell stories. Improvisation, or taqsim, can then be thought of as identity exploration that modulates 
between maqamat and shifts from person to person. The taqsim, like the EDMC event, must even-
tually arrive at a qaflat, or cadence, where participants can choose to exit definitively or re-enter, 
resolve, and explore further. It is thus an assemblage of identity, belonging, space and sound that is 
produced by each individual present in the space and is a powerful theoretical framework through 
which to understand the ways in which contemporary individuals and groups make and produce 
these identities. 

Memories Found in Tarab-Scapes
Analyzing tarab alongside the social experience of its participants illuminates its temporal-

ity, mobility, and inherent emotional experiences. In its original form, tarab observed everything 
from the gender politics of pre-World War I, where Oum Kalthoum was performing dressed as a 
boy to hide her femininity; to the addition of the electric instruments to the takht ensemble; to the 
transition from formal concert venues to Egyptian nightclubs filled with booming sound systems, 
alcohol, hashish, and sex workers; to the transition from pan-Arabness to national and ethnic upris-
ings. Tarab-scapes in EDMC bear witness to a resurgence of the classical tarab musical form and 
its associated culture, and traverses between Home and diaspora in times of uncertainty, such as the 
present, where travel is limited even for those whose Homes are safe spaces to visit. Events like the 
Beirut explosion are prime examples of this uncertainty and the changing experience with Home, 
which for people from Beirut, is continuously destroyed and rebuilt. The memories my interlocu-
tors have told me about led me to further understand that music and experience are politically and 
geographically unbounded. “Arabness”, “Home”, and tarab itself are felt in various ways depend-
ing on the individual experiencing it, and each experience is important for understanding the way 
we build and rebuild ourselves internally and our Homes, tangibly. 

The Arab folk revival is a polyphonic narrative of music where tarab-scapes evoke an entire 
dimension of memories. Although in its original form, tarab – as a musical genre – is heterophon-
ic, as multiple instruments are playing the same melody with their instrument-specific embellish-
ments and variations, creating a thickly textured music that is still very much one line; in EDMC, 
when tarab-scapes are added to the polyphonic layering of independent rhythms, melodies, and 
harmonies, tarab itself becomes polyphonic in its new context where there are more sounds and 
textures to be experienced, and where the producer can alter the sounds within the track in order 
to change or remix them for the audience. Within this cyclical, continuously generative production 
where EDMC features tarab which features memories that are then written back into the EDMC 
polyphonic scape, I argue that the tarab-scape and other soundscapes are intangible, sonic loca-
tions where more scholarly work needs to be done. Although I am not currently able to experience 
EDMC live alongside my interlocutors where I normally conduct fieldwork in Toronto, Montreal, 
and more recently Morocco, the global EDMC community has navigated the pandemic by having 
DJs upload “party at home” sets for people to watch and/or listen to on platforms such as Youtube, 
Soundcloud, Mixcloud, and more, and by hosting Zoom events with live-streamed music. As the 
world begins to open up, restaurants and bars in various cities have started implementing DJs into 
their programming, offering new experiences where patrons sit in socially distanced circles and 
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listen to the music in their small nodes. This experience is forcing musicians to be unique in their 
distribution and is reframing for everyone how to think about music and how to move through 
the world. My experience at ethnomusicology conferences brought to my attention that musical 
analysis is considered by some to be an antiquated method of scholarship, but I believe that when 
reframed as a methodology, or an ever-adapting and interdisciplinary toolkit, it can be argued as 
having ongoing importance that ebbs and flows with the discipline, as well as our interlocutors and 
the ways they are willing to work with us (Kazubowski-Houston, 2018). Since transcription can be 
done in various ways from loose forms and shapes to tablature to Western notation, I believe that 
musicologists and ethnomusicologists have access to this adaptive methodology, but that this new 
framework would benefit future scholarship. When we re-think musical analysis as a toolkit for 
social understanding, we open the door to a new realm of socio-political experiences, positioning 
musical analysis in the greater discussion of what it means to navigate the world today. 
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suraTi 1. cifruli samuSao audiosivrcis foto.
Figure 1. Screenshot of a Digital Audio Workspace.
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giorgi kraveiSvili
(saqarTvelo)

lazuri musikis fesvebi

lazeTi uZvelesi istoriis mqone mxarea. jer kidev Zveli welTaRricxvis 
VI-I saukuneebSi is iyo kolxeTis samefos nawili. axali welTaRricxvis I-V sauku-
neebSi lazeTi ixsenieba lazikis samefos saxelwodebiT. VI saukunidan lazeTi 
bizantiis SemadgenlobaSi Sedis. X saukunidan, saqarTvelos calkeuli samefo 
samTavroebis erTian samefod formirebis Jams, lazeTis mcire nawili (dRevande-
li xofisa da borCxis raionebi) saqarTvelos SemadgenlobaSia, danarCeni laze-
Ti ki – 1204 wlamde bizantiis SemadgenlobaSi rCeba. 1204 wels saqarTvelos 
mefeT-mefe Tamari qmnis trapizonis imperias da mis naTesavs aleqsei komnenoss 
aZlevs samefo taxts (javaxiSvili, 1983: 246)1.

trapizonis imperiam orsaukunenaxevari iarseba da 1461 wels osmaleTis 
sulTanma mehmeT meorem daipyro. am periodidan iwyeba lazebis TandaTanobi-
Ti gamusulmaneba. trapizonSi mcxovrebi lazebis nawils miaRebines berZnuli 
erovneba da iwodebodnen pontoel berZnebad. lazTa nawili gamusulmanebis Ta-
vidan asacileblad gasomxda, Tumca droTa ganmavlobaSi mainc gamusulmanda da 
hemSinebi ewoda. miuxedavad amisa SemiZlia vTqva rom pontoelebis da hemSinebis 
aramarto simRera da cekva, aramed tansacmelic ki lazuria (bawaSi, 1988; bawaSi, 
2015a). gasaTvaliswinebelia rom TurqeTis musulmani qarTvelebi xSirad somexs 
qristianis sinonimiT iyeneben. maTTvis somxoba rwmenaa da ara erovneba (Cox-
araZe, 2015).

1877-1921 wlebSi lazeTis nawili Sedioda jer mefis ruseTis, Semdgom ki – 
damoukidebeli saqarTvelos SemadgenlobaSi. mefis ruseTis batonobis dros, 
1877-78 da 1915-17 wlebSi lazebi araerTxel iqnen darbeulni da osmaleTis 
SuagulSi religiur niadagze gadasaxlebulni. 1921 wels ki istoriuli lazeTi 
kvlav TurqeTs gadaeca. saqarTveloSi mxolod sofeli sarfi darCa, romelic 
1926 wels Suaze gaiyo.

1880-1940-ian wlebSi afxazeTSi, kerZod oCamCiris, soxumisa da gulrifSis 
raionis araerT sofelSi lazebi binadrobdnen, romelic istoriuli lazeTidan 
iyvnen Camosaxlebulni. samwuxarod, 1949 da 1951 wels sabWoTa kavSiris xelmZR-
vanelma ioseb stalinma maTi didi nawili cimbirsa da yazaxeTSi gaasaxla

pontoel berZnebTan solod Sesasrulebel simRerebSi faruli mravalxmi-
anoba2 sakmaod xSiria. metic, gudastvirze, romelsac `cabounas~ (Tsabouna/Tsam-
pouna) uwodeben, lazuri mravalxmianoba JRers (videomag. 1-2; audiomag. 1-2). 
aqedan gamomdinare, vemxrobi pontoelebis lazur warmomavlobas. sakuTriv ber-
Znuli da, zogadad, evropuli gudastvirebi (Gayda/Gaida/Cornemuse) Zalian gasx-
vavdeba lazurisgan, maT Soris, pontos berZnulisganac. gaidasa da kornemuss, 
lazuri gudastvirebisgan gansxvavebiT, didi sabane lula gaaCnia, romelic Zir-
iTad tons aormagebs ori oqtaviT qveviT (videomag. 3-4).

1 aseve, ix. wyaro: https://en.wikipedia.org/wiki/Empire_of_Trebizond.
2 am movlenas qvemoT Sevexebi. 
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Tu ki pontos berZnebis didi nawili 1923 wlidan saberZneTSi cxovrobs, 
hemSinebi dRemde lazeTis teritoriaze saxloben. am pirobebSi srulad cxa-
dia, rom hemSinTa simRerebis melodiebic da gudastviric lazuria (videomag. 
5; audiomag. 3). es maSin, rodesac wminda somxuri simRerebi da gansakuTrebiT 
somxuri gudastviri Parkapzuk mkveTrad gansxvavdeba lazurisgan (videomag. 6; 
audiomag. 4).

lazur gudastvirze rom qarTuli mravalxmianoba JRers, amaSi gvarwmunebs 
misi Sedareba saqarTvelos sxvadasxva kuTxeSi arsebul dasakravebTan (video-
mag. 7-9; audiomag. 5-9; sanoto mag. 1-4). sxvaTa Soris, gudastviris tans `gudas~ 
uwodeben aramarto lazeTSi, aramed saqarTvelos sxva mxareebSic, kerZod, qa-
rTlSi, raWaSi, aWaraSi, taosa da SavSeTSi. salamurebis Casadebs ki `navi~, aseve, 
hqvia taoSi, klarjeTSi, SavSeTsa da aWaraSi. marTalia, saqarTvelos sxvadasxva 
kuTxis gudastvirebs Soris mcireodeni sxvaoba aris rogorc sakravis aRnagoba-
Si, ise dasakravebSic, Tumca es lazur gudastvirs qarTulisgan ar ganasxvavebs, 
maSin rodesac, somxuri da evropuli gudastvirebi qarTulisgan, maT Soris, 
lazurisgan, sakmaod gansxvavdeba. Tvlebis raodenoba saqarTvelos sxvadasxva 
kuTxis gudastvirze, Semdegnairia: SavSur Wibonze 1/5 an 3/5, taour tikze 3/5, 
aWarul Wibonze 3/5, qarTlur da raWul gudastvirze 3/6, fSaur stvirze 1/5, 
lazur da mesxur gudaze ki 5/5. maSasadame, gudastvirze Tvlebis orive mx-
ares Tanabari raodenoba qarTuli tradiciisaTvis damaxasiaTebeli ar aris, miT 
ufro, rom pontouri, anu Zveli lazuri cabounac 1/5 an 3/5 Tvliania. Tvlebis 
toli raodenoba ki xels uwyobs hangis gaerTxmianebas, radgan aseT SemTxvevaSi 
damkvrels orxmianobis mudmivad SenarCunebisTvis, didi fizikuri Zalisxmeva 
sWirdeba. marTalia lazuri `guda~ orxmiania, Tumca masze erTxmianobaa gaba-
tonebuli, orxmianoba ki wyvetili formiT gvxvdeba.

rac Seexeba qamanCas, gudastvirisgan gansxvavebiT, qamanCis mxolod zogier-
Ti nawilis saxelia lazuri. es sakravi saqarTvelos arc erT kuTxeSi ar gvxvde-
ba da arc misi harmoniuli enaa qarTuli musikisTvis mSobliuri (videomag. 10) 
da es maSin, roca lazuri sagudastvire hangebisTvis damaxasiaTebeli kadansebi, 
aseve, gvxvdeba saqarTvelos sxva kuTxeebis, maT Soris, samegrelosa da svaneTis 
simRerebsa da dasakravebSi (audiomag. 10; sanoto mag. 5).

lazuri musikis qarTuli fesvebi, aseve, vlindeba misi simRerebis melodiebis 
Sedarebisas saqarTvelos sxva kuTxeebis simReraTa melodiebTan (audiomag. 11; 
sanoto mag. 6-7) da farul mravalxmianobaSic. faruli mravalxmianoba miiRweva 
rogorc kilos dabali meSvide safexuris aRebiTa da aqcentirebiT (audiomag. 
12-14; sanoto mag. 8), ise simReris TiToeuli kupletis dasawyisSi aRmavali nax-
tomuri svliT (audiomag. 15-16; #9). orive SemTxvevaSi Cndeba STabeWdileba, 
rom TiTqos mTqmeli monacvleobiT or xmas mReris. zogjer saqme gvaqvs faruli 
mravalxmianobis orive niSnis erTobliobasTan da am dros mravalxmianobis Seg-
rZneba kidev ufro mZafrdeba (audiomag. 17-18).

ra Tqma unda, lazur musikaSi igrZnoba muslimanuri simReris gavlenis 
kvalic, pirvel rigSi, – sasimRero erTxmianobasa da imgvari melizmatikis six-
SireSi, romelic qarTuls ar axasiaTebs. garda amisa, qamanCis magaliTze samo-
mavlod SesaZloa berZnul gavlenazec ki visaubroT, Tumca saqarTvelos isto-
riisa da lazur musikaSi arsebuli araerTi qarTuli Sris gaTvaliswinebiT, me 
da, zogadad, qarTvel eTnomusikologebs lazuri mainc qarTul musikis nawilad 
migvaCnia.
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maSin, rodesac 1990-ian wlebamde TurqeTSi araTu lazuri RonisZiebebi, ar-
amed skolebSi laparakic ki akrZaluli iyo, saqarTveloSi, araerTi ram keTde-
boda, kerZod: 1) lazuri cekvebi dadga araerTma qarTvelma qoreografma; 2) 1954 
wels sarfSi Camoyalibebuli ansambli `lazeTi~ xSirad asrulebda lazur xalxur 
simRerebsa da cekvebs, 1970-iani wlebis bolos ki saestrado nimuSebsac (audiomag. 
19-20). ansambli monawileobas iRebda olimpiadebze da 1981 da 1987 wlebSi gaimar-
jva kidec; 3) amave periodidan sarfSi imarTeboda lazuri dResaswaulebi ̀ kolxo-
ba~ da ̀ qvaomxazoba~. amgvarad lazuri estrada pirvelad saqarTveloSia gaCenili. 
gasaTvaliswinebelia isic, rom es yvelaferi mkvlevrebisa da sarfelebis xeliT 
xorcieldeboda da ara vinme garedan mosulis (Tundac, mTavrobis) karnaxiT.

lazuri musikis qarTul fesvebs nawilobriv jer kidev meSvide simpoziumze 
Sevexe. am moxsenebaSi gafarToebuli da damatebulia mTeli rigi sakiTxebi da 
Secvlilia audio nimuSebi. ase rom msurvelebs SegiZliaT Tavisuflad gamoi-
yenoT meSvide simpoziumis moxsenebaSi gamoyenebuli audio Canawerebic.

audiomagaliTebi

1. pontos berZnuli dasakravi `cabounaze~. Cawerilia 1930 wels oqtave (melfo) mer-
lieris mier. kompaqtdiskidan `Pontus Şarkıları. 1930 Ses kayıtları~. CD 1 #26.

2. lazuri sacekvao gudaze. asrulebs ahmeT Caqiri. birol TofaloRlus kasetidan 
`lazeburi~. 1 kaseta B #2. 

3. hemSinuri `horoni~ gudaze. ukravs mustafa delibaSi. firfita gamocemulia 1970 
wels ucnobi firmis mier. Caweris adgili ucnobia.

4. somxuri instrumentuli hangi `parkabzukze~. asrulebs soRomon baRdasariani. 
1938 wlis firfita. gamocemulia 1938 wels apreleevkis qarxnis mier. Caweris adg-
ili ucnobia.

5. lazuri sacekvao `qizmendil dans~ gudaze. ukravs sevdeT TofaloRlu. Cawerilia 
1968 wels stambulSi piter goldis mier (Gold, 1972).

6. aWaruli `gandagana~ Wibonze. Cawerilia 1952 wels Tamar mamalaZis mier. firi 61 
#8-7. Tsu iv. javaxiSvilis saxelobis istoriisa da eTnologiis instituti. 

7. aWaruli `abadela~ Wibonis TanxlebiT. Cawerilia 1952 wels Tamar mamalaZis mier. 
firi 61 #9. Tsu iv. javaxiSvilis saxelobis istoriisa da eTnologiis instituti. 

8. raWuli `mestviruli~ gudastviris TanxlebiT. asrulebs zaqaria eraZe. Cawerilia 
saqarTvelos radios mier 1940-50-ian wlebSi.

9. qarTluri `berikuli saWidao~ gudastvirze. asrulebs luarsab jiquri. Cawerilia 
mcxeTis raionis sofel misaqcielSi 1964 wels kaxi rosebaSvilis mier. firi 161 
#6. Tbilisis saxelmwifo konservatoriis qarTuli xalxuri musikaluri Semoq-
medebis laboratoria. 
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10. lazuri, megruli, svanuri, qarTluri, xevsuruli da kaxuri simRera-dasakravebis 
sakadanso formebis Sedareba.

11. lazur-qarTlur-moxeuri simRerebis melodiebis Sedareba.

12. faruli mravalxmianoba lazur simReraSi.

13. faruli mravalxmianoba pontos berZnul simReraSi.

14. faruli mravalxmianoba hemSinur simReraSi.

15. faruli mravalxmianoba lazur simReraSi.

16. faruli mravalxmianoba pontos berZnul simReraSi.

17. faruli mravalxmianoba lazur simReraSi.

18. faruli mravalxmianoba hemSinur simReraSi.

19. saSa da iaSa xoravebis lazuri saestrado simRera `qaqalaki~. asrulebs ansambli 
`lazeTi~. Cawerilia 1977 wels elguja abduliSis mier. piradi arqividan. 

20. saSa da iaSa xoravebis lazuri saestrado simRera `qaqalaki~. asrulebs ansambli 
`lazeTi~. Cawerilia 1977 wels elguja abduliSis mier. piradi arqividan.

21. saSa da iaSa xoravebis lazuri saestrado simRera `sarfi filfil fuqira~. as-
rulebs ansambli `lazeTi~. solisti asiko xorava. Cawerilia 1977 wels asiko xora-
vas mier. piradi arqividan.

videomagaliTebi

1. pontos berZnuli dasakravi cabounaze. asrulebs aleqs papadakisi https://www.you-
tube.com/watch?v=WlevXdE0hqg 

2. lazuri sacekvao gudaze. asrulebs aTiC genjoRlu. Cawerilia arhavis raionis 
sofel kordelSi 2014 wels giorgi kraveiSvilisa da nazi memiSiSis mier. video 
gadaiRo Tamaz kraveiSvilma.

3. sacekvao berZnul gaidasa da darbukaze. asruleben gianis dobridisi da panos 
ziqidisi https://www.youtube.com/watch?v=6Epii3e8XcQ&t=2s 

4. dasakravi frangul kornemusze https://www.youtube.com/watch?v=je2XpFXrFM8&t=5s

5. hemSinuri `horoni~ gudaze. asrulebs selim boluqbaSi https://www.youtube.com/
watch?v=tf_d9KAGKmk&t=41s 
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6. somxuri dasakravi parkapzuksa da dolze. Parkabzukze damkvreli vladimir sum-
baTiani https://www.youtube.com/watch?v=yMVXs38bcQw&t=105s

7. hemSinuri xoroni gadaRebuli ramazan qosanoRlus mier https://www.youtube.com/
watch?v=S_mMWWU1wAU&t=166s 

8. aWaruli sacekvaoebi Wibonze. asrulebs goCa iremaZe. aWaris televiziis gadace-
ma `eTnofori~. qedis raionis sofeli dandalo. 2019 weli https://www.youtube.com/
watch?v=QWi309M_vW8&t=460s

9. raWuli mestviruli Salva jafariZis saxelobis ansambl `raWasTan erTad~. gudas-
tvirze ukravs bakur CikvilaZe https://www.youtube.com/watch?v=bFzpptkCD8U 

10. lazuri simRera `amseri meji miRun~ qamanCis TanxlebiT. asrulebs mehmed aiTaC. 
Cawerilia ardaSenis raionis sofel ReraSi. 2014 wels giorgi kraveiSvilisa da 
nazi memiSiSis mier. video gadaiRo Tamaz kraveiSvilma.
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GIORGI KRAVEISHVILI
(GEORGIA)

THE ROOTS OF LAZ MUSIC

Lazeti is a region with ancient history. As early as the VI–I centuries BC, it was part of the 
kingdom of Colchis. Between the I–V centuries AD, Lazeti was referred to as the Kingdom of 
Lazika. From the VI century, Lazeti was part of Byzantium. From the X century, when separate 
kingdoms of Georgia were formed as a single kingdom, a small part of Lazeti (present-day Hopa 
and Borcha districts of Turkey) was part of Georgia, and the rest of Lazeti remained a part of Byz-
antium until 1204. In 1204, King Tamar of Georgia created the Empire of Trebizond and gave the 
royal throne to her relative Alexios Komnenos (Javakhishvili, 1983:246).1 The Empire existed for 
two and a half centuries, and in 1461 it was conquered by the Ottoman Sultan Mehmed II; from this 
period begins the conversion of the Laz people to Islam. Some of the Laz living in Trabzon were 
forced to adopt the Greek nationality, and they were called Pontic Greeks. Some of the Laz claimed 
Armenian nationality in order to avoid converting to Islam. However, with time they too converted 
to Islam and were called Hemshins. Nevertheless, I can say that not only songs and dances of the 
Pontics and Hemshins, but also their clothes are Laz (Batsashi, 1988; Batsashi, 2015a). Interesting-
ly, Turkish Muslim Georgians often use Armenian as a synonym for Christian. For them, Armenian 
is a faith, not a nationality (Chokharadze, 2015).

In 1877-1921, a part of Lazeti was part of Tsarist Russia and then of independent Georgia. 
Under Tsarist Russia in 1877–1878 and 1915–1917 the Laz were repeatedly raided and exiled, on 
religious grounds, into the middle of the Ottoman Empire. In 1921, historical Lazeti again became 
part of Turkey. Only the village of Sarpi remained in Georgia and was divided into two in 1926.

The Laz who settled Abkhazia in the 1880s and 1940s, particularly in the villages of Ocham-
chire, Sukhumi and Gulripshi districts came from historical Lazeti. Unfortunately, in 1949 and 
1951 a large part of them was deported to Siberia and Kazakhstan by Joseph Stalin. 

Hidden polyphony2 is quite common in solo songs of the Pontic Greeks. Moreover, Laz po-
lyphony exists on bagpipe, called tsabouna/tsampouna (video ex. 1-2; audio ex. 1-2). I, therefore, 
agree with the Laz origin of the Pontic Greeks. Greek and European bagpipes (gayda/gaida/cor-
nemuse) are very different from Laz, including Pontic Greek. Unlike Laz gudastviri, gaida and 
cornemuse have a large bass pipe, which doubles the base tone two octaves lower (video ex. 3-4).

While most Pontic Greeks have been living in Greece since 1923, the Hemshins still live in 
Lazeti. Under these conditions, it is clear that both the melodies of Hemshin songs and their gudas-
tviri are Laz (video ex. 5; audio ex. 3), whereas the Armenian bagpipe – parkapzuk (video ex. 6; 
audio ex. 4) and Armenian songs are completely different from Laz, in general. 

The fact that Georgian polyphony can be played on the Laz bagpipe is confirmed by its com-
parison with the instrumental pieces from different parts of Georgia (video ex. 7-9; audio ex. 5-9; 

1 Also, see: https://en.wikipedia.org/wiki/Empire_of_Trebizond 
2 I will touch upon this phenomenon below.
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ex. 1-4). By the way, the body of the bagpipe (gudastviri) is called ‘guda’ not only in Lazeti, but 
also in other parts of Georgia, such as Kartli, Racha, Achara, Tao, and Shavsheti. The hole to insert 
the pipe is also called navi in Tao, Klarjeti, Shavsheti, and Achara. Bagpipes from different parts of 
Georgia are slightly different from each other, both in structure and instrumental pieces; however, 
this does not distinguish the Laz bagpipe from the Georgian, whereas Armenian and European bag-
pipes are quite different from the Georgian ones (including Laz). The number of finger holes on the 
bagpipes from different parts of Georgia is as flows: Shavshetian chiboni 1/5 or 3/5; Taoyan tiki 3/5; 
Acharan chiboni 3/5; Kartlian and Rachan gudastviri 3/6; Pshavian stviri 1/5, and Meskhetian guda 
5/5. Therefore, an equal number of finger holes is not typical for the Georgian tradition, especially 
since Pontic or old Laz tsabouna also has 1/5 or 3/5 finger holes. With an equal number of holes, a 
one-voice melody is obtained, since in this case, it is difficult for the player to constantly maintain 
the two-voice sound. Although the Laz guda is two-voiced, one-voice is dominant, and both voices 
together occur fragmentally.

As for kemenche, unlike gudastviri, the names of only some kemenche parts are Laz. This 
instrument is not encountered in any part of Georgia, and its harmonic language is not native to 
Georgian music (video ex. 10). And this is when the cadences characteristic of the instrumental 
pieces for Laz gudastviri are also found in songs and instrumental pieces from different parts of 
Georgia, including Samegrelo and Svaneti (audio ex. 10; ex. 5). 

Georgian roots of Laz music are also revealed by comparing the melodies of its songs with 
the songs and melodies from other parts of Georgia (audio ex. 11; ex. 6-7), as well as in hidden 
polyphony. Hidden polyphony is achieved by accentuating the low 7th step of the scale (audio ex. 
12-14; ex. 8), as well as by the ascending leap in the beginning of each couplet in the song (audio 
ex. 15-16; ex. 9). In both cases there is an impression that the performer sings two voices alter-
nately. Sometimes, we come across two signs of latent polyphony, and at this time, the feeling of 
polyphony becomes even more intense (audio ex. 17-18).

Of course, in Laz music one can feel the traces of the influence of Islamic music in general. 
First of all, this is felt in monophonic singing and the melismata uncharacteristic of Georgian music. 
In the future, we can even discuss Greek influences, on the example of the kemenche. However, 
considering the history of Georgia and numerous Georgian layers in Laz music, Georgian ethnomu-
sicologists, myself included, generally consider Laz music to be part of Georgian music.

Until the 1990s, when not only Laz events, but even speaking was banned at schools in Tur-
key, much was done in Georgia, namely: 1) Laz dances were performed by many choreographers; 
2) Ensemble „Lazeti“ created in Sarpi in 1954 performed Laz folk songs and dances, and even pop 
examples in the late 1970s (audio ex. 19-20). The ensemble participated in Olympiads (competi-
tions) and was even winner in 1981 and 1987. 3) From the same period, Laz festivals Kolkhoba and 
Kvaomkhazoba were held in Sarpi. Thus, Laz pop music originated in Georgia. It should be noted 
that all this was done by scholars and residents of Sarpi, and not overseen by someone from  the 
outside (even the government). 

Author’s Note: At the seventh symposium, I partially talked about the Georgian roots of Las 
music. In this paper, I expanded some questions and added several audio samples. (Interested per-
sons can also use audio recordings of the seventh symposium).
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Audio examples

1. Pontic composition on the tsabouna. Recorded in 1930 by Octave (Melpo) Merlier. From Compact 
disc “Pontus Şarkıları. 1930 Ses kayıtları”. CD 1 #26.

2. Laz dance accompanied on the guda (tulum). Performed by Ahmet Chakir. From Birol Topaloglu’s 
Cassete Lazeburi. 1 Cassete B, #2

3. Hemshin Horon on the guda.. Performed by Mustafa Delibash. The plate was published in 1970 by an 
unknown company. Record location unknown.

4. Armenian composition on the parkabzuk. Performed by Sogomon Bagdasaryan. Published in 1938 by 
the Aprelevka factory. Record location unknown.

5. Laz “kızmendil dans” on the guda.. Performed by Sevdet Topaloglu. Recorded Istanbul in 1968 by 
Peter Gold (Gold, 1972).

6. Acharian “Gandagana” on the chiboni. Recorded in 1952 By Tamar Mamaladze. Tape 61 #8-7. TSU 
Iv. Javakhishvili Institute of History and Ethnology.  

7. Acharian “Abadelia” accompanied on the chiboni. Recorded in 1952 By Tamar Mamaladze. Tape 61 
#9. TSU Iv. Javakhishvili Institute of History and Ethnology.  

8. Rachian song “Mestviruli” accompanied on the gudastviri. Plays Zakaria Eradze. Recorded in 1940-
50s by Radio Channel One.

9. Kartlian “Berikuli sachidao” By Gudastviri. Plays Luarsab Jiquri. Misaktsieli village of Mtskheta district. Re-
corded by Kaxi Rosebashvili. Tape 161 #6. Tbilisi State Conservatoire, the Laboratory of Georgian Folk Music.   

10. Comparison of the forms of cadences in Laz, Megrelian, Svanetian, Kartlian, Khevsurian and Kakhe-
tian songs and instrumental tunes.

11. Comparison of melodies of Laz-Kartlian-Mokhevian songs.

12. Hidden polyphony in Laz songs.

13. Hidden polyphony in Pontic Greek songs.

14. Hidden polyphony in Hemshin songs.

15. Hidden polyphony in Laz’s songs.

16. Hidden polyphony in Pontus Greece songs.
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17. Hidden polyphony in Laz’s songs.

18. Hidden polyphony in Hemshin songs.

19. Sasha and Yasha Khorava’s Laz pop song “Kakalaki”. Performer Ensemble “Lazeti”. Recorded in 
1977 by Elguja Abdulishi. 

20. Sasha and Yasha Khorava’s Laz pop Song “Sarfi Pilpil Puqira”. Performers Ensemble “Lazeti”. Solist 
Asiko Khorava. Recorded in 1977 by Asiko Khorava.

Video examples

1. Pontic instrumental composition on the tsabouna. Performed by Aleks Papadakis https://www.you-
tube.com/watch?v=WlevXdE0hqg 

2. Laz Dance on the guda. Performed by Atich Genjoglu. Village Konaklı (Laz name Kordeli) in Arhavi 
District. Recorded in 2014 By Giorgi Kraveishvili and Nazi Memishishi. The video was shot by Tamaz 
Kraveishvili.

3. Greek dance on the gaida and the darbuka. Performed by Giannis Dobridis and Panos Zikidis https://
www.youtube.com/watch?v=6Epii3e8XcQ&t=2s 

4. French compositionon the cornemuse https://www.youtube.com/watch?v=je2XpFXrFM8&t=5s

5. Hemshin “Horon” on the guda,  performed by  Selim Boluqbash https://www.youtube.com/
watch?v=tf_d9KAGKmk&t=41s 

6. Armenian composition on parkabzuk and daul. The parkabzuk played by Vadimier Sumbatyan. https://
www.youtube.com/watch?v=yMVXs38bcQw&t=105s

7. Hemshin “horon”. Recorded by Ramazan Kosanoglu. https://www.youtube.com/watch?v=S_
mMWWU1wAU&t=166s 

8. Ach’aran dance music on the chiboni. Plays Gocha Iremadze. Village Dandalo in Qeda district. Record-
ed in 2019 by Acharan TV program “Ethnophore”. https://www.youtube.com/watch?v=QWi309M_
vW8&t=460s

9. Rach’an “Mestviruli” with Shalva Jafaridze, ensemble Racha. Performed by Bakur Chikviladze 
https://www.youtube.com/watch?v=bFzpptkCD8U 

10. Laz Song “Amseri Meji Mighun,” accompanied on the kemenche. Performed by Mehmed Aytach. 
Işıklı (Laz name Gera) village in Ardeşen district. Recorded in 2014 by Giorgi Kraveishvili and Nazi 
Memishishi. Video by Tamaz Kraveishvili.
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magaliTi 1. `horoni~ lazur gudaze. 2014 wels Caiweres nazi memiSiSma da giorgi 
kraveiSvilma. 
Example 1. “Horoni” on Laz guda. Recorded by Nazi Memishishi and Giorgi Kraveishvili in 2014. 

magaliTi 2. kadansi lazur gudaze. 
Example 2. Cadence on Laz guda. 
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magaliTi 3. `Tinano~ qarTlur gudastvirze. Cawerili 1964 wels kaxi rosebaSvi-
lis mier. 
Example 3. “Tinano” on Georgian gudastviri. Recorded by Kakhi Rosebashvili in 1964.
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magaliTi 4. `xoromi~ aWarul Wibonze. Cawerilia 1932 wels ali farcxalaZis 
mier. 
Example 4. “Khoromi” on Acharan chiboni. Recorded by Ali Partskhaladze in 1932. 
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magaliTi 5. kadansebi saqarTvelos sxvadasxva kuTxis xalxur sakravebze. 
Example 5. Cadences on folk instruments from different parts of Georgia. 

magaliTi 6. lazuri da qarTluri simRerebis melodiebis Sedareba.
Example 6. Comparison of Laz and Kartlian song melodies. 
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magaliTi 7. lazuri da xevsuruli simRerebis melodiebis Sedareba.
Example 7. Comparison of Laz and Khevsuretian song melodies. 

magaliTi 8. faruli mravalxmianoba kilos meSvide safexuris aqcentirebiT.
Example 8. Hidden polyphony with the accentuation of the 7th step of the mode. 

magaliTi 9. faruli mravalxmianoba aRmavali naxtomiT. 
Example 9. Hidden polyphony with ascending leap.
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xaTuna damCiZe, nino maxaraZe (†) 
(saqarTvelo)

cekva lekuri

 
cekva „lekuris“ saxeldebisa da warmomavlobis Sesaxeb jer kidev saukunis 

win daiwyo msjeloba. sakiTxis dasmis iniciatori pirveli qarTveli profesion-
ali mocekvave da qoreografi aleqsi aleqsiZe (sonRulaSvili), gaxlavT. aR-
niSnuli problema mecnieruli TvalsazrisiT jer kidev gadauWrelia, miuxeda-
vad imisa, rom savsebiT logikuri da misaRebia qarTuli xalxuri qoreografiis 
mcodneebis – qoreologebis: lili gvaramaZis (gvaramaZe, 1957: 140), avTandil 
TaTaraZis (TaTaraZe, 1999: 132, 158), daviT javriSvilis (javriSvili, 1951: 10), 
rezo WaniSvilis (WaniSvili, 2002: 98) mier gamoTqmuli mosazrebebi, qal-vaJTa 
„lekuris“ qarTulobisa da ucxoelebis mier sxvadasxva cekvis mimarT rusuli 
termin – lezginkas, qarTulad lekuris aramarTebuli gamoyenebis Sesaxeb. Cven 
SevecdebiT meti siRrme SevZinoT sakiTxis kvlevas sxvadasxva aspeqtis ganxil-
viT.

cekvis – „lekuri“ – warmomavlobisa da saxeldebis gamosarkvevad pirvel 
rigSi unda gamoikveTos: 1. epoqa, romelSic termini Cndeba; 2. „lekuriT“ saxel-
debul sacekvao nimuSTa nairgvaroba; 3. cekva lekuris socialuri statusi, 
dialeqturi variantebi, struqtura, sacekvao leqsika. 

XIX saukunis ganmavlobaSi werilobiT wyaroebSi terminebis, „cekva“ da „Tama-
Si“, paralelurad gamoyenebulia termini „lekuri“. gvxvdeba: 1. qalTa lekuri; 
2. vaJTa lekuri; 3. qal-vaJis anu wyvilis lekuri. rodesac ityodnen – „kargi 
molekurea“, igulisxmeboda „kargi mocekvave“. zemoCamoTvlili sami saxis leku-
ri, rogorc saxelwodebidan gamomdinareobs, SemsrulebelTa genderul difer-
encirebasac Seicavs. Sesabamisad, gansxvavdeboda maTi sacekvao leqsika, cekvis 
arqiteqtonika, xasiaTi, musikaluri Tanxleba. amgvarad, aserigad gansxvavebul 
sacekvao kompoziciebs erTi da imave saxelwodeba ver eqneboda. aqedan gamom-
dinare, vfiqrobT, rom termini lekuri ganzogadda da yovelgvari calad Tu 
wyvilad Sesasrulebeli cekvis aRmniSvnelad iqca.

rogorc cnobilia, cekva rogorc sivrcesa da droSi ganfenili Semoqmede-
ba, saukuneebis ganmavlobaSi ar flobda araviTar saSualebas, raTa raime saxiT 
dafiqsirebuliyo da Cvenamde mosuliyo. mas ar gaaCnda damagrebis saSualebebi 
iseTi, rogorc gaaCnia musikas notis saxiT da literaturas alfabetis saxiT. 
aqedan gamomdinare, bevri sacekvao nimuSi, romelmac cocxal yofaSi arseboba 
ver gaagrZela, daikarga. sacekvao moZraobebi pozebisa da mdgomareobebis saxiT 
dafiqsirda naxatebze Tu fotoebze, Tumca statikur, erT momentSi gaCerebul 
pozas ar aqvs saSualeba mTliani sacekvao suraTis Sesaxeb informacia mogvawo-
dos. am mocemulobaSi yvelaze gamoyenebadi da informatiuli literaturul 
wyaroebSi daculi aRwerilobiTi masalaa, sadac met-naklebad asaxulia rogorc 
sacekvao nimuSis arqiteqtonika, Semsruleblebi da sacekvao leqsika, aseve. in-
strumentebi da musikaluri Tanxleba, Tundac dasaxlebebis saxiT. 

qalTa lekuri, rogorc suraTebidan Cans, ufro mSvidi, naklebad dinamiuri 
freskuli saxis cekva unda yofiliyo. samwuxarod, qalTa lekuris moZraobebi-
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sa da arqiteqtonikis Sesaxeb mwiri informacia gvaqvs. qalTa lekuris Sesax-
eb vasili timis, grigol gagarinis, mixeil lermontovis ferweruli tiloebi, 
vizualuri aRqmis gaTvaliswinebiT, uaRresad sainteresoa, Tumca, naklebad in-
formatiuli Tavad cekvis nagebobisa da sacekvao leqsikis Sesaxeb informaciis 
mowodebis TvalsazrisiT. sxvadasxva literaturul wyaroSi dacul veerbalur 
aRwerilobaSi garkveuli saxis konkretikas vxvdebiT: „ori patara gogona xal-
iCaze cekvavda romeliRac mimikur cekvas; isini ar xtunavdnen, aramed TiTqos 
dasrialebdnen miwaze da xelebs Slidnen. musika ar yofila, doli da zogjer 
taSi aRniSnavda taqts“ (Гакстгаузен, 1857: 103). qalTa lekuris Sesaxeb informacia 
daculia Zveli gazeTebis furclebze1.

mamakacTa lekuris Sesaaxeb cnobilia, rom cerileTebiT, CakvrebiT datvir-
Tuli dinamiuri cekva iyo erTi an ori SemsrulebliT. baron de bais fotoze ki, 
ori xmalSemarTuli mamakaci cekvavs lekurs (de bai, 2011: 44).

sofel matanSi, saRamo xans, Tavad ColoyaSvilis saxlSi „zogjer maspinZeli 
iRebda dairas, gansakuTrebuli simarjviT scemda mas lekuris taqtSi, romelic 
warmoadgenda erTaderT gavrcelebul (yofaSi miRebul) cekvas da vinc ufro ax-
algazrda da marjve iyo, gadaeSveboda sacekvaod. zogjer iqve sufraze TefSebs 
Soris, asrulebdnen iseT ileTebs da fokusebs da yovelives ise moxerxebulad, 
graciozulad, rom namdvilad SeiZleboda scenaze eCvenebinaT; damswre sazo-
gadoeba taqts ayolebda taSiscemas da SeZaxilebiT gamoxatavda kmayofilebas“ 
(Зиссерман, 1867: 28). aq zisermans – „erTaderT gavrcelebul“ – formulirebas-
Tan dakavSirebiT ver daveTanxmebiT.

qal-vaJis „lekuri“, romelic dResdReobiT „cekva qarTulis“ saxelwodebas 
atarebs, maRali socialuri wris cekvaa da „davlurTan“ erTad, erTaderTic am 
klasifikaciaSi. cekvas gaaCnia xalxuri dialeqturi variantebi, Tumca nimuSi, 
romelsac Cven cekva „qarTuls“ vuwodebT, Tavisi esTetikiT da konstruqciiT 
gansxvavdeba ara Tu lekuri, aramed qarTuli xalxuri variantebisganac. ilia 
zurabiSvili qarTul lekurs sam nawilad yofs: „1. saTanado dasawyisi – „SoriT 
bneda, SoriT alva“, 2. mas aqvs ganviTareba - „kacsa mixvdes sawadeli, ras eZebdes 
unda povna“; 3. mas aqvs dasasruli - siyvaruli agvamaRlebs“. gaxsovdeT, lekuri 
ise iwyeba, ise viTardeba da ise mTavrdeba, rom vaJi qals arc erTxel ar exeba“ 
(zurabiSvili, 1949: 20).

dResdReobiT „cekva qarTulis“ sasceno varianti xuTnawiliania metad da-
konkretebuli dramaturgiuli qargiT, Tumca zemoT gansazRvrulis sruli Sem-
cvelobiTa da arsis SenarCunebiT: 1. eqspozicia – vaJis gamosvla sacekvaod; 
2. qalis mipatiJeba da qal-vaJis mier sacdeli wris Semovla; 3. vaJis calad 
cekva (solo); 4. qalis calad cekva (solo); 5. daskvniTi nawili: qal-vaJis cekva 
- safinalo koda. lekur-qarTulis struqturul-kompoziciur ganfenilobaSi 
umniSvnelovanesia cikluroba – pirveli epizodiT dawyebuli bolo pasaJiT 
dasrulebuli, cxovrebis, yofierebis filosofiuri gaazreba qronologi-
ur-siuJetur qargaSi etapobrivad ikveTeba da qmnis erTian uwyvet dramas fi-
naliT. swored, aRniSnuli aspeqti ganasxvavebs mas dialeqturi nairsaxeobebisa-
gan. xalxur „lekurSi“ siuJeturi qargis dasasruli, rogorc aseTi, ar arsebobs 
da sacekvao procesi uwyvetia mocekvave wyvilTa perioduli cvliT. aqve unda 
aRvniSnoT, rom qal-vaJis „lekuris“ sascenod SemorCenili versia, SeiZleba 

1 „droeba“, wera-kiTxvis sazogadoebis bali, #39, Tebervali, 1881.
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iTqvas, yvelaze avTentikuri nimuSia qarTul xalxur sacekvao nawarmoebTa So-
ris, radgan, fena, romelmac igi warmoSva, gamqralia rogorc klasi da masTan 
dabrunebis saSualeba aRar gagvaCnia, xolo sacekvao nimuSi, faqtobrivad, um-
ciresi saavtoro gavleniT aRiniSneba, cvlileba mxolod Sesrulebis maneram 
ganicada da isic mxolod droSi translaciiT ganpirobebuli.

cekvis Sesrulebis aristokratulma maneram ganapiroba daxvewiloba, ro-
melic cekvas axlavs. xalxuri varianti ar xasiaTdeba amgvari akademizmiT. ce-
kvis aristokratuli maneris Camoyalibebas xeli Seuwyo garemom, romelSic man 
srulyofilebas miaRwia – Tavad-aznaurTa saxlebi da sasaxleebi, darbazebi, 
swori iataki, sadac rogorc gasmebis mravalferovnebis, aseve, qalis srialiT 
gadaadgilebis saSualeba iqmneboda, gansxvavebiT soflis Sekrebis adgilebisgan, 
sadac tanis mdgradobis imgvarad dafiqsireba ver moxerxdeboda.

istoriulad, rogorc cnobilia, qal-vaJis cekva „lekuri“ ori nawilisagan 
Sedgeboda - 1. „davluri“ da 2. „lekuri“. „davluri“, saxeldebuli moZraobisagan 
„davla“, romelic Tavis mxriv daul-dolisgan unda warmosdgebodes, qarTuli 
terminia da „davliT“ wris Semovlas aRniSnavs. misi agebuleba, rogorc lit-
eraturuli aRwerilobiTi wyaroebiTa da qoreologebis informaciiT dginde-
ba, igive arqiteqtonikiT, mxatvrul-esTetikuri maxasiaTeblebiTa da sacekvao 
leqsikiT xasiaTdeboda, rogorc misi meore nawili – „lekuri“, gansxvaveba mx-
olod tempSi mdgomareobda. „davluri sruldeboda nela, zeimurad, xolo Sem-
deg igi gadadioda ufro aCqarebul cekvaSi. amasTan orsave nawils Sesrulebis 
erTnairi forma da teqnologia hqonda. samwuxarod, cekva aseTi partituriT 
Cvens dromde ar moRweula“ (gvaramaZe, 1962: 55).

aleqsi aleqsiZem, romelmac cekva TbilisSi quCis moxetiale mocekvave 
lekebisgan iswavla, SesaniSnavad icoda Crdilokavkasiuri, gansakuTrebiT, daR-
estnuri (lekuri) da qarTuli cekva. igi uaryofda „lekuris„ lekurobas da 
aRniSnavda, rom Tu „lekuris“ pirveli nawili – „davluri“ – qarTulia, aral-
ogikuria, rom meore nawili „lekuriT“ yofiliyo saxeldebuli: „Tu Tavi Cvenia, 
boloc Cvenia“ – ambobda is (gvaramaZe, 2017: 42).

aqedan gamomdinare, gviCndeba kiTxva – ram gamoiwvia, ra mizezi unda ar-
sebuliyo, rom erTiani kompoziciis pirveli nawili qarTuli terminiT, xolo 
meore, warmomavlobis daSifruli informaciiT, lekuriT aris cnobili.

i. zurabiSvilis werilSi, romelic monologiur stilSia Sesrulebuli, mo-
saubreebi msjeloben cekva „lekuris“ saxeldebisa da warmomavlobis Sesaxeb, 
erTmaneTs adareben lekur (anwuxur) „lekursa„ da qarTul wyvilur „lekurs“, 
iZlevian informacias sruli sacekvao nagebobisa da musikaluri Tanxlebis Ses-
axeb. Tumca, anwuxuri mamakacTa lekurisa da qarTuli wyviluri lekuris da-
pirispireba ar migvaCnia marTebulad, radgan mamakacTa lekuri mxolod vaJTa 
lekurTan unda dapirispirebuliyo, romelic, aseve, qarTul sacekvao sivrceSic 
arsebobda. avtori werilis dasawyisSi axsenebs lekuris musikalur instrumen-
tebs da aRwers sacekvao kompozicias srulad. igi ar gvawvdis informacias 
„davluris“ sacekvao musikis Sesaxeb, magram lekuris dasawyisSi ambobs, rom 
musikosebma daiwyes anwuxuri lekuris Sesruleba. anwuxi daRestanSi mdebare 
olqia, anwuxelebi lekuri tomia, romelic gansakuTrebulad iyo integrirebu-
li saqarTvelosTan.

sainteresoa, ratom icekva wyvilma lekur musikaze da ara qarTulze. es de-
tali metad simptomaturad miviCnie da vTvli, rom cekva „lekuris“ saxeldebis 
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erT-erTi faqtori swored sacekvao musikaa, romelic aRniSnul epoqaSi Semoi-
Wra qarTul musikalur sivrceSi. savaraudod, lekurma musikam daiwyo Tanaarse-
boba qarTulTan da rodesac ityodnen – „lekuri daukariTo“, masze sxvadasxva 
cekva sruldeboda.

rac Seexeba moZraobas, cnobilia, rom Crdilokavkasiur da qarTul ileTebs 
Soris analogiebi arsebobs, mag.: cerileTebi, muxlileTebi, gasmaTa da CakvraTa 
nairsaxeobebi. ar vayenebT eWvqveS vaJTa lekuris msgavsebas Crdilokavkasiur 
vaJTa sacekvao kompoziciebTan dakavSirebiT, magram qal-vaJTa „lekuri“ sruli-
ad TviTmyofadi da TavisTavadi elementia rogorc konfiguraciuli sqemiT, 
aseve, leqsikuri da saSemsruleblo faqtoris gaTvaliswinebiT.

amgvarad, cekva qal-vaJTa „lekuris“ saxeldebisa da warmomavlobis Sesax-
eb SegviZlia vTqvaT: 1. termini „lekuri“ gamoikveTa, rogorc kavkasiur qo-
reografiul SemoqmedebaSi calad an wyvilad cekvis ganzogadebulad aRmniS-
vneli; 2. termini Cndeba mas Semdeg, rac rusebi Cndebian saqarTveloSi – XIX 
saukuneSi; 3. termini SesaZloa Semohyva lekur musikalur kompoziciebs; 4. ms-
gavseba arsebobs vaJTa mTiulur da vaJTa lekur cekvebs Soris sacekvao le-
qsikis TvalsazrisiT; 5. qal-vaJTa „lekurs“ gaaCnia sruliad gamokveTili TviT-
myofadi gamomsaxveloba – konfiguraciuli sqema, struqtura, romlis sruli 
suraTi warmoadgenda „davlurisa“ da e.w. „lekuris“ ornawilian sacekvao kom-
pozicias.

***
rac Seexeba eTnomusikologiur xedvas, am sakiTxze sagangebo naSromi ar
arsebobs. qarTvel musikosTagan `lekurs~, ufro swored, isev mis saxel-

wodebasTan dakavSirebul Temas giorgi svaniZe (1962) da grigol kokelaZe Seex-
nen (1970, 1977). 

Tu gaviziarebT miRebul Tvalsazriss, rom lezginka-lekuri me-19 s. ruse-
bis mier kavkasiel xalxTa cekvebis aRmniSvneli zogadi saxelia2 da arsebobs 
daRestnuri, yabardouli, osuri, avaruli, CeCnuri, inguSuri, qarTuli da a. S. 
Llezginkebi – lekurebi – cekvebi da TiToeulSi SigniT kidev vaJTa, qalTa 
da wyvilTa cekvebis saocari mravalferovnebaa, gamodis, rom mTeli qarTuli 
sacekvao musikis (saTamaSoebis, sacekvarebis, safundrukoebis, osxapurebis da 
a. S.) intonaciur masalaze mogviwevs msjeloba. meore mxriv, radgan `lekuri~ 
qal-vaJis wyvilis, anu cekva `qarTulis~ saxelad damkvidrda, uSualod am ce-
kvis Tanmxlebi magaliTebis analizi. cxadia, erTi moxsenebis farglebSi Seu-
Zlebelia. amitom im nimuSebze saubriT Semovifarglebi, romlebic sanoto da 
audiomasalaSi uSualod `lekuris~ saxelwodebiTaa fiqsirebuli.

sainteresoa, aris Tu ara musikalur TanxlebaSi gamovlenili hangebis leku-
ri warmomavloba? mezoblad mcxovrebi xalxebis kulturaSi msgavsi elementebis 
arseboba araa gasakviri. rogorc viciT, Crd. kavkasiaSi Temur lengis Semosevam-
de (XIV s. meore naxevari) qristianoba iyo gavrcelebuli. CrdiloeT kavkasiaSi 
SemorCenili materialuri kulturis Zeglebi (taZrebi, warwerebi) iq qarTul 
kvalzec miuTiTebs. erTianobas adasturebs msgavsi ritualebi, wes-Cveulebe-
bi, folkloruli Janrebi, saxeobrivi sferoebi, simRerebSi SemorCenili bge-
raTkompleqsebi (arira, varado, orirara), melodiis tipebi, mravalxmianobis 

2 analogiurad, Cerqezka daarqves Coxas da kavkasiel mamakacTa samoss.
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burdonuli forma, qoreografiuli formulebi. lili gvaramaZis azriT, qarT-
velebi `lekurs~ daRestnelebisagan me-19 s. adre ver gadmoiRebdnen, radgan 
qarTul-daRestnuri urTierTobebi XVI-XVII ss-dan sakmaod mtruli iyo. qarT-
velTa da lekTa urTierToba arc ruseTis mier kavkasiis dapyrobis Semdeg gaum-
jobesebula, Tumca TareSi Sewyda (gvaramaZe, 1997:164-165).

sagulisxmoa, rom sulxan-saba `lekuris~ saxelwodebis mqone cekvas ar ic-
nobs. nikoloz CubinaSvilis leqsikonSi (me-19 s. dasawy.) da daviT CubinaSvilTan 
(XIX s. meore nax.) ukve vxvdebiT am termins, rogorc daRestnuri warmoSobis 
cekvas, erTgvar rokvas3. 

rusul musikalur enciklopediebSi (Штпейнпрес, Ямпольский, [red.], 1966; 
Келдыш [red.], 1976) daRestnuri `lezginkas~ zoma 6/8-a. misi melodia mkafio, 
dinamiuri, tempi Cqaria. lezgika – cekva Sejibria, romelic axdens mocekvave-
Ta moqnilobis, virtuozulobis, dauokeblobis demonstrirebas. aqve mocemulia 
lekuris tipuri (erTidaigive) sanoto magaliTi, romlis tempic ratomRac zom-
ieria. msgavsi ritmul-intonaciuri formula CvenTan qalaqur sacekvao folk-
lorSi Cans, romelsac amjerad ar vexebiT. erTs ki vityvi, rom XIX s. multi-
kulturul TbilisSi leki xelosnebi cxovrobdnen. magaliTad, 80-ian ww. aleqsi 
aleqsiZis (sonRulaSvili) biografiaSi gvaqvs cnobebi mTawmindaze mcxovrebi 
lekTa jgufis uqme dReebSi fulis saSovnelad siarulis Sesaxeb. ufro met-
ic, pirveli qarTveli qoreografi swored maTgan swavlobs sacekvao ileTebs 
(baramiZe, 2015:114).

dRemde gamoqveynebul arcerT sanoto krebulSi ar aris Setanili ̀ lekuris~ 
saxelwodebis mqone cekva. `lezginkas~ saxeliT pirveli da erTaderTi sanoto 
Canaweri (ori variantiT) gvxvdeba frangi Jurnalistis Jiul muries wignSi (1883, 
sur. 1,2) da missive redaqtorobiT TbilisSi dabeWdili Jurnalis erT-erT no-
merSi (1889). muries mier fiqsirebuli masala am cekvis arsebobas XIX s. dasavleT 
saqarTveloSic (samegreloSi) adasturebs. wignis liTografiaSi (gv. 340) qal-va-
Jis cekvis Tanmxleb sakravebad Conguri da dairaa warmodgenili. JurnalSi ki 
lekuris ori variantia. erTs aqvs ganmarteba – qarTuli cekva (orwiladi, qar-
TulTan araferi aqvs saerTo), meores – kavkasieli jariskacebis cekva (samwila-
di, romelis qarTulis msgavsia). 

`lekuris~ sanoto xelnawerebi daculia folkloris saxelmwifo centris 
arqivSi (audiomag. 1); audionimuSebi gvxvdeba erovnuli muzeumisa da konserva-
toriis lilvakebis koleqciaSi (audiomag. 2); istoriisa da eTnologiis insti-
tutis Tamar mamalaZis masalaSi4; konservatoriis folkloris laboratoriis 
saeqspedicio fondidan unda aRvniSno 1967 w. kaxi rosebaSvilis Canawerebi (au-
diomag. 3) da oTar CijavaZis mier `leki qalis simReris~ saTauriT Cawerili 
nimuSi (audiomag. 4).

sanoto da audiomagaliTebis analiziT hangebis lekuri warmomavloba ar 
Cans. Tumca, ar aris gamoricxuli, rom me-19 s. Semosuli sacekvaoebis iseT 
gaqarTulebasTan gvqondes saqme, rom pirvelwyaro Zneli SesamCnevi gaxda, an 
iqneb kvintursayrdeniani formulebis ufro Soreul genetikur kavSirebze unda 
vifiqroT?

3 orwiladi nimuSi, romelsac araferi aqvs saerTo qarTulTan.
4 sof. WoportSi gakeTebuli Canawerebis sia Seicavs lekurs gudastvirze, magram audiomasala 
aklia.
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arsebuli CanawerebiT `lekuri~ qarTlSi sruldeba salamurze, gudast-
virze, wiko-wikosa da dairaze, kaxeTSi, salamurze, garmonsa da dolze; TuSeTSi 
– salamurze, garmonze. samegreloSi Congursa da dairaze, aWaraSi Wibonze, qa-
laqur musikaSi – dudukebsa da dolze. yvela es cekva adgilobrivi musikalu-
ri dialeqtis kanonzomierebaTa CarCoSia moqceuli. gasagebi mizezebis gamo, 
CrdiloeT kavkasiurTan met siaxloves aRmosavlur-qarTuli, gansakuTrebiTL 
TuSuri masala avlens. saxelwodeba `lekuri~ sxvadasxva dialeqtSi sruliad 
gansxvavebuli cekvebis saxelwodebad gamoiyeneba da, marTlac, cekvis ganzoga-
debul saxelad Cans.

da bolos, mainc ratom ukavSirdeba es faqti maincdamainc lekebs? rusebmac
ratom ganazogades mTels kavkasiaze `lezginka~? albaT marTlac imitom, 

rom lekebi cekvis, plastikuri xelovnebis gansakuTrebuli niWiT gamorCeuli 
xalxi iyo. samomavlod dagegmili gvaqvs masalis detaluri analizi, mamakacTa 
Sejibris tipis Crdilokavkasiuri da aRmosavlurqarTuli/mTiuluri cekvebis 
SedarebiTi kvleva – anwuxuri cekvis sasceno variant bevr kiTxvas badebs. Ro-
gorc qoreografiulad, ise musikalurad.

audiomagaliTebi

1. „kaxuri lekuri“ garmonsa da dolze. Semsruleblebi zuriaSvili da kardenaxiS-
vili. Cawerili mixeil CirinaSvilis mier sofel bodbisxevSi (siRnaRis raioni), 
1948 – #2007. msgavsia Zvel qarTul filmSi wiko-wikosa da dairaze Sesrulebuli 
„lekuris“; „lekuri“ duduksa da dolze, Cawerili mixeil CirinaSvilis mier (qa-
laquri versia) – #1998; „lekuri“ (cekva xorumis nawili) aWarul Wibonze, Sems-
rulebeli surmaniZe. Cawerili kaxi rosebaSvilis mier 1952 w. – #2038.

2. „lekuri“ salamurze, Sesulia qarTlis masalaSi (diski 14: #13, 15).

3. dasakravi garmonisTvis, Cawerili Tamar qaaZis mier sofel zemo alvanSi (axmetis 
raioni) (t. 200-4).

4. ueno salamurze dasakravs asrulebs firuz aliaSvili (t. 53-1).
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KHATUNA DAMCHIDZE, NINO MAKHARADZE (†)
(GEORGIA)

DANCE LEKURI

Discussions about the name and origin of the dance „Lekuri“ (lit. Lezghian) began as far back 
as a century ago. The issue was posed by Alexi Aleksidze (Songhulashvili) - first Georgian profes-
sional dancer and choreographer. From scientific standpoint this problem is still unsolved. Although 
logical and acceptable are the opinions expressed by Georgian folk choreographers - choreologists: 
Lili Gavaramadze (1957: 140), Avtandil Tataradze (1999: 132;158), Davit Javrishvili (1951;10), 
Rezo Chanishvili (2002: 98) regarding the Georgianness of the female-male dance „Lekuri“ and the 
incorrect application of the Russian term „Lezginka“ by foreigners to various dances, this problem 
has not yet been scientifically resolved. On our part, we will try to study the problem deeper by 
discussing various aspects.

In order to find out the origin and name of the dance „Lekuri“ first of all ascertained should 
be: 1. the epoch when the term appeared; 2. Variety of dance examples under the name „Lekuri“; 3. 
Social status, dialectal variants structure, dance lexicon of the dance „Lekuri“.

In 19th- century written sources, the terms tsekva („dance“) and tamashi („play“) are used 
in parallel with the term „lekuri“. Documented are: 1. women’s Lekuri, 2. Men’s Lekuri; 3. fe-
male-male or a couple’s Lekuri. When somebody was said to be good at “Lekuri”, it meant he was 
a good dancer. The afore-mentioned three types of Lekuri, as the names suggest, distinguish the 
gender of performers. Accordingly, the lexicon, architectonics, mood and musical accompaniment 
of their dances were different. Thus, such different dance compositions could not have the same 
name. Therefore, we think that „lekuri“, as a term, was generalized and became denoted all solo or 
couple dances. 

It is known, that dance as the art disseminated in space and time, for centuries could not be 
documented in any way to survive to this day. There were no means for its documentation: as are 
notes for music, words – for literature. As a result, many dance examples, that could not continue to 
exist in the life mode, were lost. Dance movements were depicted in drawings and photographs in 
the form of postures. However, a posture stopped at one static moment, cannot provide information 
about the whole dance picture. In this reality the most useful and informative is the descriptive 
material preserved in literary sources, which more or less reflects the architectonics, performers 
and lexicon of a dance example, as well as instruments and musical accompaniment, even in the 
form of names.

As seen from the pictures, women’s “Lekuri” seems to be a calmer and less dynamic dance. 
Sadly, we have scantiest information about the movements and architectonics of women’s Lekuri. 
The paintings of Vasil Timm, Grigory Gagarin, Mikhail Lermontov are extremely interesting in 
terms of visual perception of women’s Lekuri, though less informative about the construction and 
lexicon of the dance. More specificity can be found in the verbal descriptions preserved in various 
literary sources.15

“Two little girls were dancing some kind of mimic dance on the carpet; they were not 
jumping, but rather sliding on the ground and spreading hands. There was no music, doli and 
sometimes clapping for the beat” (Haxthausen, 1857: 103). The old newspaper preserves infor-

1 
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mation about women’s lecuri.2

About men’s Lekuri we know that it was a dynamic dance performed by one or two danc-
ers with abundance of movements on big-toes and jumps. In the photo of Baron de Baye, two 
sword-wielding men are dancing Lekuri ( Baron de Baye, 2011). 

In the village of Matani, at Cholokashvili’s house “Sometimes the host would take a daira, 
played it with particular skill in the beat of Lezginka, which was the only common (accepted 
in the life mode) dance. He, who was younger and more dexterous, would jump out to dance. 
Sometimes they performed such movements and tricks right on the table between the plates, 
and everything so adroitly, gracefully, that could be shown on stage; the audience applauded 
to the beat and expressed contentment with screams (Zisserman, 1879):28). Here we cannot agree 
with Zisserman on the formulation the only common. 

Female-male Lekuri which is known as „Tsekva kartuli” (“Georgian Dance „) today, is the 
dance of high social circle and the only one in this classification with Davluri. The dance has folk 
dialect variants, however, aesthetics and construction of the example, which we call „Georgian 
dance“, differs from not only Lezgian, but also Georgian folk variants. Ilia Zurabishvili divides 
Georgian Lekuri into three parts – 1. The beginning; 2. Development; 3. The end. Remember, 
Lekuri begins, develops and ends in such a way that the man does not touch the woman even once 
(Zurabishvili, 1949: 20). 

Today the stage version of the dance “Kartuli” consists of five parts with a very specific 
dramatic frame however maintaining full content and idea of the above. 1. Exposition – the man 
comes out to dance; 2. He invites the woman and both walk a circle; 3. The man dances solo; 4. The 
woman dances solo; 5. Final part: female-male dance – final coda. Cyclicity is the most important 
in the structural-compositional distribution of Lekuri-Georgian, starting with the first episode and 
ending with the last passage. Philosophical understanding of life, existence is gradually shaped in 
chronological –thematic frame and creates a unified continuous drama with a finale. This very as-
pect distinguishes it from dialectal varieties. In folk “Lekuri” there is no end to the thematic frame 
as such and the dance process goes uninterrupted with periodic alteration of the dancing couple. It 
should also be noted that the surviving stage-version of female-male Lekuri is arguably the most au-
thentic example among Georgian folk dances, as the layer from which it originated has disappeared 
as a class and we can no longer return to it, the dance example in fact, is imprinted with the slightest 
author’s influence, only the performance manner underwent a change due to the transmission over 
time. The aristocratic manner of performance determines refinement of the dance. Folk variant 
is not characterized by such academism. Aristocratic manner of the dance was promoted by the 
environment in which it achieved perfection – houses and palaces of nobility, halls, straight floors, 
where men could perform dance movements and women could move sliding, unlike the places of 
rural gatherings, where it would be impossible to hold the body with such assurance. 

Historically female-male dance “Lekuri” is known to have consisted of two parts: 1. “Davlu-
ri” and 2. “Lekuri”. Davluri named after the movement davla, on its part possibly originated from 
dauli-doli, is a Georgian term denoting circular motion, its structure was characterized by the same 
architectonics, artistic-aesthetic features and dance lexicon as the second part „Lekuri“. The only 
difference was in tempo. “Davluri” was performed slowly, festively, segueing into more accelerated 
dance. In addition, both parts had the same form and technique of performance. Unfortunately, this 
dance has not survived with such a score (Gvaramadze, 1962:55). 

Aleksi Aleksidze, who learned to dance from the Lezgins roaming the streets of Tbilisi, had 
good knowledge of North Caucasian, especially Dagestani (Lezgin) and Georgian dances. He de-

2 “Droeba”, Ball of the Literacy Society, #39, February, 1881.
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nied the Lezgin nature of the so-called “Lekuri” and noted that if the first part of „Lekuri“ – „Davlu-
ri“ is Georgian, it is illogical that the second part was called Lekuri (Lezgian): “If the beginning is 
ours, the end is also ours” (Gvaramadze, 2017: 42). 

Therefore, the question arises - what was the reason that the first part of the unified composi-
tion is known under the Georgian name, and the second as Lekuri (Lezgian).

In I. Zurabishvili’s letter, the interlocutors are discussing the name and origin of the dance 
„Lekuri“, are comparing the dance of the Lezgins (Antsukhs) and Georgian female-male dance 
“Lekuri”, provide information on the complete dance construction and musical accompaniment. 
However, we do not consider relevant the comparison of Antsukhian male dance with Georgian 
couple’s dance “Lekuri”, because men’s dance should only be compared with men’s Lekuri which 
also existed in Georgian dance space. In the beginning the author of the letter mentions the instru-
ments of Lekuri and the dance composition of the dance. He does not provide information about the 
dance music of „Davluri“, but in the beginning of Lekuri says that the musicians started performing 
Antsukhian Lekuri. Antsukh is a district in Dagestan; The Antsukhs are a Lezgin tribe, which was 
particularly integrated with Georgia.

It is interesting why the couple danced to Lezgin music and not to Georgian. I considered this 
detail to be highly symptomatic. In my opinion one of the factors in naming the dance „Lekuri“ 
is the dance music, which was introduced to Georgian space in the mentioned epoch. Supposedly, 
Lezgin music started coexisting with Georgian music; and when asked to play Lekuri, different 
dances were performed to it. 

As for the movement, it is known that there are analogies between North Caucasian and Geor-
gian dance movements, for example: movements on big-toes and knees, jumps, etc. We do not 
question the similarity between men’s Lekuri with North Caucasian dance compositions for men. 
But female-male Lekuri is a completely original and independent element, in terms of configuration 
scheme as well as lexical and performance factors.

Thus about the name and origin of female-male dance “Lekuri” we can say: 
1. The term „Lekuri“ have been shaped as a general term for solo or couple dance in choreo-

graphic art of the Caucasus; 2. The term appears with the Russians’ appearance in Georgia – in the 
19th century; 3. The term may have been introduced together with Lezgin musical compositions; 4. 
Female-male “Lekuri” has a completely distinct, original configuration scheme, complete picture 
of which was a two-part dance composition of „Davluri“ and „Lekuri“.

***
Concerning ethnomusicological viewpoint, there is no special work on this issue. Of Georgian 

musicians Lekuri, or rather the issue related to its name, was raised by Giorgi Svanidze (1957) and 
Grigol Kokeladze (1970, 1977). 

If we share the generally accepted opinion that in the 19th century the Russians used lezgin-
ka-lekuri is a common name for the dances of the Caucasian peoples3 and there are Dagestani, Kab-
ardian, Ossetian, Avar, Chechen, Ingush, Georgian, etc. Lezginka-Lekuri dances; each has an amaz-
ing variety of dances for men, women and couples, we will have to discuss the intonation material 
of entire Georgian dance music, on the one hand, and since “Lekuri” was introduced as the name 
for female-male couple’s or “Kartuli” dance, to analyze the examples accompanying the dance, on 
the other hand This is certainly impossible within a single paper. So I will confine myself to talking 
about the examples, which are documented as “Lekuri” in musical and audio material. It is inter-
esting whether the Lezgin origin of the melodies has been revealed in the musical accompaniment.

3 Similarly, Chokha and Caucasian men’s clothes were called Cherkezka.
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The presence of similar elements in the cultures of neighboring peoples is not surprising. As 
we know, Christianity was spread in the North Caucasus before the invasion of Tamerlane (second 
half of the 14th century). Monuments of material culture (churches, inscriptions) preserved in the 
North Caucasus indicate Georgian traces there. Unity is confirmed by similar rituals, customs, folk 
genres, sound complexes surviving in songs (Arira, Varado, Orirara), types of melody, drone-type 
polyphony, choreographic formulas. 

In Lili Gvaramadze’s opinion, the Georgians could not have copied Lekuri from the Dages-
tanis before the 19th century, because Georgian-Dagestani relations were rather hostile from the 
16th-17th cc. The relations between the Georgians and Dagestanis did not improve with Russia’s 
conquest of the Caucasus, but the raids stopped (Gvaramadze, 1997: 164-165). 

It is noteworthy that Sulkhan-Saba (17 th -18 th) is not aware of the dance called „Lekuri“. In 
the dictionary of Nikoloz Chubinashvili (early 19th century) and with Davit Chubinashvili (second 
half of the 19th century) this term is found, as a Dagestani dance.

In Russian music encyclopedias (ed. Shteinpress and Yampolsky, 1966; ed. Keldish, 1976) the 
measure of Dagestani Lezginka is 6/8. Its melody is clear and dynamic, the tempo is fast. Lezgin-
ka is a dance-competition, which demonstrates flexibility, virtuosity, intemperance of the dancers. 
Here is a typical (the same) notated example of Lekuri. Similar rhythmic-intonation formula is not 
encountered in our urban dance folklore, which we do not touch upon this time. I would like to say 
that Dagestani artisans lived in multicultural Tbilisi of the 19th century. For example, in the biogra-
phy of Aleksi Aleksidze (Songhulashvili) of the 1880s, we find the information about a group of the 
Lezgins living on Mtatsminda who tried to earn money on weekends. Moreover, the first Georgian 
choreographer learned dance movements from them (Baramidze, 2015: 114).

None of the music collections published to date includes a dance named Lekuri. The first and 
only notation entitled Lezginka (in two versions) can be found in the book by French journalist Jules 
Mourrier (1883, fig,1,2), and in one of the issues of the magazine published under his editorship in 
Tbilisi (1889). The material documented by Mourrier in the 19th-century confirms the existence of 
this dance in West Georgia (Samegrelo) as well. In the lithography of the book (p. 340) chonguri 
and daira are presented as instruments accompanying the dance of a female-male couple. There 
are two variants of Lekuri in the magazine. One writes – Georgian dance (in the meter of two, has 
nothing to do with Georgian), the other – dance of Caucasian soldiers (in the meter of three, which 
is similar to Georgian). If we consider other mistakes made when publishing the music material in 
a French magazine, it can be assumed that the titles are mixed up here too.

The musical manuscripts of „Lekuri“ are preserved: at the archive of the Folklore State Centre 
(audio ex. 1); Audio examples are found in the National Museum and Tbilisi State Conservatoire 
wax cylinder collections (audio ex. 2); In Tamar Mamaladze’s materials at the Institute of History 
and Ethnology;4From the expedition fund of the Folk Music Laboratory of Tbilisi State Conserva-
toire I would like to mention Kakhi Rosebashvili’s recordings (audio ex. 3) of 1967 and an example 
entitled “Leki kalis simghera” recorded by Otar Chijavadze (audio ex. 4).

Analysis of the notated and audio examples does not show Lezgin origin of the tunes. Accord-
ing to the available recordings „Lekuri“ is played on salamuri, gudastviri, tsikotsiko and daira in 
Kartli; on garmoni and doli in Kakheti; on salamuri in Tusheti; on chonguri and daira in Samegre-
lo; on chiboni in Achara; on duduki and doli in urban music. All these dances are within the frame 
of local musical dialect regularities. For clear reasons, Tushetian material is closest to the North 
Caucasian (Kist). The name „Lekuri“ is used in different dialects as a name for completely different 

4 The list of Kartli expedition  recordings made  in Choporti contains the Lekuri on gudastviri, but the audio materials 
is missing
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dances and truly looks as a generalized name for dance. 
And yet, why is this fact connected with the Lezghins? Why did the Russians generalize 

„Lezginka“? Possibly, because the Lezgins were people with special talent for dance, plastic art. 
In future we plan to conduct a comparative study of men’s North Caucasian and Eastern Geor-

gian dances of competition type. The stage variant of Antsukhian dance, available on the Internet 
raises many questions, both choreographically and musically.

Audio examples

1. “Kakhuri lekuri” on garmoni and doli recorded by Mikheil Chirinashvili in the village of Bodbiskhevi 
(Sighnaghi district) in 1948 (performers Zuriashvili and Kardenakhishvili) – #2007. Similar to the 
“Lekuri” variants played on tsiko-tsiko and daira in old Georgian movies; “Lekuri” recorded by 
Mikheil Chirinashvili, performed on Dudukis and Doli (Urban version) – #1998; “Lekuri” recorded 
by Kakhi Rosebashvili in 1952, performer Surmanidze on Acharian Chiboni (part of dance Khorumi) 
– #2038.

2. Lekuri” performed on salamuri is encountered in Kartlian material (Disc 14, #13 and #15). 

3. The pieces for garmoni recorded from Tamar Kaadze in the village of Zemo Alvani, Akhmeta district 
(t. 200-4).

4. An example on tongueless salamuri played by Piruz Aliashvili (t. 53-1).
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suraTi 1. frangi Jurnalistis Jiul muries wigni samegrelo. Odessa, Liebrairie 
Rousseau, 1883.
Figure 1. The book by French journalist Jules Mourrier (1883) La Mingrelie. Odessa, Liebrairie 
Rousseau, 1883.
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suraTi 2. cekva lekuris Canaweri muries wignidan.
Figure 2.The transcription of the dance Lekuri from the book by Mourrier.
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eva c. banholceri
(avstria)

simRera zRvarze:
mTamsvlelebi rogorc iodlerebi - iodlerebi rogorc mTamsvlelebi

Sesavali
warmodgenili eses yuradRebis centrSi arian Steiner Sänger gretl Staineri (Gretl 

Steiner) (1924-2013) da heli gebaueri (Heli Gebauer) (1926-2007) saxelganTqmuli 
Stirieli momRerlebis da mTamsvlelelebis ojaxi ramsau am daStainidan. maTi 
iodluri repertuari Cemi samagistro naSromis savele kvlevis centrSi iyo (1999-
2003), naSromis xelmZRvanelebi iyvnen gerlinde haidi (Gerlinde Haid) (1943-2012) da 
rudi piCi (Rudi Pietsch) (1951-2020). am statiaSi Sevecdebi erTmaneTs davuaxlovo 
moRvaweobis ori tradiciuli da kulturulad mniSvnelovani sfero, romlebic 
gretlis da helis cxovrebis mTavari saqme iyo. jer Zalian mokled davaxasiaTeb 
iodlings StiriaSi rogorc musikalur fenomens da SemogTavazebT Steiner Sänger-
is biografiul narkvevs. vaRiareb, rom naSroms ufro momReral-Semsrulebelis 
da musikosis poziciidan vwer, radgan Cemi rogorc mTamsvlelis gamocdileba 
ar aRemateba saSualo avstrielis gamocdilebas, romelsac uyvars laSqroba da 
TxilamurebiT sriali Svebulebis dros. 

iodli StiriaSi
iodlingi ganixileba rogorc tradiciuli alpuri sazogadoebis ganuy-

ofeli Semadgeneli da, Tavisi socialuri da esTetikuri funqciebiT, soflis 
mosaxleobis yoveldRiur cxovrebaSi Rrmad fesvgadgmuli uwyveti tradici-
is nawilia. gamoxatvis ramdenime specifikuri saSualebis garda, Stiriuli io-
dlingis ZiriTadi maxasiaTeblebi iseTivea, rogorc avstriis sxva regionaluri 
iodlingis tradiciebisa; magaliTad:

• simRerebi, romlebic registrs icvlian mkerdis da Tavis xmis swrafi mo-
nacvleobiT, riTac xmas aniWeben tipur mkveTr tembrs, dakavSirebuls

• teqstTan, romelic emyareba specifikur marcvlebs, romlebsac semanti-
kuri mniSvneloba ar aqvT, magram iyeneben Tavis fonetikur maxasiaTeblebs, ro-
gorebicaa muqi xmovanebi mag. Ho da re mkerdis registrisTvis da msubuq xmovanebs 
i dü falcetis registrisTvis. iodleri am maxasiaTeblebs iziarebs tradiciul 
mwyemsis moZaxilTan.

• ori, ZiriTadad, sam-nawiliani simRera mWidro teqsturiT paraleluri 
an kontrapunqtuli moZraobebiT, romelic asaxulia maRalganviTarebul emikur 
terminologiaSi

• gatexil akordebze damyarebuli melodia ZiriTad tonalobaSi, romelic 
miyveba

• tonalobis da meSvide akordis monacvleobis dominant harmoniul mod-
els da mis variantebs (I-V7 – V7 – I an V_I – V_I)

• tipuri formaa rva-taqtiani periodi antecendiT da konsekventiT (Vorder-
satz da Nachsatz). aucilebeli ar aris am terminebis gageba harmoniulad, magram 
alpuri sacekvao musikis – Ländler 4+4 an 8+8 taqtiT – analogiiT SeiZleba 
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gavigoT sintaqsurad (Deutsch da Gschwandner, 1994: 49f.)
• uolter doiCis Tanaxmad, tipuri aRmosavleT alpuri iodleri SeiZleba 

aRvweroT rogorc musikaluri TamaSi (Deutsch, 1975: 649), romelSic soliste-
bi asruleben individualur partiebs (ara-sagundo aranJireba) tendenciiT 
rubatosa da ornamentuli variaciebisken kameruli musikismagvari interaqciis 
specifikuri wesebis Sesabamisad.

gerlinde haidi gamohyofs dialogur elements iodlSi da sxva mravalnaw-
ilian SesrulebaSi: „maSasadame, minda davamato termini „diskursuli“ mraval-
nawilian simReras (diskursuli saubris sxvadasxva mimarTulebiT moZraobis 
azriT)“ (Haid, 2011, 154, ixileT, aseve, Nußbaumer, 2013, 50). haidi, aseve, xazs 
usvams kompetenturi msmenelis rols (1978: 120), romlebiskenacaa iodli tipu-
rad mimarTuli. Tomas turinos sityvebiT, iodlingi didwilad prezentaciuli 
Sesrulebaa1.

sanam gagiziarebT Cems zogierT mosazrebas iodlingsa da mTamsvlelobas 
Soris korelaciis Sesaxeb, neba momeciT gagacnoT am gamorCeuli xelovanebis 
mokle biografiuli monacemebi2.

„Cveni cxovreba mTebSi xetialsa da simReraSi gavlieT“: Steiner Sänger
rogorc kulturuli codnis da praqtikuli gamocdilebis matareblebi, 

Steiner Sänger dRes iodlingis Stiriuli tradiciis namdvil gansaxierebad ganix-
ilebian. maTi stilis da repertuaris koncefcia aSkarad dakavSirebulia daS-
tainis, avstriuli alpebis Tvalwarmtaci mwvervalis midamoebTan, romelic mag-
nitiviT izidavs mTamsvlelebs mTeli msofliodan da gamowvevaa samTo sportis 
moyvarulebisa da mTamsvlelebisTvis.

zemo enstali, ganlagebuli Stiriis Crdilo-dasavleTiT centralur 
avstriaSi, gretl Staineris mSobliuri mxarea, sadac is alpinizmis pionere-
bis, tradiciuli samrewveli xelosnebis da gamorCeuli momRerlebis da aseTive 
musikosebis ojaxSi daibada. mamamisma saxelganTqmulma momReralma da samTo 
gamyolma daaarsa maudis qsovili qarxana, romelic axlac avstriis saukeTeso 
sateqstilo fabrikebs Sorisaa.

finansurma damoukideblobam mas SesaZlebloba misca, Tavisi gansakuTrebu-
li musikaluri niWis da piradi interesebis Sesabamisad, Tavgadakluli mTamsv-
lelis da aRiarebuli momRerlis Tavisufali cxovrebiT ecxovra. amave dros, 
gretli, romelic kulturis aqtivisti gaxda, mudmiv konfliqtSi imyofeboda 
sakuTari socialuri garemos cxovrebis wesTan, sakuTar ojaxTan, romelic xe-
losan-mewarmeTa wres miekuTvneboda da, aseve, Tavisi garemos soflis meurne-
obiT dakavebul protestant mosaxleobasTan. es Seesabameba henri glasis (Henry 
Glassie) dakvirvebas, rom mravali Semoqmedi Semsrulebeli ver egueba TavianTi 
adgilobrivi Temis socialur normebs (Glassie, 1970: 49–50). am konteqstSi sau-
brobs kolin qvigli (Colin Quigley) devianturi hipoTezis Sesaxeb (Quigley, 1995: 
257).

1 turinom inglisurenovan eTnomusikologiaSi Semoitana termini reprezentaciuli musika 
monawileobiTi musikis (representative vs, participatory) sapirispirod. Tumca marCelo sorke kelerma 
(Marcello Sorce Keller, 2010) naTelyo misi Rrma fesvebi kontinentur evropul musikologiaSi.
2 am momRerlebis biografia da maTi gansakuTrebuli saSemsruleblo stili da repertuari 
ufro detalurad sxvagan ganvixile (Banholzer forthcoming). aq mkiTxveli, aseve, ipovis ramdenime 
iodlis transkrifciis ganxilvas.
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gretlis saocari musikalurobis, Tavisufalebis suliskveTebiT gamsWval-
uli gonebis, profesionalizaciisadmi misi araordinaluri da iumoriT savse 
midgomis da sakuTari Tavis rogorc „veluri bunebrivi momRerlis“ ironiuli 
TviT-prezentaciis gamo is, ukve asakovani, momReral megobrebTan da Tavis 
cxovrebis megzur heli gebauerTn erTad, folkloruli festivalebis da ra-
diogadacemebis aRiarebuli supervarskvlavi gaxda. Tavisi momavl musikalur 
partniors da cxovrebis megzurs heli gebauers gretli mTebSi laSqrobisas 
Sexvda, roca maT is-is iyo oc wels gadaabijes da maSinve, mTis wverze pirveli 
iodlis Sesrulebisas sulieri axlobloba igrZnes. helic musikaluri ojaxis 
warmomadgeneli iyo, Tumca is muSaTa wres miekuTvneboda da Tavis 19 da-ZmasTan 
erTad adreve mouwia Sroma sarCos mosapoveblad. heli cnobili momRerali da 
TviTnaswavli musikosi iyo, is uaRresad pativsacem samTo gamZRolad Camoy-
alibda da muSaobda rogorc avstriaSi, aseve sazRvargareT. mTeli cxovrebis 
ganmavlobaSi TokSi Cabmuli gundi, gretli da heli gamudmebiT afarToebdnen 
sakuTar CarCoebs rogorc saocialurad, aseve, musikalurad (sur. 1). 

iodlingi da mTamsvleloba: paralelebi da gansxvavebebi
iodlis Sesrulebis zemoT aRwerili tipi masSi CarTuli individebisgan 

garkveul Tvisebebs moiTxovs:
• gamocdileba da gamomgonebloba
• saSemsruleblo unarebis da kulturuli CarCos codna
• gambedaoba da Tavdajerebuloba
• fizikuri da mentaluri varjiSi
• gamaxvilebuli aRqma da reagireba
• SesaZleblobebis mimarTulebis SegrZneba garkveul garemoSi
• rogorc daZabulobis, aseve silaRis SegrZneba
• individualuri partiebis damatebiTi funqciebisaTvis Tavis garTmevis 

unari (stabiluroba da cvalebadoba)
• pasuxismgebloba sakuTar Tavsa da Tanamonawileebze
• moulodnelobebze reagirebis unari
zustad igive Tvisebebia saWiro warmatebuli TanamSromlobisaTvis mTaSi 

laSqrobisas. SemTxveviTi araa, rom rogorc gretlma miTxra, mravali gamocdi-
li mTamsvleli warmatebuli iodleria da piriqiT. ra Tqma unda, es ar gulisx-
mobs raime determinizms am or sferos Soris erTi an meore mimarTulebiT. 
igive Tvisebebia saWiro adamianTa socialur aqtivobebSic, romlebsac arc sim-
RerasTan aqvs raime saerTo da arc sportTan. Tumca, savaraudoa, rom Stirieli 
Semsruleblebi iodlings da mTamsvlelobas TiTqmis erTnairad gaiazreben.

iodlerebi da mTamsvlelebi: emikuri gancxadebebi
Cemi kvlevis sferos wyalobiT, korelacia iodlingsa da mTamsvlelobas 

Soris CemTvis naTeli gaxda im uamravi gancxadebidan, romlebic adgilobrivi 
Semsruleblebisagan movismine, roca maT am orive sferosTan dakavSirebuli sa-
kuTari codna gamiziares.

iodlerebi, wamyvani momRerlis Sesaxeb saubrisas, laparakoben „wina momRe-
ralze“ (Vorsänger), romelic iodlis intonirebas mTavari xmiT axdens da iwvevs 
sxva Semsruleblebs monawileobis misaRebad. samTo instruqtoris msgavsad, 
wina xmis momRerali gansazRvravs CarCos da mimarTulebas, pasuxismgebelia Ses-
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rulebuli nawarmoebis tonalobaze, xasiaTze da tempze da mas mohyveba meore 
xma. mesame xmam SeiZleba Tavisuflad gadalaxos myari niadagi paraleluri an 
kontrapunqtuli moZraobiT, zogjer virtuozi momRerlebi iodlis samnawilian 
improvizacias qmnian. axlo megobar momRerals – iseve rogorc sando mTamsv-
lel partniors – Gspån-s uwodeben. es termini gulisxmobs erTmaneTTan iseT 
gadabmulobas, rogoricaa etlsa da masSi Sebmul cxens Soris. gretlis mier 
rubatos stilis mimarT gamoyenebul terminologiaSi aSkaraa analogia daWimul 
TokTan: „anziehen und loslassen” (moqaCva da moSveba, ganTavisufleba).

garkveuli azriT, iodlingis „energiuli“ konceptualizacia gretlis 
mier axlosaa ernst kurcis musikis filosofiis esTetikur da analitikur as-
peqtebTan. mis inovaciur naSromSi “Grundlagen des linearen Kontrapunktes” (wrfivi 
kontrapunqtis safuZvlebi), romelic 1917 wels gamoica, man fizikis terminis 
– „kinetikuri energia“ – analogiiT da gravitaciis principis safuZvelze Ca-
moayalibe Teoria melodiuri energiis, harmoniuli daZabulobis da kinetikur 
da ritmul impulsebs Soris gansxvavebis Sesaxeb. is „melodiis rogorc mdinare 
moZraobis [Melodie als eine strömende Kraft] (1917: 10)“, rogorc mZlavri Zalis Sesaxeb 
saubrobs, romelic erTi tonidan meorisken miedineba. kurci, aseve, aRniSnavs, 
rom moZraoba intervalebad moiTxovs distanciebis SegrZnebas da rom tonis 
intensioba korelaciaSia masasTan. vibrato, ornamentebi da rubato musikosSi, 
iseve rogorc msmenelSi aRvivebs energiebs, romelTa maxasiaTeblebi SeiZleba 
aRvweroT rogorc fsiqologiuri daZabulobis nakadi, romelsac biZgi misca 
moZraobis SegrZnebam drosa da sivrceSi.

is, rac kurcisTvis filosofiuri cneba an metaforaa, fizikur realoba-
Si mTamsvlelobaa. tonidan tonamde mZlavri melodiis daZabuloba SeiZleba 
SevadaroT mTamsvlelis marSruts, asvlas vertikalur napralebze, nabij-nabij 
moZraobas. cekvasTan SedarebiT, roca sxeulebrivi qceva uSualodaa koordini-
rebuli musikasTn, iodlingi da mTebze asvla erTdroulad SeuZlebelia. ma-
gram sakuTari SesaZleblobebis gafarToeba da SiSis daZleva, sakuTri Sesa-
Zleblobebis zRvaris gadalaxvis survili, gariskva da pasuxismgeblobis aReba 
sakuTar Tavsa da alpinist partniorze, aseve, gonebrivi da fizikuri moqniloba 
da yuradReba, aSkaraa, rom axdens gavlenas Steiner Sänger-is Sesrulebaze, ro-
gorc maSin, roca isini mTis mwvervalze mRerian, aseve sakoncerto darbazSi 
gamosvlisas.

samTo turis arsebiTi momentebi
qvemoT minda gamovyo tradiciuli samTo marSrutis sami mniSvnelovani Zir-

iTadi momenti, romlebic sxvadasxva emociuri mdgomareobebis Sedegebia. isini 
yvela atarebs erTi konkretuli iodlis niSans misi komunikaciuri funqciiT da 
misi individualuri eqspresiuli TvisebebiT, musikaluri JestebiT da musikalu-
ri interaqciis meTodiT.

1. kedlis ZirSi – mowesrigeba da dadastureba: the Aualmer
2. mwvervalze – energia da manifestacia: the Gipfeljodler
3. duqanSi – virtuozuloba da zeimi: the Schildernwanger
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1. kedlis ZirSi - mowesrigeba da dadastureba
The Aualmer/Südwandjodler (audiomag. 1)
Aualmer-is, erT-erTi yvelaze prestiJuli ojaxuri iodlis mismenisas SeamC-

nevT momRerlebis unars komunikacia ganaxorcielos mosmeniT da spontanuri 
reagirebiT, rac simReras saubris aqtad aqcevs, rogorc zustad aRwera ger-
linde haidma (Gerlinde Haid).

iodli Aualmer-s, romelsac daStainis ZirSi gaSlili mindvris saxeli hqvia, 
gretlis mama da misi Zma irgi mRerodnen rogorc Sesaval locvas sarisko da 
rTuli asvlis dawyebamde. aRsaniSnavia, Tu rogor axerxeben gretli da heli 
imas, rom maT individualur xmebs Soris arsebuli cocxali daZabuloba CvenTvis 
gasagebi gaxadon. momRerlebi am paralelur xmian rva taqtian iodlSi Zlieri 
rubatos, inégalité-s da mikro asinqronulobebis, romlebic yovelTvis pulsis 
Zlier dartymebTanaa dakavSirebuli, meSveobiT elastikurobis da stabiluro-
bis koncefias aTamaSeben.

tradiciulad Aualmer-i iwyeba sawyisi solo fraziT, romelsac ufro dab-
ali xma asrulebs. rogorc dominirebis personaluri mimarTeba, gretli, rome-
lic momdevno wlebSi ufro maRal xmas mReroda, Tavisi xmis Sesaferisi simaR-
lis uzrunvelsayofad, Tavidanve axdens am iodlis intonirebas. zustad sawyisi 
frazis Semdeg, gretli xteba zeda meore xmaze. es SeiZleba davaxasiaToT ro-
gorc Steiner Singer -is xmis moZraobis individualuri Tviseba.

ritmuli anticipaciebis gamoyenebiT (ix. heli: “jo-h-ou”, TiTqos ambobs „me 
pirveli viyavi aq“) da locvis tonebis da ornamentebis dagrZelebiT da Semok-
lebiT, heli, Tavisi uaRresad maRali xmiT, TiTqos mkvircxlad gadaivlis myar 
niadags, gretlis intensiuri legatoTi mxardaWerili da dazRveuli. gadaxrebi 
zusti intonaciidan helis SesrulebaSi (ix. Aualmer-is analizi ritis ambrazevi-
Ciusis mier am tomSi) sistematuri xasiaTisaa. isini, nawilobriv, SeiZleba aixsnas 
imiT, rom eqspresiuli intonaciebi helis pirad gemovnebas Seesabameba.

2. mwvervalze – energia da manifestacia
Gipfeljodler (audiomag. 2)
es iodli ritualurad sruldeba mTis mwvervalis warmatebuli dapyrobis 

Semdeg, rogorc gamarjvebis akustikuri signali. zogjer, maRla RrublebSi, 
Zalian mcire zomis moedanze, kldis kideze mdgarni, isini xmamaRla mRerodnen 
mas, raTa velze mcxovrebTaTvis ecnobebinaT: „Cven es SevZeliT!“.

realurad, momdevno Canaweri venis sakoncerto darbazSi “Musikanten”-is 
prestiJul festiivalze maTi pirveli miwvevis drosaa Sesrulebuli da maTi 
cxovrebis musikalur mwvervals da Semobrunebis wertils warmogvidgens. mar-
tivi paraleluri 8-taqtiani iodli iwyeba mTvari xmiT. rubatos Tavbrudamxvevi 
gamoyenebis wyalobiT, is JRers rogors Zwiefacher, romlis zoma icvleba 3/4-
dan 4/4-ze da Tavidan iwyeba. roca gretls gamorCeba Tavisi meore Sesvla, is 
helis simReras awyvetinebs, abralebs, rom arasworad mReris da iwyebs Tavidan. 
cnobili venis sakoncerto darbazis mayurebels uyvarda Steiner Singer maTi 
sunTqvisSemkvreli gambedaobis gamo da momswre gaxda saerTSoriso musikaluri 
karieris dasawyisasa 70+ asakSi.

maTTvis prognozirebadobiT da moulodnelobiT (musikis fsiqologis da-
vid haronis terminebs Tu gamoviyenebT) da riskiT TamaSi da xumroba ufro 
mniSvnelovania, vidre srulyofili warmodgena. gretls ar uyvars repeticia, 
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radgan surs, rom daZabuloba ar ganeldes, rom igrZnos adrenalinis mozRvave-
ba. misTvis SesaZlo marcxis riski warmodgenas ufro intensiurs xdis. „mou-
lodnelis molodiniT“ daZabulobis Seqmnis unars – rogorc haroni (2006: 331) 
ambobs, – da Steiner Singer TviT-gvemas da iumoriT savse urTierTobas audito-
riasTan gamaognebel sasceno sanaxaobasTan mivyavdiT.

3. duqanSi – virtuozuloba da zeimi
Schildernwanger (audiomag. 3)
es iodli Cawerilia festivalis meore dRes adre diliT, adgilobriv duqan-

Si. kurt Speeri (Kurt Speer), Zveli megobari, msoflioSi aRiarebuli samTo megzu-
ri da araCveulebrivi momRerali iwyebs Schildernwanger -s energiuli SesavaliT. 
gretli paralelebiT mihyveba, heli ki Tavisi individualuri kontrapunqtuli 
mesame xmis mJReri, magram wynari bgeriT uerTdeba. asinqronuli sunTqva da 
ritmul pulsaciasTan kavSiris wyalobiT nawarmoebi Tanabar nakadad moedineba 
da didebul, Tumc ki mxiarul xasiaTs avlens.

SemTxveviTi araa, rom kurtis gza mTamsvlelis karierisken adgilobriv 
duqanSi daiwyo. samuSaos Semdeg cnobili samTo megzuri uolter qrioli (Walter 
Kröll) meore dilis laSqrobisTvis partniorebs eZebda, rodesac megobar mom-
Rerals iodlis simReriT mimarTa, 15 wlis kurti sakmaod Tamami da sazri-
ani aRmoCnda, raTa maSinve morgeboda Tavis partias da Seeqmna individualuri 
partia gamocdili da momTxovni auditoriis winaSe. ase airCies 15 wlis kurti 
legendaruli daStainis samxreT kalTis dasalaSqrad meore dRes. es iyo ori 
araCveulebrivi momRerlis da mTamsvlelis megobrobis dasawyisi, romelic mTe-
li cxovreba gagrZelda.

daskvna 
Cems moxsenebaSi Sevecade meCvenebina, Tu rogor SeiZleba iodlingis xe-

lovneba Sinaganad ukavSirdebodes uaRresad gansxvavebul emociur mdgomareo-
bas, komunikaciur funqcias, musikaluri eqspresiis da interaqciis meTodebs, 
iseve rogorc socialurad mniSvnelovan situaciebs. naTeli xdeba – yovelg-
vari determinizmis gareSe – Tu rogor emyareba erTsa da imave saziaro kul-
turul codnas, socialur unarebs da adamianis Tvisebebs aRmosavleT alpebis 
tradiciuli kulturis ori sfero – iodlingi da mTamsvleloba. adgilobrivi 
Semsruleblebi am or sferos Soris msgavsebebs ufro usvamen xazs, vidre gansx-
vavebebs.

urTierToba iodlingsa da mTamsvlelobas Soris imedismomcem perspeq-
tivebs gvixsnis momavali kvlevisaTvis. musikis fsiqologiam SeiZleba naTeli 
mofinos paralelebs orive sferoSi, romlebic inovaciurad gaiazres Stirielma 
momRerlebma da agvixsnas mis safuZvlad mdebare adamianuri ganwyobebi da ganx-
orcielebuli codnis formebi. 
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audiomagaliTebi

1. Aualmer - Steiner Sänger: momRerlebi gretl Staineri da heli gebaueri. dilis sesia 
hauzeris momRerlebis Sekrebis Semdeg taverna knaplhofSi. savele Canaweri, Caiw-
era e. banholcerma, 20.05.2001.

2. Gipfeljodler - Steiner Sänger: momRerlebi gretl Staineri da heli gebaueri. avstriis 
radios korporaciis (ORF) cocxali. 23.11.1999, Wiener Konzerthaus.

3. Schildenwanger -Steiner Sänger: momRerlebi gretl Staineri, heli gebaueri da kurt 
spiiri. dilis sesia hauzeris momRerlebis Sekrebis Semdeg taverna knaplhofSi. 
savele Canaweri, Caiwera e. banholcerma, 20.05.2001.

4. Dachstoanjodler (ix. am krebulSi ritis ambrazeviCiusis analizi statiaSi Some Acoustic 
Features of Austrian Yodeling) Steiner Sänger: momRerlebi gretl Staineri, heli gebaueri 
da vili maieri. avstriis radios korporaciis (ORF) cocxali Canaweri. 23.11.1999, 
Wiener Konzerthaus.
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EVA C. BANHOLZER
(AUSTRIA)

SINGING ON THE EDGE
MOUNTAINEERS AS YODELERS – YODELERS AS MOUNTAINEERS

Introduction
In the focus of my present essay are the Steiner Sänger Gretl Steiner (1924–2013) and Heli 

Gebauer (1926–2007), celebrated Styrian family singers and mountaineers from Ramsau am 
Dachstein. Their yodel repertoire was the focus of the field research (between 1999 and 2003) for 
my Master’s thesis which was supervised by Gerlinde Haid (1943–2012) and Rudi Pietsch (1951–
2020). In the following, I will try to bring together two traditional and culturally meaningful fields 
of activity which Gretl and Heli placed at the center of their lives. At first I will give a very short 
characterization of yodeling in Styria as a musical phenomenon and a biographical sketch of the 
Steiner Sänger. I will admit that I am writing more from the perspective of a performing singer and 
musician, whereas my own experiences as an Alpinist do not go further than the average Austrian 
who loves to go hiking and skiing in their holidays.

Yodeling in Styria
Yodeling is regarded as an integral component of traditional Alpine communities and is, in its 

social and aesthetical functions, part of a continuous tradition deeply rooted in the daily life of the 
rural population. Apart from some specific means of expression, yodeling in Styria shares it’s basic 
characteristics with other regional yodeling traditions in Austria, such as:

 . Register-changing vocals with quick alteration between the chest and the head voice, 
giving the voice a typical sharp timbre, bonded to a

 . Text which is based on specific syllables without semantic meaning, but using its pho-
netic characteristics like dark vowels such as ho da re for the chest register and the light vowels 
i dü for the falsetto register. The Yodler shares these characteristics with traditional herding calls.

 . Two, mostly three-part singing in close texture with parallel or counterpoint move-
ments, reflected in a highly developed emic terminology  

 . Melody based on broken chords in major tonality following the 
 . Predominant harmonic pattern of alternating tonic and dominant seventh chord and it’s 

varieties (I –V7– V7 – I or V- I- V -I)
 . The typical form is the eight-bar period with antecedent and consequent (Vordersatz 

and Nachsatz ). These terms are not necessarily understood harmonically but can be, in analogy to 
the Alpine dance music, the Ländler with 4+4 or 8+8 bars, interpreted syntactically (Deutsch and 
Gschwandner, 1994: 49f.)

 . Following Walter Deutsch, the typical Eastern Alpine yodel can be described as a musical 
play (Deutsch, 1975: 649) where soloists perform the individual parts (non-choral arrangement) 
with a tendency to rubato and ornamental variations, following specific rules of chamber music-
like interaction. 

Gerlinde Haid points out the dialogical element in yodel and other multipart performance: “I 
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would therefore like to add the expression ‘discursive’ multipart singing (discursive in the sense of 
a conversation going back and forth)” (Haid, 2011, 154, see also Nußbaumer, 2013, 50). Haid also 
emphasises the role of the competent listeners (1978: 120) a yodel is typically directed towards. In 
the words of Thomas Turino, yodeling is largely a presentative performance1.

Before sharing some reflections on the correlation between yodeling and mountaineering, let 
me give a short biographical sketch of these outstanding artists.2 

“We’ve squandered our lives with climbing and singing”: The Steiner Sänger
As carriers of cultural knowledge and practical experience, the Steiner Sänger are viewed to-

day as the veritable embodiment of the Styrian yodeling tradition. Their concept of style and reper-
toire is clearly associated with the region around the Dachstein, an impressive peak in the Austrian 
Alps, a magnet for alpinists all over the world and a challenge for sport climbers and mountaineers. 

The upper Ennstal, in the north-west of Styria in central Austria, is the region where Gretl 
Steiner was born into a family of pioneers in the fields of Alpinism, traditional industrial artisan-
ship, and of outstanding singers and musicians alike. Her father, a renowned singer and mountain 
guide himself, founded a loden cloth mill which is still among Austria’s leading textile industries 
today. 

Financially independent, she was able to live the free life of a passionate mountaineer and a 
celebrated singer in accordance with her extraordinary musical talents and her personal interests. 
At the same time, Gretl, who had become a cultural activist, was in continuous conflict with the 
concepts of living in her social environment, her family from a manual-industrial background as 
well as the Protestant agricultural population of her surroundings. This precisely corresponds with 
Henry Glassie’s observation that many creative performers do not comply with the social norms of 
their local community (Glassie, 1970: 49–50). In this context, Colin Quigley speaks of the deviant 
hypothesis (Quigley, 1995: 257).

Due to her stunning musicality, her free spirited mind, her unconventional and humorous 
approach towards professionalization and her ironic self-presentation as “The wild natural singer” 
Gretl, together with her fellow singers and her life mate Heli Gebauer, became an acclaimed super-
star at folk music festivals and in radio broadcasts in her later years. 

When Gretl met her future fellow singer and life mate Heli Gebauer on a climbing tour in their 
early twenties, they immediately felt a resonance singing their first yodel on the mountaintop. Also 
coming from a musical family, but with a working class background, Heli and his 19 siblings had 
to make their own living from an early age. Heli, who was an outstanding singer and self-taught 
musician, succeeded in becoming a highly respected mountain guide, working all over Austria and 
abroad. As a life-long rope team, Gretl and Heli continuously extended their borders both socially 
and musically (fig. 1).

1 Turino introduced the concept of presentative vs. participatory music into English-speaking ethnomusicology. How-
ever, Marcello Sorce Keller (2010) has demonstrated its deep roots in continental European musicology.
2 I have presented the biography of the singers and their specific performing styles and repertoire in more detail sep-
arately (Banholzer forthcoming). Here the reader will also find transcriptions of some yodels discussed in this article.
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Yodeling and Mountaineering: Parallels and Differences
The type of yodel performance described above requires certain qualities from the individuals 

involved:
 . experience and inventiveness 
 . a knowledge of performance skills and the cultural framework
 . audacity and self-confidence
 . physical and mental training
 . heightened perception and responsiveness 
 . a sense of direction in a defined space of possibilities
 . a sense both of tensile strength and playfulness
 . the ability to deal with complementary functions of the individual parts (stability and 

variability)
 . a sense of responsibility for oneself and one’s fellows
 . the ability to react to the unexpected
Precisely the same qualities are essential for successful cooperation when doing a route in the 

mountains. It is not by chance that, as I was told by Gretl, many experienced alpinists are celebrated 
yodelers and vice versa. Of course, this does not imply any determinism between the two fields in 
one or the other direction. The same qualities are required in human social activities related neither 
to singing nor to sports. However, it is likely that Styrian performers conceptualize yodeling and 
mountaineering in a very similar way.

Yodelers as Mountaineers: Emic Statements
Through my field research, the correlations between yodeling and mountaineering became 

obvious to me from numerous statements by local performers who shared their knowledge as spe-
cialists in both domains.

Yodelers speak of the “fore singer” (Vorsänger) when they talk of the leading singer who 
intones the yodel with the main voice and invites the other participants to join in. Like a mountain 
guide, the singer of the leading voice defines the frame and the direction, is responsible for the 
tonality, character and tempo of the performed piece, and is followed by the second voice. A third 
voice may climb freely over the stable ground going in parallel or contrapuntal movement, some-
times improvised by virtuoso singers in a three-part yodel. An intimate fellow singer – as well as a 
trusted climbing partner – is called Gspån, a term that derives from being bound together like horses 
to a carriage. In Gretl’s terminology of rubato style the analogy with the mechanical tension of the 
rope is evident: “anziehen und loslassen” (to pull and let go again, release).

In some way, Gretl’s “energetic” conceptualization of yodeling is close to aesthetic and ana-
lytical aspects of Ernst Kurth’s music philosophy. In his groundbreaking work published in 1917, 
Grundlagen des linearen Kontrapunktes (Foundations of Linear Counterpoint), he developed – in 
analogy to the term “kinetic energy” from physics – the idea of melodic energy, harmonious tensions 
and the differentiation between kinetic and rhythmical impulse by referring to the principle of gravity. 
He points out the concept of the “melody as a streaming motion [Melodie als eine strömende Kraft] 
(1917: 10)”, a powerful force flowing from tone to tone. Kurth also shows that moving in intervals 
refers to a perception for distances and that the intensity of a tone correlates with mass. Vibrato, orna-
ments and rubato evoke in the musician, as well as in the recipient, energies whose characteristics can 
be recognized as a flow of psychological tension triggered by a sense for movement in time and space.
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What is a philosophical concept or a metaphor for Kurth is a physical reality in mountaineering. 
The strain of melody singing from tone to tone can be compared to the route of a climber, scaling ver-
tical crevices, moving from step to step. In comparison to dancing, where bodily behaviour is directly 
coordinated with music, yodeling and climbing cannot be performed at the same time. During the pro-
cess of climbing, while wedging your toes into the tiniest crevices or pulling yourself up a rock face 
you cannot even think of intoning a yodel. But the experience of pushing your limits and overcoming 
your fears, the will to go beyond your boundaries, taking risks and responsibility for yourself and your 
climbing partner, and being mentally and physically flexible and attentive seems to have an impact 
on the performance of the Steiner Sänger singing on a mountain peak as well as in the Concert Hall.

Key Moments of a Mountain Tour
In the following, I would like to single out three meaningful key moments of a traditional 

climbing route shaped by different emotional states. They are all marked by a particular yodel with 
its communicative function and its individual expressive qualities, musical gestures and mode of 
musical interaction:

1. At the foot of the wall – attunement and affirmation: the Aualmer
2. On the summit – vigour and manifestation: the Gipfeljodler
3. At the tavern table – virtuosity and celebration: the Schildernwanger

1. At the Foot of the Wall – Attunement and Affirmation
The Aualmer/Südwandjodler (audio ex. 1)
Listening to the Aualmer, one of the most prestigious family yodels, we can experience the 

singers’ ability to communicate by listening and reacting spontaneously, which turns the singing 
into an act of conversation, aptly characterized by Gerlinde Haid.

The Aualmer, named after a meadow beneath the Dachstein, was sung by Gretl’s father and 
his brother Irg as an initiatory prayer before they started their risky and dangerous climb. It is re-
markable how Gretl and Heli manage to make the lively tension audible between their individual 
voices. The singers are playing with the concept of elasticity and stability in this parallel-voiced 8 
bar yodel by the means of strong rubato, inégalité and micro-asynchronicities, always related to a 
clear pulse beat. 

Traditionally the Aualmer starts with an initial solo phrase by the lower voice. As a personal 
attitude of dominance, Gretl, who in the following section sings the upper voice, intones the yodel 
from the very beginning to make sure that the pitch will suit her voice. Right after the initial phrase 
Gretl jumps to the second voice above. This can be characterized as an individual feature of the 
Steiner Singer’s voice leading.

Using rhythmical anticipations (see Heli: “jo-h-ou”, as if he was saying “I was here first”), 
and lengthening and shortening the grace tones and ornaments, Heli, with his extremely high voice, 
seems to climb nimbly over the stable ground, maintained and belayed by the intense legato of 
Gretl. Deviations from just intonation in Heli’s performance (see Rytis Ambrazevičius’ analysis of 
the Aualmer in this volume) have a systematic character. They can partly be explained by Heli’s 
personal taste for expressive intonation. 
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2. On the Summit – Vigour and Manifestation
The Gipfeljodler (audio ex. 2)
This yodel was ritually performed after the successful summit ascent as an acoustic signal of 

victory on the mountaintop. Sometimes standing on a very small space high up in the air they shout-
ed it on the edge of the cliff to let the folks down in the valley know: we’ve done it!

Actually, the following recording from their first invitation to the prestigious festival 
“Musikanten” in the Vienna Concert Hall marked a musical climax and turning point in their lives. 
The simple parallel 8-bar yodel starts with the main voice. Due to the vertiginous use of the rubato, 
it sounds like a Zwiefacher, with its meter changing from 3/4 to 4/4. When Gretl misses her second 
entry, she stops Heli singing, blaming him for getting it wrong, and starts anew. The audience in the 
distinguished Viennese Concert Hall loved the Steiner Sänger for their breathtaking audacity and 
witnessed the start of an international musical career at the age of 70+.

Playing with predictability and surprise (to use key concepts of the music psychologist David 
Huron) and with risk and fun is more important to them than a perfect performance. Gretl is not 
keen on rehearsing, because she wants to keep the tension alive, feel the adrenaline in her body. The 
risk of possible failure makes the performance more intense for her. The ability to create tension by 
“expecting the unexpected” – as Huron (2006: 331) puts it – and the Steiner Sängers’ self-depre-
cating attitude and humorous communication with the audience lead to a stunning stage presence.

3. At the Tavern Table – Virtuosity and Celebration
The Schildenwanger/Stoanjodler (audio ex. 3)

The following yodel was recorded in the early morning after a festival in a local tavern. Kurt 
Speer, a longtime friend, internationally recognized mountain guide and excellent singer, starts the 
Schildenwanger with a vigorous introduction. Gretl follows in parallels and Heli sings his individ-
ual contrapuntal third voice with a vibrant but relaxed sound. Asynchronic breathing and reference 
to a clear pulse let the piece flow in a steady motion with a majestic yet playful character. 

It is no a coincidence that Kurt’s path to a mountaineering career started in a local tavern. Af-
ter work the famous mountain guide Walter Kröll was looking for climbing partners for early next 
morning. When he called upon a fellow singer by starting a yodel the 15-year old Kurt was auda-
cious and inventive enough to adapt spontaneously to his part and create an individual voice in front 
of an experienced and demanding audience. This is how the teenager Kurt was chosen to be part of 
the upcoming tour to the legendary Dachstein south face the next day. This was the beginning of a 
lifelong friendship between two extraordinary singers and mountaineers.

Conclusion 
In my paper, I have tried to show how the art of yodeling can be intrinsically linked with 

highly different emotional states, communicative functions, modes of musical expression and inter-
action, as well as socially meaningful situations. It becomes clear – far from any determinism – how 
yodeling and mountaineering, as two domains of traditional culture in the Eastern Alps, are based 
on the same shared cultural knowledge, social skills, and human qualities alike. Local performers 
highlight similarities between the two domains much more than the differences.

The relationship between yodeling and mountaineering offers promising perspectives for fu-
ture research. Music psychology may shed light on parallels between both domains intuitively 
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conceptualized by the Styrian singers, and explain the underlying human dispositions and modes 
of embodied knowledge. 

Audio examples

1. Aualmer. Steiner Sänger: Gretl Steiner and Heli Gebauer. Morning session after the Hauser Sänger-
treffen in the tavern „Knapplhof“. Field recoding by Eva C. Banholzer, 20.5.2001, Haus (Ennstal, 
Styria).

2. Gipfeljodler. Steiner Sänger: Gretl Steiner and Heli Gebauer. Live recording by the Austrian Broad-
casting Corporation (ORF), 23.11.1999, Wiener Konzerthaus.

3. Schildenwanger. Steiner Sänger: Gretl Steiner, Heli Gebauer, and Kurt Speer. Morning session, s. 1. 
Aualmer.

4. Dachstoanjodler (see Rytis Ambrazevičius’ analysis in this volume). Steiner Sänger: Gretl Steiner, 
Heli Gebauer, and Willi Mayer. Live recording by the Austrian Broadcasting Corporation (ORF), 
23.11.1999, Wiener Konzerthaus.
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suraTi 1. gretl Staineri da ernstal augusti, 2000, foto e. banholcerisa.
Figure 1. Gretl Steiner and Heli Gebauer. Ennstal, August 2000, Foto: E.C.B.
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ritis ambrazeviCiusi 
(lietuva)

avstriuli iodlis zogierTi akustikuri Tavisebureba
 

Sesavali
miuxedavad imisa, rom iodlis Sesaxeb sakmaod mravali kvleva arsebobs, jer 

kidev arc ise bevria Seswavlili misi akustikuri Taviseburebebis Sesaxeb; akus-
tikuri meTodebi iSviaTad gamoiyeneba kvlevebSi. franc fodermaierma da verner 
a. doiCma (1994) gaaanalizes iodlis sami nimuSi: solomonis kunZulebidan, Svei-
cariidan da popularuli musikidan (j. rojersi). Sefasebulia mkerdismieri xma 
da falceti, falcetis xarisxi, registris cvlileba, xmovnebi da melodiuri 
xazi. imave mkvlevrebma Seiswavles iodlis simReris specifikuri nimuSi, ban-
gombes pigme qalebis simRera, romelsac axasiaTebs intensiuri meore (oqtava) 
obertoni (Deutsch & Födermayr, 2004): `yovelTvis, rodesac ZiriTadi tonis six-
Sire mniSvnelovnad sustia, rogorc meore obertoni, speqtruli simaRle Sei-
Zleba aRqmul iqnas analitikuri tipis msmenelTa mier~. mkvlevrebma Seiswavles 
amgvari movlenis Sedegad miRebuli melodiis aRqmis efeqtebi. valter grafma 
(Graf, 1964) gaaanaliza vokaluri speqtrebis parcialebisa da formantebis urT-
ierTqmedeba da speqtris grafikuli gamosaxvis meTodi SemogvTavaza. ianik veim 
(Wey, 2019: 190–195) ganixila iodlis transkrifciisTvis speqtris gamoyenebis 
SesaZlebloba.

ramdenime kvlevaSi yuradReba gamaxvilda vokalur partiaSi sxvadasxva 
xmovnis gamoyenebaze. sainteresoa, rom iodlis sxvadasxva kulturaSi daxuruli 
(maRali) xmovnebi dominirebs maRal registrebSi, maSin, rodesac Ria (dabali) 
xmovnebi (anda, Tundac, Sua xmovnebi) dominirebs dabal registrSi (Fürniss, 1991; 
Deutsch & Födermayr, 2004). alpebSi maRali registrebi Seesabameba xmovnebs /ai/ 
(Wiora, 1958) an /ai, i, u/ (Graf, 1969), maSin, rodesac dabali registrebi Seesabameba 
xmovnebs /o/ (Wiora, 1958) an /o, ɔ, a, ɛ, e/ (Graf, 1969). Sveicaruli iodlisTvis `Zir-
iTadi wesi sakmaod pirdapiria da amgvarad JRers: mkerdismieri xmiT `a, o, la, 
lo, aia, io~ da maRali xmiT `oo, u, loo, lu~ da zogjer `du~, rogorc damxmare 
vokalizi, garkveuli tipis xidi rTuli ritmuli pasaJis mosagvareblad~ (Plant-
enga, 2004: 18).

mimdinare kvleva miznad isaxavs avstriuli iodlis ramdenime nimuSis zo-
gierTi akustikuri Taviseburebis – kerZod, speqtruli da fonetikuri Tav-
iseburebebis, intonaciis sizustisa da vibratos ganxilvas. kvlevisTvis SeirCa 
avstriuli iodlis sami nimuSi (xmovani Canawerebi)1. akustikuri analizisTvis 
gamoyenebuli iyo programuli uzrunvelyofa Praat2. 

registrebi da xmovnebi
aq ufro detaluradaa ganxiluli iodli ~Aualmer” (mag. 1). iodls ori mom-

Rerali asrulebs, qali (maRali xma) da mamakaci (ufro dabali xma). mkerdis-

1 Aualmer, Dachstoanjodler, and Schildenwanger.  Canawerebi  mogvawoda eva banholcerma. 
2 https://www.fon.hum.uva.nl/praat/.
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mier/dabal da maRal/falcetis xmebs Soris gansxvaveba asaxulia registrebis 
speqtrSi (sur. 1): dabal registrs axasiaTebs SedarebiT intensiuri obertonebi 
(monakveTebi `ho ri ja~ da `(o)ho~) maSin, rodesac ZiriTadi toni tipurad aris 
yvelaze intensiuri parciali maRali registrisTvis (`o i ri ri~). registrebs 
Soris gansxvaveba gansakuTrebiT TvalSisacemia mamakacis xmaSi: falcetis mon-
akveTSi (`o i ri ri~) obertonebi, faqtobrivad, ar arsebobs (speqtogramis ar-
Ceul dinamikur diapazonSi). qalis xmaSi obertonebi am segmentSi sustia, magram 
mainc SeiniSneba. 3

iodlis samive Seswavlil nimuSSi mkafiod SeimCneva speqtruli gansxvave-
bebi registrebs Soris da, rac ufro sainteresoa, registris Tvisebebis dif-
erenciacia Zlierdeba Sesabamisi parcialebis damatebiTi gaZlierebiT, ama Tu 
im xmovnis arCevis meSveobiT. anu, dabali registrisTvis gamoiyeneba xmovnebi, 
romelTa formantuli sixSireebi emTxveva obertonebs, xolo maRal registrSi 
– is xmovnebi, romlebic ZiriTad tonebs emTxveva. es imas niSnavs, rom gamoy-
enebulia garkveuli formantis teqnika. (sur. 2). dabal registrSi (`hoi da a 
re~, `jo~) pirveli formanta aZlierebs obertonebs (meore da mesame obertonic 
ki) maSin, roca maRal registrSi (`i~) naTelia ZiriTadi tonebis intensifikacia, 
gaZliereba.

modiT, ufro detalurad ganvixiloT Sesabamisoba `bgeraTasimaRle-xmo-
vani-registri~. Tu momRerlebs sWirdebaT ZiriTadi bgeris gaZliereba diapa-
zonSi ~F4–D5 (~350–600 Hz), faqtia, rom gamoiyeneba mxolod ori xmovani (maTi 
variantebiT) – /i/ da /u/, vinaidan esaa maTi pirveli formantis sixSireebis 
diapazoni (ix. mag., Titze, Maxfield, & Walker, 2017; aq mcire gansxvavebebia mamakacTa 
da qalTa sixSireebs Soris). /i/-s meore formanta aris maRali (~1500–2000 Hz) 
da susti maSin, rodesac /u/-s meore formanta sakmaod axlosaa pirvel for-
mantasTan. Tu, vTqvaT, gamoviyenebT xmovans /a/ (F1~800–1000 Hz), obertonebi 
(meore an mesame obertoni) gaZlierdeba, amitom maRali registris xarisxi ar 
iqneb imdenad gamokveTili. meore mxriv, /a/-sa da /o/-s SedarebiT maRali F1 
sixSireebi da SedarebiT dabali F2 sixSireebi, gamoyenebuli dabal registrSi, 
xels uwyobs obertonebis gaZlierebas.

registrebis diapazonebisa da Sesrulebuli bgerebis simaRleebidan gamom-
dinare, akordebi SeiZleba warmoiqmnas erTi an sxvadasxva registris xmisgan. 
xmaTa Soris balansi miiRweva zemoaRniSnuli formantis teqnikis meSveobiT.

registrebi da intonireba
iodli sakmaod rTuli vokaluri teqnikaa da es garkveul gamowvevebs qmnis. 

magaliTad, rTulia zusti intonireba registrebs Soris naxtomebis dros, amitom 
aq garkveulwilad dasaSvebia gadaxra zusti intonirebidan. es gansakuTrebiT 
exeba mamakacTa xmebs, rodesac mRerian arakomfortul maRal xmas. magaliTad, 
simReris “Aualmer” taqtebSi 2-7 mamakaci momRerlis mier Sesrulebuli bolo 
bgerebi Zalian mkveTria (mag. 3). Sesabamisad, bolo xmebs Soris warmoqmnili 
intervalebi Zalian viwroa: 12-toniani Tanabradtemperirebuli wyobis 
nominaluri kvarta (xuTi naxevartoni), notis poziciaSi 13 (meore taqtis bolo 

3 cxadia, rom esaa damkvirveblis poziciidan gakeTebuli aRweriTi transkrifcia. moyvanil-
ia miaxloebiTi fonetika (warmoTqma) da 12-toniani Tanabradtemperirebuli wyobis Sesatyvisi  
bgeraTa simaRleebis ekvivalentebi.
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noti) Seicavs 4,22 naxevartons, amgvarad, faqtobrivad, igi ufro axlosaa did 
terciasTan; da a.S. intervalebis saSualo gadaxra sur. 3-Si maTi 12-toniani 
Tanabradtemperirebuli wyobis ekvivalentidan Seadgens 0.59 naxevartons. dabali 
registris xmebiT warmoqmnili sxva intervalebis saSualo gadaxra mxolod 
0,25 naxevartonia da maRali registris xmebisTvisac igivea, 0,25 naxevartoni; 
amgvarad, intonacia bevrad ufro zustia4 (gazomilia mxolod SedarebiT 
xangrZlivi struqturuli simaRleebi, melizmatika gaTvaliswinebuli araa).

simReraSi “Dachstoanjodler” gaanalizda 11 tonikuri seqstakordi (III-V-
VIII). gairkva, rom saSualod, patara tercia, wminda kvarta da patara seqsta 
Seesabameba 3.48, 4.72 da 8.20 naxevartonebs. es niSnavs, rom Sua bgera Zalian 
mkveTria; dabal da zeda bgerebs Soris intervali aseve odnav farToa, vidre 
12-toniani Tanabradtemperirebuli wyobis ekvivalentSi (sur. 4).

iodlisTvis vibrato iSviaTi ar aris. kvlav, is naklebad gamoyenebadia reg-
istrebis arakomfortul xmebSi, amitom igi metwilad axasiaTebs maRal (qalis) 
xmas (sur. 1, 2, 4).

mokle Sualeduri bgerebi ara mxolod alamazeben melodiebs, aramed, aseve, 
amzadeben rTul manevrebs. igive iTqmis damatebiT fonetikaze, magaliTad, Cas-
muli /h/ modelebSi /i(h)o/, /io(h)o/ da a.S.

SeniSvna

audioCanawerebsa da maT Semsruleblebze meti informaciisTvis ix. amave krebulSi 
eva banholceris statia (Aualmer, Dachstoanjodler, Schildenwanger).   

 

4 SesaZloa, intervalebi Sedardes maT ekvivalentebTan piTagoras wyobaSi, naturalur wyobaSi 
an sxva bgeraTrigebSi.
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RYTIS AMBRAZEVIČIUS
 ( LITHUANIA)

SOME ACOUSTIC FEATURES OF AUSTRIAN YODELING

Introduction
Although there is quite a lot of research on yodeling, yet there are not much studies on their 

acoustic properties; acoustic methods are rarely used in the studies. Franz Födermayr and Werner 
A. Deutsch (1994) analyzed three examples of yodeling; from Solomon Islands, Switzerland, and 
popular music (J. Rodgers). The occurrence of chest and falsetto voice, the quality of falsetto, the 
change of register, vowels, and melody contour have been evaluated. The same scholars studied a 
specific example of yodeling, singing of Bangombe pygmy women characteristic of very intense 
2nd (octave) harmonic (Deutsch & Födermayr, 2004): “Whenever the fundamental frequency is 
significantly weaker as the 2nd harmonic, spectral pitch can be perceived by the analytic type of 
listeners.” The researchers studied the effects of melody perception resulting from such a phenom-
enon. Walter Graf (1964) analyzed interplay of vocal spectra partials and formants, and proposed a 
method of graphical representation of the spectra. Yannick Wey (2019: 190–195) discussed possi-
bility of application of the spectra for transcription of yodeling.

Several studies have noted the use of different vowels in vocal registers. Interestingly, in dif-
ferent yodeling cultures, close (high) vowels dominate for high registers while open (low) vowels 
(or, at least, mid vowels) dominate for low registers (Fürniss, 1991; Deutsch & Födermayr 2004). 
In Alpes, high registers correspond to /i/ (Wiora 1958) or /i, y, u/ (Graf 1969) while low registers 
correspond to /o/ (Wiora, 1958) or /o, ɔ, a, ɛ, e/ (Graf, 1969). For Swiss yodeling, “the basic rule is 
fairly straightforward and… goes like this: In chest voice, ‘a, o, la, lo, ya, yo,’ and in head voice, 
‘oo, u, loo, lu,” and sometimes a ‘du’ as a help-vocalization, more or less a bridge to handle a diffi-
cult rhythmic passage” (Plantenga, 2004: 18).

The current pilot study aims to discuss some acoustic properties of several examples of Aus-
trian yodeling, namely spectral and phonetic features, precision of intonation, and vibrato. Three 
examples (sound recordings) of Austrian yodeling were chosen for the study.1 Software Praat2 was 
employed for the acoustic analysis.

Registers and vowels
The yodel “Aualmer” is discussed in more detail here; see the transcription in ex. 1. The yodel 

is performed by two singers, female (higher part) and male (lower part). Differences of chest / low 
/ modal and head / high / falsetto voices are reflected in spectra of the registers. See the example in 
fig. 1: the low register is characterized by relatively intense overtones (segments ‘ho ri ja’ and ‘(o)
ho’) while fundamental is typically the most intense partial for the high register (‘o i ri ri’). The 
difference between registers is especially distinct for the male voice: the overtones in the falsetto 

1 Aualmer, Dachstoanjodler, and Schildenwanger. The recordings were provided by Eva. C. Banholzer.
2 https://www.fon.hum.uva.nl/praat/
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segment (‘o i ri ri’) are in fact absent (for the chosen dynamic range in the spectrogram). For the 
female voice, the overtones in this segment are weak but still observable. 3 

In all three examined examples of yodeling, the spectral differences between registers are 
clearly observed and, what is more interesting, differentiation of the register qualities is enhanced 
by the additional intensification of the corresponding partials due to choice of certain vowels. That 
is, for the low register, vowels whose formant frequencies match overtones are applied while, 
for the high register, vowels matching fundamentals are applied. It means that a certain formant 
technique is employed. See the example in fig. 2: for the low register (‘hoi da a re,’ ‘jo’), the first 
formant intensifies the overtones (the second or even third harmonic), while for the high register 
(‘i’), intensification of the fundamentals is clear.

Let’s discuss the correspondence ‘pitch-vowel-register’ in more detail. If intensification of 
fundamental in the pitch range ~F4–D5 (~350–600 Hz) for singers is needed, in fact only two vowels 
(with their variants), /i/ and /u/ are applicable since that is the range of their first formant frequencies 
(see e.g. Titze, Maxfield, & Walker 2017; there are slight differences for the male and female 
frequencies). The second formant of /i/ is high (~1500–2000 Hz) and weak whereas the second 
formant of /u/ is quite close to the first formant. If, say, vowel /a/ (F1~800–1000 Hz) were applied, 
the overtones (the second or third harmonics) would be intensified, thus the quality of high register 
would not be that pronounced. On the other hand, relatively high F1 frequencies and relatively low 
F2 frequencies for /a/ and /o/ used for the low register contribute to the strengthening of overtones.

Depending on the ranges of the registers and the pitches of the sung sounds, the chords can 
be formed by the voices of the same or different registers. Balance of parts is achieved using the 
above-mentioned formant technique.

Registers and intonation
Yodeling is quite complicated vocal technique, and this poses some challenges. For instance, 

accurate intonation by jumping between registers is difficult, so there is some tolerance for deviations 
from precise intonation. It seems that this is especially true of male voices singing in the uncomfortable 
higher part of the modal register range. For example, the last pitches in the bars 2–7 of “Aualmer” 
produced by the male singer are far too sharp (fig. 3). Therefore, the intervals between the voices be-
come too narrow: the nominal 12TET fourth (5 semitones) for note position 13 (the last chord of the 
second bar) appears as 4.22 semitones, thus actually closer to the major third; and so on. The average 
deviation of the intervals marked in Fig. 4 from their 12TET equivalents is 0.59 semitone. The average 
deviation of the other intervals produced by low register voices is only 0.25 semitone and the number 
for high register voices is the same, 0.25 semitone; thus the intonation is much more precise4 (only 
relatively long structural pitches were measured, appoggiaturas were not considered).

For “Dachstoanjodler,” 11 tonics sixth cords (triads III-V-VIII) were analyzed. It was found 
that, on the average, the minor third, the pure fourth, and the minor sixth are, respectively, 3.48, 
4.72, and 8.20 semitones. It means that the middle pitch is far too sharp; the interval between the 
lowest and highest pitches is also slightly wider than the 12TET equivalent (fig. 4). 

3 Clearly, this is a descriptive transcription from an outsider’s point of view. Approximate phonetics and pitch equiv-
alents in 12TET (twelve-tone equal temperament) are presented.
4 We can speculate that the intervals should be compared to their equivalents in Pythagorean tuning, Just intonation or 
other scales. But basically that won’t change anything.
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Vibrato is not uncommon for yodeling. Yet again it can hardly be applied for the uncomfortable 
parts of registers, so mostly it is characteristic of the high (female) voice (figs. 1, 2, and 4). 

Short intermediate pitches not only grace the melodies, but also serve as preparations for 
complicated maneuvers. The same is true of additional phonetics, for example, an embedded /h/ in 
a patterns /i(h)o/, /io(h)o/, and so on.

Note

More information on the performers and audio recordings can be found in Eva C. Banholzer’s contribu-
tion to this volume (Aualmer, Dachstoanjodler, Schildenwange).
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magaliTi 1. ~Aualmer”-is transkrifcia.
Example 1. Transcription of “Aualmer.”1

suraTi 1. ~Aualmer”-is meore taqtis speqtograma.
Figure 1. Spectrogram of the second bar of “Aualmer.”

suraTi 2. ~Aualmer”-is meSvide taqtis speqtograma, moniSnulia F1-is daaxloebiTi 
ganlageba.
Figure 2. Spectrogram of the seventh bar of “Aualmer.” Approximate positions of F1 are marked.

1  Clearly, this is a descriptive transcription from an outsider’s point of view. Approximate 
phonetics and pitch equivalents in 12TET (twelve-tone equal temperament) are presented.
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suraTi 3.  “Aualmer”-is bgeraTa siamRleebis trekebi. taqtebi carieli sivrceeb-
iTaa  gancalkevebuli. Savi wertilebi/TeTri rombebi: dabali/maRali registre-
bi. zogierTi intervalisTvis aRniSnulia 12-toniani Tanabradtemperirebuli 
wyobis nominaluri intervalebisgan gadaxrebi (centebSi).
Figure 3. Pitch tracks of “Aualmer.” The bars are separated by spaces. Black dots / white diamonds: 
low / high registers. For some intervals, deviations (in cents) from nominal 12TET intervals are 
marked.

 suraTi 4.  simRerebidan “Dachstoanjodler” da “Schildenwanger” ori nawyvetis speq-
tograma.
Figure 4. Spectrograms of two excerpts from “Dachstoanjodler” and “Schildenwanger.”
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ulrix morgenSterni
(avstria)

motivze orientirebuli formebi da binaruli harmonia. 
ori ZiriTadi principi evropul xalxur musikaSi da maTi 

mniSvnelobaavstriuli/alpuri tradiciisTvis

eTnomusikologiurma gamokvlevebma evropasa da mis farglebs gareT ga-
moavlina instrumentuli xalxuri musikis sintaqsuri da vertikaluri organi-
zaciis formirebis principebi. orive maTgani warmoadgens evropuli barokos 
musikaluri xelovnebisa da klasikuri musikisagan gansxvavebul musikalur az-
rovnebas. tradiciuli sacekvao musikis didi nawilis sintaqsisi ar efuZneba 
simetriul kupletur periodebs, rogorc, magaliTad, valsisa da polkis `sasim-
Rero~ melodiebis umravlesoba; da arc calkeul orfrazian struqturebs, ro-
goric axasiaTebs Suasaukuneebis evropul sacekvao musikas (Wiora and Salmen 1952) 
– aramed agebulia Zalian mokle struqturuli erTeulebis (motivebis) game-
orebasa da mikrovariaciebze. adreuli evropuli xalxuri (da adreuli saero 
instrumentuli) musikis vertikaluri organizacia zogjer efuZneba harmoniul 
koncefciebs, Tumca, gansxvavebiT tradiciuli evropuli funqcionaluri har-
moniisagan, mxolod ori ZiriTadi funqcia gaaCnia. musikologebi amas xan “double 
tonic” (`gaormagebul tonikas~) (Morgenstern, 2019: 447), xan ki “dual tonicity” (`ormag 
tonikurobas~) uwodeben (Manuel, 2002). yvelaze damajerebelia sali harperi-
seuli, binarulobis koncefcia: `binaruli nimuSebi emyareba ori kontrastuli 
harmoniuli elementis monacvleobas~ (Harper, 2017 [2007]: 150; aseve, Brown, 2014). 
amitom, me gadavwyvite, SemomeTavazebina termini binaruli harmonia.

orive gansaxilveli movlena iTxovs terminologiur, analitikur Tu is-
toriul ganmartebas. eTnomusikologebs Seswavlili aqvT tradiciuli inst-
rumentuli musikis `ganmeorebadi~ sintaqsisi sardiniaSi (Fridolin / Bentzon 1969), 
TurqeTis SavizRvispira sanapiroze (Ahrens, 1970), egeosis zRvis kunZulebze 
(karpatuli cekvis, Pano choros-is Sesaxeb Brandl, 1992: 134-138; Sarris/ Kolydas/Tzevele-
kos, 2010), norvegiaSi (Kvifte, 2007). Tumca, feliqs hoerburgeris fundamenturi 
kvlevebis (Hoerburger, 1966: 30-35) Semdgom, SedarebiTi kvlevebi am mimarTulebiT 
Zalian cota gvaqvs. binaruli harmoniis (an `ormag-tonikuri konstruqciis~ 
(Greenhill, 2017) koncefcia kargadaa damuSavebuli kelturi musikis istoriul 
gamokvlevebSi, maSin, roca evropaSi farTod gavrcelebuli es movlena Se-
darebiT mciremasStabiani kvlevis sagnia (Morgenstern, 2019). Cemi mizania, am ori 
fenomenis mokle daxasiaTeba, terminologiuri aspeqtebis ganxilva, maTi adgi-
lis Cveneba avstriul/alpur1 xalxur musikaSi sxvadasxva istoriul periodSi 
da maTi SedarebiTi Seswavlis perspeqtivebis moniSvna. 

1 `avstriuli/alpuri~ xalxuri musikis kvleva ar Semoifargleba qveynis mTiani regionebiT; is, 
aseve, moicavs zemo da qvemo avstriis dablobebsac, garda burgerlendis regionisa aRmosavleT 
avstriaSi; nawilobriv, vrceldeba Sveicariasa da bavariazec. 
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motiv-centruli xalxur instrumentul musikaSi
xalxuri instrumentuli musika, pirvel rigSi ki – sacekvao Janrebi, ZiriTa-

dad, efuZneba mokle musikaluri frazebis gameorebas mcireodeni cvlilebebiT. 
igive sintaqsuri principi SeimCneva zogierT vokalur formaSic. bruno netli, 
Tavis adreul naSromSi `folkloruli da primitiuli musikis gamaerTianebeli 
faqtorebi~ moixseniebs `[tradiciul musikaSi] Warbad gamoyenebul ganmeorebad 
formebs~ (Nettl, 1958). maikl tenzerma, cota xnis win, uaryo gameorebis koncef-
cia, im mosazrebiT, rom `cikluri musika ar aris ganmeorebadi~ da Cven unda 
vfokusirdeT repeticiuli ciklebis farglebSi momxdar cvlilebebze~ (Stanyek. 
2014: 116). sinamdvileSi, es mosazreba eTanxmeba gameorebisa da mikrovariaciebis 
erTianobis netliseul gagebas, ramdenadac, `martivi da ganmeorebadi nimuSi 
yvela SemTxvevaSi midrekilia variaciulobisaken” (Nettl, 1959: 200).

evropuli xalxuri simRerebis sawesCveulebo Janrebisa da sabavSvo saTa-
maSo nimuSebisTvis damaxasiaTebelia `strofamdeli~ (“pre-strophic”) ganmeoreba-
di formebi. alisa elSekovam (Elshekova, 1973: 148-151) daadgina gansxvaveba mo-
tiv-gameorebis, motiv-sekvencirebisa da motiv-gaerTianebis formebs Soris, 
romlebSic ar xdeba damoukidebeli frazebis ganviTareba. 

hoerburgerma miuTiTa `melodiuri geStaltis pirvelxarisxovan mniSvne-
lobaze xalxur instrumentul musikaSi~, rasac uwoda Spielfiguren (lit.: figure-
bis TamaSi, Hoerburger, 1966: 30-35). man es termini isesxa heinc beselerisgan, ro-
melmac is motivisagan ganasxvava. Spielfigur – esaa `formaluri seqcia~ (iqve, 31)2, 
`melodiuri namsxvrevi~. motivebisagan gansxvavebiT, es erTeulebi ar warmoad-
genen `didi mTlianobis funqcionalur nawilebs~ (iqve: 34). hoerburgeri gamoy-
ofs Spielfiguren-is funqcionirebis xuT SesaZleblobas. esenia: gameoreba, varia-
cia, wyvilad gaerTianeba, Tanmimdevruloba da melodiuri modifikacia ucvlel 
ritmSi. xalxur musikaSi yvelaze tipuria `Spielfiguren-is wyvilad gaerTianeba da 
figuraTa axal-axali wyvilebis SeerTeba. sqematurad es ase gamoisaxeba: aa bb cc 
… magaliTebis moZieba SesaZlebelia iugoslaviasa da ungreTSi gudastvirze, 
fineTSi ki kantele-ze [Sesrulebisas]~ (iqve, 33). 

gudastvris melodiis centrSi, SesaZloa, gamoCndes mokle melodiuri se-
qciebi (saqarTveloSi, TurqeTis SavizRvispireTSi, egeosis zRvis kunZulebze, 
kalabriaSi, rumineTSi, latviaSi). sacekvao interludiebis saxiT maT, aseve, 
asruleben ungrul da slovakur simRerebSi gudastviris TanxlebiT. rogorc 
zoltan kodaim dagvanaxa, es, e.w. aprája (ungrulad `mcire~) motivebi SesaZle-
belia, gameordes orjer, samjer, zogjer rvajer da aTjerac ki mcire varia-
ciebiT (Kodály, 1956: 134).

slovakeTSi am motivebs cifry-s (sg.: cifra) uwodeben da megudastviris indi-
vidualobis gamomxatvelad miiCneven (Garaj, 1995: 265f.). bela bartokma mokled 
Seadara stravinskis `kurTxeuli gazaxulis~ motiv-centrizmi rusul, arabul 
da ungrul tradiciul musikasTan.

`aRsaniSnavia isic, rom Tavis `rusul periodSi~ `kurTxeuli gazafxulidan~ 
dawyebuli igi iSviaTad iyenebs daxuruli formis melodias, romelic sami-oTxi 
striqonisagan Sedgeba, xolo or-sam taqtiani mokle motivebi mas imeoreben “à 
la ostinato”. es mokle ganmeorebadi pirvelyofili motivebi Zalian damaxasiaTebe-
lia garkveuli tipis rusuli musikisaTvis. am tipis nagebobebi gvxvdeba sasule 

2 yvela Targmani germanuli originalidan ekuTvnis avtors.
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sakravebisTvis gankuTvnil Cvens zogierT Zvel musikalur nawarmoebSi, aseve, 
arabul glexur cekvebSi. [. . .] pirvelyofili motivebis mudmivi ganmeoreba qm-
nis ucnauri aRgznebis atmosferos xalxur musikaSic ki, sadac isini gvxvdeba~ 
(Bartók, 1949: 22).

kristian arensma (Ahrens, 1970) SeimuSava asoiTi kodebis sistema SavizR-
vispireTis instrumentuli nimuSebis Spielformtyp3-is (mag. 2, sur. 1) motivuri 
struqturis aRsaRwerad. cota xnis win, haris sarisma da misma Tanaavtorebma 
(Sarris, Kolydas & Tzevelekos, 2010) SemogvTavazes kompiuteruli analizi, romelic 
moicavs egeosis zRvis kunZulebis instrumentuli melodiebis `musikaluri seg-
mentebis~ identifikaciis emikur saSualebebs. maT Semoitanes termini parataxis, 
melodiuri ganviTarebis sapirispirod. sarisis mier SemoTavazebuli kidev erTi 
sasargeblo terminia `motivuri repertuari~ (Sarris, 2007: 170-171). 

tradiciuli instrumentuli musikis ̀ arastrofuli~ sintaqsisis asaxsnelad 
erT-erTi yvelaze nayofieri Teoretikuli modeli ekuTvnis norvegiel mkvle-
vars telef kviftes (Kvifte, 1981, 2007). hardingfele melodiebis miseul analizSi 
motivi gagebulia, rogorc Tormet taqtamde sigrZis melodiuri fragmenti, 
romelic ori, SedarebiT mcire erTeulisagan Sedgeba (sur. 2). msgavsi fragmen-
tisTvis hoerburgeri gamoiyenebda termins `wyvili Spielfiguren” (Hoerburger, 1966), 
brendli `figuraTa wyvilebs~ (Brandl, 1992: 134, germ.: Figurenpaare), balint saroSi 
ki, kodais kvaldakval, `ortaqtian motivs~ (Sarosi, 2017: 89-99)4. 

gameorebisa da mikrovariaciis (iteraciis)5 koncefcia xalxur instrumen-
tul musikaSi gansakuTrebiT myarad damkvidrda italiur eTnomusikologiaSi. 
kristian ferlainom am kuTxiT msjeloba Seajama da ganaviTara statiaSi `sace-
kvao musikis generatiuli principebi centralur kalabriaSi~ (Ferlaino, 2019). 
ferlainom SeZlo, eCvenebina da dawvrilebiT aexsna, `rogor Cndeba sunata [in-
strumentuli sacekvao melodia] ZiriTadi melodiuri struqturebis mravalg-
vari aqtualizaciis Sedegad. struqturebisa, romlebic Sesrulebis momentSi 
erTmaneTs erwymian da erTiandebian~ (iqve, 14). misi analizi yvelaze damajer-
ebelia, ramdenadac misi kvleva, kviftesa da sarisis msgavsad, `bi-musikaluri~ 
Sesrulebis gamocdilebasa da adgilobrivi Semsruleblebis emikur mosazrebebs 
emyareba. gaurbis ra termins ̀ motivi~, ferlaino sabaziso ortaqtian erTeulebs 
`melodiur fragmentebs~ uwodebs.

jerjerobiT, sintaqsisis principebTan dakavSirebuli terminologia, rom-
liTac gatacebulia bevri eTnomusikologi, Sorsaa unifikaciisagan. Beseleris 
kvaldakval, hoerburgeri gaurbis termins motivi ganmeorebadi/mikrovariantu-
li formebisTvis, ramdenadac tradiciuli musikis TeoriaSi motivi ganixile-
ba, rogorc raRac arasruli. rojer skratonis mixedviT, klasikur musikaSi 
`motivTa organizacia TiTqmis yovelTvis Tematuri ganviTarebis konteqstSi 
ganixileba~ (Scruton, 1999: 296). 

3 lit.: „TamaSis formis tipi~. arensi anacvlebs termins motivi ufro neitraluriT: „melodisches 
Glied“ („jaWvis melodiuri rgoli“, 1970: 51).
4 gaugebaria, saroSis yvelaze SemecnebiTi wignis ganxilvisas, ratom vtovebT yuradRebis miRma 
meore mkvlevris, luiza taris saxels, romelmac mTeli Tavisi samecniero moRvaweoba ungrul 
xalxur instrumentul musikas miuZRvna. 
5 italieli eTnomusikologebi, rogorc Cans, amjobineben defisis gamoyenebas sityvaSi mik-
ro-variacia (micro-variazione). me ar mimaCnia, rom am, ukve damkvidrebul terminSi, es aucilebe-
lia. 
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sainteresoa, rom skratoni, iseve, rogorc beseleri, erTmaneTisgan ga-
nasxvaveben motivsa da figuras. klasikur musikaSi es ukanaskneli SeiZleba 
dausruleblad meordebodes (Scruton, 1999: 61), magram msmenelma is musikaluri 
nawarmoebis fonad aRiqvas (iseve, rogors beseleris bevri Spielfiguren). amaSia 
fundamenturi gansxaveba ganmeorebadi/mikrovariaciuli xalxuri musikisagan, 
sadac aseve mravalgzis SeiZleba gameordes mokle melodiuri nawyvetebi, ro-
gorebicaa skratoniseuli figurebi, magram, ver vityviT, rom isini fons qmnis, 
radgan maT uzarmazari fsiqologiuri zemoqmedebis moxdena SeuZliaT, eqstati-
uri reaqciis CaTvliT (Hoerburger, 1966: 33). gansxvavebiT motivebis skratoniseu-
li gagebisagan, isini ar gvevlinebian ganviTarebis amosaval wertilad, Tumca, 
SeuZliaT, Sewyvildnen sxva, rogorc wesi, kontrastuli ritmuli da melodiuri 
konturebis mqone erTeulebTan.

saerTaSoriso eTnomusikologiaSi termini motivi xSirad gamoiyeneba ganme-
orebadi/mikrovariantuli formebis dasaxasiaTeblad. gavixseneb kodais (Kodály, 
1956), netls (Nettl, 1956), elSekovas (Elscheková, 1973), kviftes (Kvifte, [1988] 2007), 
garajs (Garaj, 1995: 265), sariss (Sarris, 2007) da saroSis (Sárosi, 2017); aseve, hoer-
burgeris udavo Rvawls musikologiis TeoriaSi. yovelive amis gaTvaliswinebiT, 
vfiqrob, sasurvelia, SevinarCunoT da ganvaviTaroT motivi, rogorc konkre-
tuli da kargad damkvidrebuli eTnomusikologiuri koncefcia. rCeba erTi sa-
kiTxi: rogor movepyroT xalxuri instrumentuli musikis ganxilul formebs? 
Tavdapirvelad vifiqre `motivebze damyarebul formebze~, magram, motivi xom 
centria da ara raRacis ̀ baza~! amgvarad, ganmeorebadi/mikrovariantuli forme-
bi SeiZleba davaxasiaToT, rogorc motivze orientirebuli formebi6. 

motiv-centruloba avstriul xalxur musikaSi
avstriuli da, mTlianad, alpuri instrumentuli xalxuri musika, umTav-

resad, sacekvao musikaa – solo da saansamblo SesulebiT. lendleris bolod-
roindeli repertuari ZiriTadad 8- da 16-taqtian formebs emyareba motivebisa 
da frazebis mkveTri da simetriuli segmentaciiTa da ganlagebiT. Tanmimde-
vruli da msgavsi ganviTareba sawyisi motivebisa, romlebic inarCuneben Ziri-
Tad ritmul konfiguraciebsa da melodiis mimarTulebas (beseleris mixedviT 
– Korrespondenzmelodik), rogorc wesi, emorCileba harmoniul formulas7 3/4 ǀ I ǀ V 
ǀ V ǀ I ǀ, rac advilad sacnobia daSlili akordebis xSiri gamoyenebis gamo. 

Tumca, es ar aris avstriuli sacekvao musikis erTaderTi stiluri plas-
ti. saimon vaSeris varaudiT, romelic gvevlineba am sferos erT-erT yvela-
ze avtoritetul specialistad8, XVIII-XIX saukuneebis wyaroebidan (ZiriTadad 
alpuri da samxreT germanuli regionebidan) cnobil or Tu sam aTas sacekvao 
melodias Soris, daaxloebiT 50 procenti emyareba harmoniul formulas 3/4 ǀ I 

6 termini `pre-harmoniuli~ SeiZleba gavigoT, rogorc harmoniul kontrastebsa da moZrao-
baze dafuZnebuli, musikaluri azrovnebis xerxebis sawinaaRmdego da, amasTanave, istoriuli 
winamorbedi. zogjer, termini `monoharmoniuli~, albaT, ufro zustia, ramdenadac, ganxilul 
melodiebSi, SesaZloa, erTi harmonia moiazrebodes.
7 termini `harmoniuli formula~ SeimuSava da rusul eTnomusikologiaSi daamkvidra iuri e. 
boikom (1958-2015).
8 saimon vaSeri aris venaSi mcxovrebi musikosi da damoukidebeli mkvlevari: http://simonwascher.info. 
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ǀ V ǀ V ǀ I ǀ9. rogorc Cans, es formula, misTvis damaxasiaTebeli ganmeorebadobiT, 
uzrunvelyofs sasurvel bazas ganmeorebadi ortaqtiani motivebisTvis. msgav-
si situaciaa lendleris Zvelebur formebSi da, aseve, centraluri avstriis 
salzkamergutis regionSi gavrcelebul, e.w. Schleunige-Si. safiqrebelia, rom es 
dakavSirebulia evropuli jaWvuri cekvebis Zvel tradiciasTan, romelic win 
uswrebda wyvilTa cekvebs, magaliTad, cnobil lendlers.

motivis (an ormagi motivis) gameorebisa da mikrovariaciis principi alpur 
regionSi sxvagvarad `muSaobs~, vidre motivze orientirebul instrumentul 
musikaSi evropis centralur, samxreT-aRmosavleT da aRmosavleT regionebsa da 
norvegiaSi. mTavari gansxvaveba exeba melodikas da formas: motivebis ZiriTadi 
wyvili Sedgeba ara ori damoukidebeli motivisagan (rogorc es kodaisTanaa – 
mag.1. me-2-3 xazi), aramed damyarebuli iyo sekvenciur svlaze (Korrespondenzmelo-
dik), rogorc pirveli violinos partia Schleinige Tänze- Si Smalhaueris cnobili 
krebulidan (daaxloebiT 1820, mag. 3, 4). maSinac ki, roca ganmeoreba (mikrovari-
acia) qarbobs sekvencias (mag. 5, tt. 1-4), forma tipurad eqvemdebareba centra-
luri da dasavleT evropuli cekvebis gamokveTil 8-taqtian struqturas. 

hoerburgeris SeniSvniT, aseTi `Caketili forma, romelic Seicavs instru-
mentul Spielfigur-s~ (Hoerburger, 1966: 35), an `erTmaneTze gadanaskvuli Spielfig-
uren-is Tanmimdevroba kombinirebuli damamTavrebeli motiviT~ (iqve). cnobili 
Siebensprung-is (mag. 6). amas gviCvenebs Oori vestfaluri varianti. uolter salme-
nis (Salmen, 1963: 36) sityvebiT, orive miekuTvneba evropuli sasimRero da sacek-
vao tradiciis adreul stils~. Tumca es sasimRero melodiebi, savaraudod, is-
toriulad ufro gviani movlenaa, vidre motivebze orientirebuli asimetriuli 
isntrumentuli stili. 

motivze orientirebul sacekvao melodiebSi mkveTrad simetriuli struq-
turisaken mimarTuli tendenciis miuxedavad, periodis danawevreba ramdenadme 
gaurkvevelia, maSinac ki, roca am melodiebSi simetria daculia. sintaqsisis 
bundovanebis erT-erTi mizezi harmoniuli parametrebia. Schleuniger-is zogier-
Ti melodia ar gulisxmobs harmoniul progresias (mag. 7, tt. 1‒5). SesaZloa, 
isini alpuri sacekvao musikis `preharmoniul~ fenebs ganekuTvneba. avstrie-
li musikologi da mevioline herman frici midis daskvnamde, rom `Schleuniger-is 
melodiebi, savaraudod, Suasaukuneebis naxtomiseburi melodiebia, gardaqmnili 
lendleris stilSi~ Fritz, 1990: 77). monoharmoniuli frazebi gvxvdeba montafo-
nis xeobaSi (Sveicariis sazRvarTan axlos) gavrcelebul cekvebSi: Rongger-Si (mag. 
8), raimund zoderi (Zoder, 1928) xazs usvams gadidebul kvartas da taqtis meo-
re-meoTxe droebs, rogorc montafonuri cekvebis SedarebiT didi xnierebisa 
da unikalurobis indikatorebs. Tumca, saimon vaSerma CrdiloeT germaniaSic ki 
aRmoaCina XVIII saukunis sacekvao melodiebi, romlebic Zalian hgavs Rongger-is 
melodiebis aTi cnobili versiidan oTxs10. 

9 piradi komunikacia saimon vaSerTan (2020 wlis agvisto).
10 madlobas vuxdi saimon vaSers misi gamouqveynebeli teqstis CemTvis xelmisawvdomobis uz-
runvelyofisTvis.
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monoharmoniuli frazebi da formulebi
sanam avstriuli xalxuri musikis harmoniul aspeqtebs ganvixilavde, unda 

Sevexo musikalur praqtikas, romelic (yovel SemTxvevaSi, erTi SexedviT) upi-
ratesad monoharmoniulia. gabmuli burdonis mqone musikalur instrumenteb-
ze, rogorebicaa – gudastviri, arRani, vargani, alpur regionebSi ukravdnen 
saukuneebis manZilze, dawyebuli gviani Suasaukuneebidan adreul Tanamedro-
veobamde. maTi cxovrebiseulad mniSvnelovani roli, Zveli lendleris reper-
tuarSi, ganxiluli aqvT gerlinde haids (1976) da sxva avtorebs. ufro metic, 
istoriaSi kargad Caxedulma avstrielma musikosebma, rogorebic arian – ru-
dolf lughoferi, sep fiCleri, alvin paulusi, maikl vereno (gudastviri), 
aseve, zemoT xsenebuli saimon vaSeri (arRani) da herman frici (violino) – praq-
tikaSi daabrunes STambeWdavi raodenobis istoriuli sacekvao melodiebi, rasac 
auditoriis, gansakuTrebiT ki – mocekvaveebis dadebiTi gamoxmaureba mohyva. 
Zogierti am melodiebidan, magaliTad, maria taferlis (qvemo avstria)11 Län-
dlertänze екоторые из этих мелодий являются моногармоническими, например, Ländlertänze 
Марии Таферл (Нижняя Австрия), которые исторически связаны с репертуаром шарманки и 
волынки (Eibner, 1981: 97). Другие основаны на типичных образцах австрийско-альпийской 
бинарной системы, а иногда даже на триадной функциональной гармонии. es sulac ar 
niSnavs, rom aRniSnuli musikosebi mxolod pre-harmoniul an monoharmoniul 
musikas asruleben. maTi repertuaris udidesi nawili alpuri binaruli an, zog-
jer, triaduli funqcionaluri harmoniis tipur models emyareba. 

erTi SexedviT, urTierTsawinaaRmdego principebis (gamudmebuli burdoni-
sa da harmoniuli moZraobis) amgvari kombinacia, Tavdapirvelad, damabnevelia. 
hoerburgeric ki, bohemieli megudastvireebis mier Sesrulebul, lendleris 
msgavs melodiebs axasiaTebda, rogorc `ucnaurad hibriduls~ (Hoerburger, 1966: 
24)12. Tumca, harmoniul bazaze dafuZnebuli sacekvao melodiebis xangrZlivi 
Tanaarseboba gudastvirTan da arRanTan, rogorc sacekvao RonisZiebebis or 
wamyvan instrumentTan mTeli XVIII saukunis manZilze, gviCvenebs, rom burdonze 
agebuli sacekvao musikis aRdgenis msurvelebi musikis qmnadobis Soreul isto-
riul tradicias agrZeleben. 

binaruli harmonia avstriul xalxur musikaSi
binaruli harmonia gulisxmobs imas, rom musikaluri nawarmoebi an misi 

mniSvnelovani nawili efuZneba mxolod or, ganuwyvetlad monacvle harmonias, 
romelic, SesaZloa, gamovlindes, rogorc monofonuri melodiis (daSlili 
akordebi) imanenturi harmonia13 an, realur diadur, triadul an sxva Sedgenil 
konfiguraciebSi. 

rogoraa dakavSirebuli binaruli harmonia avstriul xalxur musikasTan? 
rogorc vnaxeT, alpur xalxur musikas Rrmad damkvidrebuli harmoniuli sa-

11 ix. Mmiqael verenos Sesruleba gudastvirze https://www.youtube.com/watch?v=K392RqNYbFk 
12 hoerburgerma es dawera germaniaSi gudastviris aRorZinebis dawyebamde aTi wliT adre 
(Schmidt, 2014). wignis bolos igi dananebiT aRniSnavda, rom am sakravs germaniaSi `albaT aRar 
gaumarTlebda~ (Hoerburger, 1966: 104).
13 arensis mixedviT (1973), akorduli tonebis Tanmimdevruli JReradoba (lineare Harmonik) unda 
ganvasxvavoT Scheinpolyphonie-sgan (`fsevdo-polifonia~ an virtualuri mravalxmiani faqtura. 
ganzogadebuli msjeloba ix. Morgenstern, 2016: 102-103).
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zomi gaaCnia. barokos kameruli musikis tradiciebidan momdinare, ansamblebi, 
romlebic aerTianebs pirvel da meore violinoebs, naWed cimbalebs da/an ormag 
bans, gaCnda XVIII saukuneSi, mogvianebiT ki, ebraeli da boSa musikosebis gav-
leniT, gavrcelda centraluri da aRmosavleT evropis regionebSi da mis far-
glebs gareT (Gifford 2001). XIX saukunis Suaxanebidan popularuli gaxda sasule 
orkestrebi. Tumca, miuxedavad ansambluri Sesrulebis popularobisa (avstri-
ul dialeqtebze “di Musi” niSnavs ara, zogadad, musikas, aramed – instrumentul 
anambls an orkestrs), arsebobs mravali mtkicebuleba sakravebze solo Ses-
rulebisa soflis traqtirebsa da qorwilebSi XVIII saukuneSi. ganixilavs ra len-
dleris or-partiian faqturas (banis funqcias ar Tvlis), uolter doiCi yve-
la SemTxvevaSi, miiCnevs, rom `SesaZlebelia, daikras yoveli cekva mxolod erT 
musikalur instrumentze~ (Deutsch da Gschwantler 1990: 87, ix., aseve, Fritz 1990: 78). 
amgvarad, banis partia da harmoniul-ritmuli akompanementi, am tipis avstriul 
sacekvao musikaSi, damatebiTi elementebia, xolo harmonia niSnavs, pirvel rig-
Si, imanentur harmonias – yovel SemTxvevaSi, istoriul perspeqtivaSi.

zemoT ukve ganvixile harmoniuli formulebi, romlebsac emyareba len-
dleris 8- da 16-taqtiani formebis umravlesoba. doiCma araerTxel aRniSna, 
rom lendlerSi Halbschluss da Ganzschluss (romlebic, am SemTxvevaSi, martivad 
ver gadaiTargmneba, rogorc sruli kadansi da naxevarkadansi), aRniSnulia ara 
dominantiT, rogorc klasikur sakompozicio praqtikaSi, aramed dausrulebeli 
melodiuri moZraobiT tonikis midamoebSi, 8-taqtiani periodis mkacrad Caketili 
daboloebis sapirispirod (Deutsch da Gschwantler 1990: 49 f.). amgvari mravalsafex-
uriani sintaqsuri ierarqiis gamo, alpur sacekvao musikaSi binaruli harmonia 
ar `muSaobs~, iseve, rogorc kalabrieli megarmoneebisa da megudastvireebis 
modulur (ferlaino) an parataqtikur (sarisi) praqtikaSi. aq, rogorc wesi, ar 
iqmneba maRali donis perioduli struqtura, radgan ritmuli Caketva erTi ton-
ikuri taqtiT iseTive sruli an usrulia, rogorc warmodgenil nimuSebSi (ix. 
italiur gudastvis surdulina-ze Sesrulebuli melodia. Scaldaferri 2003, bilikebi 4, 
5). Tumca, aRsaniSnavia, rom tarantelas ori harmoniuli formula – 12/9 ǀ V V I 
I ǀ da 12/8 ǀ I I V V ǀ V V I I 14 – Zalian hgavs lendleris formulebs. 

aranakleb sainteresoa am ori Janris funqcionaluri ganzomileba – epigram-
uli, `monostrofuli~, mokle simRerebis socialurad datvirTuli Sesrulebis 
instrumentuli mxare (avstriaSi: Gstanzln). binaruli harmoniis erT-erTi mniS-
vnelovani funqciaa prognozirebadi CarCos SemoTavazeba improvizirebuli (an 
Tavisuflad kombinirebuli) kupletebisTvis, rogorc es xdeba samxreTslavur 
bejarakSi, aWarul gandaganaSi da mraval sxva regionul JanrSi. 

daskvnebi da Semdgomi kvlevis perspeqtivebi
`Cven isev SedarebiTebi vxdebiT~. bruno netlis mier sul cota naxevari 

saukunis win gamoTqmuli es mosazreba (Nettl, 1975: 71) bevr eTnomusikologs gaak-
virvebda. mas Semdeg, rac netlma gamoxata garkveuli skepticizmi lomaqsis kan-

14 rogorc Cans, ganxiluli repertuaris metro-ritmuli struqtura gaurkvevelia. tarantelas 
skaldaferiseuli transkripcia (2003: 44, taqtebi 8-9, 17-40) iwyeba tonikiT: 12/8 ǀ I I V V ǀ, maSin, 
roca ferlaino msgavsi melodiis, Fina-sTvis iyenebs or taqts 6/8 metrSi, romelic dominantiT 
iwyeba: 6 / 8 ǀ I I ǀ V V ǀ. jer-jerobiT ar viciT, rogor ganixilavdnen italieli eTnomusikologe-
bi am sakiTxebs. yvela SemTxvevaSi, cxadia, rom Sablonur musikas SeuZlia, Tavsatexi (kviftes 
mixedviT, orazrovneba) gauCinos mkvlevrebs.
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tometrikis mimarT, man mtkiced ganacxada `im ideis Sesaxeb, rom musika SeiZleba 
SevadaroT~ (iqve). eTnomusikologiasa da musikis TeoriaSi kros-kulturuli 
analizis STambeWdavi dabrunebis Semdeg (Tenzer, 2006; Tenzer & Roeder, 2011; Savage 
et al., 2015) motivze orientirebuloba da binaruli harmonia did perspeqtivebs 
qmnian. ori fundamenturi principi ar aris abstraqtuli analizis Sedegi, Tum-
ca, rogorc Cans, evropis mravali regionis xalxuri musikis Rrmad damkvidre-
bul struqturebs warmoadgens. samomavlo kvlevisTvis gTavazobT Semdeg mimar-
Tulebebs:

istoriul-SedarebiTi da eTnografiuli perspeqtivebi: romel regionSi, 
drois ra monakveTebSi da rogor funqcuinalur konteqstSia es principebi vir-
ulenturi da ra xarisxiT? 

perspeqtivebi musikaluri Semecnebis kuTxiT: rogoraa es ori principi war-
modgenili musikalur azrovnebaSi da rogor konceptualizdebian isini tradi-
ciul terminologiaSi?

perspeqtivebi tradiciuli didaqtikis kuTxiT: rogor iyeneben swavlebis/ga-
dacemis tradiciul procesSi am or princips da rogor xsnian maT swavlebis 
emikuri meTodebi?

motiv-centruloba da mwyemsebis musika: bevr evropul tradiciaSi gudast-
viri mwyemsebis sakravia (Tumca masze ukraven ara saqonlis Zovebisas, aramed 
mocekvave adamianebisTvis). mwyemsebis musikaSi motiv- centruloba Zalian gav-
rcelebulia da ar aris gamoricxuli, rom es aris instrumentul sacekvao musi-
kaSi motiv-centrulobis adreuli istoriuli wyaro.
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MOTIF-CENTRICITY AND BINARY HARMONY
TWO FUNDAMENTAL PRINCIPLES IN EUROPEAN FOLK MUSIC 

AND THEIR SIGNIFICANCE FOR THE AUSTRIAN/ALPINE TRADITION

Ethnomusicological studies in different parts of Europe and beyond have revealed similar 
formative principles of the syntactic as well as vertical organization of instrumental folk music. 
They both seem to represent a musical thinking which is different from European art music of the 
Baroque and the classical period. The syntaxis of a considerable part of traditional dance music is 
not based on symmetrical, quasi strophe periods – such as, for example, most “song-like” Waltz and 
Polka melodies – and not even on distinct two-line structures – well-known from dance music of 
the European Middle Ages (Wiora and Salmen, 1952) – but on repetition and microvariation of very 
short structural units (motifs). The vertical organization of early European folk (and early secular 
instrumental) music is sometimes based on harmonic concepts, yet, unlike traditional European 
functional harmony, with only two basic functions. Musicologists sometimes speak of a “double 
tonic” (s. Morgenstern, 2019: 447) or “dual tonicity” (Manuel, 2002). More convincing is Sally 
Harper’s concept of binarity: “binary patterns based on the alternation of two contrasting harmonic 
elements” (Harper, 2017 [2007]: 150, s. also Brown, 2014). Therefore I would like to suggest the 
term binary harmony.

Both phenomena in question raise numerous issues of terminology, analysis and historical 
explanation. Ethnomusicologists have studied “repetitive” syntaxis of traditional instrumental mu-
sic from Sardegna (Bentzon, 1969), the Turkic Black Sea coast (Ahrens, 1970), Aegean islands 
(Brandl, 1992: 134‒138, in the Karpathian dance Pano choros, Sarris et al., 2010 on the same 
repertoire), and from Norway (Kvifte, 2007). But regardless of Felix Hoerburger’s fundamental 
observations (Hoerburger, 1966: 30–35) there is a considerable lack of subsequent comparative 
studies. The concept of binary harmony (or “double-tonic construction” after Greenhill, 2017) is 
well elaborated in historical studies on Celtic music, yet the phenomenon, which is widespread in 
Europe, has been subject to little comparative research (Morgenstern, 2019). However, Stefan Ha-
gel’s recent article “The birth of European music from the spirit of the lyre” (2020) offers valuable 
insights into vertical organization in Early secular instrumental music.

In the following, I am going to give a short characterisation of the two phenomena in ques-
tion, discuss terminological aspects, illustrate their place in different historical periods of Austrian/
Alpine1 folk music, and outline perspectives for their comparative study.

Motif-Centricity in Instrumental Folk Music
To a certain degree, instrumental folk music, first of all local dance genres, is based on the 

1 The observations on “Austrian/Alpine“ folk music are not limited to the mountain regions of the country, as they 
also include the lowlands of Upper and Lower Austria, but not so much the Eastern Austrian region of the Burgenland. 
They can be partly extended to Switzerland and Bavaria. 
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repetition and slight variation of short melodic and/or harmonic units. The same syntactic principle 
can be observed in some vocal forms. In an early survey on “Unifying Factors in Folk and Primitive 
Music”, Bruno Nettl refers to “repetitive forms prevalent in the material [of traditional music]” 
(Nettl, 1958). Michael Tenzer has recently rejected the concept of repetition, as “cyclic music is not 
repetitive”, stating that we have to “focus on the change that’s happening within repetitive cycles” 
(discussion in: Stanyek, 2014: 116). This is actually in accord with Nettl’s understanding of the 
unity of repetition and microvariation: “a piece simple and repetitive in all respects is especially 
prone to variation“ (Nettl, 1959: 200).

In European folksongs, “pre-strophic” repetitive forms are typical for ritual genres and chil-
dren’s game songs. Alica Elscheková (1973: 148‒151) made a distinction between motif-repeating, 
motif-sequencing, and motif-uniting forms lacking the development of independent phrases. 

Hoerburger pointed to the “primary significance in the melodic Gestalt of instrumental folk 
music” of what he called Spielfiguren (lit.: playing figures, 1966: 30‒35). He borrowed the term 
from Heinz Besseler, who distinguished it from the motif. A Spielfigur is a “formal cell” (1966: 31),2 
a “melodic spall”. Unlike motifs, these units are “not functional parts of a larger whole” (ibid.: 34). 
Hoerburger outlines five possibilities for how Spielfiguren can work: repetition, variation, pairing, 
sequencing, and melodic modification with the same rhythm. Most typical in folk music is “com-
bining in pairs of Spielfiguren and linking together constantly new pairs of figures. Schematically 
this would look like aa bb cc … Examples can be found in Yugoslavia or in Hungary [played] on 
the bagpipe […] or on the Finnish kantele” (ibid.: 33).

Short melodic units can appear in the centre of a bagpipe tune (Georgia, Turkic Black Sea 
region, Aegean islands, Calabria, Romania, Latvia). They can also be played as dance interludes 
between Hungarian or Slovakian bagpipe songs. As Zoltán Kodály has shown, so-called aprája 
motifs can be repeated two, three, or also even eight to ten times with only slight variations (1956: 
134, s. ex. 1). In Slovakia, similar motifs are called cifry (sg.: cifra) and serve as the distinction 
mark of an individual bagpiper (Garaj, 1995: 265f.). Belá Bartók briefly compared motif-centricity 
in Stravinsky’s Sacre with Russian, Arab and Hungarian traditional music: 

“It is also notable that during his “Russian” period, from Le Sacre du Printemps onward, he 
seldom uses melodies of a closed form consisting of three or four lines, but short motives of two or 
three bars and repeats them “à la ostinato”. These short recurring primitive motifs are very charac-
teristic of Russian music of a certain category. This type of construction occurs in some of our old 
music for wind instruments and also in Arab peasant dances. […] The steady repetition of primitive 
motifs creates an air of strange feverish excitement even in the sort of folk-music where it occurs” 
(Bartók, 1949: 22).

 
Christian Ahrens (1970) developed a system of letter codes for the description of the motivic 

structure of Black Sea instrumental pieces of the Spielformtyp3 (ex. 2, fig. 1). More recently, Haris 
Sarris and his co-authors (Sarris et al., 2010) proposed a method for computer-based analysis which 
includes emic ways of identifying “music segments” of instrumental tunes from the Aegean islands. 
They introduced the term parataxis, as opposed to melodic unfolding. Another useful term intro-

2 All translations from German originals are my own.
3 Lit.: „play-form type“. Ahrens avoids the term motif in favour of the more neutral melodisches Glied (melodic chain 
link, 1970: 51).
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duced by Sarris is the individual “motivic repertoire” (2007: 170‒171).
One of the most productive theoretical models explaining the “non-strophic” syntaxis of tra-

ditional instrumental music belongs to the Norwegian scholar Tellef Kvifte (1981, 2007). In his 
analysis of hardingfele tunes a motif is understood as a melodic section of up to twelve quavers 
length, consisting of two smaller units (fig. 2). For similar units, Hoerburger would have used the 
term “paired Spielfiguren” (1966), Brandl “figure pairs” (1992: 134, Germ.: Figurenpaare),while 
Bálint Sárosi, following Kodály, speaks of “twin-bar motifs” (Sarosi, 2017: 89‒99)4.

Concepts of repetition and microvariation (iteration) in instrumental folk music are particu-
larly well-established in Italian ethnomusicology. Christian Ferlaino has summarized and further 
developed the discussion in his article “Generative Principles of Dance Music in Central Calabria” 
(2019). He demonstrates and explains in detail how “a sunata [an instrumental dance tune] re-
sults from an undetermined number of actualizations of the underlying melodic structure which 
are strung together and recombined in the moment of performance” (2019: 14). Ferlaino’s analysis 
is most convincing, as his research – like Kvifte’s and also Sarris’ – is based on “bi-musical” per-
formance experience and on emic judgements of local performers. Ferlaino refers to basic two-bar 
units as “melodic fragments”.

Obviously, the terminology of the syntactic principle which so many ethnomusicologists 
are fascinated by is far from being unified. Following Besseler, Hoerburger avoids the term motif 
(Motiv) for repetitive/microvariation forms, as in traditional music theory the motif is regarded as 
something incomplete. After Roger Scruton, in classical music “motivic organization is almost 
invariably understood in the context of thematic development” (Scruton, 1999: 296). 

Interestingly, Scruton, as well as Besseler, distinguish between a motif and a figure. The latter 
is “so as to be endlessly repeatable” (1999: 61) – and is placed in the background of a musical piece 
by the listener (as are many of Besseler’s Spielfiguren). This is a fundamental difference to repetitive/
microvariational folk music. While short melodic units can be repeated many times, like Scruton’s 
figures, one cannot say that they are placed in the background – all the more as they have the ca-
pacity to achieve a tremendous psychological impact, up to an ecstatic response (Hoerburger, 1966: 
33). And unlike motifs in Scruton’s sense, they are not the starting point for development – but can 
be combined pairwise with other units—as a rule with contrasting rhythmic and melodic contours.

In international ethnomusicology, the term motif is frequently used to describe repetitive/mi-
crovariation forms. To mention only a few, this applies to Kodály (1956), Nettl (1956), Elscheková 
(1973), Kvifte (1981, 2007), Garaj (1995: 265), Sarris (2007), and Sárosi (2017). Therefore, taking 
in account Hoerburger’s indisputable merits in the theory of ethnomusicology, it seems to be pref-
erable to maintain and to develop the motif as a specific and well-established ethnomusicological 
concept. One question remains: How we can refer to the type of instrumental folk music under 
discussion? At first, I thought about “motif-based forms”. But here again, a motif in this style is 
not the “basis” for something else – it is at the centre of it. The repetitive/microvariation forms can 
therefore be aptly described as motif-centred forms5 or motif-centricity as the underlying principle.

4 It is difficult to understand why in Sárosi’s most instructive book we cannot find the name of the second scholar who 
devoted all her research efforts to Hungarian instrumental folk music: Lujza Tari.
5 The term “pre-harmonic” has to be understood in contrast to and historically preceding ways of musical thinking 
based on harmonic contrast and movement. Sometimes “monoharmonic” may be more precise, as in the melodies in 
question one harmony can be implied.



365

Motif-Centricity in Austrian Folk Music
Austrian, and Alpine instrumental folk music generally, is, to a great extent, dance music 

played solo or in ensembles. The recent Ländler repertoire is largely based on 8 bar and 16 bar 
forms where clear and symmetrical segmentation and arrangement of the motifs and phrases pre-
vail. Sequential and similar development of initial motifs maintaining basic rhythmic configura-
tions and the general direction of the melody (Korrespondenzmelodik after Besseler) are generally 
subordinated to the harmonic formula6 3/4 ǀ I ǀ V ǀ V ǀ I ǀ which is easily recognizable due to the 
frequent use of broken chords. Traditionally this formula is called glatt (= even).

Nevertheless, this formula has not always prevailed in Austrian dance music. According to a 
rough estimate by Simon Wascher – who is one of the greatest authorities in this field7 – from more 
than two thousand dance melodies known from 18th and 19th century sources (basically from the 
Alpine and South German region), about 50 percent are based on the harmonic formula 3/4 ǀ V ǀ 
I ǀ V ǀ I ǀ8, called verkehrt (= wrong). It is obvious that this formula, due to its intrinsic repetitive-
ness, provides a more favourable framework for repetitive twin-bar motifs than the formula glatt. 
Such motifs can be found in older Ländler forms, but also in the so-called Schleuniger (in dialect: 
Schleiniger) from the Central Austrian region of the Salzkammergut. It is probably related to the 
older tradition of European chain dances, historically preceding couple dances such as the famous 
Ländler.

Generally speaking, the principle of (twin) motif repetition and microvariation works differ-
ently in the Alpine region than in motif-centred instrumental music from Central Eastern, South 
Eastern and Eastern Europe and in Norway. The main differences concern melodics and form: The 
basic motif pair often does not consist of two independent motifs (as in Kodály’s examples, s. ex. 
1, line 2, 3) but is based on a sequential shift (Korrespondenzmelodik), as in the first violin part in 
the Schleinige Tänze from the famous Schmalnauer collection (around 1820, s., ex. 3, 4). Even if 
repetition (microvariation) prevails over sequentiation (ex. 5, bar 1‒4), the form is typically subor-
dinated to the clearly dominant 8-bar structure based on the formula verkehrt. 

Hoerburger notes, such a “closed form comprising the instrumental Spielfigur” (1966: 35) or 
“a succession of Spielfiguren bundled linewise with a unified attached concluding motif” (ibid.) is 
widespread in European folk music. Two Westfalian variants of the famous Siebensprung (ex. 6) 
may illustrate this. According to Walter Salmen, “both belong to the early layer of European song 
and dance tune tradition” (Salmen, 1963: 36). However, such song-like tunes9 are probably a histor-
ically later phenomenon than the asymmetrical instrumental motif-centred styles. 

Notwithstanding the general tendency towards a clear symmetrical structure in motif-centred 
dance melodies, the subdivisions of the period can appear somewhat obscure – even when these 
melodies nearly always observe the symmetry. One factor for this obscuration of the syntaxis is the 
lack of harmonic progression (ex. 7, bar 1‒5). Such tunes possibly belong to the “pre-harmonic” 
strata of Alpine dance music. It is noteworthy that the Austrian musicologist and traditional fiddler 
Hermann Fritz concludes that “the Schleuniger melodies are possibly Medieval leap-dance melo-

6 The term “harmonic formula” was introduced and elaborated on in Russian ethnomusicology by Iurii E. Boiko 
(1958-2015).
7 Simon Wascher is a Vienna-based musician and independent researcher: http://simonwascher.info. 
8 Personal communication by Simon Wascher (August 2020).
9 The Siebensprung is known in vocal and instrumental versions (Wascher, forthcoming).
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dies diminished in the Ländler style” (Fritz, 1990: 77). Motif repetition in monoharmonic phrases is 
also found in the first two lines of the Rongger № 10 (ex. 8) from the Montafon valley (near to the 
Swiss border). Raimund Zoder (1928) emphasized the augmented fourth and two-four time as in-
dicators for a relatively old age and uniqueness of the Montafon dances. However, Simon Wascher 
(forthcoming) has found 18th-century dance melodies even from North Germany which are very 
similar to four of ten known versions of Rongger melodies10.

Monoharmonic Phrases and Formulas
Before discussing harmonic aspects of Austrian folk music, I should mention a musical prac-

tice which (at least to a considerable degree) is monoharmonic par excellence. Musical instruments 
with a constant drone, such as the bagpipe, the hurdy-gurdy and the jaws harp, have been played in 
the Alpine region for centuries since the late Middle Ages or Early Modern times. Their vital role 
in the early Ländler repertoire has been discussed by Gerlinde Haid (1976) and by Franz Eibner, 
who refers to “drone music, so clearly bound to the sound of the tonic” (Eibner, 1981: 97). More-
over, historically informed Austrian drone musicians, among them Rudolf Lughofer, Sepp Pichler, 
Albin Paulus, Michael Vereno (bagpipe), and the afore-mentioned Simon Wascher (hurdy-gurdy) 
and Hermann Fritz (violin) have brought an impressive number of historical dance melodies back 
to practice—with vivid responses from the audience and particularly from the dancers. Some of 
these melodies are monoharmonic, such as the Ländlertänze from Maria Taferl (Lower Austria)11 
which are historically related to the hurdy-gurdy and bagpipe repertoire (Eibner, 1981: 97). Others 
are based on typical patterns of Austrian/Alpine binary and sometimes even on triadic functional 
harmony. 

Such a combination of seemingly contradictory principles (constant drone and harmonic 
movement) may be initially confusing. And even Hoerburger qualified Ländler-like tunes played 
by Bohemian bagpipers, as a “strange hybridism” (1966: 24)12. However, the long co-existence of 
harmony-based dance melodies with the bagpipe and the hurdy-gurdy as two of the leading instru-
ments at dance events throughout the whole of the 18th century shows that contemporary revivalists 
of drone music follow a long-lasting historical model of music making.

Binary Harmony in Austrian Folk Music
Binary harmony means that a piece of music, or a considerable part of it, is based on only two 

continuously alternating harmonies. They can manifest themselves as immanent multipart texture13, 
for instance monophonic broken chords, or in real dyadic, triadic and other multipart configurations. 

How is binary harmony related to Austrian folk music? As we have already seen, it possesses 
a deeply rooted harmonical dimension. Peasant ensembles derived from Baroque chamber music, 
encompassing first and second violin, hammered dulcimers and/or the double bass, appeared in 
the 18th century—and later, through the influence of Jewish and later Gypsy musicians, in many 

10 I would like to express my gratitude to Simon Wascher, who made his unpublished text available to me.
11 See Michael Vereno’s bagpipe performance: https://www.youtube.com/watch?v=K392RqNYbFk.
12 Hoerburger wrote this a decade before the bagpipe revival in Germany gained momentum (Schmidt, 2014). Thus, 
he was too pessimistic when conceding that the instrument in Germany “will probably have no luck anymore” (Ho-
erburger, 1966: 104). 
13 Immanente Mehrstimmigkeit, after Franz Eibner. See the discussion summarized in Morgenstern, 2016: 102-103.)
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regions of Central-Eastern Europe and beyond (Gifford, 2001). Since the mid-19th century, brass 
bands enjoyed increasing prestige. Notwithstanding the great popularity of ensemble playing (in 
Austrian dialects di Musi does not mean music in general but an instrumental ensemble or orches-
tra) there is a great deal of evidence of solo playing in rural inns in the 18th century, and also at wed-
dings. Discussing the prevailing two-part texture of the Ländler (not counting the bass function), 
Walter Deutsch points to “the general possibility of playing every dance with only one musical 
instrument” (Deutsch and Gschwantler, 1994: 87, s. also Fritz, 1990: 78). Thus, the bass line and a 
harmonic-rhythmic accompaniment are additional elements in Austrian dance music of that type, 
and harmony primarily means immanent multipart texture—at least from an historical perspective.

I have already discussed the two harmonic formulas on which most 8 bar and 16 bar forms of 
the Ländler are based. As Deutsch has pointed out, in a Ländler the Halbschluss and Ganzschluss 
(which in this case cannot be easily translated with imperfect and perfect cadence) is not marked 
by the dominant, as in classical compositional technique, but by an incomplete melodic movement 
within the tonic in bar 4 which is is completed by a stronger closure at the end of the 8-bar period 
(Deutsch and Gschwantler, 1994: 49 f.). Due to this multi-levelled syntactic hierarchy in Austrian/
Alpine dance music, binary harmony doesn’t work in the same way as in the modular (Ferlaino) 
or paratactical (Sarris) practice of Calabrian organetto players and Aegean bagpipers. These musi-
cians do not usually form periodic structures of a higher level, as the rhythmic closure on one tonic 
bar is complete or incomplete in the same way as in the subsequent rendition (see also the tuned 
played on the Italian bagpipe surdulina in Scaldaferri, 2003, track 4, 5). However, it is noteworthy 
that two of the harmonic formulas of the Tarantella 12/8 ǀ V V I I ǀ14 and 12/8 ǀ I I V V ǀ V V I I ǀ are 
very similar to those of the Ländler. 

No less interesting is the functional dimension of both genres – the instrumental part of the so-
cially meaningful performance of epigrammatic “monostrophic” short songs (in Austria: Gstanzln). 
Offering a predictable framework for these improvised (or freely combined) couplets is one of the 
most crucial functions of binary harmony—as can be seen in the South Slavic Bejarac, the Adjarian 
Gandaga, and in many other regional genres.

Conclusions and Perspectives for Further Research
“We are becoming comparative again.” This statement by Bruno Nettl (1975: 71) nearly half a 

century ago might have been surprising for many ethnomusicologists. While Nettl expressed scep-
ticism about certain techniques and methods of Alan Lomax’ Cantometics project, he made a strong 
statement for “the idea that musics can be compared” (ibid.). In the context of the impressive return 
of cross-cultural analysis in ethnomusicology and music theory (Tenzer, 2006, Tenzer and Roed-
er, 2011, Savage et al., 2015), motif-centricity and binary harmony offer promising perspectives. 
The two fundamental principles are not the result of abstract analysis, but seem to represent deep 
structures of folk music of many regions of Europe. For further research I would like to suggest the 
following directions:

Historical-comparative and ethnographic perspectives: In which regions, in which 

14 It seems that the metro-rhythmic structure of the repertoire in question is somehow ambiguous. Scaldaferri’s tran-
scription of the Tarantella (2003, 44, bar 8-9, 17-40) begins with the tonic: 12/8 ǀ I I V V ǀ, while Ferlaino uses two 6/8 
bars for the similar tune Fina, starting with the dominant: 6/8 ǀ I I ǀ V V ǀ. It is not possible for now to trace how Italian 
ethnomusicologists discussed those issues.
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time-periods, and in which functional contexts are the principles virulent and to which degree?
Perspectives in music cognition: How are the two principles represented in musical thinking 

and how are they conceptualized in traditional terminology?
Perspectives in traditional didactics: How do traditional learning/teaching processes make 

use of the two principles and how do emic teaching methods explain them?
Motif-centricity and shepherds’ music: In many European traditions, bagpiping is a domain 

of shepherds (although not played for grazing cattle, but more for dancing humans). In shepherds’ 
signals motif-centricity is very widespread and it cannot be excluded that this is an early historical 
source of motif-centricity in instrumental dance music.
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magaliTi 1. ganmeorebadi apraira-motivi ungrul instrumentul musikaSi (Ko-
dály, 1956: 134).
Example 1. Repetitive aprája-motifs in Hungarian instrumental folk music (Kodály, 1956: 134).

magaliTi 2. Kemençe-s hangis Sallama-s  jaWvis melodiuri rgolebi (Melodische Glie-
der).  
Example 2. Melodische Glieder (melodic chain links) of the une Sallama (Ahrens, 1970: 105).
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suraTi 1. Sallama-s jaWvis melodiuri rgolebi (Melodische Gliede) wesrigi (Ahrens, 
1970: 102).
Figure 1. Order of melodische Glieder of the Sallama  (Ahrens, 1970: 102).

suraTi 2. norvegiuli hardingfele-s hangis motivuri struqtura (Kvifte, 1981: 104).
Figure 2. Motivic stucture of a Norvegian hardingfele tune (Kvifte, 1981: 104).

 



374

magaliTi 3. Schleinige Tänze re maJorSi № 19, pirveli violino  Schmalnauer-is krebu-
lidan (daaxloebiT 1820, s. Haid, 1996: 217).
Example 3. Schleinige Tänze in D dur, № 19, first violin, from the Schmalnauer collection (around 
1820, Haid, 1996: 217).

magaliTi 4. Schleinige Tänze sol maJorSi № 24, suraTi 5 ( Haid, 1996: 227).
Example 4. Schleinige Tänze in G dur, № 24, see figure 5 (Haid, 1996: 227).

magaliTi 5. Schleinige Tänze  fa maJorSi № 10, suraTi 5 ( Haid, 1996: 235).
Example 5. Schleinige Tänze in F dur, № 10, see figure 5 (Haid, 1996: 235).

magaliTi 6. cekva Siebensprung-s versiebi vestfaliidan  (Salmen, 1996: 235).
Example 6. Versions of the dance Siebensprung from Westfalia (Salmen, 1963: 36).
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magaliTi 7.   Schleinige Tänze  do maJorSi, suraTi 5 ( Haid, 1996: 231).
Example 7. Schleinige Tänze in C dur, see figure 5 (Haid, 1996: 231).

magaliTi 8. Rongger № 10 (Grüsele läppisch). sacekavao hangi strolcis xelnaweridan 
(1812–1818,  Zoder, 1928: 225).
Example 8. Rongger № 10 (Grüsele läppisch). Dance tune from the Strolz manuscript (1812–1818, 
s. Zoder, 1928: 225).
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meTiu arndti
(aSS)

`kilo aris yvelaferi~: gamSveneba qarTul galobaSi

Sesavali
amboben, rom qarTul galobaSi `kilo yvelaferia~,1 anu `galobis safuZveli 

aris kilo, mis JReradobaze farulad aris damokidebuli yvela xmis moZraoba~.2 
inglisurad `kilo~ iTargmneba, rogorc “mode”, Tumca es ar aris dasavleTSi 
miRebuli am cnebis arc erTi ganmartebis zusti ekvivalenti, amitom am ter-
mins Targmanis gareSe vtoveb. kilos aqvs ori ZiriTadi ganzomileba: bgeraTrigi 
da stili. es aris ara bgeraTrigis, aramed stilis kvleva.3 rogorc Cans, sti-
lis parametric orad iyofa: regionis an ojaxis (magaliTad, `guruli kilo~) da 
`gamSvenebis~ arsebobisa da xarisxis mixedviT. zogi mecnieri ambobs, rom prin-
cipSi arsebobs erTi kilo namdvili anu sada, romelic SegiZlia gaamSveno.4 sxve-
bi Tvlian, rom namdvili da sada cal-calke kiloebia.5 zogierTi morTul saga-
lobels moixseniebs, rogorc Wrels (gamSvenebuls) (Erkvanidze, 2006, viii). Tu kilo 
yvelaferia, magram ver vTanxmdebiT, Tu ramdeni arsebobs gamSvenebis Tvalsaz-
risiT – erTi, ori Tu sami – maSin aSkarad saxezea kvlevis problema.

problema ufro gaRrmavdeba, Tu gaviTvaliswinebT, pirvel rigSi, ras Sei-
Zleba niSnavdes morTuloba. zogi mkvlevari Tvlis rom is swored gamSvenebas 
aRniSnavs (wminda eqvTime: 190), sxvebis azriT, es aris improvizacia, romelic 
inarCunebs garkveul struqturul momentebs.6 es aRwerilobebi exeba maT mier 
citirebul ornamentaciis garkveul SemTxvevebs; Tumca, ornamentaciis sxva, 
sayovelTaod aRiarebul, SemTxvevebSi dadgenili wesi an struqturuli momen-
tebi ar arsebobs. dadgenili wesi an struqtura SeiZleba gamoiricxos mokle 
pasaJebis gadalagebiT (Sead. CxikviSvili da razmaZe, 2010: 204 da 205), zomebis 
damatebiT (iqve: 242 da wm. eqvTime: #4) an mTeli frazebis damatebiT (Seadr, wm. 
eqvTime: 529 da 535). dadgenili wesis ararseboba niSnavs mTlianad kilos ararse-
bobas, rogorc zogierTi ganmartavs. maSin ra aris kilo, ra aris gamSveneba 
qarTul galobaSi da ra kavSirSi arian isini erTmaneTTan? winamdebare naSromSi 
gamoTqmulia varaudi, rom kilo da ornamenti ganisazRvreba kavSirSi geStaltis 

1 malxaz erqvaniZe, piradi saubridan..
2 kilo aris safuZveli galobisa, romlis xmis ZarRvdes yvela xmis mimoxvrani damokidebuli 
arian (wm. eqvTime. liturgia mRvdelmTavarTaTvis da mRvdelTaTvis. mTeli wlis wirvis saga-
loblebi. partitura. wigni 1, 1900-1932. saqarTvelos xelnawerTa erovnuli centri, Q674. 
3 qarTuli galobis kilos, rogorc bgeraTrigis problemis SeswavlaSi mniSvnelovani wvlili 
Seitana erqvaniZem (Erkvanidze, 2008) da keinma da Serbaumma (Kane and Scherbaum, 2018).
4 Tumca SuRliaSvilis mTargmneli ia iaSvili da inglisuri teqstis redaqtori jon gremi 
miTiTeben sami damoukidebeli kils arsebobaze, (Shugiashvili, 2014 : XXV) SuRliaSvili uaryofs 
am azrs da erTmniSvnelovnad ambobs, rom “namdvil kilos~ sxvagvarad `sada kilos~ an kilo 
galobas~ uwodeben (iqve: XIII, N10). es SeniSvna amoRebulia GTargmanidan. is aseve, ambobs, rom 
`gamSvenebuli kilo ar aris calke kilo~. interviu, 1 agvisto, 2019.
5 namdvili (martivi, saswavlebeli) kilo, aseve iwodeba sabavSvo kilod ( Erkvanidze, 2008, XIX N5).
6 David Shugiashvili, interview, August 1, 2019.
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or saxeobasTan saxelwodebiT muxlebi;7 isini miTiTebulia, magram ar aris ax-
snili wm. eqvTime kereseliZes narkvevSi `STasaxedi~ – romelic aris erTaderTi 
istoriuli Teoriuli naSromi kilos Sesaxeb.8 

meTodi
Cemi meTodi eyrdnoba eqvTime kereseliZis cnobebs muxlebis Sesaxeb da 

malxaz erqvaniZis komentars, rom `xelnaweri QQ674 aris brwyinvale magaliTi, 
sadac mkafiod Cans namdvili kilo da gamSvenebuli etapebi”9 QQ674 xelnaweri-
dan me eleqtronulad gavSifre gelaTis skolis 90 sagalobeli – wm. eqvTimes 
mier miTiTebuli rogorc sada, martivi-namdvili da gamSvenebuli (n.d.)10 zogi 
maTgani gamoqveynebulic aris (CxikviSvili da razmaZe, 2010). vcdilobdi gamego 
`yvelaferi~, rac aris kilo, gavaanalize yvela sagaloblis metri da struq-
tura, kompiuterizebuli musikologiis instrumentariumis music21 gamoyenebiT, 
statistikuri mniSvnelobisTvis gavzome droisa da bgeris simaRlis yvela in-
tervali da am monacemebs Soris yvelanairi urTierTkavSiri. am analizebisa da 
monacemebis daxmarebiT, Teoriulad vmsjelob – ras vigebT kilosa da gamSven-
ebis Sesaxeb sagaloblebis xelnawerebidan da notebidan. 

Sedegebi
kilosa da gamSvenebaSi arsebuli geStaltis ori saxeoba aris (1) erTgvari 

stiluri `saxsrebi~ (muxlebi,11 romlebsac me motivebs vuwodeb da (2) winadade-
bebi (isev muxlebi, germanulad Sätze), romlis nawilebi garkveul gramatikas 
emorCilebian da romelic SeiZleba iyos iseTive stereotipuri, rogorc mo-
tivebi (ix. erqvaniZe, 2018). geStaltis orive saxeobas (motivebi da muxlebi), 
aqvT garkveuli metruli maxasiaTeblebi, cneba, romelic unda ganvmarto, vidre 
kidev rames vityvi geStaltze, radgan qarTuli galobis notireba, Cveulebriv, 
metris gareSe xdeba. ufro zustad, amtkiceben, rom misi muxlebi `gazomvas~ ar 
eqvemdebareba, radgan romelime konkretuli zomis gamoyeneba, umetes SemTx-
vevaSi, iwvevs maT arasworad dayofas. es ki tonis damaxinjebas gamoiwvevs”.12 
marTlac, xelnawerebSi amgvari damaxinjebis mravali magaliTia (erqvaniZe, 2009: 
IX). Tumca, me gamoviyene ara fiqsirebuli, aramed cvladi metri muxlebis Sesa-
bamisad, romlebic individualurad gavaanalize. amis Semdeg, monacemebi gviCven-
ebs bevr statistikurad mniSvnelovan gansxvavebas ̀ Zlier~ da ̀ sust~ pulsaciebs 
Soris (mag. 1) SemdegTan mimarTebaSi:13

7 geStalti avtoris wignis proeqtia.
8 `STasaxedi~ w, eqvTime: 189–191.
9 “Q674 xelnaweri SesaniSnavi magaliTia, sadac TvalnaTliv Cans sada, namdvili kilos da 
gamSvenebis stadiebi~ (erqvaniZe, 2006: VIII). 
10 zogjer wm.eqvTime xmarobs termins `martivi` rogorc namdvilis sinonims (e.g., N.d.: 525).
11 wm. eqvTime Aam patara muxlebis Sesaxeb wers: `ramdenime sagalobelSi, sadac gamSvenebuli 
muxlebia, iqve imave fardebsa da zomebSi ornairad davswereT.” (wm eqvTime, n.d.: 190). erqvaniZe 
am patara muxlebs saqcevebs uwodebs (2018: 485).
12 `metrul sazoms ar eqvemdebarebian.” `Tuki maT romelime konkretul zomas SevufardebT, 
umravles SemTxvevaSi, araswor gankveTas miviRebT, rac Sedegad hangis damaxinjebas iwvevs~ 
(erqvaniZe: 2009: IX). 
13 me viyeneb terminebs `Zlieri~ da `susti~, radgan isini nacnobia, Tumca araswori. metri 
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• mocemuli zomis melodiuri intervalebis magaliTebiEB
• mocemuli tipis melodiuri progresiis magaliTebi (rac gvexmareba 

zogierTis, rogorc motivis gansazRvraSi)
• mocemuli tipis harmoniis tipebis magaliTebi14 
• mocemuli tipis harmoniuli progresiebis magaliTebi 
Cem mier aRmoCenil konkretul motivebze visaubreb ganxilvis nawilSi.
rac Seexeba muxlebis Cemeul gagebas, am moxsenebis farglebSi SemiZlia Se-

mogTavazoT mxolod monaxazi: rogorc dasavluri musikis, ise qarTuli galobis 
muxlebi Sedgeba rva SesaZlo nawilisgan, romlebsac me movixsenieb, rogorc: 
Sesavali, Tema, modeli da gameoreba, gagrZeleba, predikati, SeCereba, xidi da 
interpolacia.15 rogori arasrulyofilic ar unda iyos, am terminebSi saga-
loblebis Cemeul analizs adasturebs `Zlier~ da `sust~ taqtebs Soris mravali 
statistikurad mniSvnelovani gansxvaveba SemdegTan mimarTebiT: 

• mocemuli tipis melodiuri motivebis SemTxvevaSi da
• mocemuli tipebis harmoniis SemTxvevaSi. 
(es mxolod is kategoriebia, romlebic muxlebis xmebis mixedviT Sevamowme).
davubrundeT kilos sakiTxs geStaltis am saxeobebis WrilSi, dadastureb-

ulad sada, martivi-namdvili, Wreli sagaloblebis (mag. 3) erTmaneTTan da eqv-
Times mTlian korpusTan (mag. 4) SedarebiT, vlindeba mravali statistikurad 
mniSvnelovani gansxvaveba SemdegTan mimarTebaSi: 

• mocemuli zomis melodiuri intervalebis SemTxvevaSi,
• mocemuli tipis melodiuri motivebis SemTxvevaSi, 16

• mocemuli tipis harmoniis SemTxvevaSi,
• mocemuli tipis harmoniis harmoniuli progresiebis SemTxvevaSi da 
• mocemuli tipis muxlebis xmebis SemTxvevaSi
dadasturebul kiloebs Soris aris ori mniSvnelovani gansxvaveba, Tumca: 

1) martivi-namdvili kilos sagalobeli garkveulwilad mTlianobaSi ufro kor-
puss hgavs, vidre danarCeni ori kilo da 2) sada da namdvili sagaloblebi ufro 
hgavs erTmaneTs vidre nebismieri sxva wyvili.

es Sedegebi gvexmareba rom SevajeroT daviT SuRliaSvilis, wmida eqvTimesa 
da malxaz erqvaniZis winaaRmdegobrivi mtkicebulebebi kiloebis raodenobis 
Sesaxeb gelaTis skolis sgaloblebSi. imis dazustebiT; Tu ra musikalur maxa-
siaTeblebs eyrdnobian. es monacemebi garkveulwilad adastureben imas, rasac 
SuRliaSvili moixseniebs rogorc sada da namdvili kilos sinonims, radgan maT 
msgavsi Tvisebebi aqvT. es monacemebi, aseve, garkveulwilad adastureben wm. eqv-
Times mosazrebas, rom namdvili kilo ZiriTadi kiloa, radgan mas yvelaze meti 
Tviseba aqvs saerTo gelaTis skolis galobasTan. amavdroulad, es monacemebi 

Sedgeba minimum ori impulsisgan, romelTagan erT-erTi Sicavs meores. Impulsebi es ubralod 
perioduli wertilebia, anu Sualedebi droSi, isini ar SeiZleba iyos Zlieri an susti (Cohn, 
2019).
14 konkordis Sesaxeb ix. Diasamidze, 2008: 468.
15 es xmebi gamoirCevian TavianTi pirdapiri struqturuli funqciebiT. struqturuli fun-
qciebis Sesaxe ix. Arndt, 2018. Bbraian faerlis aqvs msgavsi midgoma guruli trios analizisas. 
Fairley (2019).
16 rogorc Cans, es ewinaaRmdegeba im mosazrebas, rom ubralo namdvili kilo martivisgan Zir-
iTadad, gansxvavdeba ubralo improvizaciebiT or qveda xmaSi~ (Erkvanidze, 2008: XIX, N. 5 by John 
A. Graham), monacemebi aq aCveneben igive gansxvavebas samive xmaSi.
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garkveulad amarTleben erqvaniZis mier termin kilos gamoyenebas samive saxis 
sagaloblisTvis, radgan isini sinamdvileSi statistikurad gansxvavdebian. 

msjeloba
TiToeuli mtkicebuleba kiloebis raodenobaze, exeba sami saxis sagalob-

lis sxvadasxva aspeqts. kvlav rCeba kiTxvebi, rogor muSaobs gamSveneba da ro-
gor SeiZleba kilo iyos misi safuZveli? me vamtkiceb, rom ornamenti, iqneba 
es kilos sagaloblisa Tu e.w. saswavlo xmebisa kilos sagaloblis misaRebad17 
– gulisxmobs muxlis yvela xmaSi garkveuli motivebis gadafarvas da Canacv-
lebas. miuxedavad imisa, miiCnevs Tu ara vinme am gamSvenebiT dakavSirebul saga-
loblebs calkeul kiloebad, yvela kanonikuria, radgan tradiciuli motivebiT 
aris gaJRenTili, kanonikuroba ki aris saerTo zrunvis sagani kilos sxvadasxva 
Teoriebis miRma (wm. eqvTime, n.d.: 189; SuRliaSvili, 2014: xii; wm. eqvTimes cita-
ta; erqvaniZe, 2018). qarTul galobaSi motivebis didi nawili SeiZleba gamomdin-
areobdes oTx-notiani kadansuri suraTisgan, romelsac me vuwodeb jvars: aR-
mavali safexuri, aRmavali tercia, daRmaval safexuri metruli moxazulobiT: 
ganusazRvreli,

`Zlieri~, `susti~, `Zlieri~ jvari hgavs, sxvadasxva mimarTulebis or sx-
ivs. rogorc gviCvenebs magaliTi 5, jvris saxecvlileba SesaZlebelia inversiis, 
nawilobrivi inversiis, ukuqcevis, retrograduli inversiis, intervaluri Se-
kumSvisa da rotaciis (e.i. bolo intervalis pirvelis adgilze gadatanis) gziT. 
aseve, SesaZlebelia metruli profilis retrogradirebac. 

motivebiani ornamentaciis cneba gvaxsenebs dasavlur pauzas, romelzedac 
Teoriulad msjelobdnen hainrix Senkeri (1979) da sxvebi, Tumca detalebis 
mixedviT Zalian gansxvavebulia. motivebi SeiZleba gadaifaros arsebul notebs 
Soris an gaswvriv, magram ornamentacia ar aris harmoniuli intervalebis gada-
laxva, rogorc es xSirad xdeba Semcirebis dros, vinaidan motivebi xSirad Cn-
deba safexuris Semqmnel notebs Soris, rac intervali ar aris. yvelaze mniS-
vnelovani gansxvaveba isaa, rom gamSveneba xdeba metrul muxlebze da cvlis maT 
konfiguracias. amis sapirispirod, Semcireba xdeba ametriul Sreebze, romlebic 
sabolood metrul zedapirad gardaiqmneba. 

Tumca, gamSveneba SeiZleba garkveulwilad daiSalos im saSualebebiT, rasac 
iohan volfgang goeTe moixseniebs, rogorc Anschauung, erTgvari mWvretelobiTi 
xedva, rac Teoriis sawyis mniSvnelobas warmoadgens. amasTan dakavSirebiT, er-
qvaniZe aRniSnavs, rom sxvadasxva samgaloblo skolis `saerTo kilo da melodi-
uri fesvebi~ Cans `SeuiaraRebeli TvaliT~.18 ornamenti SeiZleba daiSalos iq, 
sadac mTeli muxli Cndeba, rogorc motivis mtkicebulebebis erTi wyvili (mag. 
6, 7)19, rogorc es bevri litaniis pasuxebSi ismis; iqneb swored amitom sityva 
muxli SesaZloa aRniSnavdes rogorc muxls, ise motivs. SeiZleba kilosa da 
gamSvenebis amgvarma gaazrebam xeli Seuwyos efeqtur redaqtirebas, Sesrulebas, 
improvizaciasa da SeTxzvas.

17 xmebis Sesaxeb ix. Shugiashvili, 2014: XXV–XXVII.
18 `SeuiaraRebeli TvaliTac~, `saerTo kilouri da melodiuri Zirebi (erqvaniZe, 2006: IX 
19 gasakviria, magram Tu ufro Cqari pulsi ornamentebul galobaSi aRiqmeba taqtad, ise, rom 
naklebi ornamentaciaa TiTo dartymaze, miwerili kilo SeiZleba gardaiqmnes martivi namdvil-
idan martivSi, rogorc aCvenebs aq motanili orive magaliTi. 
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MATTHEW ARNDT 
 (USA)

“KILO IS EVERYTHING”: ON ORNAMENTATION IN GEORGIAN CHANT1

Introduction
It has been said that in Georgian chant, “kilo is everything,”2 or that “the basis of chant is kilo, 

on whose sound all movements of sound are dependent in a veiled way.”3 Kilo has been translated 
as “mode,” although it is not quite equivalent to any Western notion of mode, so I will leave the 
term untranslated. Kilo seems to have two main dimensions: scale and style. This study concerns 
the dimension of style, not scale.4 Again, the dimension of style seems to be partitioned in two 
ways: by region or family (for example, “Gurian mode”), and by the presence or degree of “orna-
mentation” (gamshveneba).5 Some scholars say that there is basically one kilo called simple-true 
(namdvili) or plain (sada), which can be decorated.6 Some distinguish between simple-true and 
plain as separate kiloebi.7 And some also refer to ornamented chant as its own kilo called colorful 
(gamshvenebuli).8 If kilo is everything, but we cannot even agree on how many there are with re-
spect to ornamentation – one, two, or three – then there is clearly a research problem.

The problem deepens when we consider what ornamentation might mean in the first place. 
Some say that it consists in the embellishment of a proper course (St. Ekvtime, n.d.: 190), or in 
improvisation that maintains certain structural points.9 These descriptions apply to certain instances 
of ornamentation that they cite; however, in other avowed instances of ornamentation, there is not a 
set path or set structural points. A set path or structure may be precluded for example through trans-
position of short passages (compare Chkhikvishvili and Razmadze, 2010: 204 and 205), addition of 
measures (compare Chkhikvishvili and Razmadze, 2010: 242 and St. Ekvtime, n.d.: 4), or addition 
of entire phrases (compare St. Ekvtime, n.d.: 529 and 535). And the absence of a set path means 
the absence of kilo altogether as St. Ekvtime Kereselidze has defined it (n.d.: 189). What, then, is 

1 This study was made possible by funding from the University of Iowa Office of the Executive Vice President and 
Provost and the University of Iowa Internal Funding Initiatives. 
2 Malkhaz Erkvanidze, personal communication.
3 ,,kilo aris safuZveli galobisa, romlis xmis ZarRvdes yvela xmis mimoxvrani damokidebuli 
arian~ (St. Ekvtime, N.d.: 189; translation mine).
4 Important contributions to the problem of kilo as scale in Georgian chant are Erkvanidze, 2008; and Kane and 
Scherbaum, 2018.
5 Erkvanidze, 2006: ix. Gamshveneba can also be translated as “beautification” or “coloration.”
6 Shugiashvili, 2014. Although David Shugiashvili’s translator Ia Iashvili and English editor John A. Graham refer 
to three separate kilo (2014: xxv), Shugiashvili himself rejects this terminology. He explicitly says that “‘namdvili 
kilo’ is otherwise called ‘sada kilo’ or ‘kilo chanting.’ ,,namdvil kilos~ sxvagvarad `sada kilos~ an ,,kilo 
galobas~ uwodeben (2014: XIII, N. 10; translation mine). This note is omitted in the translation. He also says that 
“gamshvenebuli k’ilo is not a separate thing.” Interview, August 1, 2019.
7 St. Evtime, n.d.: 193 and 245. Plain mode is also called children’s mode (sabavsho kilo). Erkvanidze, 2008, XIX N5).
8 Erkvanidze, 2006, VIII.
9 David Shugiashvili, interview, August 1, 2019.
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kilo, what is ornamentation in Georgian chant, and how are they related? This study suggests that 
kilo and ornamentation are determined in connection with two particular kinds of Gestalten called 
mukhlebi,10 which are mentioned but not distinguished or explained in St. Ekvtime’s essay “Eluci-
dation,” the sole historical theoretical discussion of kilo to my knowledge.11

Method
My method takes a cue both from St. Ekvtime’s references to mukhlebi and from Malkhaz Erk-

vanidze’s comment that “the Q674 manuscript is an excellent example, where the plain, simple-true 
mode, and colorful stages are clearly visible.”12 I electronically transcribed 90 Gelati-school chants 
in Q674 designated as plain, simple-true, and colorful by St. Ekvtime (n.d.),13 some of which have 
been published (Chkhikvishvil and Razmadze, 2010). Attempting to get at the “everything” that 
is kilo, I analyzed the meter and clause structure of all the chants, I measured all the time and 
pitch intervals using the computer-aided musicology toolkit music21, and I tested all correlations 
between these data for statistical significance. Aided by these analyses and data, I theorized – i.e., 
contemplated – what is visible about kilo and ornamentation in the chant manuscripts and scores.

Results
The two kinds of Gestalten involved in kilo and ornamentation are (1) certain stylistic “joints” 

(mukhlebi, literally “knees”),14 which I will call motives, and (2) clauses (again, mukhlebi, or Sätze 
in German), whose parts follow a certain grammar, and which can be formulaic like the motives 
(see Erkvanidze, 2018). Both kinds of Gestalten (motives and clauses) have certain metric features, 
a notion that I must explain before saying anything more about Gestalten, because Georgian chant 
is commonly notated without meter. More pointedly, it has been claimed that its mukhlebi “are not 
subject to measurement,” because “if we apply any particular size measure, in most cases, we will 
divide them incorrectly, which will result in a distortion of the tone.”15 It is true that there are nu-
merous examples of such distortion in the manuscripts (Erkvanidze, 2009: ix). However, I did not 
use a fixed meter but a changing meter in keeping with the clauses, which I analyzed individually. 
When this is done, the data show many statistically significant differences between “strong” and 
“weak” beats (ex. 1) with respect to:16

10 Gestalten constitute a focus of a book project by the author.
11 “STasaxedi.” St. Ekvtime, n.d.: 189–191.
12 “Q674 xelnaweri SesaniSnavi magaliTia, sadac TvalnaTliv Cans sada, namdvili kilos da 
gamSvenebis stadiebi~ Erkvanidze, 2006: viii; translation mine.
13 Sometimes, St. Ekvtime apparently uses the term martivi synonymously with namdvili (e.g., n.d.: 525).
14 St. Ekvtime refers to these little mukhlebi when he writes, “Where there is an ornamented mukhli, there for the same 
content and dimensions we have written it in two different ways,” which alludes to his writing a few notes differently 
here and there in a few chants. sadac gamSvenebuli muxlebia, iqve imave fardebsa da zomebSi ornairad 
davswereT (Ekvtime, n.d.: 190, translation mine). Ervanidze seems to call these little mukhlebi saktsevebi (2018: 485).
15 `metrul sazoms ar eqvemdebarebian.” `Tuki maT romelime konkretul zomas SevufardebT, 
umravles SemTxvevaSi, araswor gankveTas miviRebT, rac Sedegad hangis damaxinjebas iwvevs Erk-
vanidze, 2009: IX; translation mine. 
16 I use the terms “strong” and “weak” because they are familiar, but they are misnomers. Meter is comprised of at 
least two pulses, one of which includes the other. Pulses are simply periodic points or spans of time; they cannot be 
strong or weak (Cohn, 2019).
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• instances of melodic intervals of a given size,
• instances of melodic progressions of a given type (thereby helping to determine some as 

motives)
• instances of concord of a given types,17 and
• instances of concord progressions of a given type.
I will describe particular motives I found in the discussion section.
As for my understanding of clauses, it is beyond the scope of this paper to give more than the 

following bare outline: clauses in both Western music and Georgian chant appear to be composed of 
eight types of phrases, which I call lead-in, subject, model and repetition, continuation, predicate, 
standstill, bridge, and interpolation.18 Imperfect as it must be, my analysis of the chants in these 
terms is corroborated by several statistically significant differences between these clause compared 
with the corpus as a whole (ex. 2) parts with respect to:

• instances of melodic motives of a given type and
• instances of concords of a given types.
(These were the only categories tested against parts of clauses.)
Returning to the issue of kilo in light of these kinds of Gestalten, the data show several statisti-

cally significant differences between the purported plain, simple-true, and colorful chants compared 
with the corpus (ex. 3) and with each other (ex. 4), with respect to:

• instances of melodic intervals of a given size,
• instances of melodic motives of a given type,19

• instances of concords of a given type,
• instances of concord progressions of a given type, and
• instances of clause parts of a given type.
There are two notable differences between the purported kiloebi, however: (1) simple-true 

chant is somewhat more similar to the corpus as a whole than are the other two kilo, and (2) plain 
and simple-true chants are more similar to each other than any other pair of kiloebi.

These results help to reconcile the conflicting claims of David Shugliashvili, St. Ekvtime, and 
Malkhaz Erkvanidze regarding the number of kiloebi in Gelati-school chant, by specifying what 
musical features they are attending to. The data lend some support to Shugliashvili’s referring syn-
onymously to plain and simple-true kilo, because they have similar traits. The data also lend some 
support to St. Ekvtime’s notion that simple-true is the basic k’ilo, because it has the most traits in 
common with Gelati-school chant in general. At the same time, the data also lend some support to 
Erkvanidze’s use of the term k’ilo for each of the three kinds of chant, as they are in fact statistically 
distinct.

17 On the term concord, see Diasamidze, 2008: 468.
18 These parts are distinguished by their primary structural functions. On structural functions, see Arndt, 2018. Brian 
Fairley takes a somewhat similar approach to analyzing Gurian trios (2019).
19 Seeming to go against the suggestion that simple-true chant is distinguished from plain chant “largely through 
simple improvisations in the lower two voices” (Erkvanidze, 2008: xix, n. 5 by John A. Graham), the data here show 
equal differences between them in all three voices.
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Discussion
Each claim about the number of kiloebi, then, attends to different aspects of the three kinds 

of chant. The questions still remain, how does ornamentation work, and how can k’ilo be its ba-
sis? I argue that ornamentation—whether of k’ilo chant or of so-called study voices to obtain k’ilo 
chant20—consists in overlays and substitutions of certain motives in all of the voices of a clause. 
Regardless whether one calls the kinds of chant related through this ornamentation separate k’iloe-
bi, they are all canonical in that they are all permeated with traditional motives, and canonicity is a 
common concern behind different k’ilo theories (St. Ekvtime, n.d.: 189; Shugliashvili, 2014: XII, 
quoting St. Ekvtime; Erkvanidze, 2018). A large portion of the motives in Georgian chant can be 
derived from a four-note cadential figure that I call the cross: ascending step, ascending third, de-
scending step, with the metric profile: undefined, “strong,” “weak,” “strong.” The cross resembles 
two beams laid in different directions. As shown in example 5, the cross is often modified through 
inversion, partial inversion, retrograde, retrograde inversion, and intervallic contraction.

The notion of ornamentation with motives is reminiscent of diminution as theorized by Hein-
rich Schenker (1979) and others, but in its details, it is very different. Motives can be overlaid 
between or across existing notes, but ornamentation is not about traversing harmonic intervals as is 
often the case in diminution, because motives are frequently stated between notes forming a step, 
which is not more typically melodic than harmonic. The most important difference is that ornamen-
tation works on metric clauses and reconfigures them. By way of contrast, diminution works on 
ametric voice-leading layers, which are eventually transformed into a metric surface.

However, like diminution, ornamentation can to a certain extent be decomposed through what 
Johann Wolfgang von Goethe calls Anschauung, a kind of contemplative vision, which is the orig-
inal meaning of theory. In this regard, Erkvanidze refers to the “common kilo and melodic roots” 
of different chant schools being visible “to the naked eye.”21 Ornamentation can be decomposed to 
where an entire clause appears as a just a few motive statements, as in two examples (ex. 6, 7);22 
heard in many litany responses; that may be why the same word, mukhli, can refer to both clause 
and motive. Perhaps such contemplation of kilo and ornamentation will aid in effective editing, 
performance, improvisation, and composition.

20 On study voices, see Shugiashvili, 2014: XXV–XXVII
21 `SeuiaraRebeli TvaliTac~, `saerTo kilouri da melodiuri Zirebi~ (Erkvanidze, 2006: IX; trans-
lation mine). 
22 Surprisingly, if a quicker pulse in an ornamented chant is taken to be the beat, so that there is less ornamentation per 
beat, the ascribed k’ilo can even revert from simple-true to plain, as both examples here demonstrate.
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magaliTi 1. melodiuri intervalebis, konkordis tipebisa da progresiis ti-
pebis zomebis %, romelTac gamoavlines mniSvnelovani gansxvavebebi `Zlieri~ da 
`susti~ droebis gamoCenis sixSireSi (es gamoixateba maTi SemTxveviTi gamoCenis 
gansxvavebaSi, rac 5%-ze naklebia) 
Example 1. Percentage of melodic interval sizes, concord types, and concord progression types that 
showed significant differences in their frequency of appearance with “strong” versus “weak” beats 
(a significant difference here being one whose probability of chance occurrence is less than 5%).

magaliTi 2. motivis tipebisa da konkordis tipebis procentuli maCvenebeli, 
romlebic aCvenebdnen mniSvnelovan gansxvavebs maTi gamoCenis sixSireSi korpu-
sis konkretuli tipis nawilSi da mTlianad korpusSi.
Example 2. Percentage of motive types and concord types that showed significant differences in 
their frequency of appearance in a particular type of clause part versus in the corpus as a whole.
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magaliTi 3. melodiuri intervalis zomebis procenti, motivis tipebi, konkordis 
tipebi, progresirebis tipebi da konkretuli xmebis tipebi, romlebic aCvenebd-
nen mniSvnelovan gansxvavevebs maTi gamoCenis sixSireSi galobis versiis konk-
retul tipSi 
Example 3. Percentage of melodic interval sizes, motive types, concord types, progression types, 
and clause part types that showed significant differences in their frequency of appearance in a par-
ticular type of chant versus in the corpus as a whole.

magaliTi 4. melodiuri intervalis zomebis, motivis tipebis, konkordis tipebis, 
progresirebis tipebisa da xmebis tipebis procentuli maCvenebeli, romlebic 
aCveneben maTi gamoCenis sixSireSi mniSvnelovan gansxvavebas erTi tipis galobis 
sxva versiasTan SedarebiT.
Example 4. Percentage of melodic interval sizes, motive types, concord types, progression types, 
and clause part types that showed significant differences in their frequency of appearance in one 
type of chant versus another.
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magaliTi 5. motivis tipebi, romlebic dakavSirebulia `jvris~ motivTan (aR-
niSnulia, rogorc `ZiriTadi~).
Example 5. Motive types related to the “cross” motive (labeled “prime”).

magaliTi 6. sami erTmaneTTan dakavSirebuli sagaloblis ornamentis daSla mx-
olod jvris motivis formebis gaTvaliswinebiT (CxikviSvili da razmaZe, 2010: 
#4, 41; b. iqve: # 16 (martivi-namdvili), 50; g. iqve: # 71 (sada)189; metri ekuTvnis 
avtors.
Example 6. Decomposition of ornamentation through comparison of three related chants, consid-
ering only forms of the cross motive. a. Chkhikvishvili and Razmadze, 2010: no. 4, 41; b. ibid.: no. 
16 (simple-true), 50; c. ibid.: no. 71 (plain), 189; meter mine.
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magaliTi 7. ornamentis daSla oTxi monaTesave sagaloblisa da hopoteturi eta-
pis SedarebiT, mxolod jvris motivis formebis gaTvaliswinebiT (CxikviSvili da 
razmaZe, 2010: #1, 40 b. hipoteturi etapi; g. iqve: # 83 (martivi-namdvili), 210; 
d. iqve: # 10 (martivi-namdvili) 44; e. iqve: #79 (sada) metri ekuTvnis avtors.
Example 7. Decomposition of ornamentation through comparison of four related chants and a 
hypothetical stage, considering only forms of the cross motive. a. Chkhikvishvili and Razmadze, 
2010: no. 1, 40; b. hypothetical stage; c. ibid.: no. 83 (simple-true), 210; d. ibid.: no. 10 (sim-
ple-true), 44; e. ibid.: no. 79 (plain), 203; meter mine.
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Tamar CxeiZe
(saqarTvelo)

evqaristiuli kanonis modaluri struqturebi qarTul galobaSi 
(aRmosavleTisa da dasavleTis saqristianos adgilobrivi 

samgaloblo tradiciebis konteqstSi)

saRvTo liturgiis centraluri momentis – evqaristiis sagaloblebi in-
tonaciuri erTianobiT gamoirCevian. evqaristiis musikaluri mTlianobis ganma-
pirobebeli intonaciuri modelebi, liturgikuli qmedebidan gamomdinare, wir-
vis msaxurebis farglebSi, evqaristiuli kanonis gareTac gvxvdebian. magaliTad, 
mcire Sesvlisa da didi Sesvlis Tanmdevi sagaloblebis liturgikuli kavSiri 
musikaluri kavSirebiTacaa xazgasmuli. am Taviseburebis warmoCenas Cveni vrce-
li naSromi mieZRvna (CxeiZe, 1998). dRevandel moxsenebaSi ki evqaristiuli saga-
loblebis hangis struqturas sxva rakursSi ganvixilavT. kerZod, SevecdebiT 
mecnierTa mier bizantiuri, rusuli da dasavleTevropuli galobis tradic-
iebSi evqristiuli kanonis sagaloblebSi danaxuli kanonzomierebebis qarTul 
galobasTan mimarTeba warmovaCinoT. 

evropuli werilobiTi wyaroebis Seswavlis safuZvelze mecnierebi asabuTebs, 
rom bizantiuri `wminda arsi~ Tavisi kilouri struqturebiT msgavsebas am-
JRavnebs dasavleTis eklesiis sxvadasxva adgilobriv samgaloblo tradicias 
kuTvnil analogiur sagaloblebTan. am kavSirebis mizezebs mecnieri evqaristiis 
sagaloblebis warmomavlobis arqaulobaSi xedavs (Levi, 1958_63). Cveni azriT, 
arqaulobasTan erTad, am sagalobelTa hangebis struqturas maTi fiqsaciis Ta-
viseburebebic unda gansazRvravdnen. 

rogorc cnobilia, evqaristiuli sagaloblebi mTels saqristianoSi didi 
xnis ganmavlobaSi mrevlis mier sruldeboda, maTi gadanacvleba mgalobelTa 
repertuarSi da Sesabamisad, maTi fiqsacia sxva sagaloblebTan SedarebiT, gac-
ilebiT gvian ganxorcielda. cnobilia, rom es sagaloblebi ar eqvemdebarebian 
rvaxmis sistemas da nevmebiT Caweris Semdegac, maTTan xmis miTiTebas ar vxvdeb-
iT1.

ganvixiloT, rodis iRebs saTaves sagalobelTa fiqsacia sxvadasxva adgilo-
briv tradiciebSi. evqaristiuli anaforis teqstebis nevmireba bizantiur tradi-
ciaSi XIII-XIV saukuneebis mijnas ganekuTvneba da akoluTiebis tipis krebulebis 
gavrcelebasTan aris dakavSirebuli2 (levi: 1958-63). galobis rusul tradiciaSi 
aRniSnuli sagaloblebis hangis fiqsireba, analogiurad, gvian periods – XVIs. 
ganekuTvneba. msgavsi suraTi gvxvdeba galobis qarTul tradiciaSic. kerZod, 
liturgiis sagaloblebidan uZveles (Sua saukuneebis) da SedarebiT gviani peri-

1 qarTul tradiciaSi zogierT samgaloblo krebulSi mocemuli rubrikebi (mag: wmindao Rmer-
To me-4 xmisa, an me-2 xmisa) iSviaTia, gviani periodis movlenas warmoadgens da dakavSirebulia 
rvaxmis sagaloblis hangze wirvis teqstebis gawyobis praqtikasTan.
2 akoluTia, rogorc samgaloblo krebulis Camoyalibeba ioane kukuzelis saxels ukavSirdeba. 
es krebulebi aerTiaenebda sadReRamiso ciklis mdgrad sagaloblebs. pirveli aseTi akoluTia 
ganekuTvneba 1336 wels. igi pirveli krebulia, romlic wirvis anaforis sagaloblebis nevmire-
bul teqstebs Seicaven.
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odis (XVIII-XIX ss.) nevmirebul liturgikul krebulebSi ar gvxvdeba evqaristiis 
sagaloblebi. nevmebiT fiqsirebul evqaristiis sagaloblebis Semcvel Cvenamde 
moRweul xelnawerebs Soris, yvelaze adreulia 1802 wliT daTariRebuli nusxa 
(H-657), romelic kirion episkoposis kuTvnileba iyo. masSi sxva sagaloblebTan 
erTad musikaluri niSnebiTaa aRbeWdili `wmindao, wmindao~ da `Sen gigalobT~. 
cota ufro adre, XVII s-is `Wrelis nusxaSi3~ evqaristiis sagaloblebTan erTad 
vxvdebiT wirvis ordinariumis sxva sagaloblebis (`movediT Tayvani vsceT~, `ro-
meli qerabinTa~, `Rirs ars da marTal~, `wmindao, wmindao~, `wyaloba, mSvidoba~, 
grZeli ̀ amin~-i da a. S.) hangis verbalur axsnasac. ese igi hangis fiqsaciis faqts. 
amrigad, XVII saukuneSi ukve dasturdeba wirvis `Wreli~ variantebis dafiqsire-
bis faqti. aseTi suraTia sagalobelTa krebulebSi.

rac Seexeba meore wyaros – Jamiswirvis Cvenamde moRweul qarTul te-
qstebs, samwuxarod isini ar gvaZleven saSualebas Tvali gavadevnoT process da 
dazustebiT vTqvaT, rodis gadainacvla mrevlisaTvis gankuTvnilma frazebma 
mgalobelTa `repertuarSi~. vinaidan teqstebSi arsebuli rubrikebi4 Zalze mwi-
ri da xSirad, arasrulia. ucnobia aseve, Tu ramdenad Seesabamebian da zustad 
asaxaven isini Tanadrouli RvTismsaxurebis aRsrulebis realur saxes – msax-
urebaSi CarTuli mrevlisa da mgalobelTa funqciebs. 

Cven adre gamovTqvamdiT mosazrebas, rom ar aris gamoricxuli, teqstSi ar-
sebuli miniSneba, rogoricaa `Tquas erman~, mxolod Zveli tradiciis amsaxveli 
iyos (CxeiZe, 1998). Tumca, sxva adgilobrivi eklesiebis praqtikis gaTvaliswineba 
da qarTuli xelnawerebis Seswavla gviCvenebs, rom saqarTveloSic msgavs ten-
denciebs hqonda adgili. 

sainteresoa, ra suraTs qmnis Jamiswirvis teqstebze dakvirveba mrevlisa da 
mgalobelTa funqciebis diferencirebis TvalsazrisiT.

cnobilia, rom adreuli periodis teqstebi dakargulia, rac moRweulia, 
umetesad dazianebuli an arasruli saxiT moipoveba. k. kekeliZis saxelobis xel-
nawerTa erovnul centris fondebSi dacul xelnawerTagan kondakebisa da Jami-
swirvis teqstebis umravlesoba XVIII s-isaa, romlebic anton kaTalikosis mier 
Casworebul redaqcias ganekuTvnebian da amitom mecnier-mkvlevarTa did inter-
ess imsaxureben. ufro Zveli nusxebidan zogierTi fragmentulia da ramodenime 
furcliT aris warmoadgenili5.

XI-XII saukuneebidan SemorCenil kondakebsa da Jamiswiris teqstebSi6 ru-
brikebiT gamijnulia mrevlisa da mgalobelTa repertuari. mgalobelTa Ses-
rulebasTan dakavSirebuli rubrika aseTia: `da Tquan galobaY~ an kidev, `Tquan 
mgalobelTa didebaY da oxiTaY~ an pirdapir – `mgalobelman – aliluia~ da 
a.S. mravlis monawiloba gamoxatulia Semdeg fraziT: `erman: `movediT Tay-

3 igulisxmeba samusiko damwerlobis verbaluri sistema, romelic saqarTveloSi intensiurad 
gvxvdeba XVII-XVIII saukuneebSi. 
4 rubrikebi (laT. ruber wiTeli) sxvadasxbva Sinaarsis SeniSvnebi, romlebic komentars ukeTebs 
wminda msaxurebis qmedebebs. igi Jamiswirvis teqstSi wiTeli feriT aRiniSneba, riTac gamoeyo-
fa yvelaze arsebiT, locviT monakveTebs. 
5 esenia: Q189 ig. XV s. (2 furceli), 189 ie. XVII s (7 furceli), S – 3946 (1 
furceli), H 536 (6 furceli), H 3200 (5 furceli), H 3201 (3 furceli), H 3231 (1 
furceli) da a.S.
6 saqarTvelos xelnawerTa erovnul centrSi daculi xelnawerebi: H 531; sin. 89; S 4980.
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vani-vsceT~ an `da iwyos erman: `romeli qerabinTa saidumlo~. am xelnaweris 
Tanaxmad mrevli asrulebda kvereqsis sapasuxo muxlebs, yvela pasuxs mRvdlis 
dalocvaze, diakvnis mowodebaze, `mrwamss~, evqaristiul kanonSi `Rirs ars~-s, 
`wminda ars, wminda ars~-s, `Sen gigalobT~-s. msaxurebaSi CarTuli subieqtebis 
repertuaris diferencirebis analogiur suraTs warmoadgenen XVI s-is gela-
Turi kondaki da vaxtang VI-is dastambuli kondaki. 

evqristiuli kanonisa da sxva mdgradi (ucvleli) sagaloblebis mgalobelTa 
Sesrulebaze miniSneba pirvelad erekle mefis dros dastambul kondakSi (1783 w.) 
dasturdeba, sadac mrevlis monawileoba mxolod `mrwamsi~-s da `mamao Cveno~-s 
TqmiT amoiwureba. es tradicia grZeldeba Semdgomi periodis gamocemul kon-
dakebSic (magaliTad, 1895 w. xelaZis stambaSi dabeWdil kondakSi). amrigad, qar-
Tuli wyaroebis mixedviT, evqaristiuli sagaloblebis hangebis fiqsireba bizan-
tiur da rusul tradiciaze gacilebiT gvian – XVIII s-Si xdeba. amrigad, erekle 
II-is mxridan qarTuli sagalobo tradiciis aRorZinebisken mimarTulma refor-
mam asaxva hpova rogorc Jamiswirvis teqstebSi, ise sagalobelTa krebulebSi. 

ramdenad paradoqsulic ar unda iyos, hangis dacvis da SenarCunebis garan-
ti ara misi fiqsacia, aramed zepiri gadacemis formaa. samgaloblo kulturebis 
istoriis Seswavla aCvenebs, rom notacia hangebis fiqsaciasTan erTad tradi-
ciulis redaqtirebis, axleburi interpretirebis SesaZleblobas aCens. aqedan 
gamomdinare, evqaristiuli sagaloblebis hangebis arqaul Sres krebulebSi maTi 
fiqsirebis periodamde XVIII s-mde unda moeRwia. 

aRsaniSnavia, rom wirvis ordinariumis sagaloblebis intonaciuri safuZ-
vlebi kvereqsis martiv, sada hangSia kodirebuli. wirvis intonaciuri mraval-
ferovneba da simdidre saTaves swored kvereqsebis melodiuri modelidan iRebs 
(mag. 1).

am mokle, sxarti melodiuri modelis horizontaluri, Tu vertikaluri 
gardaqmnis Sedegad ibadeba sagaloblebis intonaluri mravalferovneba. moc-
ulobiT gansxvavebul wirvis sagalobelTa teqstebSi muSavdeba erTi da igive 
modaluri kompleqsi (mag. 2). 

cnobili mecnieris musikologis irina lozovaia rusuli xelnawerebis Ses-
wavlis safuZvelze aRniSnavs, rom ̀ saukuneebis ganmavlobaSi zepirad gadacemul 
evqristiis sagaloblebs ar aqvT xmaze miniSneba, da rogorc cnobilia isini 
ar Seicaven kodificirebul saqcevebs, romlebic xasiaTdebian znamenuri or-
Tografiis Sesabamisi niSnebis-znamenebis stabiluri TanmimdevrobebiT. Tumca, 
grafikis variabeluroba da zogjer, gansxvavebuli wakiTxvis SesaZleblobebis 
gaTvaliswinebac ki, ar uSlis xels XVI-XVII saukuneebSi dafiqsirebuli varian-
tebis anaforis erTi da igive versiidan warmomavlobis danaxvas. ufro metic, 
Zalian cxadad Cans, rom `maTSi erTi da igive modaluri kompleqsi muSavdeba~ 
(Лозовая, 2011). am kompleqss mecnieris mosazrebiT warmoqmnis sayrdenebi tonze 
fa – `Rirs ars da marTal~, da `Sen gigalobT~, zeda sayrdeni sol-ze, da dam-
aboloebeli toni – re-ze. avtori xazs usvams melodiuri modelis kvartul 
struqturas7 (mag. 3).

bizantiuri galobis nimuSebSi analogiur movlenaze saubrobs livi da isic 
kvartul struqturaze amaxvilebs yuradRebas (mag. 4). 

Tu am magaliTebs SevudarebT qarTul galobis nimuSebs, miuxedavad ru-

7 magaliTebi warmodgenilia i. lozovaias damowmebuli naSromidan. 
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suli, bizantiuri da qarTuli wyaroebis melodiuri xazSi arsebuli sxvaobisa, 
advilad SevniSnavT sxvadasxva adgilobriv trdiciebSi modaluri safuZvlebis 
saocar erTianobas. orive SemTxvevaSi saxezea modelebis kvartuli ambitusi. 
bizantiuri da rusuli sagaloblebis tetraqorduli sistema exmianeba qarTuli 
sagaloblis kilour struqturaSi kvartuli intervaluri sayrdenis arsebobas.

amrigad, Zveli tetraqordis kvartuli struqtura, romelic safuZvlad 
udevs bizantiuri da rusuli anaforis sagaloblebs, Taviseburi formiT mJRavn-
deba qarTul sagaloblis kilour konfiguraciaSi – kvartuli intervaluri 
struqturis mqone melodia-modelis birTvSi. 

Tu dasavlur, bizantiur an rusul tradiciaSi anaforis sagaloblebi amoz-
rdilia tetraqordul struqturaze dafuZnebuli kilos wiaRidan da saerTo 
modeli udevT safuZvlad, qarTul tradiciaSic (am SemTxvevaSi mxedveobaSi gva-
qvs liturgiis sagalobelTa erToblioba) arsebobs erTi intonaciuri wyaro 
(romelic gansxvavdeba kanonizirebuli xmaTa sistemis hangebisagan). igi fun-
qcionirebs ara abstragirebuli kilouri modelis, aramed melodiuri modelis 
saxiT. es kidev erTxel adasturebs qarTul sagalobelSi kilos im substancias, 
rasac Cvens wina gamokvlevebSic aRvniSnavdiT. kerZod, kilos melodiur arss, 
romelsac dasavleTevropuli, an bizantiuri da rusuli tradiciisagan gasxvave-
biT bgeraTrigis formiT Teoriuli abstragireba da ganzogadeba ar ganucdia.

am movlenas zustad Cawvda kompaneiski, cnobili rusi kompozitori da 
musikismcodne, romelmac qarTuli liturgia mdidar skas, masSi arsebuli, zo-
gjer SeumCneveli intonaciuri kavSirebi ki – fiWis erTgvarovani ujredebis 
msgavsebas da uCinar SeduRabebas Seadara (Компанейский, 1902). 

evqaristiis musikaluri erTianobis ganmapirobebeli kilouri modelebi, 
wirvis msaxurebis farglebSi, liturgikuli qmedebidan gamomdinare, evqaris-
tiuli kanonis gareTac gvxvdebian da ganmsWvalaven mTels liturgias. xunda-
Ziseuli wirvis versiaSi (xundaZe, 1911) aseTi gamWoli brunvis rols asrulebs 
Semdegi nageboba (mag. 5). 

es brunva pirvelad Cndeba sagalobelSi `mxolodSobili Ze~, yoveli muxlis 
bolos. gvxvdeba `momixsenenSi~ sadac gadaadgilebulia sekundiT qveviT (mag. 6).

`mxolodSobili~ da `momixsenenis~ intonaciuri kavSiri mxolod am nagebo-
baTa msgavsebiT ar amoiwureba. magaliTSi warmodgenili am sagalobelTa varian-
tulad msgavsi monakveTebi (mag. 7 a, b). `mxolodSobils~ muxlis damaboloebeli 
brunva akavSirebs Semdeg sagaloblebTan: a) romeli qerabinTa~ (mag. 8); b) `da 
viTarca meufisa~, g) `Rirs ars da marTal~ d) `wmindao, wmindao~, e) `Sen gigalo-
bT~ (mag. 9);

karbelaSvilis wirvis wesSic gamoiyofa damaxasiaTebeli tipuri brunvebi. 
aseTia sagalobelTa Sua sakadanso mimoqcevaSi gamoyenebuli nageboba. igi 
gvxvdeba intonaciurad monaTesave wirvis Semdeg sagaloblebSi: `movediT 
Tayvani vceT~, `wmindao RmerTo~, `romeli qerabinTa~ da evqaristiul kanonSi 
(karbelaSvili, 1899).

amrigad, qarTuli galobis tradiciaSi evqaristiuli kanonis modaluri 
struqturebis kvlevam bizantiur, rusul da dasavleTis eklesiis liturgikul 
praqtikis konteqstSi dagvanaxa sxvadasxva adgilobrivi eklesiebSi paraleluri 
movlenebis arseboba, rac dakavSirebulia am modelebis msgavs safuZvlebTan 
da intonaciur wyarosTan, mrevlismieri Sesrulebis praqtikidan maT warmomav-
lobasTan. 
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amrigad, dadginda, rom sxvadasxva adgilobriv tradiciebis sagaloblebSi 
melodiur xazsa da intonaciebSi arsebuli gasxvavebebis miuxedavad, anaforis 
sagaloblebisaTvis damaxasiaTebelia ganviTarebis saerTo formebi, rac martivi 
meloduri formulis variantul gameorebaSi/gardaqmnaSi gamoixateba. es maT ga-
nasxvavebs rvaxmis sitemisTvis damaxasiaTebeli kombinatoruli teqnikiT akinZu-
li sagaloblebisagan. 

dasasruls, wirvis sagalobelTa analizma gviCvena, rom evqristiuli kanonis 
modaluri struqturebi liturgiis musikaluri nawilis kompoziciur erTiano-
bas uzrunvelyofen. maTi intonaciuri wyaro ki dakavSirebulia ucvleli saga-
loblebTan; im repertuarTan, romelTa Sesruleba ekisreboda ara ‘TKnier kan-
onisa mier ganwesebulTa mgalobelTaYsa, romelni safsalmuneTa zeda aRavlenen 
galobad difTeraYTa~ (didi sjuliskanoni), aramed sruliad eklesias – mrevls, 
an monastris krebuls. wirvis cvalebadi nawilis – propriumis sagalobelTa 
fonze ufro aSkarad warmoCindeba mdgradi liturgikuli erTeulis roli da 
mniSvneloba wirvis musikalur-liturgikuli ciklis gamTlianebis gzaze. 
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TAMAR CHKHEIDZE 
(GEORGIA)

 

MODAL STRUCTURES OF EUCHARISTIC CANON 
IN GEORGIAN CHANTING TRADITION

(In the context of Local chanting traditions of East and West Christendom)

The central moment of the Divine Liturgy – Eucharistic chants differ with intonation unity. 
Proceeding from liturgical action, intonation models conditioning musical unity of Eucharist, are 
encountered outside of Eucharistic Canon while liturgy. For example, the liturgical connection of 
chants accompanying the Little Entrance and Great Entrance is underlined by musical connections 
as well. Our thorough research was dedicated (Chkheidze, 1998) to demonstrate this peculiarity. In 
the present-day paper, we will discuss the structure of the melody of Eucharistic chants from the 
different approach. Particularly, we will try to demonstrate the connection of the Byzantine, Russian 
and West European chant traditions with Georgian chanting and discuss regularities observed in the 
Eucharistic canon chants by scientists. 

At the basis of studying European manuscript sources, the scientists prove that the Byzantine 
“Sanctus” reveals resemblance with analogical chants of different local chanting traditions of West-
ern Church. The scientists see the reasons of these connections in the archaic origin of Eucharistic 
chants (Levi, 1958–63). Together with archaism, fixation peculiarities define the melodical struc-
ture of these chants.

As it is well-known, parish had been performing Eucharistic chants throughout Christendom 
for a long time. Their replacement in the chanters’ repertoire and correspondingly, their fixation 
together with other chants were carried out relatively later. It is known that, these chants don’t 
subordinate to ochtoechos system and even after their written down by neumes, we don’t encounter 
the indication of echos with them1.

Neumatic fixation of Eucharistic Anaphora in the Byzantine tradition belongs to the boundary 
of XIII-XIV centuries and is linked with spreading of collections of the Akolouthia2 type liturgical 
book (Levi, 1958–63).

The fixation of chants’ melody in the Russian tradition chanting, analogically, belongs to later 
period - XVI c. We encounter the similar situation in the Georgian chanting tradition. Particularly, 
we don’t encounter Eucharistic chants in liturgical books with neumas of comparatively later peri-
od (XVIII-XIX cc.) and in ancient (middle Ages) collections of liturgical chants. Among survived 
manuscripts of Eucharistic chants fixed with neumes, the earliest is the list dated back to 1802 
(H-657) which was the bishop Kyrion’s possession. “Holy, holy, holy” and “We praise thee” 

1 In the Georgian tradition, the rubrics given in some hymn collections (eg, Holy God of the 4th or 2nd echos) are rare. 
Such Rubrics are belonging to the late period and are related to the practice of arranging liturgy texts to the tune of 
the Ochtoechos  hymn.
2 Establishing of a Akolouthia is associated with the name of John Kukuzeli. These collections combined the hymns of 
the daily cycle. The first such Akolouthia belongs to 1336. It is the first collection of Anaphora hymns, accompanied 
by the neumas. 
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comprising it, together with other chants are imprinted with musical signs. A bit earlier, in XVII 
century List of Chreli 3, we encounter the verbal explanation of the tune of other chants of liturgy 
ordinarium together with Eucharistic chants: O come, let us worship, Let us, the Cherubim, Meet 
and right is it, Holy, holy, holy, a mercy of peace, Long amen and so on.). Thus, already in the 
XVII century, the fixation of “Chreli” variants of Liturgy is proved. Such situation is in the chants 
collections as well.

Concerning the second source – the survived Georgian texts of liturgy, unfortunately they 
don’t give us the possibility to observe the process and prove, when the phrases envisaged for par-
ish were replaced in chanters’ the repertoire. The rubrics4 existing in texts are of small number and 
often not complete. It is also unknown how the rubrics correspond and precisely depict a contem-
porary form of Divine service – the parish and chanters’ functions involved in the service. It is not 
excluded that, such indication in the text – “says people” can depict only old tradition. 

Though, taking into consideration the practice of other local churches and studying of Geor-
gian manuscripts show us, that the similar tendencies took place in Georgia. It is interesting, what 
kind of picture is created by observing texts of Liturgy with the point of view of differentiating 
parish and chanters’ functions. Unfortunately, the texts of earlier middle ages period are lost; those 
survived are mostly damaged and obtained in the imperfect form.

The majority of texts of Liturgy from the collection of the National Centre of manuscripts be-
long to XVIII and are edited by Anthon I of Georgia (Catholicos-Patriarch) and they deserve much 
interest of scientists and researchers. From the oldest lists, some are fragmentary and presented with 
the several pages5.

The parish and chanters’ repertoire are differentiated by rubrics in the texts of service book and 
Vespers retained from XI and XII centuries. The rubrics connected with the chanters’ performing 
are thus: should say chant, or Chanters should say Gloria and troparion; or directly, Chanters – 
alleluia and so on. The parish participation is expressed with this phrase: Parish: O come, let us 
worship, or and parish should start - Let us, the Cherubim In accordance with this manuscript, the 
parish was performing prayer reciprocal stanzas, all answers to a priest’s blessing, deacon’s appeal, 
The Nicene Creed, Meet and right is it, Holy, holy, holy, We praise thee in Eucharistic canon. The 
XVI century Book of service from Gelaty monastery and Vakhtang VI’ of Kartli s printed book 
present the analogical picture of repertoire differentiation of subjects involved in service. 

The indication to chanters’ performing of Eucharistic canon and other Ordinarium (stable, 
unchanged) chants is proved first in the book printed during King Erekle’s time (1783) where par-
ish’ participation is ended with the Nicene Creed, and Lords’ prayer. This tradition is continued in 
other editions issued in further periods (for example, liturgical book (Kondak) printed at Kheladze’s 
printing-house. 1895) Thus, according to Georgian sources, fixation of Eucharistic chants melodies 
on Byzantine and Russian tradition happened far later in XVIII c. Thus, the reform directed to res-

3 The Chreli system was discussed at the First International Symposium of Polyphony in a report – “The Chreli 
System in Georgian Chanting Practice” – co-authored by M Andriadze (see Proceedings of the First International 
Symposium on Traditional Polyphony. Tbilisi, 2003, pp. 442-457. in Georgian and English).
4 The Rubrics (Lat. rubber, red) commentaries on the actions that describes role of participant of the Service. It is 
marked in red color in the main text, thus distinguishes the most essential, prayer passages.
5 Manuscripts: Q-189 ig – XVc.  (2 fol), Q-189 ie. XVIIc. (7 fol), S – 3946 (1 fol), H- 536 (6 fol), H-3200 (5 fol),  
H- 3201 (3 fol),  H 3231 (1 fol ) etc.
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toration of Georgian chanting tradition from King Heraclius II ’s side finds its depiction in the texts 
of Vespers and chant collections.

It must have been paradoxical, that the guarantee of protection of melody and its preserving 
is not its fixation but oral transmission form. Studying of chanting cultures shows that notation 
together with fixation of melodies is the new interpretation and editing of the traditional one. Pro-
ceeding from this, the archaic layer of Eucharistic chants must have been survived until XVIII c., 
until period of fixation their tunes in liturgical books. 

It is remarkable, that the intonation basics of Liturgy-Ordinarium chants are codified in the 
simple and plain tune of Ektenia. The intonation richness and diversity of liturgical chants take the 
beginning from the melodic model of Ektenia (ex.1).

As a result of horizontal or vertical transformation of these short, quick melodic models, the 
intonational diversity of chants originates. One and the same modal complex is processed in the 
texts of chants with different volume (ex. 2).

At the basis of studying of Russian manuscripts, the well-known Russian musicologist Irina 
Iozovaia denotes: “During centuries, the chants transmitted orally don’t have parts indication and 
as it is known, they don’t contain codified sections which are characterized with stable sequence of 
sign-znamens in consequence of znamennian notation. Though, variability of graphics and some-
times, even taking into consideration a different reading, don’t interfere to see the origin of variants 
from one and the same anaphora version fixed in the XVI-XVII cc. Moreover, it is clearly seen, that 
“one and the same modal complex is processed in it” (Iozovaia, 2011). This complex created by the 
stable tone on F “We praise thee, Holy, holy, holy ”. Upper dependent on Sol and the ending tone 
on – D. Also, low supporting tones - C are used in some lists (ex. 3).

Levi also speaks about the analogical occurrence of Byzantine chanting models and focuses 
the attention on fourth structure (ex. 4). 

If we compare these examples with the models of Georgian chanting, despite difference, exist-
ing in Russian, Byzantine and Georgian melodic line, we will easily notice the surprising unity1 of 
modal principles in different local traditions. In both cases, we see the fourth intervallic structure. 
The tetrachordic system of Byzantine and Russian chants corresponds to the existence of the inter-
val fourth dependents in mode structure of Georgian chants. 

Thus, the fourth structure of old tetrachord, which is the base of Byzantine and Russian 
anaphora chants is revealed in a peculiar form in mode configuration of Georgian chants – in the 
structure of melody models, based on the cell of interval fourth.

If Anaphora chants originate from the depth of mode based on tetrachordic structure in Byz-
antine and Russian traditions and are established on a common model, in Georgian tradition as 
well (it means the melodical unity of liturgy chants) there is one intonation source (which differs 
from melodies, based on canonized tunes of Ochtoechos system). Mode functions in the form of 
melodic model and not as an abstractive mode model. This proves once more a mode substance in 
Georgian chanting which we observed in previous researches. Particularly, the melodic essence of 
mode which didn’t suffer a theoretical abstracting and generalization in difference from Western 
European or Byzantine and Russian traditions. 

The well-known Russian composer and music scientist Kompaneiskii6, precisely realized this 

6 Russian Composer (1848–1910).
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occurrence. He compared Georgian liturgy to a rich hive and sometimes unnoticeable intonation 
connection existing in it - to similarity of uniform cells and unseen cementing. (Компанейский, 
1902).

Melodical models conditioning the musical unity of Eucharistic Canon, in the frames of lit-
urgy, proceeding from liturgical service, are encountered outside Eucharistic canon and inspire the 
whole liturgy. In liturgical chant written by R. Khundadze (Khundadze, 1911) the following struc-
ture performs the role of such penetrating formula (ex. 5). 

This formula first is appeared in the chant – Only-Begotten Son; at the end of each stanza, 
then in - ninth blessings (ex. 6).

The intonation connection of Only-Begotten Son and ninth blessings (ex. 7 a, b) is not fin-
ished only by these structures. Other similar sections are represented in the example.

Only-Begotten Son is connected with the following chants - a) Cherubikon (ex. 8 b) That we 
may raise g) Meet and right is it d) Holy, holy, holy e) We praise thee (ex. 9).

Peculiar formulas are singled out in Karbelashvili’s liturgy. In the middle cadence formula of 
such chants is used a structure. We encounter it in the following chants: Meet and right is it, Holy, 
holy, holy, Cherubikon and Eucharistic Anaphora (Karbelashvili, 1899).

Thus, in Georgian chanting tradition of Eucharistic canon, the research of modal structures 
in the context of Byzantine, Russian and western European church liturgical practice made us see 
the existence of parallel occurrences at different local churches. The reason is similar principles 
and intonation source of these models, with their origin from parish performing practice. Despite 
this, common forms of melodic development are characteristic, which are expressed in repetition 
and varying of simple melodic formulas. In melodic line, existing differences, the common forms 
of development for anaphora chants are characteristic, which are expressed in variant repetition 
and transformation of simple melodic formulas. It makes them differed from the chants bound by 
combination techniques peculiar to Ochtoechos system. 

At the end, the analysis of liturgy chants showed us that the compositional unity of liturgy 
musical part is conditioned by stable chants, the performing of which was the task of not only 
specially assigned chanters, defined on the Synod of Laodicea but also of the church parish and 
at the monasteries, for the total church. At the background of a changeable part of liturgy – on the 
background of Proprium chants, it is more vividly represented the role and importance of the stable 
(Ordinarium) liturgical units on the way of integrating of musical liturgical cycle of Orthodox 
Mess. 
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magaliTi 1. kvereqsi (xelnaweri Q-674, gv. 193-195, korneli kekeliZis sax. xelnaw-
erTa erovnuli centri). 
Example 1. Ektenia (Manuscript Q-674, pg. 193-195. Korneli Kekelidze Georgian National Centre 
of Manuscripts).

magaliTi 2. sagalobeli „Rirs ars da marTal“ (xelnaweri Q-674, gv. 230. korneli 
kekeliZis sax. xelnawerTa erovnuli centri). 
Example 2. Ghirs ars da martial (Meet and right is it) (Manuscript Q-674, p. 230. Korneli Keke-
lidze Georgian National Centre of Manuscripts).
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magaliTi 3. fragmentebi znamenuri galobidan: „Rirs ars da marTal“, „Sen giga-
lobT“ (Лозовая, 2011: 339-340).
Example 3. The Fragments from the Znamennian chants: “Meet and right is it”, “We praise thee” 
(Lozovaia, 2011:339-340).

 

magaliTi 4. fragmenti bizantiuri sagaloblidan „wmidao, wmidao, wmidao“  
(Лозовая, 2011: 338).
Example 4.  The fragments from the Byzantine chants “Holy, holy, holy” (Lozovaia, 2011: 338).
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magaliTi 5. fragmentebi sagaloblebidan: “mxolodSobili Ze”, “momixseneni”. 
(xundaZe, 1911).
Example 5. The fragments from the chants: “Only-Begotten Son” and “Ninth blessings” (Khun-
dadze, 1911).

 

magaliTi 6. fragmenti sagaloblidan `mxolodSobili Ze~ (xundaZe, 1911).
Example 6.  The fragment from the chant “Only-Begotten Son” (Khundadze, 1911).

magaliTi 7 a, b. fragmentebi sagaloblebidan: `mxolodSobili Ze~, `momixseneni~ 
(xundaZe, 1911). 
Example 7 a, b. The fragments from the chants: “Only-Begotten Son” and “Ninth blessings” 
(Khundadze, 1911).
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magaliTi 8. fragmenti sagaloblidan `romeli qerabinTa~ (xundaZe, 1911).
Example 8. The fragment from “Cherubicon chant” (Khundadze, 1911).

magaliTi 9. fragmentebi sagaloblebidan: `da viTarca meufisa~, `Rirs ars da 
marTal~, `wmindao, wmindao~, `Sen gigalobT~ (xundaZe, 1911).
Example 9.  The chants’ fragments: “That we may raise”, “Meet and right is it”, “Holy, holy, holy”, 
“We praise thee” (Khundadze, 1911).
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ekaterine yazaraSvili
(saqarTvelo)

qristeSobis saciskro kanoni qarTuli galobis tradiciaSi
(zogadmarTlmadidebluri liturgikuli praqtikis konteqstSi)

sauflo dResaswaulisadmi miZRvnili kanonebi qristianul RvTismsaxureba-
Si VIII saukunidan gvxvdeba. mas Semdeg rac himnografiaSi reforma ganxorcielda, 
udidesi bizantieli himnografebi – kozma ierusalimeli da ioane damaskeli 
qmnian did sauflo dResaswaulebisadmi miZRvnil himnebs. swored maT ekuTvniT 
qristeSobis dResaswaulisadmi miZRvnili ori saciskro kanoni, romelic Seqmni-
sTanave damkvidrda sxvadasxva qveynis marTlmadidebeli eklesiis liturgikul 
praqtikaSi. qarTul sadResaswaulo msaxurebaSi kanonis orive teqsti pirvel 
liturgikul krebulebSi Sesvlidan dRemde ucvlelad gvxvdeba. 

qarTuli liturgikuli Zeglebi am kanonebis kvlevisaTvis uaRresad mdi-
dar masalas Seicaven. IX-X saukunis qarTul saRvTismsaxuro krebulebSi orive 
himnografis mier Seqmnili qristeSobis kanonebis Targmanebi gvxvdeba, maT So-
ris nevmirebuli saxiT. sxvadasxva saukuneSi Seqmnili sadResaswaulo msaxure-
bis Semcveli liturgikuli krebulebi cxadyofen, rom qristeSobis RamisTevis 
sadResaswaulo msaxurebaze orive avtoris kanoni sruldeboda, rasac garda 
liturgikuli krebulebisa, sanoto xelnawerebic adastureben.

moxsenebis mizania, liturgikul krebulebze da sanoto xelnawerebze dayrd-
nobiT mimovixiloT qarTul samgaloblo praqtikaSi aRniSnuli sadResaswaulo 
kanonebis damkvidrebisa da funqcionirebis istoria, zogadmarTlmadideblu-
ri tradiciis konteqstis gaTvaliswinebiT. agreTve, dRemde moZiebul sanoto 
xelnawerTa SedarebiTi analizis safuZvelze kanonis gansxvavebul musikalur 
versiebSi sxvadasxva samgaloblo skolis stiluri maxasiaTeblebisa da saSems-
ruleblo sirTuleebis gansazRvra. 

yvelaze adreuli krebulebi, romelSic qristeSobis msaxurebis himnebi fi-
qsirdeba, qarTuli nevmirebuli xelnawerebia. VIII saukunis udidesi bizantieli 
himnografebis – kozma ierusalimelisa da ioane damaskelis qristeSobis kanon-
Ta Targmanebi qarTul himnografiul krebulebSi, kerZod, uZveles iadgarebSi 
IX-X saukunidan gvxvdeba. qarTul xelnawer ZeglebSi, erTi mxriv, Tavs iyris 
naTargmni himnografia, xolo meore mxriv, qarTvelebi Tavadac avsebdnen li-
turgikul krebulebs sakuTari poeturi himnebiT.

qristeSobis sagaloblebs vxvdebiT rogorc Zvel (X-XI ss.) ise axal nevmire-
bul himnografiul krebulebSi (XIX-XXI s.s). Zveli qarTuli nevmirebuli xelna-
werebidan Sobis sagalobelTa Semcvelia Semdegi xelnawerebi: Sin.1, Sin.14, Sin.34. 
maTgan yvelaze adreuli fena, romelSic fiqsirdeba kalendaruli dResaswau-
lebi da maT Soris qristeSoba, aris ioane zosimes mier gadawerili iadgari Sin 
34, romelic TariRdeba X saukunis 40-50-iani wlebiT (duRaSvili, 2001). Semdgom 
ki es masala gaerTianda X s-is 80-ian wlebSi Sedgenil miqael modrekilis nevmi-
rebul iadgarSi S 425, romelSic TiTqmis yoveli dRe sagalobo masaliT Sevse-
buli da intensiurad nevmirebulia. qristeSobis Zlispirebis Semcvelia, aseve, 
XI saukuneSi Seqmnili nevmirebuli xelnaweri A603, saxelwodebiT `Zlispirni 
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da RvTismSoblisani~. X-XI saukuneSi or sxvadasxva samonastro keraSi Sedgenil 
masStabur himnografiul krebulebSi nevmirebis saerTo principebi SeiniSneba. 
mniSvnelovania, rom xSir SemTxvevaSi erTsa   da imave sityvaze iordanes da 
miqaelis nevmireba erTnairia.  msgavseba vlindeba rogorc niSanTa moxazulo-
baSi da teqstze ganTavsebaSi, aseve, stabiluri formulebis sxvadasxva muxlSi 
gameorebaSi. stabiluri formulebis monacvleoba gansakuTrebiT naTlad Cans 
sagalobelTa muxlebis damaboloebel monakveTebSi, rac damaxasiaTebelia dama-
boloebeli nagebobebisTvis.  

qristeSobis kanonis xelaxal Targmans vxvdebiT momdevno saukuneebSi Se-
qmnil himnografiul krebulebSic. yvelaze masStaburad da srulad Sobis him-
nografiulma teqstebma Tavi moiyara giorgi mTawmindlis mier Sedgenili kre-
bulis – `Tvenis~ dekembris saTveo nawilSi, sadac qristeSobis msaxurebis, maT 
Soris, kanonis Zveli da axali Targmanebi srulad aris mocemuli. aRsaniSnavia, 
rom giorgi mTawmindels `TvenSi~ arsebuli teqstebi nevmebis gareSea. am faqts 
aseTi axsna SeiZleba moeZebnos: mTawmindelis mier Sedgenili krebulebi daxe-
lovnebuli mgalobelTa wrisa da monastris Sida moxmarebisTvis iyo gankuTvni-
li. 

mogvianebiT, XVIII-XIX saukuneSi Seqmnili nevmirebuli krebulebidan CvenT-
vis cnobilia qristeSobis msaxurebis Semcveli xelnawerebi: Q634 da Q830. wmin-
da eqvTime kereseliZe XIX saukunis dasasruls qmnis nevmirebul krebuls Q830. 
xelnawers axlavs anderZi, saidanac vigebT, Tu ra pirobebSi da ratom Caiwera 
sagaloblebi nevmebiT maSin, rodesac sagaloblebis notebze gadatanis procesi 
aqtiurad mimdinareobda. anderZSi nevmebis mniSvnelobis da nevmirebis principis 
Sesaxeb Teoriuli cnobebi da axsna-ganmartebebi ar gvxvdeba.   

ukanaskneli nevmirebuli krebuli ekuTvnis XX saukunis srul mgalo-
bel-momRerals artem erqomaiSvils. mis mier piradi moxmarebisTvis Sedgenil 
`wignakSi~1 qristeSobis sagaloblebic mravlad gvxvdeba, maT Soris, mocemulia 
kanonis nevmirebuli teqstebi. aq, ZiriTadad, niSnis funqcias iZens CarTuli fo-
nemebi, dublirebuli xmovnebi da jvrisebri niSani, ZlispirebTan sxva niSani ar 
gvxvdeba. artemisgan ori Zlispiris audio versia mogvepoveba ioane damaskelis 
teqstze, amitom nevmirebuli da audio masalis Sedarebisas, yuradRebas iqcevs 
is marcvlebi, romelzec xdeba gamRereba. rogorc wesi, nevmireba da gamRereba 
xorcieldeba xmovan bgerebze. aRniSnuli `wignakis~ aRwerisa da Seswavlis Sede-
gad, mkvlevari manana andriaZe Tavis statiaSi ̀ samusiko niSnebis sistema XIX sau-
kunis qarTul samgaloblo praqtikSi~, aRniSnavs, rom ̀ sakuTriv niSnebis simcire 
da xmovani asoebis farTo gamoyeneba gvafiqrebinebs, rom nevmirebis tradicia 
XX saukunis I meoTxedSi, rodesac savaraudoa am niSnebis dasma, dakargvis zRva-
rze iyo. marTlac, artem erqomaiSvilis Semdeg, es niSnebi ukve aRaravis codnia~ 
(andriaZe, 1999).

qristeSobis sagaloblebis Semcveli notirebuli xelnawerebi raodenob-
rivad bevrad aRemateba nevmirebul krebulebs, rac bunebrivicaa. 10 saukunis 
manZilze uamravi liturgikuli krebuli, maT Soris nevmirebuli xelnawerebi 
fizikurad ganadgurda, xolo hangebi, teqstebTan erTad, mgalobelTa fenomen-
alurma mexsierebam da galobis zepirma tradiciam Semogvinaxa. 

am droisaTvis Semonaxuli sami samgaloblo skolis tradiciidan qriste-

1 nevmirebul xelnawer krebuls amgvarad asaTaurebs artem erqomaiSvili. 
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Sobis kanonis musikaluri versia yvelaze mravalferovnad da srulyofilad 
gelaTis samgaloblo skolaSi gvxvdeba. sasixaruloa, rom am samgaloblo sko-
lam kanonis ZlispirTa namdvili da gamSvenebuli kilos nimuSebi Semogvinaxa. 
galobaTa hangebis intonaciurma analizma aCvena, rom erT xmaSi Cawerili Zli-
spir-dasdeblebi namdvili kilos nimuSebia, xolo sam xmaSi fiqsirebuli Zli-
spirebi gamSvenebul kilos miekuTvneba. namdvili kilos nimuSebis SemTxvevaSi 
Zlispirebi mocemulia dasdeblebiTurT2, xolo gamSvenebul kiloSi Cawerilia 
mxolod Zlispirebi3. 

aRmosavleT saqarTvelos samgaloblo tradiciaSi gvxvdeba qristeSobis 
kanonis ramdenime versia. es aris Tavad karbelaSvilebis mier Cawerili da 1898 wels 
gamoqveynebuli krebuli `Sobis sagalobelni~. agreTve, grigol CxikvaZis mier 
polievqtos karbelaSvilisgan Cawerili qristeSobis kanonis sada kilos versia, 
romlis xelnaweric folkloris saxelmwifo centris arqivSi - #2126 inaxeba. 
grigol CxikvaZis mier karbelaSvilisgan Cawerilia qristeSobis 8 sagalobeli, 
aqedan 7 kanonis Zlispiria. sagaloblebi Cawerilia sam xmaSi, or sanoto 
sistemaze. aRmosavleT saqarTvelos samgaloblo skolis nimuSebi fiqsirdeba 
saqarTvelos centralur arqivSi dacul polievqtos karbelaSvilis pirad 
arqivSi #264 da #1461. sagaloblebi gabneulia an meordeba sxvadasxva rveulSi. 
sagaloblebi Cawerilia araTanmimdevrobiT da arasrulyofilad4. cnobilia, 
rom karbelaSvilebis mier Sedgenil krebulSi `Sobis sagalobelni~ Tavmoyrili 
saciskro kanonis ZlispirTa teqstebi gawyobilia kozma ierusalimelis mier 
Seqmnil poetur teqstze. folkloris saxelmwifo centris arqivSi dacul #2126 
xelnawerSi arsebuli ZlispirTa teqstebi ki efuZneba ioane damaskelis iambikur 
teqsts. orive kanonis samgaloblo versiebis arseboba miuTiTebs saukuneebis 
manZilze skolaTa tradiciis simtkiceze da sicocxlisunarianobaze. 

Semoqmedis skolis samgaloblo tradiciaze mxolod artem erqomaiSvilis 
mier gadmocemul sagaloblebze dayrdnobiT SegviZlia saubari (qarTuli sae-
klesio galoba; 2014). qristeSobis dResaswaulis 12 sagaloblidan 7 nimuSi sa-
ciskro kanonis Zlispiria, danarCeni ki qristeSobis liturgiis sadResaswaulo 
sagaloblebia. Svidive Zlispiri gamSvenebuli kilos nimuSia. artemis mier gad-
mocemuli 7 nimuSidan 2 miekuTvneba ioane damaskelis teqsts, xolo 5 – koz-
ma ierusalimelisaa. aRniSnulidan gamomdinare, SegviZlia vivaraudoT, rom XIX 
saukunis miwurulsa da XX saukunis I naxevarSi Semoqmedis samgaloblo skolaSi 
orive kanoni iyo SemorCenili, Tumca erTi mgaloblis mier qristeSobis dResas-
waulis mxolod 7 nimuSis gadmocema moxerxda. 

rogorc winaswari kvlevis Sedegebma aCvena qristeSobis sxvadasxva samga-

2 namdvili kilos nimuSebi gvxvdeba Semdeg xelnawerebSi: H154-3 rveuli me-11 da me-17-te. H154-

8 – rveuli me-16. Q 691, rveuli XX. folkloris saxelmwifo centris arqivSi daculi fondi 
#2124 qristeSobis kanonis eqvs Zlispirs Seicavs, aqedan 4 Zlispiri Cawerilia 3 xmaSi, xolo IX 
galobis CasarTavi da Zlispiri Cawerilia cal-xmaze.
3 gelaTis skolis tradiciaSi gamSvenebuli kilos nimuSebi gvxvdeba Semdeg xelnawerebSi: Q 681 
meeqvse wigni da Q666. aRniSnuli xelnawerebSi arsebuli kanonis hangebi identuria. orive xel-
naweri Sedgenilia filimon qoriZis mier. 
4 arasrulyofilad aris Cawerili rogorc sanoto, ise verbaluri teqsti. zogierT SemTxvevaSi 
sagaloblebi Cawerilia sam xmaSi, Tumca umetesi nawili fiqsirebulia or da erT xmaSi. ori xmis 
SemTxvevaSi Cawerilia zeda da banis xmis partia. zogadi dakvirvebiT SeiZleba iTqvas, rom es 
xelnawerebi warmoadgens Sav e.w. samuSao versias. 
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loblo skolis kanonSi damaboloebeli monakveTebi or ZiriTad tipad iyofa. 
msgavsi intonaciuri brunvebis arseboba da sxvadasxva ZlispirSi monacvleoba, 
gansakuTrebiT ki, damaboloebeli monakveTebisa, ganpirobebulia erTi Janris 
sagaloblebSi saerTo xmis modelebis funqcionirebiT. kanonis sxvadasxva musi-
kaluri versiis SedarebiTma analizma gviCvena, rom aRmosavluri da dasavluri 
samgaloblo skolis nimuSebSi sityvisa da hangis urTierTmimarTebis saerTo 
principebi muSaobs. hangis gamSvenebaSi samive xma aqtiurad aris CarTuli, rac 
iwvevs diapazonis gafarToebas, faqturis garTulebas, xmaTasvlis sxvadasxva 
tipebis formirebas da Sesrulebis procesSi TanxmovanebaTa mdidari palitris 
Seqmnas. qristeSobis kanonis gamSvenebuli kilos nimuSebis Sesruleba moiTxovs 
mgalobelTa mravalwlian praqtikul gamocdilebas da, amasTan, maRal saSemsru-
leblo ostatobas.

qristeSobis dResaswauli yvela marTlmadidebeli eklesiis RvTismsaxure-
baSi mniSvnelovan adgils ikavebs. davinteresdiT sxva marTlmadideblur Rv-
TismsaxurebaSi qristeSobis kanonis romeli versiebi gvxvdeba da rogor aris 
CarTuli uSualod saRvTismsaxuro nawilSi. gavecaniT rusul, serbul, berZnul 
da amerikis orTodoqsuli eklesiebis tradicias. 

sxvadasxva rusul samecniero publikaciaSi qristeSobis sadResaswaulo msa-
xurebis mimoxilvisas, avtorebi saubroben ori kanonis CarTvaze ciskris msa-
xurebaSi. Udidesi rusi mkvlevari m. n. skabalanoviCi naSromSi `Христианские 
праздники – Рождество Христово~ aRniSnavs, rom `Как и некоторые двунадесятые 
праздники, Рождество Христово имеет два канона. И принадлежат они перу наиболее 
талантливых песнописцев – преп. Косме Маюмскому и Иоанну Дамаскину (оба в конце VIII 
в.), как еще каноны Крещения, 50-цы и Успения, тогда как другие из великих праздников 
имеют канон лишь одного из этих песнописцев – Иоанна (Пасха) или Космы (Сретение, 
нед. Ваий, Воздвижение). Это сообщает канону Р. X. особую всесторонность в освещении 
события (Скабалланович, 1979). mkvlevari saubrobs kanonTa Rrma saxismetyvelebiT 
Sinaarsze, kanonTa poetur teqstebs Soris metrul sxvaobaze (damaskelis te-
qsti iambikuria, xolo kozma ierusalimelis Tavisufali saleqso sazomiT aris 
Sesrulebuli) da, zogadad, kanonis udides mniSvnelobaze ciskris msaxurebaSi.

saberZneTisa da serbeTis eklesia iziarebs qarTul-rusul saRvTismsaxuro 
wess da maTTanac qristeSobis saciskro msaxurebaSi dRemde CarTulia orive 
bizantieli avtoris kanoni5.

qristeSobis kanonis teqstebi qarTul RvTismsaxurebaSi IX saukunidan Cn-
deba da dRemde misi ganuyofeli nawilia. kanonis Sinaarsi ganpirobebulia Ta-
vad dResaswaulis udidesi mniSvnelobiT qristianul religiaSi. qristeSobis 
saciskro kanonis udides mniSvnelobas xazs usvams saukuneebis manZilze Seqm-
nili araerTi Targmani da versia. aRsaniSnavia, rom qarTuli marTlmadidebeli 
eklesia odiTganve mowinave rigebSi idga da iziarebda bizantiel himnografTa 
SemoqmedebiT miRwevebs, ris dadasturebac qristeSobis saciskro kanonia. Cveni 
eklesia moziarea zogadmarTlmadidebluri RvTismsaxurebis wes-gangebisa. Cven 
mier CamoTvlili liturgikuli Tu samgaloblo krebulebic swored amaze miu-

5 statiaSi `T H E  D I V I N E  S E RV I C E S  O F  T H E  N AT I V I T Y O F  C H R I S T ~  Canon for the Nativity 
At the All-night Vigil for the Nativity of Christ, two canons are sung, written by the renowned hymnographers of 
the eighth century, St. Cosmas of Maiuma and St. John of Damascus. Both canons are saturated with sublime and 
profound thoughts, with beautiful images and majestic turns of speech: they are worthy of the solemnity of the feast. 
https://orthochristian.com/43982.html
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TiTeben. nevmirebul da sanoto krebulebze dayrdnobiT SegviZlia vTqvaT, rom 
mgalobelTa mexsierebam TiTqmis udanakargod Semoinaxa qristeSobis kanonis 
mravalferovani hangebi. aRniSnuli ki adasturebs imas, rom es himnebi sauku-
neebis manZilze mgalobelTa saRvTismsaxuro praqtikis ganuyofeli nawili iyo 
da ara marto zrunavdnen maT Senaxvaze, aramed amdidrebdnen mas musikaluri 
kuTxiT. 
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 EKATERINE KAZARASHVILI
(GEORGIA)

CANON OF CHRISTMAS MATINS IN GEORGIAN CHANTING TRADITION
(IN THE CONTEXT OF COMMON ORTHODOX LITURGICAL PRACTICE)

In Christian divine service canons dedicated to Great Feasts have been encountered sincedate 
back to the 8th century in Christian worship. Following the reforms in hymnography, great Byzan-
tine hymnographers Cosmas of Jerusalem and John of Damascus created the hymns dedicated to 
Great Feasts. They are the authors of two canons of matins which were introduced in the liturgical 
practice of the Orthodox church in different countries. In Georgian divine service both texts of the 
canon are invariably found from the time they were first introduced in the liturgical collections.

Georgian liturgical monuments contain rich material for the study of these canons. Transla-
tions of Christmas canons created by both hymnographers can be found in the 9th –10th – century 
Georgian liturgical collections, including in neumated form. Liturgical collections of festive ser-
vices created in different centuries confirm that the canons of both authors were performed during 
the overnight festive service for Christmas, which, in addition to liturgical collections, is also con-
firmed by notation manuscripts. 

The paper aims to review the history of introduction and functioning of the afore-mentioned 
Feast Canons into Georgian chanting practice given the context of general Orthodox tradition; and 
to define stylistic characteristics and performance difficulties of different chanting Schools basing 
on the comparative analysis of the available notation manuscripts. 

The earliest collections in which Christmas hymns are recorded are Georgian neumated manu-
scripts. The translations of Christmas canons made by the greatest 8th – century Byzantine hymnog-
raphers Cosmas of Jerusalem and John of Damascus are encountered in Georgian hymnographic 
collections, more precisely in ancient liturgical collections from the 10th-11th centuries. On the one 
hand, translated hymnography is found in Georgian handwritten monuments, and on the other hand, 
the Georgians filled liturgical collections with their own poetic hymns.

We find the Christmas hymns are found in both old (10th-11th cc) and new neumated hymno-
graphic collections (19th-21th cc). Old Georgian neumated manuscripts which contain Christmas 
hymns are these: Sin.1, Sin.14, Sin.34. The earliest of these to record calendar holidays, including 
Christmas, is the liturgical collection rewritten by John Zosimus Sin.34, which dates back to the 
940s-950s (Dughashvili, 2001). Later this material was included in Mikael Modrekili‘s neuma-
ted cllection S 425, compiled in the 980s, in whoch alomst every day is filled with hymns and is 
intensely neumated. Christmas heirmi are also included in the 11th-century neumated manuscript 
A603 entitled „Zlispirni da Ghvtismshoblisani“. Common principles of neumation are observed in 
large-scale hymnographic collections compiled in two different monastic centers of the 10th-11th 
centuries. It is noteworthy, that in many cases, Iordane and and Mikael use the same neume for the 
same word. The similarity is manifested in both the outline of the symbols and their placement on 
the text, as well as in the repetition of stable formulas in various stanzas. The alternation of stable 
formulas is especially evident in the final sections of the hymn stanzas, which is typical for terminal 
constructions. 
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Re-translations of the Christian canon are also found in the hymnographic collections created 
in the following centuries. The most comprehensive and complete hymnographic texts of Christmas 
are collected in the December part of the collection “The Months” compiled by Giorgi Mtatsmin-
deli. Where Christmas liturgy, including old and new translations of the canon, are given in full. It 
should be noted that the texts in Giorgi Mtatsmindeli’s “The Months” are without neumes. This fact 
can be expSlained as follows: the collections compiled by Mtatsmindeli were intended for the circle 
of skilled singers and for internal consumption.

From the collections, created later in the 18th 19th centuries, we know of the manuscripts con-
taining Christmas liturgy: Q634 and Q830. At the end of the 19th century, St Ekvtime Kereselidze 
created the neumated collection Q830. The manuscript is enclosed with a will, from which we 
learn under what conditions and why the hymns were recorded with neumes, while the process of 
transferring hymns to sheet music was actively underway. The will does not contain any theoretical 
information or explanations about the meaning of neumes and the principles of neumatic notation. 

The last collection of neumes belongs to Artem Erkomaishvili – accomplished singer-chanter 
of the 20th century. In the “pocket-book”11 intended for his personal use there also are many Christ-
mas hymns, including the Canon texts in neumatic notation. Here mainly parenthetical phonemes, 
duplicated vowels and cross-like sign acquire the symbol function; there are no other symbols in 
heirmoi. There is the audio version of two heirmoi on the text of John of Damascus as recorded by 
Artem, this is why when comparing the neumated and audio materials the attention is drawn to the 
syllables which are sung. As a rule neumation and singing occur on vowels. As a result of descrip-
tion and study of the afore-mentioned pocketbook, in her article „The System of Musical Signs in 
the Chanting Practice of the 21st Century“, researcher Manana Andriadze notes “small number of 
signs and extensive use of vowels make us think that the tradition of neumatic notation was on the 
verge of loss in the 1st quarter of the 20th century, when these signs were presumably put. In fact, 
after Artem Erkomaishvili nobody knew these signs any more (Andriadze, 1999).

Handwritten notations containing Christmas hymns outnumber neume collections by far, 
which is natural. Numerous liturgical collections, including neumated manuscripts, were destroyed 
over 10 centuries. But the melodies along with the texts have survived thanks to the phenomenal 
memory of the chanters and oral tradition of chanting. 

From three traditional chanting schools known today, most varied and complete musical ver-
sion of the Christmas canon is from Gelati School. It is delighting, that this Shool of chanting has 
preserved the examples of true and embellished modes of the canon heirmoi. Intonation analysis of 
chant tunes has showed that the heirmoi recorded in one voice are examples of true mode, and those 
recorded in three voices – of embellished mode. In the case of true mode the heirmoi are supplied 
with troparion,22 but in embellished mode only heirmoi are recorded.33

There are several versions of the Christmas canon in East Georgian chanting tradition. These 

1 This is how Artem Erkomaishvili refers to the handwritten collection of neumes. 
2 The examples of true mode are found in the following manuscripts: H154-3 notebooks 11 and 17, H154-8 - The exam-
ples of true mode are found in the following manuscripts: H154-3 notebooks 11 and 17, H154-8 - Notebook 16. Q 691, 
notebook 20; the fund preserved at the Folklore State Centre of Georgia comprises 6 heirmoi, of these 4 heirmoi are 
recorded in three voices, but the parenthetic and heirmos of chant IX – in one voice. 
3 In Gelati School tradition the examples of embellished mode are found in the following manuscripts: Q 681 book six 
and Q666. In these manuscripts the tunes of the canon are identical. Both manuscripts were made by Pilimon Koridze. 
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are „Christmas Hymns“ recorded by the Karbelashvilis and published in 1898. Also the simple 
mode version of Christmas canon recorded from Polievkto Karbelashvili by Grigol Chkhikvadze , 
its manuscript – #2126 is preserved at the archive of the Folklore State Centre. From Karbelashvili 
Grigol Chkhikvadze recorded 8 Christmas hymns, 7 of which are heirmoi. The hymns are recorded 
in three voices, in two notation systems. The examples of East Georgian School of chanting are 
also found in Polievktos Karbelashvili’s personal archive #264 and #1461 preserved at the Central 
Archive of Georgia. The hymns are scattered or repeated in different note- books. The recorded 
hymns are inconsistent and incomplete.44 

It is known that in the collection „Christmas Hymns“ compiled by the Karbelashvilis the heir-
moi texts of the Matin Canon are arranged on Cosmas of Jerusalem’s poetic text. The heirmoi in 
manuscript #2126 preserved at the archive of Folklore State Centre are based on John of Damascus’ 
iambus text. The existence of hymnal versions of both canons indicates the strength and viability of 
School traditions over the centuries. 

We can talk about the chanting tradition of Shemikmedi School only basing on the hymns 
published by Artem Erkomaishvili (Georgian Church Hymns, 2014). 7 of the 12 Christmas hymns 
are heirmoi of the Matin Canon, the rest are festive hymns of the Christmas liturgy. All seven hymns 
are the examples of embellished mode. 2 of Erkomaishvili’s 7 examples are on John of Damascus’ 
text, and 5 on Cosmas of Jerusalem’s text. Based on the above, we can assume that at the end of 
the 19th century and in the first half of the 20th century, there were 2 canons at Shemokmedi School. 
However, only 7 examples of Christmas were documented from one singer.

As the results of preliminary research showed, final sections of the Christmas canon of differ-
ent Schools of Chanting schools are divided into two main types. Existence of similar intonation 
phrases and alternation in different heirmoi, particularly of final sections, can be explained by the 
functioning of common sound patterns in hymns of the same genre. Comparative analysis of dif-
ferent musical versions of the canon reveals existence of a common interrelation principle between 
verbal text and tune in the examples of Eastern and Western Schools of Chant. All three voices 
are actively involved in the embellishment of the tune. Which leads to the expansion of range, 
complication of texture, formation of various types of vocal movement, creation of a rich palette of 
consonances during performance. Performance of embellished examples of the Christmas Canon 
requires many years of practical experience and high performance mastery. 

Christmas feast holds an important place in the Divine Liturgy of all Orthodox Churches. We 
wondered which versions of the Christmas canon are encountered in other orthodox divine services 
and how they are involved in the liturgical part. We got familiarized with the traditions of Russian, 
Serbian, Greek and American Orthodox Churches. 

In the review of Christmas celebrations in various Russian scientific publications the authors 
talk about the inclusion of two canons in Matin service. In the work “Christian Holidays – Christ-
mas “ great Russian researcher M.N. Skaballanovich notes “`Like some twelve feasts, the Nativity 
of Christ has two canons. And they belong to the pen of the most talented hymnographers – Rev. 
Cosmas of Maiuma and John of Damascus (both end of the 8th century), as well as the canons of 
Baptism, Dormition of the Mother of God, while other great feasts have the canon of only one of 

4 Both the music and the verbal text are incompletely recorded. In some cases the hymns are recorded in three voices. 
Most parts, however, are documented in two and one voice. In two cases top voice and bass parts are recorded. By 
general observation it can be said that these manuscripts are black the so-called working versions.
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these hymnographers – John (Easter) or Cosmas (Feast of the Presentation of Jesus Christ, Palm 
Sunday). This gives the canon of the Nativity of Christ a special versatility in the coverage of the 
event (M.N. Skaballanovich; 1979). The researcher talks about deep tropological content of the 
canons, metric difference between the poetic texts of the canons (The Damascus text is iambic, that 
of Cosma is in free meter) and great importance of the canon in the service of Matin in general. 

Greek and Serbian Churches share Georgian-Russian liturgical rules and the Canon55 of Byz-
antine authors are still included in Christmas Matin service. 

The texts of the Christmas canon appear in Georgian divine service worship in the 9th century 
and are still its integral part. The content of the canon is determined by great significance of the hol-
iday in Christian religion. Great importance of the Christmas canon is emphasized by its numerous 
translations and versions created over the centuries. It should be noted that the Georgian Orthodox 
Church always was in the forefront and shared the creative achievements of Byzantine hymnogra-
phers, the proof of this is the canon of Christmas matins. Our church shares the rules of Orthodox 
service. The liturgical and hymnal collections listed above also point to this. Basing on neumated 
and music collections we can say that the memory of the chanters has preserved diverse tunes of the 
Christmas canon almost without loss. This proves that for centuries these hymns were an integral 
part of the divine service and were not only taken care of, but also were enriched musically. 
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ioseb Jordania
avstralia/saqarTvelo  

pop- da rok-musikis sawyisebi 
musikis pirveladi binaruli funqciis Suqze

Cemi moxseneba Sedgeba ori ZiriTadi nawilisagan:
pirvel nawilSi me ganvixilav Tanamedrove popularuli musikis ukve arse-

bul dayofas or stilurad gansxvavebul jgufad: pop-musikad da rok-musikad. 
moxsenebis meore nawilSi me Sevecdebi popularuli musikis es ori stili davu-
kavSiro adamianuri musikis pirvelad binarul evoluciur funqcias.

sanam gadaval moxsenebis or centralur monakveTze, minda gavakeTo patara 
Sesavali, sadac kargi iqneba gavixsenoT ramdenime mniSvnelovani elementi, rac 
akavSirebs tradiciul (xalxur) musikas Tanamedrove pop- da rok-musikasTan.

1. xalxuri musikis matareblebsa da Semqmnelebs, iseve, rogorc pop da rok 
musikosebs, rogorc wesi, ar aqvT miRebuli akademiuri musikaluri ganaTleba da 
ar floben musikaluri damwerlobis unars. klasikurad ganaTlebuli musikose-
bisagan gansxvavebiT, romlebic wlebis ganmavlobaSi swavloben kompoziciis, 
harmoniis, polifoniisa da gaorkestrebis principebs da wesebs, isini misdeven 
`yuris~ diqtats: `Tu mogwons – gamoiyene!~

2. istoriuli warsulis didi nawilis ganmavlobaSi, xmis Caweris Tanamedrove 
teqnologiis gamoCenamde, xalxuri da pop-rok-musikosebi gadascemdnen reper-
tuarsa da sxva arsebul codnas mxolod zepirad, ris safuZvelze iqmneboda 
originaluri simReris mravali varianti;

3. xalxuri da pop-rok-musikosebi xSirad erTad qmnian originalur kom-
poziciebs (gansakuTrebiT, mravalxmian kulturebSi), ramdenime SemoqmedebiTi 
niWis mqone adamianis erToblivi ZalisxmeviT;

4. arc xalxuri da arc pop-rok-musikosebi ar misdeven klasikur musika-
Si miRebul saSemsrulebo kanons, sadac Semsruleblebs da msmenelebs Soris 
yovelTvis daculia mkacri barieri. xalxuri da pop-rok-musikosebi, rogorc 
wesi, misdeven Sesrulebis e.w. `TanamonawileobiT~ models, ase rom soflelebis 
TavSeyraze da pop-rok musikis kencertebze xSirad yvelas SeuZlia Tanamonaw-
ileoba, simReraSi da cekvaSi CarTva, taSis ayoleba, da saerTod, emociebis Ta-
visuflad gamoxatva (ix., mag., Brown, 2014). 

rogorc vxedavT, bevri obieqturi faqtori arsebobs, rom gavamarTloT 
jon lenonis sityvebi ̀ rok-en-roli dRevandeli xalxuri musikaa.~ marTlac, pop 
da rok musikas imdeni aqvs saerTo xalxur musikasTan, rom SeiZleba CaiTvalos 
tradiciuli (xalxuri) musikis Tanamedrove nairsaxeobad.

axla ki, imisaTvis rom moviZioT Tanamedrove pop da rok  musikis pirveladi 
saTaveebi, gadavideT moxsenebis Sesavlidan pirvel nawilze, sadac ganxiluli 
iqneba Tanamedrove popularuli musikis or jgufad, `pop~ da `rok~ musikalur 
stilebad dayofis Taviseburebebi.
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nawili pirveli: diqotomia popularul musikaSi: pop-musika da rok-musika
Tanamedrove popularuli musikis mTeli arsebuli nairsaxeobebis or did 

jgufad, pop da rok musikalur stilebad dayofas didi tradicia gaaCnia, Tumca 
zusti sazRvrebi maTi Soris arasodes  yofila dadgenili da SeTanxmebuli. am 
moxsenebaSi me vapireb davadgino es sazRvrebi, magram Cem mier SemoTavazebuli 
dayofa mxolod erTi SesaZlo variantia da TviT moxsenebis miznebidan gamom-
dinareobs.

qvemoT me Sevecdebi Camovayalibo parametrebis sia, romlebsac SeuZliaT 
dagvexmaron Tanamedrove popularuli musika davyoT or kontrastul jgufad 
– pop da rok stilebad.

dRevandeli musikologia, rogorc wesi, popis da rokis klasificirebisas 
akeTebs koncentracias iseT subieqtur elementebze, rogoricaa `auTentikuro-
ba~ da `komerciuloba~, sadac roki ganisazRvreba, rogorc auTentikuri mov-
lena, xolo popi ki – rogorc komerciuli movlena. Cems moxsenebaSi me Tavi 
avaride am subieqtur faqtors da msmenelebs vTavazob ramdenime SedarebiT ad-
vilad dasadgeni da obieqturi parametris gamoyenebas.

gansxvavebebi pop da rok musikis stilebs Soris SeiZleba moinaxos mraval 
aspeqtSi: melodikis tipSi, sasimRero stilSi, harmoniis gamoyenebaSi, sakravebis 
gamoyenebaSi, saerTo xmovanebaSi, simReris gzavnilSi, Semsruleblebis qcevaSi 
scenasa da cxovrebaSi, stilis mimdevrebis qcevaSi koncertebsa da cxovrebaSi 
da am stilis simRerebis zogad popularobaSi.

axla ki neba momeciT Zalian mokled aRvniSno gansxvavebebi pop da rok musi-
kaSi zemoT aRniSnuli faqtorebis mixedviT:

melodia. pop-simRerebis melodiebs aqvT saSualo an farTo diapazoni da 
xasiaTiT ufro sasimReroa, maSin roca rok-simRerebis melodia umetesad ga-
moirCeva patara diapazoniT maRal registrSi da xSirad warmoadgens teqstis 
reCitacias. 

sasimRero stili. pop-simRerebi iyeneben Zalian farTo diapazonis emociebs. 
aq vxvdebiT faqizi stilidan dawyebuli aRtacebuli yviriliT damTavrebuli. 
rok-simRerebis sasimRero stili uaRresad daZabulia, agresiulia da xSirad 
Seicavs ganrisxebul yvirils.

harmonia. pop-simRerebis harmoniuli ena, rogorc wesi, eyrdnoba srul 
akordebs, umetesad samxmovanebebsa da septakordebs, zogjer gamoiyeneba ufro 
rTuli Sedgenilobis jaz-akordebic. harmoniis wamyvani formaa homofonia 
(melodiuri xazi akorduli TanxlebiT). roki iyenebs ufro minimalistur harmo-
niebs, Tavs aridebs srul sambgerian akordebs. sruli akordebis nacvlad roki 
eyrnoba orbgerian intervalebs, ufro e.w. `wminda~ intervalebs, kvartebs da, 
gansakuTrebiT, kvintebs. es intervalebi (romlebSic aRebulia akordis mxolod 
fuZe da kvinturi bgera) cnobilia rogorc `kvintakordi~, an `Zalismieri akor-
di~ (power-chord). rokSi xSirad intervalic acilebulia da saerTod araa har-
monia, es xdeba roca orive melodiuri sakravi (solo da bas gitarebi) ukraven 
erTad msgavs erTxmian melodias, anu `rifs~. rokSi zogjer iyeneben rTul da 
srul akordebsac, maT Sorisaa popularuli disonansuri akordi, romelic Sei-
cavs erTdroulad aRebul maJorul da minorul terciebs da cnobilia saxel-
wodebiT ̀ jimi hendriqsis akordi~ (do-mi-sibemoli-mibemoli). urTierToba voka-
lur partiasa da sakravier `rifebs~ Soris rok-musikaSi ufro kontrapunqts 
eyrdnoba, vidre homofonias;
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sakravebi. popi iyenebs sakravebis did mravalferovnebas, dawyebuli mxolod 
erTi sakravidan (xSirad gitara, an fortepiano), da damTavrebuli Zalian didi 
orkestrebiT (romlebic Seicaven klasikur da jazis sakravebs, rogoricaa vio-
linoebi, saqsafoni da a.S.). rok-ansamblebi ufro erTgvarovania da, umetesad, 
eyrdnoba sam sakravs, esenia wamyvani (solo) gitara, bas gitara da dasartyamebi, 
rasac xSirad emateba calke momRerali. `distortul~ (Secvlili xmis  mqone) 
gitaris tembri gamoiyeneba rogorc popSi, ise rokSi, Tumca popSi is SedarebiT 
iSviaTia, xolo rokSi igi sruliad gabatonebulia.

zogadi xmianoba. popis zogadi xmovaneba sxvadasxvanairi SeiZleba iyos, na-
zidan dawyebuli sakmaod xmamaRal da energiul xmianobamde, magram is mainc 
araa gadametebulad mZime da Semawuxebeli. rokis zogadi xmovaneba, rogorc wesi 
uaRresad xmamaRali da agresiulia;

gzavnili. pop-simRerebis gzavnili (`idea~) umetesad pozitiuria. simRerebis 
wamyvani Temaa siyvaruli. saprotesto simRerebSic ki xSirad aqcenti gakeTebu-
lia pozitiur elementze. rok-simRerebis gzavnili umetesad Seicavs uaryofT 
emociebs, agresias, SiSs, Zaladobas. siyvarulis magivrad laparakia seqsze, xSi-
rad ixsenieba qvesknelis Zalebi, satana, jojoxeTi, SiSi, koSmarebi, tkivili, 
sikvdili;

artistebis qceva. pop-musikosebi scenaze yofnisas umetesad cdiloben 
moiqcnen kargad, dawyebuli zrdilobiani qceviT da damTavrebuli msubuqi pro-
vokaciuli qceviT, Tumca, is, Tu ras niSnavs `msubuqi provokaciuli qceva~ Sei-
Zleba Zalian gansxvavebuli iyos sxvadasxva kulturaSi. rok-musikosebi xSirad 
cdiloben msmenelebze moaxdinon Zlieri STabeWdileba Tavisi anti-socialuri 
qceviT: isini mimarTaven bilw sityvebs, akeTeben uzrdel Jestebs, SiSvldebian. 
isini cdiloben Seqmnan `cudi biWebis~ imiji Tavisi yoveldRiuri cxovrebiTac, 
amitom isini zogjer xvdebian policiaSi, iyeneben narkotikebs, maTi simRerebi 
xSirad akrZalulia radio arxebze da maTi koncertebi zogjer uqmdeba.

msmenelebis qceva. msmenelebis qceva pirdapir aris moqceuli Semsruleblebis 
qcevis gavlenis qveS. pop-koncertis dros msmenelebi umetesad, mRerian da ce-
kvaven. rok-musikis msmenelebi xSirad ufro uxeSad iqcevian. garda simReri-
sa da cekvisa, isini energiulad pasuxoben scenidan wamosul bilwsityvaobasa 
da sazogadoebaSi miuRebel Jestebs. agresia vrceldeba scenidan darbazebSi, 
gansakuTrebiT e.w. `moSpitSi~ (esaa scenasTan axlos cekvisaTvis datovebuli 
teritoria). aq cekva xdeba agresiuli, Seicavs mocekvaveTa jgufebis agresiul 
Sejaxebas erTmaneTTan. saSualo donis Zaladoba da Cxubebi rok musikis kon-
certebis mere sakmaod Cveulebrivi movlenaa.

zogadi popularoba. miuxedavad imisa, rom rok-ansamblebs yavT Zalian Tav-
dadebuli gulSematkivrebi, minc didi gansxvaveba arsebobs pop da rok musikis 
zogad popularobaSi da CartebSi simRerebis ganTavsebaSi. pop-simRerebi Tavisi 
pozitiuri gzavniliT, rogorC wesi, sruliad batonoben popularobis CartebSi. 
rac Seexeba rok-simRerebs, udidesi rok-simRerebic ki iSviaTad aRweven maRal 
adgilebs. magaliTad, led zepelingebis klasikuri simRera `samoTxeSi mimavali 
kibe~ inglisur da amerikul zogadi popularobis CartebSi 30-e adgilze maRla 
ver avida.

imisaTvis rom davasruloT moxsenebis pirveli nawili, SegviZlia vTqvaT, 
rom Tanamedrove popularul musikaSi SeiZleba gamoiyos ori Zalian gansxvave-
buli stiluri kategoria. pirveli maTgani pozitiuria, msubuqi, cdilobs msme-
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neli gaarTos, moxiblos da misi aRtaceba gamoiwvios, meore ki agresiulia, mZime, 
gamoxatavs negatiur grZnobebs, SiSs, siZulvils, cdilobs msmeneli daSokos 
agresiuli qceviT.

imisaTvis, rom Tavidan aviciloT SesaZlo gaugebroba, aq aucilebelia vax-
seno, rom Cemi moxsenebis miznebidan gamomdinare, me sademarkacios xazs popsa da 
rok stilebs Soris vaTavseb specifikur adgilas, raSic kolegebi, SeiZleba, ar 
dameTanxmon. kerZod, CemTvis roki iwyeba ̀ mZime metalis~ (`hevi metal`) stilidan 
(led zepelingebi, jimi endriqsi) da gadadis kidev ufro mZime stilebSi. `hevi 
metalTan~ SedarebiT msubuqi stilebi Cems modelSi erTiandebian pop-musikis 
stilSi. rogorc yovelTvis, aris simRerebi, romlebic am ori didi jgufis ga-
sayarze Tavsdebian, radgan Seicaven orives – popisa da rokis niSnebs. aseT 
simRerebSi, rogorc wesi, gamoyenebulia pozitiuri gzavnili, zogjer ixmareba 
sruli akordebi da farTo diapazonis melodiebi (pop elementebi), amave dros, 
am simRerebSi xSiria `power-chord~-ebi, batonobs `distorSenis~ gitaris xma, mZime 
dasartyami sakravis xmianoba da zogadi mZime xmovaneba. aseTi `kombinirebuli~ 
stilis pop-rok simReris kargi magaliTia, magaliTad, asambl van halenis simRe-
ra `ocnebebi~.

isic Zalian mniSvnelovania, gvaxsovdes, rom `rok musikis~,  rogorc mov-
lenis Sinaarsi icvleboda da dResac icvleba. rok stili TandaTan ufro mZime, 
agresiuli da xmamaRali xdeba. ase rom, is simRerebi, rac magaliTad 60-ian wleb-
Si iTvleboda rok stilad, dRes JRers ufro rogorc pop-stilis simRerebi 
(aseTia, magaliTad, roling stounebis da gansakuTrebiT biTlzebis simRerebis 
udidesi nawili). zogadad rom vTqvaT, rokis xmianoba sul ufro da ufro mZim-
deba da agresiuli xdeba, asevea musikosebis saqcielic. rogorc ki sazogadoe-
baSi miuRebeli saqcielis zogierTi normebi xdeba ase Tu ise miRebuli, rok 
musikosebi agrZeleben jer kidev arsebuli SezRudvebis rRvevas, sazRvrebis 
kidev ufro Sors gadatanisTvis dausrulebel brZolas.

nawili meore. ramdenad Rrma aris popis da rokis stilebis fesvebi?
musikologiaSi damkvidrebulia tradicia, rom davukavSiroT Tanamedrove 

pop da, gansakuTrebiT, rok musikis fesvebi aSS-Si monebad Cayvanili afrikelebis 
musikalur tradiciebs (ixileT, magaliTad, Middletone, 1972, 1990). me srulebiT 
vemxrobi am ideas, magram mainc minda ufro Rrmad wavide Tanamedrove popu-
laruli musikis stilebis istoriuli wanamZRvrebis ZebnaSi. kerZod, me minda 
rom Tanamedrove popularuli musikis ori didi jgufis (popis da rokis) arse-
boba davukavSiro pirveladi adamianuri musikis or Zalze gansxvavebul evolu-
viur funqcias.

Cems ramdenime wignSi (Jordania, 2011, 2014, 2017) me vamtkicebdi, rom ada-
mianis siyvaruli simRerisadmi (da, gasakuTrebiT, jgufuri simRerisadmi) aris 
Sedegi ara kulturuli gamogonebisa, aramed Sedegi bunebrivi SerCevis Zalebis 
moqmedebisa. Cemi modelis mixedviT, Cveni winaprebi iyenebdnen ori Zalian gansx-
vavebuli stilis musikas, ori, aseve, gansvavebuli funqciisaTvis. ra funqciebi 
iyo es:

musikis pirveli funqcia: relaqsacia.
dabalxmiani jgufuri RiRini iyo Zalian mniSvnelovani saSualeba, rom Se-

qmniliyo wynari da damamSvidebeli atmosfero jgufis wevrebisaTvis. es asea 
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bevr socialuri jiSis cxovelSi (cxenebSi, ZroxebSi), romlebic erTad yofnisas 
gamudmebiT gamoscemen e.w. `sakontaqto xmebs~. am xmebis, funqcia aris jgufis 
wevrebs Soris gaavrcelos SegrZneba, rom yvelaferi mSvidadaa da rom ar aris 
SemCneuli araviTari safrTxe mtaceblebis mxridan.

aRniSnul sakontaqto xmebs aqvs, aseve, meore funqcia:    Seatyobinos jgu-
fis wevrebs Tu raime saSiSi da mosaridebeli gamoCnda. rogor xdeba es? imis 
magivrad, rom gamoiyenon safrTxis signali, bevri socialuri jiSis cxoveli 
iyenebs siCumes. adamianis winapari, romelic aSkarad socialuri arseba iyo, 
mosalodnelia, rom aseve iyenebda siCumes safrTxis SetyobinebisTvis. dResac 
ki, sruli siCume adamianebSi qmnis fsiqologiur daZabulobas da SeiZleba ga-
mowvios dauZleveli panikuri SiSis Seteva. amis gamoa, rom adamianTa umetesoba 
iyenebs sxvadasxva xerxs (RiRins, stvenas, TiTebis kakuns, sakuTar TavTan lapa-
raks), rom Tavidan aicilos siCume sruli siCume.

akvnis nana, romelsac mSoblebi umRerian bavSvebs dasawynareblad, albaT, 
musikis (RiRinis) swored am uZvelesi funqciis matarebelia. me adreve gamovTqvi 
mosazreba, rom akvnis nanis funqcias uZveles, jgufurad mcxovreb hominidebSi, 
albaT, asrulebda erTiani jgufuri RiRini. erT-erTi mSoblis mier namReri 
nana, rogorc Cans, aris SedarebiT gviandeli movlena, romelic Seiqmna mas Sem-
deg, rac jgufebi daiSala da adamianebma daiwyes ojaxebad cxovreba, cal-calke 
sacxovreblebSi. nazi musikis mosmena Zalian Zlier fsiqologiur (damawynareb-
el) efeqts axdens adamianze da aramarto bavSvebze, aramed mozrdilebzec. bolo 
wlebis ganmavlobaSi damawynarebeli musika da simRera farTod gamoiyeneba ofi-
cialur medicinaSi, saxelwodebiT `musikaluri Terapia~. (tradiciul sazoga-
doebaSi, rogorc viciT, musikis es Zala cnobili iyo aTasobiT wliT adre).

musikis meore funqcia: brZolisaTvis momzadeba
meore da sruliad gansxvavebuli mizani musikaluri bgerebis gamoyenebisa 

Cvens winaprebSi iyo jgufis wevrebis momzadeba brZolisaTvis, maTSi jgufu-
ri erTobisa da mowinaaRdegisadmi agresiis gaRviZeba, e.w. `sabrZolo transis~ 
mdgomareobis gamowveva. es mdgomareoba sasicocxlod aucilebeli xdeboda, 
rodesac jgufis wevrebs uwevdaT sastiki Setakeba mtaceblebTan an metoqe 
jgufebTan. es iyo srulebiT sxva tipis musika, srulebiT sxva xmovanebisa da 
srulebiT sxva fsiqologiuri efeqtis mqone.

xmadabali RiRinisgan gansxvavebiT, rac yovedRiuri cxovrebis nawili iyo, 
musikis es stili did energias moiTxovda, da mkavrad iyo dakavSirebuli Sedare-
biT xanmokle ritualur qcevasTan. es stili eyrdnoboda uaRresad xmamaRal 
simReras disonansur intervalebSi, drodadro daZabul yvirils, energiul 
damaSinebel sxeulis moZraobebs (cekvis winapari), fexebis miwaze dartymas, ta-
Sisa da qvebis cemas da yvelaferi es xdeboda mZafri ganmeorebadi ritmuli 
formulebis TanxlebiT.

es xmauriani rituali mimarTuli iyo ori miznisaken: 1. mowinaaRmdegis da-
saSineblad (mtaceblebis, an mtrebis – es iyo garegani efeqti) da (2) ritualSi 
monawile jgufis wevrebis gasaerTianeblad (Sinagani efeqti).

garegani efeqtis mizani iyo mowinaaRmdegeSi gamoewvia fsiqologiuri Soki 
audio da vizualuri SeteviT. axalzelandieli maoris tomis cnobili sabrZolo 
cekva `haka~, romelic dRes warmatebiT gamoiyeneba axalzelandieli ragbistebis 
mier yoveli matCis dawyebis win mowinaaRmdegeebis dasaSineblad, albaT, dRei-
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saTvis am uZvelesi sabrZolo ritualis yvelaze farTod cnobili magaliTia.
meore, Sinagani da, albaT, kidev ufro mniSvnelovani mizani am jgufuri 

ritualuri qmedebisa iyo ritualis monawileebSi `sabrZolo transis~ mdgo-
mareobaSi gadayvana. esaa tvinis Secvlili mdgomareoba, romelSic monawileebi 
hkargaven SiSisa da tkivilis SegrZnebas, srulebiT ar adardebT sakuTari usa-
frTxoeba da moqmedeben jgufis (ojaxis, xalxis, religiis) interesbis mixedviT, 
Tanac xSirad brZolis procesSi arabunebrivad gazrdil fizikur Zalas avlenen 
(ix. Wade, 2016).

sabrZolo transis fenomeni farTodaa cnobili msoflios uZvelesi liter-
aturuli wyaroebidan (gilgameSi, iliada da a.S.) dRevandel dRemde da cnobi-
lia, rom Tanamedrove dasavluri samyaros mebrZolebi dResac aqtiurad iyene-
ben jgufur cekvasa da simReras sabrZolo davalebaze wasvlis win (Pieslak, 2009). 
miuxedavad aseTi Rrma istoriuli fesvebisa da misi mniSvnelobisa, sabrZolo 
transis fenomeni dRemda araa seriozulad gamokvleuli.

dabolos, patara daskvna moxsenebis bolos:
Cems moxsenebaSi me Sevecade damekavSirebina musikis ori Zalian gansxvavebu-

li evoluciuri funqcia: (1) damawynarebeli nazi xmiT komfortuli da usafrTxo 
fsiqologiuri mdgomareobis Seqmna da (2) xmamaRali xmieri `kedliT~ agresiuli 
xmovanebis Seqmna mowinaaRmdegis SesaSineblad da jgufis wevrebis sabrZolo 
transSi gadayvana, iyo evoluciuri winapari popularuli musikis dRevandeli 
ori didi jgufis – pop-musikisa da rok-musikis stilebisa. am ori pirveladi 
evoluciuri funqciis garda musikas kidev bevri sxva funqciac unda hqonoda 
(zogi adrindeli, zogi SedarebiT gvian SeZenili), magram me mindoda swored am 
ori pirveladi (da, albaT, yvelaze adreuli) polaruli funqciis ganxilva dRe-
vandeli popularuli musikis ori stilis Seqze.
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JOSEPH JORDANIA
(AUSTRALIA/GEORGIA) 

THE ORIGINS OF POP AND ROCK MUSIC 
IN THE LIGHT OF THE PRIMORDIAL BINARY FUNCTION OF MUSIC

My paper has two main parts:
In the first part, I will discuss details of the existing division of the entire body of contempo-

rary popular music into two stylistically different groups: pop-music and rock-music. In the second 
part of this paper I will connect these two styles of popular music with the primary binary evolu-
tionary functions of human music.

Before we go into these two central parts of my paper, let us have a small introduction where 
we can recall several important elements that traditional music shares with contemporary pop- and 
rock musical styles.

1. Carriers and creators of both traditional and pop-rock-musicians, as a rule, are not 
academically educated in music, and cannot read and transcribe music. They follow the dictate of 
the ear, unlike classically trained musicians, who are taught for many years the principles and rules 
of composition, harmony, polyphony, and orchestration. For them the principle they follow is very 
simple: “If you like it – use it”;

2. For most of the historical past, before the advance of contemporary means of sound 
recording, both traditional and pop-rock-musicians transmitted their repertoires orally, creating 
many versions of the original song;

3. Both traditional and pop-rock-musicians often create original compositions (particularly in 
polyphonic cultures) together, involving several creative individuals;

4. Both traditional and pop-rock-musical performances do not follow the strict performance 
practice with the clearly defined roles of performers and the audience, as this is the case during 
classical music performances. Both traditional and pop-rock styles have all-inviting (known as 
“participatory”) model, so during the village celebrations, or the rock concerts, everyone present at 
the occasion is invited to join with singing, dancing, clapping, and basically expressing freely their 
emotions (see, for example, Brown, 2014).

As we can see, there are many objective factors to justify the words of John Lennon, who 
famously declared “Today’s folk song is rock and roll.” Indeed, pop- and rock-music have many 
features of traditional music, and can be considered to be the contemporary genres of folk music.

Now, in order to search the ancient roots of contemporary pop and rock styles, let us go into 
the first part of the paper, involving binary division of all the genres of contemporary popular music 
into pop-music and rock-music styles.

 
PART ONE. A dichotomy in popular music: Pop-Music vs. Rock-Music
Division of the entire body of popular music into pop and rock groups have a long tradition, 

although the borders between them have never been clearly defined. In this paper, I am going to try 
to define these borders, although the division that I am suggesting is only one of the possible models 
of defining pop and rock styles and serves the purpose of my paper.
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Despite the widely-known fact that it is virtually impossible to clearly separate any live tra-
dition into groups, I still want to suggest a number of parameters, that can allow us to separate the 
entire body of contemporary popular music into two interrelated but still conflicting styles: (1) 
pop-music style, and (2) rock-music style.

The mainstream musicological discourse about the differences between pop-music and rock 
music styles usually concentrate on the judgmental notions of “authenticity” and “commerciality,” 
where “rock” exemplifies the authenticity, and “pop’ exemplifies commerciality. In this paper, I 
avoid this subjective criterion and instead suggest using several technical and easy-to-define factors.

As we will see, existing differences between pop and rock styles can be found in many aspects: 
in the type of melody, use of harmony, participating instruments, overall sound, singing style, the 
message of the songs, the behaviour of performers on stage and off stage, the behaviour of the fol-
lowers of these styles during the performances and everyday life, and even the performance of these 
styles on charts of general popularity.

Let me very briefly mention the differences between pop and rock music according to all 
above-mentioned factors:

MELODY. Pop-style melody usually has a middle to a wide range, and a more singable qual-
ity, while rock-style melody has a relatively small range, and concentrates on recitation and text 
delivery in the higher range;

SINGING STYLE. Pop uses various emotional expressions, from very gentle, to exciting 
screaming. Rock singing style is very tense, often contains screaming in rage;

HARMONY. Pop-music harmonic language, as a rule, is based on full chords, mostly tri-
ads, and seventh chords, with occasional use of more adventurous jazz chords. The preferred style 
of harmony is homophony (a melodic line above the chordal accompaniment). Rock uses more 
minimalist harmonies, avoids full chords, instead, it uses intervals, particularly perfect intervals 
– fifths and fourths. These intervals (only the ‘root’ and the ‘fifth’ of the triad) are known as “Pow-
er-Chords”. Often there is no harmony at all, as all the instruments play the same “single-note riff” 
in octave; Rock sometimes uses full chords as well, like very dissonant chord with major and minor 
thirds given simultaneously, known popularly as “Jimi Hendrix chord” (C, E, B-flat, e-flat). The 
interaction between the vocal melody and the guitar riffs in rock music style tends to be based more 
on counterpoint than homophony;

INSTRUMENTS. Pop uses a great variety of instruments, from a single instrument (mostly a 
guitar, or a piano/keyboard) to very large ensembles (including classical and jazz instruments, like 
violins, saxophones, etc.). Rock ensemble is more uniform, and usually uses only three instruments: 
lead guitar, bass guitar, and drums, often with a separate singer. Lead and bass guitars often play 
the same riffs. A distorted guitar can be used in both pop and rock styles, but if in pop it is relatively 
rare, in rock distorted guitar sound is absolutely dominating.

OVERALL SOUND. Pop sound varies from very soft and gentle, to quite loud and energetic, 
but still not too heavy and intrusive; Rock overall sound is usually very loud and aggressive;

MESSAGE. Pop song messages are mostly positive. The leading topic of the songs is love. 
Even protest songs concentrate on positive messages. Rock song messages usually contain aggres-
sion, fear, and violence. Instead of love they are mostly about sex, and invoke visions of Satan, Hell, 
fear, nightmares, pain, and death. 

ARTIST BEHAVIOUR. Pop-artists mostly keep themselves on the stage well, and their be-
haviour ranges from polite to mildly provocative, although it varies what is a “polite” or “mildly 
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provocative behaviour” by the cultural standards of the audience and the performing artist. Rock 
artists often try to impress their audience by their anti-social behaviour: they use socially unac-
ceptable language, make use of obscene rude gestures, expose themselves. They try to create and 
keep the “bad boys” image off stage as well by their anti-social behaviour, so they are sometimes 
detained by the police, use prohibited substances, their songs are often banned from the general 
radio channels, and their live shows sometimes get canceled.

AUDIENCE BEHAVIOUR. The audience is very much affected by the behaviour of the mu-
sicians on stage. Pop audiences sing, shout, and dance during the performances. Rock audiences 
are rougher. Apart from singing and dancing, they vigorously respond to the rough language and 
obscene gestures from the band members. The aggression spreads from the stage to the audiences, 
particularly to the so-called “moshpit” with aggressive dancing, involving violent slamming onto 
each other. Medium level violence and fights during and after the rock concerts are quite usual.

CHART ACHIEVEMENTS. Although rock bands have their die-hard followers, there is a 
very big difference in general popularity and chart placements of pop and rock songs. Pop songs 
with their positive messages, as a rule, occupy the highest positions, and even the greatest rock 
songs very rarely go into high positions on the general popularity charts. Even the Led Zeppelin’s 
immortal song “Stairway to Heaven” did not get higher than the 30th place in the USA and UK 
charts.

To conclude the first part of the paper, we can say we have two very different groups within 
contemporary popular music. The first one is positive, lighter, intended to excite and delight the 
audiences, and the second one is aggressive, heavier, expresses negative feelings, fear, hatred, and 
is often intended to shock the audiences and provoke aggressive behaviour.

To avoid misunderstanding, here I probably need to mention that for the purpose of my paper I 
put the dividing line between pop and rock styles at a specific place that not everyone would agree. 
Namely, for me, the “rock style” starts at “heavy metal” style (Led Zeppelin, Jimi Hendrix) and 
goes into heavier (usually later) styles. All the styles lighter than heavy metal style, for me, belong 
to a pop-style.

As always, there are songs that are on the verge of these two styles, comprising various ele-
ments of both pop and rock features. Such songs as a rule use positive messages, occasional full 
chords, and wide range melodies (pop-elements), combined with the use of power-chords, heavy 
drumming, and general heavy sound. Good examples of such a “combined” pop-rock style are 
many Van Halen songs, like their popular song “Dreams.”

It is also very important to remember that the notion of “rock music” has been changing 
throughout the decades, gradually becoming heavier and louder. So the songs that were considered 
as “rock” in the 1960s sound today more as pop songs (like many songs of the Rolling Stones, and 
particularly the Beatles). Generally speaking, the sound of “rock” is getting heavier and louder with 
every decade, and as some unacceptable elements of behavious becomes gradually accepted for 
western society, rock musicians try to push the existing boundaries even further.

 
PART TWO. How deep are the roots of pop and rock styles?
There is a venerated tradition to link contemporary forms of pop and particularly the rock 

music to the musical forms created by African slaves brought to the USA (see, for example, Mid-
dletone, 1972, 1990). I fully agree with this idea, but want to go further, and search for earlier 
precursors of popular musical styles. Namely, I am going to link the two stylistically different styles 
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of popular music (pop and rock styles) to the two important and very different primordial evo-
lutionary functions of human music.

In several of my books (Jordania, 2006, 2011, 2014, 2017) I argued that the human passion for 
singing (and particularly group singing) was the result of forces of natural selection, not a cultural 
invention. Human ancestors, according to my model, were using two very different styles of music 
for two very different purposes: (1) relaxation and (2) preparing for aggression.

THE FIRST FUNCTION: relaxation.
The soft and gentle humming was an important means to create a comforting feel among the 

group members. This is true for many social animals (horses, cattle), who constantly make haphaz-
ard sounds, so-called “contact calls” to assure group members that everything is safe around, no 
predator threats were detected, and they all can relax.

These seemingly haphazard contact calls have another very important function as well, the 
function of warning group members of the possibility of danger. Instead of making a warning call, 
many social animals (like horses, or cattle) use silence. Humans, as a profoundly social species, 
most likely did the same, using silence to communicate danger. Even today, complete silence for 
humans creates a psychologically tense and potentially devastating effect of panic attacks. That is 
the reason we try to avoid silence by various means, use humming, whistling, finger drumming, 
talking to ourselves.

Lullabies that parents sing (or hum) to young children to relax them, is probably the carrier of 
this ancient function of music. I suggested earlier that the function of lullabies in hominid groups 
was carried out by the group contact calls. Lullabies that are sung today by one of the parents must 
be a relatively late phenomenon, after humans started living in specially built dwellings, and were 
separated into families. Listening to the soft soothing sounds still has a profound effect on human 
psychology, not only the babies, and is widely used in the dynamically developing new sphere 
known as “music therapy.” (This power of music was known in traditional societies for millennia.)

THE SECOND FUNCTION: Preparing for violent confrontation.
 Another, and very different aim of the use of musical sounds was creating the effect of the 

“battle trance.” This state was needed in critical moments to prepare our ancestors for the violent 
confrontations with the predators or the rival groups. This was a very different type of music with a 
totally different sound and different psychological aim.

Unlike the soft humming sound, that was a part of everyday life, this style of music was very 
energy-consuming and was strictly connected to a vigorous and relatively short ritualistic action. 
It was based on extremely loud singing in dissonant intervals, probably occasional screaming, vig-
orous threatening body movements (precursor of the dance), foot-stomping, clapping, and stone 
hitting, all happening with the relentless vigorous rhythmic formulas.

The effect of this overwhelming “wall of sound” was aimed both to the (1) opponents (preda-
tors, enemies – external effect), and (2) the members of the group, participants of this ritual (internal 
effect).

The external effect on the rivals was the creation of psychological shock via audio and visual 
attack. The famous display of New Zealand Maori war dance “haka”, used today by the New 
Zealand rugby team before the sporting game is probably the best-known example of this ancient 
function of group ritual display, aiming to scare the opponents.
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The second, internal, a probably more important goal of this ritual display of unity was put-
ting the participant group members into the “Battle Trance”. This is an altered state of conscious-
ness where participants do not feel fear and even physical pain, they are not concerned about their 
safety, and act in the best interests of the group, often displaying the increased physical abilities (see 
Jordania, 2011; Wade, 2016).

This phenomenon is widely known from the ancient literature (Sumerian Gilgamesh and Il-
liad) to the contemporary days, with the contemporary Western military personnel using dancing 
and singing before the combat missions (Pieslak, 2009). And for some strange reason, the serious 
experimental works to study this altered state of consciousness is still sorely lacking.

And a small conclusion at the end of my paper:
In this paper, I proposed that the presence of the two very different functions of primordial 

human music: (1) creating comforting, soothing sound of social unity and relaxation, and (2) an 
overwhelming wall of aggressive sound, aimed to scare the opponent and create Battle Trance, a 
very specific altered state of consciousness among the members of the group, were the evolutionary 
precursors of two faces of contemporary human popular music, known to us today as pop-music 
and rock-music. Singing and music had probably several other functions in human history (some 
earler, and some acquired later) but I wanted to concentrate on the two primary (and probably the 
earliest) functions of human music for the purpose of comparing them with two styles of contem-
porary popular music.
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nino ciciSvili
(avstralia/saqarTvelo)

„sinTezi“ da „fiuJeni“ 
rogorc kulturaTa Soris urTierTobis ori gza

dRevandeli moxseneba eZRvneba tradiciuli da Tanamedrove musikis urT-
ierTgavlenis procesebs, Tumca ufro farTod, is, agreTve, moicavs sxvadasxva 
musikaluri stilisa da kulturaTa urTierTSeRwevis processac. kulturaTa 
Serwyma aris universaluri procesi romelic mimdinareobs gamudmebiT da yvel-
gan.

moxsenebis mTavari hipoTeza aris musikalur kulturebs Soris urTier-
Tobis ori gansxvavebuli tipis SemoTavazeba: fiuJeni da sinTezi/Serwyma. fiu-
Jeni zogjer ganmartebulia, rogorc musikosebisaTvis axali scena, axali re-
kord-iarliyebisa da axali RonisZiebebis Seqmna, sadac musikosebi xvdebian da 
azrTa urTierTgacvlas awarmoeben1. 

Tavdapirvelad termini „fiuJeni“ aRwerda jazis improvizaciebisa da rTu-
li rokis TanamSromlobas. TandaTanobiT daiwyo eTno elementebis SeWrac jaz-
Si. amis pionerad Tvlian cnobil saqsafonists jon koltrens (audiomag. 1).

 aq vxedavT umaRlesi donis muzicirebis dones da musikaluri Tematikis 
gaazrebis siRrmes, romelSic induri klasikuri musika da jazi urTierTSerwy-
mis mTavar komponentebs warmoadgenen. miuxedavad amisa, mainc aSkaraa rom orive 
musikaluri stili inarCunebs Tavis avtonomias.

1990-iani wlebidan globalizaciis pirobebSi eTnikuri musikis komerciuli 
warmatebis Sedegad eTnojazma damoukidebeli mniSvneloba SeiZina. aqcenti ga-
datanili iqna ara-dasavluri, eTnikuri/tradiciuli musikis dasavlur inter-
pretaciaze2. 

SedarebiT axali qarTuli eTno-jazis magaliTia ansambli „Sin“. pativi mqon-
da maT Sevxvedrodi 2008 wels StudgartSi, Cems kvlevasTan dakavSirebiT.

musikaluri nomeri, romelsac exla moismenT aris „batoni yansav yifianes 
valsi“, qarTuli xalxuri simReris erT-erTi yvelaze ostaturi da gemovnebiani 
gaazreba jazis konteqstSi. ansambli „Sin“ yenebs „yansav yifianes“ melodiur-har-
moniul formulas, magram, agreTve, amatebs qarTuli musikis sxvadasxva diale-
qtur da musikalur principsac. simReris stili skat-jazTan da, imavdroulad, 
dasavlur qarTul e.w. wvriliT simRerasTan aris dakavSirebuli. improvizaciac 
am SemTxvevaSi aaxlovebs jazs da qarTul folklors erTmaneTTan. miuxedavad 
amisa, orive mediumi, jazic da qarTuli folkloric, inarCunebs Tavis damou-
kidebel arsebobas da maTi Serwyma ar qmnis arsebiTad axal stils romelSic ori 
kulturis niSnebi Seucnobadi iqneboda (audiomag. 2, 3). 

1 „fiuJenis“ gansazRvreba: https://www.bbc.co.uk/bitesize/topics/z3dqhyc/articles/zr4fscw).
2 https://www.wikiwand.com/en/Ethno_jazz.
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sinTezi
mniSvnelovan istoriul momentebSi kulturebis Sexvedram, SesaZloa, ufro 

Rrma Serwymis saxe miiRos, rasac vuwodeb „sinTezs.“ es rom moxdes, musikaluri 
ostatoba da musikosTa eqsperimentuli Zieba, Tundac politikuri movlenebis 
fonze, ar aris sakmarisi. aucilebelia mniSvnelovani kulturul-istoriuli 
foni da es foni, samwuxarod, xSirad aris dampyrobeli omebi, xalxTa Sevi-
wroveba da asimilacia, mosaxleobis mniSnelovani masebis gadaadgileba, monoba, 
gaWirveba da a.S. aseTi procesis da mis Suagul warmoqmnili musikalur-kul-
turuli sinTezis magaliTi, Cemi azriT, aris jazis adreuli formebi amerikaSi 
(audiomag. 4). 

Ria, aramdgradi vokalizacia, dacureba, melizmebi, SeCerebebi da farTo 
intervalebi, bluzis kilo, afrikuli warmoSobisaa, Tumca funqciuri harmo-
niulobis Casaxva evropuli saTaveebisken migviTiTebs. miuxedavad am sxvadasxva 
elementebisa, SeuZlebelia saubari afrikuli an evropuli warmoSobis specifi-
kur simReraze, melodiaze, an akordul Tanmimdevrobaze.

sinTezis kidev erTi saintereso nimuSia kaxuri sufruli simRerebis stili, 
romlis warmoSobis sakiTxebsac me vuZRveni specialuri statia (audiomag. 5)3. 

es aris sinTezi da ara fiuJeni swored imitom, rom SeuiaraRebeli Tval-
iT da dargTaSorisi analizis gareSe SeuZlebelia aq davinaxoT kulturebis 
Serwyma. Cems miTiTebul statiaSi, arqeologiur-istoriuli monacemebis gaT-
valiswinebis safuZvelze gamovTqvi mosazreba, rom aRmosavleT saqarTvelos 
simReris es stili unda iyos aRmosavluri (aziuri) da avtoqtonuri (kavkasiuri) 
kulturebis Serwymis Sedegi, romelic mohyva aRmosavleT saqarTvelos teri-
toriaze indoevropuli tomebis Semosvlas 5-6 aTasi wlis win. am procesis de-
talebze aq aRar SevCerdebi. aRvniSnav mxolod, rom sinTezi sufrul simRerebSi 
imdenad organulia da sxva kulturebis niSnebi imdenad Zireuladaa saxeSecvli-
li, rom maTi SemCneva SeuZlebelia. 

Sejamebis saxiT avRniSnav, rom fiuJeni aris tradiciisa da Tanamedroveobis 
kombinacia gamorCeuli, ambiciuri individualuri profesionali musikosebis 
iniciativiT. Tumca sxvadasxva stili jerjerobiT ar iZleva Rrma sinTezs da 
ar yalibdeba, arsebiTad, axal stilad, romlis Semadgeneli ingredientebic Se-
umCneveli gaxdeboda. Cven advilad gamovarCevT indur, qarTul, da Tanamedrove 
dasavluri musikis komponentebs. aseT Serwymas Tavisi upiratesoba aqvs: tradi-
cia SenarCunebulia da mas ar emuqreba Zireuli gardasaxva. es, agreTve, miu-
TiTebs tradiciis siZlierezec. meore mxriv gvaqvs „sinTezi“, romelic rTul 
istoriul da wina-istoriul procesebSia Camarxuli, da misi saTaveebi ufro 
vrcelia. mis SeqmnaSi mosaxleobis ufro farTo fenebi da farTo istoriuli 
procesebia CarTuli. sinTezis procesSi monawile stilebi ise erwymian erT-
maneTs, rom Sedegad viRebT arsebiTad axal, gavlenian da damoukidebel stils.

3 Tsitsishvili, Nino (2010). “A Historical Examination of the Links Between Georgian Polyphony and Central 
Asian-Transcaucasian Monophony.” In Echoes from Georgia: Seventeen Arguments on Georgian Polyphony, eds. 
Tsurtsumia, Rusudan and Joseph Jordania. Nova Science Publishers, pp. 195-214.
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audiomagaliTebi

1. „me rac miyvars“ kinofilmidan „musikis hangebi“. https://www.youtube.com/watch?v=8d-
9cD_Es9k4&ab_channel=HassanKhan

2. „yansav yifiane“ tradiciuli. http://www.alazani.ge/base/georgika/Georgika_-_Yansav_Yipi-
ane.mp3

3. ansambli „Sin“. „batoni yansav yifianes valsi.“ https://www.youtube.com/watch?v=C1BLY-
hccpbs&ab_channel=TheShin

4. “O more my lord/meti ara, RmerTo”, religiuri himni, cixis bluzi, Sromis simRera, 
alan lomaqsis Canaweri. https://www.youtube.com/watch?v=GQ7j4K45Dl8 

5. kaxuri burdonuli simRera „berikaci var“. https://music.youtube.com/watch?v=XNN-
a7Q3F63Q&list=RDAMVMXNNa7 Q3F63Q 
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NINO TSITSISHVILI
(AUSTRALIA/GEORGIA)

“SYNTHESIS” AND “FUSION” AS TWO DISTINCT FORMS 
OF RELATIONSHIP BETWEEN DIFFERENT MUSICAL CULTURES

My paper concerns an interplay between the traditional (village) and the modern (urban, pro-
fessional, foreign) forms of music-making. More broadly, it is about the process of interaction 
and blending between different musical-cultural mediums, the styles that might have existed inde-
pendently until they met and started to infiltrate each other. This represents a universal process, it 
could happen anytime and anywhere.

The hypothesis proposed in my paper is that there are two distinct types of mixture between 
different musical styles: fusion and synthesis. Fusion is sometimes described as “a new scene of 
musicians, new record labels and events where musicians can meet up and exchange ideas.”1

Fusion
Originally the term “fusion” in music described a mixture of jazz improvisation and the power 

and rhythms of rock. Gradually ethnic elements started to infiltrate jazz as well. The origin of eth-
no-jazz has extensively been ascribed to saxophonist John Coltrane. High quality of musicianship 
and depth is present in this blend of Indian classical music and jazz. However, the two musical 
cultures retain their autonomy (audio ex. 1).

“An independent meaning of ethno-jazz emerged around 1990 through the commercial suc-
cess of ethnic music via globalization, which especially observed a Western focus on Asian musical 
interpretations”.2 

One of the most classic examples of a relatively new ethno-jazz in Georgia is ensemble The 
Shin. I had an honour to meet some members of The Shin ensemble in Stuttgart in 2008, when I 
interviewed them for my research.

The example that I am going to play is “Swanny Waltz”, one of the genius renderings of a 
Georgian folk song and of some other, more general stylistic principles of Georgian folk music in 
the context of jazz. Based on a Svan three-part song, it starts with the main tune of the song in a 
waltz rhythm, introduced by solo guitar and vocals, to be explored in a jazz-style improvisation, 
combined with Gurian/west Georgian contrastive polyphonic style based on fascinating chord pro-
gressions and the vocal style known as tsvrili. This style of singing from Guria matches jazz scat 
singing. At the end of the song, at the point of climax, we hear a more traditional arrangement of 
the Svan song (audio ex. 2).

Common principles shared between jazz and Georgian polyphony include the singing on vo-
cables rather than of meaningful lyrics /improvisation, harmonic-chordal thinking, key changes 
(audio ex. 3). 

1 https://www.bbc.co.uk/bitesize/topics/z3dqhyc/articles/zr4fscw).
2 (https://www.wikiwand.com/en/Ethno_jazz).
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Synthesis
It seems to me that at crucial historical moments combination of styles might lead to a deeper 

blend, which I call “synthesis.” For a synthesis to occur, there must be more than experimentation 
and musicianship. There should be a significant cultural and historical backdrop, amidst struggles 
and confrontation, population movements and assimilations, sufferings and oppression associated 
with our human history. An example of such complex process and the musical synthesis that origi-
nated from it, might be early jazz (audio ex. 4).  

The open, liquid vocal quality and a flowing melodic style with holds, sliding, melisma, and 
many wide intervals and blue, bent notes might be the musical principles that connect early jazz to 
its African roots. On the other hand, budding harmonic progressions clearly point to the European 
roots. However, it is impossible to point to a specific song, piece or tune from Africa or Europe.

Another very interesting example of synthesis is east Georgian drone polyphony from Ka-
kheti. I dedicated a special article to the origins of the east Georgian drone polyphony (Tsitsishvili, 
2010: 195–214; audio ex. 5).

  
This style is synthesis because, the different cultural elements are organically blended here. 

Ornamentation and melismas point to the Middle East while the polyphonic and harmonic context 
clearly situates it in the local, Caucasian polyphonic tradition. Unless we analyse and examine it in 
an interdisciplinary context, looking at archaeological findings and pre-historic assimilation pro-
cesses on the territory of Georgia several thousand years ago, we cannot guess that it is a combina-
tion of different styles and cultures of different ethnicities and populations. Based on archaeological 
findings, I proposed that this style must be a result of the influx of a new, presumably Indo-Euro-
pean language-speaking population in the territories of eastern Georgian plains, some 5,000 years 
ago. I won’t go into the details as they are discussed in the above-mentioned article. The process 
of blending is so well hidden behind the curtains of the past, that we perceive it as an independent, 
typically Georgian style, which it certainly is.

To summarise my definition of the fusion and synthesis, the fusion seems to be a combination 
of tradition and modernity, initiated by adventurous individual artists or bands. However, these 
merged styles still exist separately from each other. The different cultural sources used in fusion 
do not give us a blend of a completely new nature, in which a listener will no longer be able to 
distinguish between the specific constituent ingredients, such as Indian raga mode or the Svan 
song Qansav Qipiane tune, or the Georgian singing style of tsvrili. The boundaries between the 
different cultural sources are not yet drastically disrupted in the fusion. The fusion also allows 
a tradition to be maintained in its pristine form. On the other hand, the synthesis takes origin in 
complex historical processes, and the roots of “synthesis” are in communities and history rather 
than in purely artistic and professional experimentations. In the process of synthesis the constituent 
cultural principles are blended so that they give rise to an entirely new, influential and widely spread 
independent musical style.
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Audio examples

1. John Coltrane “My Favourite Things”. https://www.youtube.com/watch?v=8d9cD_Es9k4&ab_chan-
nel=Hassan  Khan

2. “Qansav qipiane”, Svan traditional song. http://www.alazani.ge/base/georgika/Georgika_-_Yansav_
Yipiane.mp3

3. Ensemble Shin “Swanny Waltz of Qansav qipiane”. https://www.youtube.com/watch?v=C1BLYhc-
cpbs&ab_channel=TheShin 

4. “No More My Lord” – Religious hymn/gospel, prison blues, a work song, recorded by Alan Lomax.
https://www.youtube.com/watch?v=GQ7j4K45Dl8

5. Kakhetian table song “Berikatsi Var”. https://music.youtube.com/watch?v=XNNa7Q3F63Q&list=R-
DAMVMXNNa7Q3F63Q
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Teona lomsaZe 
 (saqarTvelo)

folk-fiuJeni qarTul musikalur realobaSi

xalxuri musika Tanamedrove msoflioSi (maT Soris, saqarTveloSi) sxvadasx-
va formiT funqcionirebs. es formebi xalxuri musikis ganaxlebis procesis (mu-
sic revival) Sedegad warmoiSva da misi Tanamedrove pirobebSi arsebobis ramdenime 
gansxvavebuli saxe Seqmna. 

musikis ganaxlebis procesis SeswavlaSi erT-erTi pioneri, amerikeli eTno-
musikologi Tamara livingstoni am movlenis Semdegnair gansazRvrebas gvTava-
zobs: „musikis ganaxlebis moZraoba warmoadgens nebismier socialur moZraobas, 
romelic miznad isaxavs im musikaluri tradiciebis aRdgenasa (restavracias) 
da Senaxvas, romelsac TandaTanobiT dakargvis an samudamod warsulSi gaqro-
bis safrTxe emuqreba. moZraobis mizania: 1) iarsebos, rogorc Tanamedroveobis 
yvelaze masStaburi musikaluri movlenis, e.w. `meinstrimis~ – pop-kulturis 
opoziciam da alternativam. 2) ganaviTaros ukve arsebuli musikaluri kultu-
ra istoriulad dadgenili faseulobebisa da musikis ganmaaxleblebis mier ga-
moxatuli auTentikurobis meSveobiT~ (Livingston, 1999: 68). miuxedavad imisa, rom 
livingstoniseul ganmartebaSi musikis ganaxleba definirebulia, rogorc Tan-
daTanobiT dakargvis  safrTxis winaSe arsebuli musikaluri tradiciebis aRd-
genasa da Senaxvaze orientierebuli socialuri moZraoba, is, amavdroulad, Ses-
abamisobaSi modis qarTul xalxur musikaSi mimdinare Tanamedrove procesebTan. 
kerZod, musikalur-folkloruli tradiciis uwyveti ganviTarebis gamo marTa-
lia is aRdgenis aucileblobis winaSe ar dgas, magram am tradiciis Senaxvis da, 
Sesabamisad, misi dakargvis safrTxis Tavidan acilebis procesi saqarTveloSi 
bolo aTwleulebis manZilze gansakuTrebiT aqtiurad mimdinareobs. amdenad, 
dRes qarTul folklorSi arsebuli tendenciebi folkloruli musikis ganax-
lebis sayovelTao procesis lokalur gamoxatulebad isaxeba.  

musikis ganaxlebis zemoaRniSnul Taviseburebebs Tu gaviTvaliswinebT, 
SegviZlia vTqvaT, rom qarTuli xalxuri musika ganaxlebis procesis Sedegad sami 
ZiriTadi saxiT warmogvidgeba. esenia: sasceno folklori, folkloruli elf-
eris mqone Tanamedrove saavtoro nimuSebi, e.w. `fsevdo-folklori~ (kotrikaZe, 
2019: 2), romelsac Cven ̀ pop-folkis~ saxelwodebis qveS vaerTianebT da qarTuli 
folk-fiuJen musika, romelic tradiciuli musikisa da dasavluri popularuli 
musikis mimdinareobebis (jazi, roki, popi, eleqtronuli musika da a.S.) sinT-
ezis Sedegad Seqmnil musikalur erTeuls warmoadgens. SeiZleba iTqvas, rom es 
ukanaskneli yvelaze didi stiluri mravalferovnebiT xasiaTdeba. 

moxsenebis mizania, folk-fiuJenis musikaluri mimarTulebis gansazRvra 
da msoflioSi arsebuli msgavsi musikaluri erTeulebis  ganxilva; qarTuli 
folk-fiuJenis Casaxvisa da ganviTarebis adreuli etapebis istoriul dinami-
kaSi warmodgena. naSromi emyareba Cem mier sadoqtoro kvlevis farglebSi mop-
ovebul masalas. 

unda iTqvas, rom eTnomusikologiur naSromebSi termini folk-fiuJeni ar-
sadaa gamoyenebuli. is ar iZebneba arc vikipediaSi, sadac is `Tanamedrove folk 
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musikis~ (contemporary folk music) saxeldebiTaa Canacvlebuli. es ukanaskneli, Zir-
iTadad, amerikuli folkloris ganaxlebis processa da am dros warmoqmnil 
musikalur simbiozebs aerTianebs. miuxedavad wyaroebis simwirisa, unda iTqvas, 
rom internet-sivrceSi termini folk-fiuJeni (an misi romelime qvemimarTulebis 
saxelwodeba) mainc figurirebs da is msoflios sxvadasxva kuTxis musikosebis 
SemTxvevaSia naxsenebi (balkanuri folk-repi, indo-uelsuri jaz-fiuJeni da 
a.S.), rogorc `kategoria, romelic miznad isaxavs daikavos uzarmazari nawili 
im namuSevrebisa, romlebsac artistebi tradiciuli musikis xelaxali gadaazre-
biT qmnian~ (Estaff, 2018). 

Tanamedrove eTnomusikologiasa Tu musikis industriaSi folk-fiuJenis 
msgavi musikaluri simbiozis aRmniSvnel ramdenime termins vxvdebiT.  maT Soris 
yvelaze farTod gavrcelebulia `msoflio musika~ (world music). eTnomusikolo-
giuri literaturis gacnobis Sedegad SeiZleba davaskvnaT, rom msoflio musika 
industrial-komercializebuli produqtia, romelic tradiciuli musikis el-
ementebis Tanamedrove gamoxatulebebs  sabazro sistemisa da misi Rirebule-
bebis perspeqtividan fuTavs, swored msoflio musikis saxelwodebiT. Tumca, 
mkafiod unda aRiniSnos, rom msoflio musikisa da folk-fiuJenis aRmocene-
ba-gavrcelebis faqtorebis Tanxvedris miuxedavad, am or musikalur stils So-
ris arsobrivi sxvaobaa. yovelive es mkafiodaa gamoxatuli indianas universi-
tetis profesor, karl rahkonenis gansazRvrebaSi: `msoflio musika, SesaZloa, 
saukeTesod ganimartos imiT, rac masSi ar moiazreba. is ar aris dasavluri 
sakompozitoro, folk an popularuli musika. amasTan, msoflio musika SeiZleba 
iyos tradiciuli (folk), popularuli da klasikuric ki, Tu is eTnikur an saz-
RvargareTul elementebs Seicavs. martivad rom vTqvaT, is ar aris `Cveni musi-
ka~, is `maTi musikaa~, musika, romelic viRac sxvas ekuTvnis~ (Rahkonen, 1994: XX). 

rahkonenis midgoma, rom `msoflio musika~ esaa `maTi~ da ara `Cveni musika~ 
da rom is erTi nimuSis farglebSi ramdenime sxvadasxva qveynis tradiciuli 
musikis elementebs aerTianebs, ukve sakmarisi mizezia imisaTvis, rom Cveni kv-
levis arealSi moqceuli qarTuli tradiciuli musikis elementebis Semcveli 
musikaluri erTeulis definirebisas es termini ugulebelvyoT. mis nacvlad, ki 
termini `folk-fiuJeni~ davamkvidroT, romelic uSualod qarTul musikalur 
realobazea morgebuli da metnaklebi sisavsiT gamoxatavs masSi Cadebul Si-
naarss – qarTuli tradiciuli musikisa da popularuli musikis sinTezs. 

folk-fiuJenis sinonimur kidev erT terminad SeiZleba moviazroT balti-
ispireTis qveynebSi (estoneTi, lietuva da latvia) gavrcelebuli saxelwodeba 
`postfolklori~. es termini pirvelad 1993 wels Semoitana latviurma bendma 
ilgi, romelic Tavisi SemoqmedebiT arc folk-Semsruleblis kategoriaSi jde-
boda da arc pop-jgufisa. es iyo jgufi, romelic folkloruli instrumentebis 
gverdiT akustikuri gitaris JReradobis kombinirebiT originalur saavtoro kom-
poziciebs qmnida. jgufis popularobisa da avtoritetulobis gaTvaliswinebiT, 
`postfolklori~ SemdgomSi aqtiurad aiTvises msgavsi musikaluri stilis mqone 
latviur-lietuvurma jgufebma. Tumca ver vityviT, rom es termini folk-fiuJenis 
zusti analogia, pirvel rigSi, gamomdinare iqidan, rom postfolkloris stili 
Tavis TavSi ar moiazrebs mTel im musikalur mravalferovnebas, rasac Cven mier 
SemoTavazebuli termini folk-fiuJeni itevs. amasTan, termini `postfolklori~ 
TavsarTiT ̀ post“ (rac niSnavs Semdegs, am SemTxvevaSi, ki folkloris Semdgom musi-
kas) Tavis TavSi folkloruli elementebis gamoyenebis ucileblobas ar moiazrebs. 
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qarTuli folk-fiuJenis istoriul perspeqtivaSi ganxilvisas unda gaviT-
valiswinoT, rom am musikaluri mimarTulebis Casaxvasa da mis adreul ganvi-
Tarebaze (1920-30-iani wlebidan vidre XXI saukunemde)  uSualo gavlena moaxdina 
qveyanaSi arsebulma ama Tu im politikurma kursma da socio-kulturulma re-
alobam. yovelive amis anareklia sabWoTa reJimis pirobebSi  misadmi protes-
tis niSnad mimdinare musikaluri procesebi,  wamowyebebi Tu eqsperimentebi. 
miT ufro, Tu gaviTvaliswinebT folk-fiuJenis bunebas. misi Semadgeneli orive 
Janrobrivi komponentis – tradiciuli musikisa da popularuli musikis (gan-
sakuTrebiT, rokisa da alternativis mimarTulebebi) erT-erTi maxasiaTebeli 
sociumis awmyoseuli mdgomareobis uSualo asaxva da masze reagirebaa. 

SeiZleba iTqvas, rom qarTuli folk-fiuJeni sabWoTa popularuli musikis, 
e.w. `estradis~ konteqstSi Caisaxa. rogorc viciT, sabWoeTSi yvelanairi „msub-
uqi~, „gasarTobi~ musika (klasikuri, e.w. `seriozuli~ musikis sawinaaRmdegod) 
swored estradis kategoriaSi erTiandeboda. Tumca sabWoTa estradis uzarma-
zar sivrceSi qarTuli saestrado musika gansxvavebul da originalur musikalur 
stilad Camoyalibda, ris erT-erT ganmapirobebel faqtoradac iqca saestra-
do nawarmoebebSi qarTuli folkloris elementebis SeWra. amdenad, miuxedavad 
sabWoTa musikisTvis damaxasiaTebeli „adgilobrivi warmoebis eleqtroinstru-
mentebis ararafinirebuli JReradobisa da sayovelTaod gavrcelebuli rusuli 
Sliagerebis gavlenisa, qarTulma sabWoTa estradam moaxerxa originaluri niSa 
moepovebina“ (cqitiSvili, 2014: XX) 

qarTuli sabWoTa estrada sxvadasxva musikaluri stilis nazavs warmoadgen-
da, romelTa Sorisac iyo jazi, roki da gaorkestrebul-aranJirebuli qarTuli 
folklori. swored es adasturebs, rom saqarTveloSi sxvadasxva musikaluri 
stilis sinTezis praqtika jer kidev sabWoTa periodSi Caisaxa. Tumca, bunebriv-
ia, es procesi arasdros yofila definirebuli fiuJenad – sityva-sityviT Tu 
vTargmniT, Serwymad, `erTi obieqtis/erTeulis misaRebad ori an meti sagnis 
SekavSirebis procesad~ (Lexico, XX). aqve unda vaxsenoT, rom profesiuli musikis 
sferoSi jer kidev sabWoTa estradamde arsebobda xalxuri musikis gamoyenebis 
faqtebi. Tumca folk-fiuJenis, rogorc popularuli musikis sazRvrebSi mo-
qceuli musikaluri mimarTulebis kvlevisas msgavs SemTxvevebs ar ganvixilav. 

qarTuli folk-fiuJeni erTgvar `qolga termins~ warmoadgens da masSi ar-
aerTi qve-mimarTulebaa gaerTianebuli (eTno-jazi, folk-roki, folk-alterna-
tiva, progresiv-folki). Tumca qarTul musikaSi folk-fiuJeni Tavdapirvelad 
eTno-jazis qvemimarTulebis saxiT gamovlinda. 

qarTuli folklorisa da jazis sinTezis pirvelma mcdelobebma Tavi iCina 
1954 wels guram bzvanelis xelmZRvanelobiT daarsebul pirvel qarTul da am 
mimarTulebaSi metad gavlenian politeqnikuri institutis jaz-kvartetis (e.w. 
„gepeis kvarteti“) stilSi. Semdgom es mimarTuleba kidev ufro ganviTarda da 
araerTi saestrado jgufi Tu proeqti gaaerTiana (orera, dielo da a.S.) (vid-
eomag. 1). Tumca eTno-jazis yvelaze gamokveTili maxasiaTeblebiTa da Tundac, 
eTno-jazad saxeldebis TvalsazrisiT, pirveli da umniSvnelovanesi jgufi 80-
iani wlebis bolos Seqmnili adio gaxldaT. maTi albomi (1995 w.) erTgvar musi-
kalur ideals warmoadgens qarTuli eTno-jazis mimdevrebisTvis. masSi Semavali 
kompoziciebi qarTuli tradiciuli musikis elementebisa da jazis Serwymis sx-
vadasxvagvar teqnikazea agebuli (videomag. 2). 

qarTuli folk-fiuJenis qronologiurad Semdegi qvemimarTuleba, aseve, 
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sabWoTa musikis konteqstSi gaCenili qarTuli folklorisa da rokis sinTetu-
ri formaa (Cven mier folk-rokad saxeldebuli). pirvel rigSi, unda aRiniSnos, 
rom sabWoTa kavSirSi rokis da popularuli musikis ori forma Tanaarsebob-
da. pirveli iyo filarmoniuli vokalur-instrumentuli ansamblebi (romelTa 
ricxvsac ansambli 75 miekuTvneboda), meore ki – `iatakqveSa~ rok-kultura, 
anu is rok-ansamblebi, romlebic TavianTi musikis radikalobisa da gamokveTi-
lad dasavluri ieris gamo ar iyo oficialurad aRiarebuli Tu mxardaWerili 
(Tsitsishvili, 2005: 505_512). amaTgan, maTi umravlesoba saavtoro musikas ar qm-
nida da dasavleli rok-musikosebis repertuars asrulebda, Tumca arsebobda 
gamonaklisebic. kerZod, gitaristebi kako vaSalomiZe da baCi qitiaSvili (ber-
muxas solisti), vinc ara mxolod saavtoro kompoziciebs qmnidnen, aramed 70-
iani wlebidan dawyebuli aqtiurad mimarTavdnen qarTul tradiciul musikas da 
mis dasavluri rokis elementebTan Serwymas axorcielebdnen. maT repertuarSi 
Sedioda xalxuri pirvelwyaros saxelwodebis mqone kompoziciebi (mwyemsuri, 
qalaquri, TuSuri (kako vaSalomiZe), didavoi nana, arwivi (bermuxa), romlebic 
qarTuli folkloruli intonaciebis rok-gitaris improvizaciul partiebSi 
organul Serwymas isaxavda miznad (videomag. 3).

SeiZleba iTqvas, rom qarTuli folk-fiuJenis adreuli ganviTarebis nay-
ofia kidev erTi  qvemimarTuleba, folk-alternativa. misi sawyisebi 80-iani 
wlebis bolos  gaCnda, maSin, roca manamde iatakqveSa kulturaSi mimaluli mkve-
Trad dasavluri ideologiis matarebelma axalgazrdobam sakuTari poziciisa 
da saprotesto ganwyobis sajarod afiSireba daiwyo. pirvel rigSi, sakuTari 
Tamami CacmulobiTa da zogadad, cxovrebis stiliT, rac gansakuTrebiT mZaf-
rad maT SemoqmedebaSi gamovlinda. 

sainteresoa, rom es qveynisaTvis gardamtexi periodi (80-ianebis bolo da 
90-ianebis dasawyisi) qarTuli alternatiuli musikis ayvavebis xanad gvevline-
ba. es provokaciuli garegnobisa da mkveTrad dasavluri faseulobebis mqone 
alternatiuli musikis Semsruleblebi adgilobrivi koloritis Sesaqmnelad 
ara mxolod qarTul enas, aramed zogjer qarTuli folkloruli musikis el-
ementebsac mimarTavdnen. am mimarTulebis yvelaze gamokveTili figurebi, xe-
lovan-aqtivistebi dada dadiani da irakli Carkviani „yovelTvis cdilobdnen 
SeeqmnaT formisa da Sinaarsis TvalsazrisiT originaluri da, rac mTavaria, 
aqtualuri qarTuli musika“ (xaduri, 2015: XX). 1993 wels sacxovreblad brita-
neTSi gadasvlamde ganxorcielebul dada dadianis bolo proeqts Georgian Dance 
Empire (qarTuli cekvis imperia), sadac erTmaneTs harmoniulad Seerwya dadas 
interesebis sferoebi (qarTuli folklori, britanuli eleqtronuli musika da 
amerikuli hip-hopi), dRemde musikosis erT-erT saukeTeso albomad Tvlian (vid-
eomag. 4).

amave periods ukavSirdeba irakli Carkvianis pirveli solo albomi Swan 
Song (gedis simRera), romelic qarTuli alternatiuli musikis yvela drois 
erT-erT saukeTeso albomadaa aRiarebuli. mogvianebiT, ukve fsevdonimiT mefe, 
cnobilma musikosma qveyanaSi arsebuli realobisadmi sakuTari protesti dau-
faravad gaaJRera simReraSi saqarTvelo (1999 w.). qarTuli tradiciuli musikis 
elementebi saukeTesod gamoxataven simReris ZiriTad ideas. kerZod, qarTuli 
folkloruli dasartyami instrumentis, dolis imitacia metad Zlevamosil at-
mosferos qmnis daskvniTi frazis gasaJRereblad – ̀ Cven movigebT oms~. amasTan, 
qarTuli qalaquri simReris patara gogo damekarga citireba simbolizirebs 
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samSoblos (saqarTvelos), romelic 1990-ianebis socio-politikur qaosSia Ca-
karguli (videomag. 5).

rogorc vxedavT, ama Tu im formiT, es dasavluri orientaciis, `kosmopol-
ituri~ identobis matarebeli axalgazrdoba erovnuli suliskveTebiT savse 
jgufs Seerwya da 1980-ianebis bolos qarTuli sociumi erTaderTi ideis – 
saqarTvelos damoukideblobis mopovebis garSemo gaerTianda. aRniSnuli sazo-
gadoebrivi cvlilebebis Sedegad politikurma cvlilebebmac ar daayovna da 
1991 wels qarTulma saxelmwifom 70 wliT dakarguli damoukidebloba aRidgina. 
damoukideblobis aRdgenis Semdgom qveynis socialur-kulturuli mdgomareoba 
radikalurad Seicvala. Sida politikuri dapirispirebebisa da omebis Sedegad 
qveyana TiTqmis aTwlian krizisul fazaSi Sevida, ramac bunebrivia mkveTrad Sea-
ferxa misi kulturuli ganviTareba, rac bunebrivia, folk-fiuJenis musikalur 
mimarTulebazec aisaxa. 

2000-ian wlebidan, rodesac musika cifruli failebis saxiT msoflioSi  
masobrivad gavrcelda, popularuli musikis formebi kidev ufro globaluri 
da sayovelTao gaxda, originaluri tradiciuli musikaluri kulturebis arse-
bobis paralelurad. saqarTveloSi, msgavsad msoflios mravali qveynisa, popu-
laruli musikisa da tradiciuli musikis sinTeziT axali musikaluri formebi 
Seiqmna, romelTa umravlesoba folk-fiuJenis qvemimarTulebebad warmogvidge-
ba. Sedegad, qarTuli folk-fiuJenis stiluri mravalferovneba gaizarda da 
Tanamedrove qarTuli folk-fiuJen scena bevrad mravalwaxnagovani gaxda.

miuxedavad ganviTarebis sakmaod neli tempisa, dRes folk-fiuJeni sakmaod 
perspeqtiul mimarTulebad warmogvidgeba. metic, rogorc qarTul da dasavlur 
musikalur kulturaTa sinTezi, is SeiZleba erT-erT saukeTeso metaforadac ki 
aRviqvad – erTi mxriv, uZvelesi, TviTmyofadi musikaluri tradiciis, meore 
mxriv, ki dinamikuri globaluri kulturisadmi mikuTvnebulobis gamosaxatavad. 
folk-fiuJen musikis Semsruleblebi ki, sxvadaxvagvari motivaciiT gamsWval-
ulebi, erTgvar kulturul agentebad gvevlinebian, romlebic, cnobierad Tu 
gaucnobereblad, am uZveles kulturas Tanamedrove xmas sZenen.

videomagaliTebi

1. krimanWuli – Semsrulebeli: jgufi orera https://www.youtube.com/watch?v=UkenI-
Q2iI38 

2. qveri – Semsrulebeli: jgufi adio. https://www.youtube.com/watch?v=RjY-Nb5c0Ho 

3. megruli – Semsrulebeli: jgufi bermuxa https://www.youtube.com/watch?v=rbBaLg-
c8E-Y 

4. cangala da gogona – Semsrulebeli: jgufi Georgian dance empire https://www.youtube.
com/watch?v=OQHHyQr6k6w 

5. saqarTvelo – Semsrulebeli: irakli Carkviani https://www.youtube.com/watch?v=ieT-
CINlJURw 
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TEONA LOMSADZE
(GEORGIA)

FOLK-FUSION IN GEORGIAN MUSICAL REALITY

Traditional music functions in different forms in modern world (including Georgia). These 
forms emerged as a result of the folk music revival process and created various manifestations of 
folk music existence in contemporary circumstances.  

American ethnomusicologist Tamara Livingston, one of the pioneers of researching music 
revival process gives the following definition: Music revival process is “any social movement with 
the goal of restoring and preserving a musical tradition which is believed to be disappearing or com-
pletely relegated to the past. The purpose of the movement is twofold: (1) to serve as cultural oppo-
sition and as an alternative to mainstream culture, and (2) to improve existing culture through the 
values based on historical value and authenticity expressed by revivalists”  (Livingston, 1999: 68). 
Despite the fact, that in Livingston’s definition music revival is defined as the social movement fo-
cused on restoring and preservation of the musical believed to be disappearing, it also corresponds 
to current processes in Georgian folk music. Particularly, due to the continuous development of folk 
music traditions, it has never been in urgent need of restoration, but during the last decades special 
attention has been paid to the preservation of this tradition and avoiding the threads. Thus, existing 
modern tendencies of  Georgian folklore seem to be a local expression of universal process of folk 
music revival. 

Music revival process revealed three main types of Georgian folk music existance: stage folk-
lore, contemporary folk-flavored music, sometimes referred to as “pseudo-folklore” (Kotrikadze, 
2019: 2), defined as “pop-folk” by us; and Georgian folk-fusion music, which includes musical 
pieces resulting from the synthesis of traditional and Western popular music (Jazz, Rock, Pop, Elec-
tronic music, etc.). We can say that the latter is characterized in the biggest variety of manifestation. 

The paper aims to define folk-fusion musical direction in Georgia and discuss similar musical 
examples existing in the world; to present the origins and early development of Georgian folk-fu-
sion in historical perspective. The work is based on the materials and findings from my doctoral 
research. 

It should be mentioned that the term Folk-fusion is not mentioned in ethnomusicological 
works. Nor is it found in Wikipedia either, where it is replaced with “contemporary folk music”. 
The latter, mostly, combines American folk music revival process and musical symbioses created 
during those times. Despite the lack of sources, it is noteworthy that the term Folk-fusion (or one 
of its sub-categories) still appears in the case of some musicians from different parts of the world 
(Balkan Folk-rap, Indo-Welsh jazz-fusion and so on), as “a category that aims to encompass huge 
portion of the works created by artists via rethinking traditional music” (Estaff, 2018). 

In modern ethnomusicology or music industry we find several terms denoting the musical 
symbiosis similar to folk-fusion. The most widely used of these is “World Music”. following the 
study of ethnomusicological literature, we can conclude that world music is an industrial-com-
mercialized product, which packs elements of traditional music from the perspective of market 
system of modern expressions and its values under the name of world music. However, it should 
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be clearly noted that despite the coincidence in the origin and distribution factors of world music 
and folk-fusion there is a substantial difference between the two music styles. All this is explicitly 
expressed in the definition of Carl Rahkonen, a professor at Indiana University: “World music can 
best be explained by what is not implied in it. It is not Western composer, folk or popular music. 
Besides, world music can be traditional (folk), popular and even classical, if it contains ethnic or 
foreign elements. Simply put, this is not “our music”, but “their music”, which belongs to someone 
else” (Rahkonen, 1994: XX). 

Within our research area, Rahkonen’s approach that “world music” is “theirs” and not “ours” 
and that it combines elements of traditional music from several different countries is already the 
reason enough to ignore the term when defining the musical unit, containing elements of Georgian 
traditional music; and, instead, to introduce the term “folk- fusion”, which is directly adapted to 
the Georgian reality and more or less fully expresses the content embedded in it – the synthesis of 
Georgian traditional music and popular music. 

The term “post-folklore” disseminated in the Baltic States (Estonia, Lithuania and Latvia), 
can be considered another synonymous term for folk-fusion. The term was first introduced in 1993 
by Lithuanian band Ilgi, which, with its creativity, did not belong either to the category of folk per-
former or a pop group. It was a band that created original compositions, combining acoustic guitar 
sounds with folk elements. Given the band’s popularity and authority, “post-folklore” was later 
actively mastered by Latvian-Lithuanian bands with similar musical styles. However, we cannot 
say that this term is an exact analogy of folk-fusion, primarily because the style of post-folklore 
does not imply in itself all the musical diversity, which fits into the term folk-fusion proposed by us. 
Besides, in itself the term post-folklore (meaning music after folklore) does not imply the necessity 
to use folklore elements.

When considering Georgian folk-fusion from historical standpoint, it should be regarded that 
the inception and development of this musical direction (from the 1920-1930s to the 21st century) 
was directly influenced by the political course and socio-cultural realities in the country. This is 
reflected in the ongoing musical processes, initiatives or experiments in protest against the Soviet 
regime especially, given the nature of folk-fusion. One of the characteristics of both its genre con-
stituents – traditional music and popular music (especially rock and alternative directions) –  is 
direct reflection of the current state of the society and reaction to it. 

It can be said that Georgian folk-fusion was incepted in the context of Soviet pop music the 
so-called estrada. As we know, in the Soviet Union all kinds of “light”, “entertaining” music (as 
opposed to the so-called “serious” classical music) was united in the category of estrada. However, 
in the huge space of Soviet estrada music, Georgian estrada developed a special and original mu-
sical style. One of the factors for this was the introduction of Georgian folklore elements into pop-
ular music examples. Thus, despite the “In spite of the nonrefined sound characteristic of musical 
instruments produced in the country and the influence of widely spread Russian pop-hits, Georgian 
soviet estrada managed to gain its own niche” (Tskitishvili, 2014: XX).

Georgian soviet estrada music was a mixture of different musical styles, including jazz, rock 
and orchestrated-arranged Georgian folklore. This proves that the practice of synthesizing different 
musical styles in Georgia dates back to the Soviet period. Naturally, this process was never defined 
as fusion that is “the process of combining two or more objects to obtain one object / unit” (Lexico, 
XX). It should be noted that the facts of applying folk music in professional music were known 
before Soviet popular music. But, I do not consider such cases when studying folk-fusion which is 
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the musical direction within the boundaries of popular music.
Georgian folk-fusion is a kind of “umbrella term” and it includes a number of sub-direc-

tions (ethno-jazz, folk-rock, folk-alternative, and progressive-folk). However, in Georgian music, 
folk-fusion initially appeared as a sub-direction of ethno-jazz.

The first attempts to synthesize Georgian folklore and jazz were made in 1954 by the first 
and influential in this direction jazz quartet of the Georgian Polytechnic Institute (the so-called 
“GPI quartet”) directed by Guram Bzvaneli. Later this direction was further developed and united 
a number of pop groups or projects (Orera, Dielo, etc.) (video ex. 1). However, the first and most 
significant group, in terms of naming ethno-jazz, Adio was formed in the late 1980s. Their album 
is a kind of musical ideal for the followers of Georgian ethno-jazz. The compositions in the album 
are based on various techniques of combining elements of traditional music and jazz (video ex. 2).

Chronologically, the next sub-direction of Georgian folk fusion is also a synthetic form of 
Georgian folklore and rock (which we refer to as folk-rock) in the context of Soviet music. First 
of all, it should be noted that two forms of rock and pop music coexisted in the Soviet Union. The 
first – being Philharmonic vocal-instrumental Ensembles (including Ensemble 75), and the second 
was the ‘underground’ rock culture, officially not recognized or supported because of the radical-
ism and distinctly Western sound of their music (Tsitsishvili, 2005: 505-512).  Most of them did 
not create original music and performed the repertoire of Western rock musicians. However, there 
were exceptions. Namely, the guitarists Kako Vashalomidze and Bachi Kitiashvili (the soloist of 
Bermukha), who not only created original compositions, but also actively combined Georgian tra-
ditional music with the elements of Western rock since the 1970s. Their repertoire included works 
with the name of a folk source (Mtsqemsuri, Kalakuri, Tushuri (Kako Vashalomidze), Didavoi 
nana, Artsivi (Bermukha), aimed at the organic fusion of Georgian folk intonations in improvised 
rock guitar parts (video ex. 3).

It can be said that the fruit of the early development of Georgian folk-fusion is another sub-di-
rection, folk-alternative. Its origins date back to the late 1980s, when the youth with sharply West-
ern ideology, previously hidden in the underground culture, began to publicly express their position 
and protest moods. First of all, with their bold dressing and lifestyle in general, which was especial-
ly obvious in their works.

Interestingly, this period of transition for the country (the late 1980s and early 1990s) is the 
flourishing time for Georgian alternative music. These, provocative-looking performers of Western 
alternative music with clearly Western values, used not only Georgian language, but also sometimes 
elements of Georgian folk music to create local coloring. The most prominent figures in this direc-
tion, artists-activists Dada Dadiani and Irakli Charkviani “always tried to create original and, most 
importantly, relevant Georgian music in terms of form and content” (Khaduri, 2015: XX). Realized 
before moving to Britain in 1993 Dada Dadiani’s last project, Georgian Dance Empire, where Da-
da’s areas of interest (Georgian folklore, British electronic music and American hip-hop) blended 
harmoniously, it is still considered one of the musician’s best albums (video ex. 4).

The first solo album of Irakli Charkviani Swan Song, which is recognized as one of the best 
albums of Georgian alternative music of all time, belongs to the same period. Later, under the 
pseudonym Mephe, the famous musician openly voiced his protest against the reality in the country 
in the song Sakartvelo (1999). Elements of Georgian traditional music best express the basic idea 
of the song. In particular, the imitation of Georgian folk percussion instrument doli creates a very 
powerful atmosphere for the final phrase to sound – “We will win the war“. At the same time, quot-



440

ing Georgian folk song Patara gogo damekarga symbolizes the motherland (Georgia) lost in the 
socio-political chaos of the 1990s (video ex. 5).

As we can see, in one way or another, this Western-oriented youth with “cosmopolitan“ identi-
ty, merged with the group full of nationalism and in the late 1980s, Georgian society rallied around 
one idea – gaining Georgia’s independence. As a result of these social changes, political changes 
were not delayed either and in 1991, the Georgian state regained the independence it had lost 70 
years ago. Following the restoration of independence, the socio-cultural situation of the country 
changed drastically. As a result of internal political disagreements and unrest, the country entered 
the phase of almost a decade of crisis, which, naturally, sharply hindered its cultural development, 
and which was also reflected in folk-fusion direction.

Since the 2000s, when music began to spread widely around the world as digital files, forms of 
popular music have become even more global and universal, parallel to the existence of distinctive 
traditional musical cultures. In Georgia, like many other countries of the world, new musical forms 
have been created through the synthesis of popular music and traditional music, most of which are 
subdivisions of folk-fusion. As a result, the stylistic diversity of Georgian folk-fusion has increased 
and modern Georgian folk-fusion scene has become much more multifaceted. 

Despite rather slow pace of development, today folk-fusion is a very promising direction. 
Moreover, as a synthesis of Georgian and Western musical cultures it can even be perceived as 
one of the best metaphors – to express belonging, to ancient original musical tradition, on the one 
hand and, to dynamic global culture, on the other hand. And performers of folk-fusion music, with 
different motivations, appear to be a kind of cultural agents who, consciously or unconsciously, add 
modern sound to this ancient culture.

Video examples

1. Krimanchuli – Performer: Group Orera https://www.youtube.com/watch?v=UkenIQ2iI38 

2. Qveri – Performer: Group Adio. https://www.youtube.com/watch?v=RjY-Nb5c0Ho 

3. Megruli – Performer: Group bermuxa https://www.youtube.com/watch?v=rbBaLgc8E-Y 

4. Tsangala da gogona – Performer: Group Georgian dance empire https://www.youtube.com/watch?-
v=OQHHyQr6k6w 

5. Sakartvelo (Georgia) – Performer: Irakli Charkviani https://www.youtube.com/watch?v=ieTCINlJU-
Rw 
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migel anxel santaela
(venesuela-niderlandebi)

warmosaxviTi RerZi CrdiloeTsa da samxreTs Sua: 
individualuri midgoma venesueluri xalxuri da 

popularuli musikis a-kapela gundisTvis aranJirebisadmi 

Semobruneba 
1537-isTvis1 dRes venesuelad cnobili teritoria aravakebis, iekuanas, va-

raos, ianomamis da karibis tomebis aborigenul dasaxlebebs aerTianebda. es te-
ritoria esazRvreboda karibis zRvas, Zalismierad iyo kolonizebuli espaneli 
dampyroblebis mier da, mogvianebiT, dasavleT afrikis sanapirodan momavali 
espanuri monaTa bazrobis erT-erT centradac iqca. yovel am civilizacias 
sakuTari kulturuli safuZvlebi hqonda da isini espanuri kolonizaciis pir-
veli saukunis ganmavlobaSi daundoblad emterebodnen erTmaneTs. iq mcxovre-
bi aborigenuli tomebis umravlesoba garda imisa, rom nomaduri tipisa iyo, 
Zlieri kulturuli instituciebisa da sazogadoebrivi ganviTarebis naklebobas 
ganicdida. swored es gaxda maTi uTanasworo samxedro ZalebTan damarcxebisa 
da koloniad qcevis mTavari mizezi. unda iTqvas, rom kolonizaciis procesi 
ase ZalmomreobiTi ar yofila espanuri imperiis axali teritoriebis sxva naw-
ilebSi, magaliTad, inkebis, acstekebis an olmekebis SemTxvevaSi, sadac samxedro 
ZalebTan erTad, axali religiac iyo gamoyenebuli kulturuli gadagvarebis 
iaraRad da, amgvarad, TandaTanobiTi kolonizebis saSualebad. aq ki religia, 
ZiriTadad, adgilobrivi mosaxleobis damarcxebis Semdeg am teritoriaze dasax-
lebuli espanelebisTvis komfortuli garemos Seqmnis mizniT damkvidrda. 

Tumca, me-15 saukuneSi espaneTis mier dapyrobili teritoriebis umravle-
sobisagan gansxvavebiT, am teritoriaze mcxovrebma xalxebma yvela rasasTan in-
tegrireba moaxerxa (epidemiebisa da Sida omebis gamo) da isini TandaTan Seer-
wynen erTmaneTs erTian socialur fenotipad2, romelic TiTqmis yvela maTganis 
socio-kulturul maxasiaTeblebs Seicavda. dRes, venesueluri sazogadoeba 
aborigeni, espanuri da afrikuli rasebis, maTi mrwamsis, wes-Cveulebebisa da 
kulturis nazavs warmoadgens, msgavsad venesueluri musikaluri tradiciisa. 

venesuelas yovelma regionma musikaluri Janrebis sakuTari erToblioba Se-
qmna, romelic kargad asaxavs mis garemosTan adaptirebul sociums, Tumca yvela 
maTgani ganicdis garkveuli saerTo elementebis gavlenas. esenia: 1. ABA formad 
warmodgenili melodiuri masala, romelic solod imRereba, ZiriTadad (Tumca ara 
yovelTvis), mamakacTa mier. koleqtiuri sasimRero fragmentebi, Cveulebriv, uni-
sonSi sruldeba da, rogorc wesi, warmodgenilia B monakveTSi, an sanapiro zolTan 

1 im wels pirveli espanuri eqspedicia, romelmac Semdgom amerikis kontinentis samxreT naw-
ilad wodebuli teritoriis CrdiloeT sanapiros kolonizacia moaxdina. am eqvsma eqspediciam 
ganapiroba musikis konfederaciis damarcxeba da granadis axali samefos daarseba, romelic 
sabolood, dRevandeli kolumbiisa da venesuelas nawilad iqca
2 modis berZnuli sityvidan (`anabeWdi~, `Cveneba~) da niSnavs cocxali organizmis niSan-Tvise-
bas, romelic genotipsa da garemos Soris ganuwyvetlivi urTierTqmedebis Sedegad yalibdeba 
(red.). 
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arsebuli regionebisaTvis damaxasiaTebeli wriuli simRerebis formaSi; 2. srul-
deba kuatrosTan – me-15 saukunis gitaris tipis espanuri sakravidan, vihueladan 
warmoebul simebian instrumentTan erTad, romelic yovelTvis tonikis harmoni-
uli saZirkvelis mimcemi da ritmis maniSnebelia; 3. danaCeni musikaluri instrumen-
tebi regionuladaa warmodgenili. magaliTad, kreoluri arfa (SedarebiT patara, 
pedlebis gareSe) farTo dablobze, mandolina da/an violino ki andebis regionSi 
gvxvdeba; 4. perkusiuli elementebi regionebisa da garkveuli gavlenebis mixedviT 
sxvaobs da, ZiriTadad, afrikuli gavlenebiT gamoirCeva, rogoricaa maraka (perku-
siuli instrumenti) dablobebSi, tamburebi (xelis dramebi) sanapiro regionebSi. 

venesuelas kapitnebis sameTauro ordenSi (Captaincy General of Venezuela) ar-
sadaa daregistrirebuli Sesabamisi vokaluri/sagundo aqtivobebi me-18 sauku-
nis Sua wlebamde, sanam 1769 wels pedro palasios de sohom (Pedro Palacios y Sojo, 
cnobili, rogorc pedro soho) san felipe neris oratoria (Oratorio San Felipe 
Neri) Seqmna, romelic qveynis pirveli musikaluri skolis wiaRSi gaCenil saekle-
sio musikis moZraobas eZRvneboda. swored am skolaSi Camoyalibda adgilobrivi 
kompozitorebisagan Semdgari pirveli erovnuli skola, romelic palestrinas, 
lasusis, monteverdis, Sutcisa da sxvaTa avtorobiT Seqmnili centralur-evro-
puli kantatebisa da oratoriebis musikaluri enis gavleniT iqna formirebuli. 

rogorc dokumenturi masalidan irkveva, TiTqmis erTsaukunovani wyvetis 
Semdeg, TviTnaswavli kompozitorisa da diriJoris, vinsente emilio sohos moR-
vaweobis pirobebSi venesuelaSi sagundo musika isev ayvavda. 1928 wels orfeon 
lamasis3 (Orfeón Lamas) damaarsebeli vinsente emilio soxo 1936 wlidan vidre 
mis gardacvalebamde (1974 w.) erovnuli konservatoriis sagundo diriJorobisa 
da kompoziciis swavlebis process xelmZRvanelobda. karakasis konservatoriaSi 
misi moRvaweobis dros gaCnda erovnuli kompozitorebis meore talRa, romlis 
warmomadgenlebmac SemdgomSi a kapela sagundo werisa da Sesrulebis mkveTrad 
gansxvavebuli manera ganaviTares. maT, aseve, gamoimuSaves folkloruli nimuSe-
bis sagundo musikasTan adaptaciis Taviseburi midgoma – banis partiisa da 
kuatros, arfisa da mandolinisa akompanirebis onomatopuri (bgeraTmibaZva) im-
itireba (damokidebulia nimuSis warmoSobis regionze, rogorc zemoT aRvniSne). 
am aranJirebebSi gamoyenebuli harmoniuli elementebi kuatros saSemsruleblo 
SesaZleblobebis gaTvaliswinebiT iyo SemozRuduli, raTa repeticiebsa Tu kon-
certebze kuatroze Semsrulebelsac SeZleboda ayola.

es sawyisi tendencia SemdomSi ganaviTara kvinteto kontrapuntos4 (Quinteto 
Contrapunto) damaarsebelma, misma diriJorma, momReralma da kuatros Semsrule-
belma, rafael suaresma. aRniSnuli koleqtivi 1950-ianebis vokaluri musikisaT-
vis axali gezis mimcemi aRmoCnda – sanoto teqstebis kiTxvis unaris mqone 5 
gamocdili solistisa da sagundo momRerlisagan Semdgar koleqtivSi suaresma 

3 lamasis gundi (Orfeón Lamas) qveynis pirveli da erT-erTi yvelaze xangrZlivad moqmedi gundi 
iyo. is iyo karakasis konservatoriis kompoziciis mimarTulebis erTgvari saxelosno da adg-
ili, sadac XX saukunis araerTi didi momRerali aRizarda. rogorc qveynis flagmani gundi, 
is xSirad TanamSromlobda venesuelas simfoniur orkestrTan, romelic 1930 wels daarsda da 
dRemde aqtiurad moRvaweobs.
4 am kvintetis wevrebi karakasis konservatoriis studentebi da orfeon lamasis yofili wev-
rebi iyvnen. venesueluri xalxuri musikis aranJirebebisagan Semdgari mTeli maTi repertuari 
Cawerilia vinilze da dRes ukve ganTavsebulia e.w. striming servisebze, rac mas mTeli msof-
lios masStabiT xelmisawvdoms xdis.
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daamkvidra teqstis dayofa Tanmxleb partiebSi kuatros akorduli Tanamimdev-
robebis fonze, rac harmoniulad kidev ufro amdidrebs saboloo rezultats. 
am cvlilebam metad musikaluri, dinamiuri da cocxali gaxada TiToeuli xmis 
partia. Tumca aRniSnulma dinamiurma daxvewam, tradiciuli musikis am aranJire-
bebis Sesasruleblad zusti instruqciebis naklebobasTan erTad, gundis diri-
Jorebs didi Tavisufleba misca maT SesrulebaSi sxva instrumentebic (rogorc 
adgilobrivi, ise ucxouri) rom CaerToT, rac am nawarmoebebis pirvelad mSve-
nierebasa da originalobas sagrZnoblad azaralebda, Tumca Tanmxlebi ansamblis 
Semadgenlobasa da partiebs afarToebda.

rogor aviciloT Tavidan mowyeniloba 
sagundo momRerlis kariera 1985 wels daviwye, rodesac jer kidev karakasis 

saSualo skolaSi vswavlobdi. es metad mniSvnelovani periodi iyo adgilobrivi 
sagundo scenisTvis, radgan uamravi gundi da sagundo asociacia arsebobda 
da wlis ganmavlobaSi mTeli qveynis masStabiT araerTi festivali imarTebo-
da. im dros gundebis umetesoba orfeon lamasis memkvidreobaze dafuZnebul 
programas asrulebda. maTi repertuaris pirveli nawili maRali Rirebulebebis 
musikas (saeklesio nimuSebs an ucxoeli kompozitorebis nawarmoebebs) eZRvnebo-
da, meore nawili – venesuelur profesiul musikas, sadac e. w. venesueluri mad-
rigalebi Warbobda), xolo mesame nawilSi gundisTvis aranJirebuli venesueluri 
da laTinur-amerikuli popularuli da folkloruli nimuSebi iyo warmodgeni-
li. im droisTvis, garkveuli aranJirebebi ganuwyvetliv JRerda sxvadasxva dar-
bazSi da sxvadasxva gundis SesrulebiT. male, koncertis msvlelobisas msgavsi 
monakveTebi Zalian mosawyeni gaxda CemTvis, iseve, rogorc auditoriis sruli 
umravlesobisTvis. sagundo simReris siyvarulma da am mravaljer gameorebuli 
kompoziciebiT mowyenam maiZula davfiqrebuliyavi, ramdenad iyo SesaZlebeli 
venesueluri musikis aranJirebisadmi gansxvavebuli midgomis SemuSaveba.

am kiTxvis pasuxamde mivedi 1992 wels, rodesac Orfeón Universitario UCV-is 
momRerlis statusiT niu orleanSi sakoncerto turneSi vimyofebodi. iqauri 
gospel da R&B gundebis mosmenisas mivxvdi, rom struqturirebuli modaluri 
jazis midgomis gamoyeneba venesueluri tradiciuli musikis sagundo aranJi-
rebaSi Janris evoluciisTvis saintereso amosavali wertili iqneboda. amasTan, 
yovelive es am musikas garkveul globalur iers miscemda da, garda imisa, rom 
adgilobrivebSi am musikasadmi interess gazrdida, mas sazRvargareTac gac-
ilebiT ukeT aRsaqmels gaxdida. swored ase xdeba CrdiloeTiTan samxreTamde 
warmosaxviTi RerZis gavleba, romlis Sua wertilSic venesueluri tradiciuli 
musikis sagundo aranJirebebisadmi axali midgoma formirdeba.

Mode d’Emploi5 
garkveuli fiqris Semdeg, SevimuSave venesueluri tradiciuli musikis sa-

gundo aranJirebis axali dizaini6, romelic wlebis ganmavlobaSi adgilobrivi 

5 samomxmareblo saxelmZRvanelo.LO
6 CemTvis dizaini gulisxmobs garkveuli teqnikebis gamoyenebas cariel tiloze xelovnebis 
nawarmoebis Sesaqmnelad. amitom, rodesac vsaubrob redizainze, romelic xSirad iqneba naxsen-
ebi Semdeg gverdebze, vgulisxmob musikaluri nimuSis aranJirebas pirveladi namuSevrisTvis 
mxatvruli Rirebulebis kidev ufro gazrdiT.
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sagundo repertuaris mRerisa da mosmenis Sedegad dagrovil codnas eyrdnoba. 
pirvel rigSi, gadavwyvite Segnebulad meTqva uari kuatroze da/an akompane-
mentis sxva formaze: Cemi musika sagangebod a kapelas mier Sesasrulebladaa 
Seqmnili, raTa gundis, rogorc instrumentis sruli SesaZleblobebi aCvenos, 
maT Soris, harmoniuli da ritmuli sizustis TvalsazrisiT. yovelive amis gaT-
valiswinebiT, nimuSis garSemo gaCenili yvela SemoqmedebiTi idea teqnikurad 
isea realizebuli, rom yvelaferma imuSaos gundis SemadgenlobaSi. maT Soris, 
mTavari melodiis gadanawileba yvela xmis partiaSi, nacvlad misi erTi solis-
tis mier Sesrulebisa (mag. 1).

venesuelaSi iSviaTia mamakacTa dabali xmebi, amis gamo mamakacTa maRali 
xmebi da qalTa xmebia gavrcelebuli (gamonaklisia dabali alti). imis gamo, rom 
farTo vokaluri diapazonis gundSi muSaoba mindoda, Cemi meore gadawyvetile-
ba xmis Semdegi sqemis – SMATBarB (igulisxmeba soprano, mecosoprano, alti, 
tenori, baritoni, bani) – sesxebaSi mdgomareobda, nacvlad xmebis SATB diviziT 
dayofisa. aq mTavari Tavisebureba garkveul momentebSi bansa da baritons Soris 
wminda kvintis gamoyenebaSi mdgomareobs, rac banis xmas met simsuyesa da siRrmes 
aZlevs, es ki Tavis mxriv, harmoniuli poziciis sifarToves uwyobs xels. sanoto 
mag. 2-Si naCvenebia, Tu rogor uaxlovdeba da Sordeba banis partia baritonisas 
septimis farglebSi, magram msgavs monakveTSi umetesad paraleluri kvintebi 
JRers; es teqnikuri gadawyveta gansakuTrebiT sasargeblo aRmoCnda Canción de 
Esperanz (`imedis simRera~) 7 Sereuli xmisTvis (SSMATBarB) redizainis procesSi.

venesueluri tradiciuli nimuSebis redizainis am midgomis yvelaze mniS-
vnelovani maxasiaTebeli albaT nimuSis harmoniuli gamSvenebaa. mizani yovelT-
vis nimuSebis imgvarad warmodgena iyo, rom is auditoriisaTvis advilad amocno-
badi yofiliyo, amitom harmoniuli ena srulad tonaluria. Tumca, es ar niSnavs, 
rom am SemTxvevaSi akordul Tanxmovanebebs Soris mimarTeba igivea, rac Tavda-
pirvel versiaSi iyo SemoTavazebuli Tu nimuSze miwerili iyo. aq mniSvnelovani 
roli eniWeba TiToeuli akordis enharmoniul urTierTmimarTebas, gansakuTre-
biT, melodiisa da misi ucvleli modaluri sqemis gameorebisas. rogorc wesi, 
me ar vwer aranJirebas fortepianos daxmarebiT, raTa Tavidan avicilo xelis 
aparatisTvis bunebrivi akorduli moZraobebi. amdenad, vwer horizontalur 
musikas (banis partiidan aRmavali TanamimdevrobiT) TiToeuli notis sasimRero 
bgerebTan SesabamisobaSi da viTvaliswineb yoveli axali notis JReradobas ro-
gorc vertikalur, ise horizontalur WrilSi. Sedegad, yoveli akorduli jaWvi 
unikaluri da sxvebisgan gansxvavebulia da, Cveulebriv, gacilebiT metadaa da-
kavSirebuli aranJirebis zogad atmosferosTan da/an nimuSis teqstTan, vidre 
konkretul harmoniul funqciebTan.

Cemi mesame midgoma savele dakvirvebis Sedegia: radgan venesueluri gun-
debis wevrebis umetesoba moyvaruli momRerlebi arian da, rogorc wesi, sanoto 
partiturebis kiTxva gundSi erTi-orma an, saerTod, aravin icis, gundis mom-
Rerlebis umravlesobisTvis horizontaluri Canaweri advilad dasamaxsovre-
beli unda iyos, raTa koncertebze partiturebis gareSe imReron. amasTanave, 
is sakmarisad saintereso unda iyos, rom momReralma Sesrulebisas yuradReba 
garkveul detalebsac miapyros da msgavsi horizontaluri striqonebis srul 
vertikalSi saTanadod gaJRerebas xeli Seuwyos. yovelive amis gaTvaliswinebiT, 
sanoto teqstis zustad SesrulebisaTvis diriJoris roli sasicocxlod mniS-
vnelovania rogorc repeticiebze, ise sakoncerto Sesrulebisas. rogorc sa-
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noto mag. 3-Si vxedavT, am TiTqmis homofonur monakveTze, Pasaje del Olvido-ze 
(`daviwyebis gadasasvleli~ Tres Canciones de Simón-dan – `simonis sami simRera~) 
partiebi TiTqmis yovel taqtSi sxvadasxva ritmuli pasaJiTaa dawyvilebuli, 
romlebic gameorebuli akordebis fonze Sesrulebuli mokle notebiTaa xazgas-
muli. aq nawilobriv homofoniuri faqtura erTgvarad uzrunvelyofs arsebuli 
pasaJe7 (Pasaje) tempisa da ritmuli sqemis SenarCunebas, romelic swored am mon-
akveTSi icvleba, raTa xazi gaesvas nimuSis teqstSi nagulisxmev SekiTxvas. 

venesueluri musikis instrumentuli bunebidan gamomdinare, onomatopebi 
TiTqmis gardauvalia, magram me gadavwyvite isini Segnebulad ganmeTavsebina par-
tituraze im adgilebSi, sadac saWirod miviCnie, yovelTvis viyenebdi erTmane-
Tze gadajaWvuli ritmul sqemebs da, rogorc zemoT aRvwere, Tavs varidebdi 
mniSvnelovani harmoniuli momentebis xazgasmas. es met sizustes uzrunvelyofs 
rTuli mravalnawiliani ritmebis Sesrulebisas, gansakuTrebiT samwiladisa, rac 
venesueluri tradiciuli musikis umravles JanrebSia gavrcelebuli. Alma Llane-
ra-s (`ubralo suli~) pirvel nawilSi (mag. 4) mamakacTa xmebi asruleben joropos8 
damaxasiaTebeli fonetikuri JReradobebiT (pm banis partiaSi – pom JRers, ro-
gorc basi, ten baritonis partiaSi – rogorc bandolas9 banis akordi da Caqur-
ruCa tenoris partiaSi marakasebis imitaciiT) datvirTul kompleqsur ritmul 
formulas. amave dros, qalTa xmebi, rogorc bras trio mReris homofoniurad 
viwro harmoniul CarCoSi, amasTan, sawyis melodias odnav modificirebul rit-
mTan ureven, raTa Zalian kompleqsuri saerTo JReradoba iqnas miRebuli. unda 
aRiniSnos isic, rom, umetes SemTxvevaSi, ritmuli formulebi dawerilia ise, 
rom romelime dasartyam instrumentTan kavSiri Riad araa gamoxatuli. metic, 
zog maTgans maTTvis damaxasiaTebeli da fonetikaSi nagulisxmevi JReradoba 
aqvs, rogoricaa zemoT naxsenebi marakasebi tenoris partiidan. fonetikisa da 
aqa-iq gabneuli sityvebis gamoyenebis kidev erTi formaa naCvenebi Caballo Viejo-Si 
(`beberi cxeni~) (mag. 5), romelic, aseve, Tres Canciones de Simón-danaa. taqtebSi 
254 da 257 tenori (ara solisti, aramed sruli seqcia) mReris winaswar gaweril 
improvizacias mTavar Temaze, rodesac danarCeni gundi ritmsa da harmoniaSi 
gaSlil srul joropos formulas asrulebs. banebis homofoniuri monakveTis 
Semdeg (taqtebi 208-259), gawerili improvizacia gacilebiT kreatiuli da mwyo-
bri xdeba, rodesac gundi refrenad asrulebs teqsts homofoniur wyobaSi, ma-
gram srulad jazuri harmoniebiTa da sinkopirebuli frazeologiiT. 

Semdgomi ganviTareba
mogvianebiT, rogorc kompozitorsa da aranJirebis avtors, araerTxel 

mimimarTavs weris am teqnikisaTvis, magaliTad, sies seis-isTvis (Sies Seis) – Cemi 

7 pasaJe (Pasaje) erT-erTi gavrcelebuli xalxuri Janria, romelic venesuelasa da kolumbiis 
dablobebze ganviTarda. is amozrdilia espanuri fandagodan (Fandango), romlisTvisac sam-
jeradi metri da gacilebiT neli tempia damaxasiaTebeli, vidre misgan amozrdili joropos-
Tvis (Joropo).
8 joropo (Joropo) espanuri fandagodan amozrdili venesuelasa da kolumbiis dablobebSi 
gavrcelebuli musikaluri instrumentia, romlisTvisac damaxasiaTebelia swrafi tempi da sam-
wiladi metri. masze ZiriTadad sayofacxovrebo Sinaarsis Temebi sruldeba. momRerals akom-
panirebas uwevs kuatro, maraka, kreoluri arfa (pedlebiani patara arfa) da sakoncerto Ses-
rulebisas, basze Semsrulebeli. 
9 bandola (Bandola) mandolinas magvari patara qordofonia. 
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mamakacTa jaz seqstetisTvis (TTBarBarBB) daweril aranJirebebSi (aRniSnu-
li koleqtivi 2003 wels daarsda da 2011 wlamde iarseba). aldemaro romeros 
nawarmoebis, onda nuevas10 (Onda Nueva) aranJirebaSi (mag. 6), romelic el katire-
saTvis gavakeTe, bani 2-is melodia JanrisTvis damaxasiaTebeli mokle ritmuli 
notebis umravlesobas aerTianebs, maSin roca baritoni 1 da 2 damatebiT partias 
mRerian, romelic pirveli melodiidan aRebuli masalis safuZvelze daweril 
melodias baZavs (5 taqti unisonSi trombonebis imitaciiT da 2 ki erTmaneTTan 
kontrapunqtSi). amavdroulad, baritoni 1 da ori tenori xis Casaberi instru-
mentebis trios imitaciiT viwro diapazonis akordul naxazs asruleben. es Cem 
mier gakeTebul adreul aranJirebebSi sabaziso modelirebebTan dakavSirebuli 
kidev erTi midgomaa. 

lara somosma (Lara Somos), mamakacTa vokalur-instrumentulma ansamblma, 
romelic el sistemas11 (El Sistema) specialuri programis nawilia, ori a kape-
la simRera SemikveTa: pirveli maTgani, makuare, usityvo kompoziciaa, romelic 
merengues (Merengue) – 5/8 metrs eyrdnoba da romelic qveynis centralur re-
gionSia gavrcelebuli (mas kavSiri ar aqvs dominikis respublikaSi gavrcelebul 
amave dasaxelebis komerciul JanrTan). is maTi pirveli jgufisaTvis (TTTBarB) 
iyo dawerili. sanoto mag. 7-Si naCvenebia kontrapunqtuli partiebis fargleb-
Si fonetikis gamoyenebis SemTxveva. es adgili amzadebs kvazi-homofoniur mon-
akveTs, romelSic mi maJoridan fa maJorSi, Semdeg ki si-bemol maJorSi xdeba 
modulacia, raTa es monakveTi sol nonakordze damTavrdes. meore aranJireba, 
romelic gakeTebulia nimuSisaTvis ue vo muite arukon (Ue Wo Muite Arukon), in-
glisurenovan samyaroSi cnobilia, rogorc sukiuaki (Sukiyaki). is notirebulia, 
rogorc TTTBBB, raTa rogorc iaponurad, ise espanurad Sesruldes, rdagan 
gaviTvaliswine rom es aranJireba ansambls pirvel iapunur turSi unda emRera. 
me varCie nimuSis ise redizainireba, rom Tavdapirveli svingiseburi 4/4 metri 
onda nuevas (Onda Nueva) JanrisaTvis damaxasiaTebel 3/4-ad gadamekeTebina. mag. 
8-Si baritoni-is mier namReri nebenStimes (nebenstimme – miaxloebiTi xmiT) melo-
dia, amavdroulad, bani 1-is mieraa namReri. xolo maSin, roca bani 2 tradiciuli 
joropos magvar partias asrulebs (misTvis damaxasiaTebeli onomatopoetikiT), 
baritoni 1 da ori tenori kidev erTxel xis Casaberi sakravebis mibaZviT trio-
Si mRerian, magram am SemTxvevaSi, sxva fonetikiT da amasTan, taqtebSi 82 da 84 
aormageben 2/4 metrs (rogorc weRan aRvniSne), dramisTvis damaxasiaTebeli onda 
nuevas stilSi) romelic organulad erwymis kompleqsur ritmul formulas. 

vokaluri seqstetisaTvis kafeine, romelic 2015 wels roterdamSi sakom-
pozicio fakultetze swavlisas Sevqmeni, tradiciuli kanaduri saSobao simReris 
sakmaod ambiciuri redizainireba ganvaxorciele da Cavwere. es simRera, huron 
qeroli (SSMMAATTBarBarBBB), sadac TiTqmis yvela teqnika, rasac vflobdi, 
farTo masStabSi warmovadgine, aerTianebda imitaciebs, kontrapunqtul struq-

10 onda nueva (Onda Nueva) - axali talRa venesueleli kompozitorisa da jaz pianistis, aldema-
ro romerosa da jaz drameris, el pavo frank hernandezis mieraa Seqmnili. is efuZneba basisa 
da joropos formulis Serwymas ormagad aqcentirebuli jaz dramis elementebTan, rogorc 
venesueluri reaqcia bosa novaze, magram am ukanasknelisTvis damaxasiaTebeli verbalur te-
qstze aqcentis gareSe. 
11 el sistema (El Sistema) saerTaSorisod cnobil da aRiarebul venesuelas axalgazrduli da 
bavSvTa orkestrebis erovnul kavSirs aRniSnavs, romelic 1975 wels Joze antonio abreum 
daaarsa. 
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turebsa da kopleqsur harmoniebs (magram ara aleatorikul klasters), romel-
Ta nawili naCvenebia mag. 9-Si. 

cota xnis win, zogierTi es teqnika SSAATTBB a kapela gundisaTvis Seqm-
nil sasuliero nawarmoebSi, 148 – fsalmunTan mibruneba (148 – revisiting a psalm) 
gamoviyene. am partituris andante nawilSi, romelic jer arsad Sesrulebula, 
alti 1 asrulebs melodias alt 2-Tan erTad. es ukanaskneli mReris monodiur 
nebenStimes, rogorc sada sagalobels, ra drosac banebiOonda nuevas ritmis 
saxecvlil 5/4 versiaze imeoreben sityvas aliluia, xolo tenorebi da sopra-
noebi, erTmaneTSi kontrapunqtuli frazebiT gadajaWvulebi, erTsa da imave 
sityvas imeoreben (mag. 10).

winsvla
is, rac statiaSi warmogidgineT, ara samecniero kvlevis Sedegi, aramed 

ufro metad imis gacxadebaa, Tu rogor mimiyvana Cemma SemoqmedebiTma cnobis-
moyvareobam tradiciuli nimuSebis gadamuSavebisTvis Sesabamisi kompoziciuri 
teqnikis SemuSavebamde, rasac me redizainirebas vuwodeb. aRniSnuli nimuSe-
bi Tavdapirvelad gankuTvnili iyo solistis mier garkveuli instrumentebis 
TanxlebiT Sesasruleblad, me ki isini sagundo nawarmoebebad vaqcie, raTa is 
Seesrulebina im sazogadoebas, sadac jgufuri mRera ufro metad kulturuli 
SenaZeni iyo, da ara saerTo memkvidreobis an uZvelesi tomobrivi Tavdacvis 
teqnika12.

es Ziebis procesi, aseve, gulisxmobs SemoqmedebiTi ideebis gamoxatvis Tavi-
suflebis maRal kvotas, rogorc ZiriTadi tendenciebis, ise e.w. andergraundis 
konceptualuri getoebis miRma. imis gamo, rom Tavisufleba (da zogjer misi 
nakleboba) xelovanis SemoqmedebiTobisaTvis sasicocxlo mniSvnelobisaa, mniS-
vnelovania yvela ostatma sakuTari xelobis Sesaqmnelad Sesaferisi ena ipovos. 
Cems SemTxvevaSi jazi iyo (da aris) Tavisuflebis gza, romelsac Cems xelobamde 
mivyavar, yovelgvari Janruli Tu stiluri iarliyis gareSe.

es gza Sorsaa dasrulebamde – dResdReobiT Cemi cnobismoyvareoba verti-
kaluri (da ara linealuri) musikis Seqmnisa da Sesrulebisaken mibiZgebs. am saaz-
rovno koqteilSi aqtiurad viyeneb teqnologiebs da vokaluri musikis dizaini-
sa da redizainis Semdgomi ganviTarebisa da evoluciis saSualebebs veZeb.

puerto aiakuCodan13 Cikagomde, barbakoasidan14 los-anjelesamde, niu-iork-
idan karakasamde jazsa da venesuelur tradiciul musikas Soris musikaluri 
korelacia sulac ar exeba Cagvras, rasizms an socialur gaWirvebas. is Tavisu-
flebisken swrafvasTan, cocxal inovaciebsa da SemoqmedebiT ekosistemasTanaa 
dakavSirebuli, romelic aucilebelia xelovnebis evoluciisaTvis, miuxedavad 
socialuri sakiTxebis, religiis, kanis feris, enisa... Cven, iseve rogorc musika, 
vxatavT warmosaxviT RerZs CrdiloeTidan samxreTamde, Tavad ki zustad SuaSi 
vdgavarT.

12 rogorc es SemoTavazebulia ioseb Jordanias mier wignSi Why do people sing? Music in human evo-
lution (ratom mReris xalxi? musika kacobriobis evoluciaSi), 2011 w. 
13 venesuelas samxreTis, amazonis Statis dedaqalaqi.
14 qalaqi centralur venesuelaSi, venesuelas dablobebis samxreT nawilSi, sadac simon diazi 
(iseTi cnobili venesueluri folkloruli nimuSebis avtori, rogoricaa pasaJe del olvido 
da kaballo vieJo) daibada. 
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MIGUEL ÁNGEL SANTAELLA 
(VENEZUELA-THE NETHERLANDS)

A NORTH-SOUTH AXIS, RIGHT AT THE MIDDLE: A PERSONAL APPROACH 
TO ARRANGING VENEZUELAN FOLK AND POPULAR 

MUSIC FOR A CAPPELLA CHOIR

Bouncing Back
By 15371 the territory known today as Venezuela was a compendium of Arawak, Yekuana, 

Warao, Yanomami and Caribe Aboriginal settlements facing the Caribbean Sea being forcefully 
colonised by the Spanish conquerors, and later becoming one of the hubs of Spanish slavery trade 
coming from the West African coasts. Due to the nomadic nature of most aboriginal tribes located 
there and their lack of powerful cultural institutions and societal development, the inhabitants of 
our territory were mostly colonised by being defeated in unequal armed battles. This violent colo-
nisation didn’t happen that hard in other parts of the new territories of the Spanish Empire, where 
religion was introduced along with the armed forces in order to enhance the cultural dissuasion and 
consequent colonisation, such as with Incas, Aztecs, or Olmecs. Here, on the opposite, religion was 
introduced mostly to comfort Spaniards living on the territory, after defeating the native population.

However, unlike most territories colonised by Spain in the 15th Century, people in that ter-
ritory managed to integrate among all races (due to epidemics, internal wars and famines) slowly 
melting themselves into a new social phenotype that contained elements of almost every implicated 
sociocultural background. Nowadays, Venezuelan society is an imbricated mixture of Aboriginal, 
Spanish and African races, creeds, customs and culture, and so does its musical tradition.

Each region of actual Venezuela has developed its own musical bouquet of musical genres 
depicting the society adapted to its environment, but they all share some common elements: 1. 
melodic material structured on ABA form: sung in solo, mostly (not exclusive) male singers. Col-
lective singing sections refers always to unison singing, usually on the B section or as a circle song 
in the coastal regions; 2. performed along with a cuatro: a stringed instrument derived from the 
Spanish vihuela from the 15th Century, used always as tonic-harmonic support, and as a rhythmical 
reference; 3. other melodic instruments are present, according to the region: for instance, a creole 
harp (a bit smaller, without pedals) can be found on the extensive Plain region, while the mandolin 
and/or violin is present in the Andean region; 4. percussive instruments are present and can also 
be characteristic from regions and influences, mostly African-influenced: maracas on the Plains, 
tambores (hand drums) on the coastal regions.

There is no registered relevant vocal/choral activity in the Captaincy General of Venezuela 
until the middle 18th Century, when Pedro Palacios y Sojo (commonly referred to as Padre Sojo) 
founded the Oratorio San Felipe Neri in 1769, dedicated to nurturing the sacred music movement 
while fulfilling the need for music on the Catholic services, who derived in the foundation of the 

1 On that year the first Spanish expedition to colonise the norther coast of the southern part of what will become the 
American continent. These six expeditions led to the defeat of the Music Confederation and the establishment of the 
New Kingdom of Granada, with eventually would become parts of current-day Colombia and Venezuela.
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first music school of the country. It was in this place where the first nationalistic school was devel-
oped with local composers, modelled after central European cantatas and oratorios, such as those 
from Palestrina, Lassus, Monteverdi and Schütz, to name a few.

After an undocumented hiatus of almost one century, choral music flourished again in Vene-
zuela under the baton of Vicente Emilio Sojo (no relationship to the earlier), a self-taught composer 
and conductor who founded the Orfeón Lamas2 in 1928, and chaired the choral conducting and 
composition studies at the national fine arts school (later Conservatory) from 1936 until his death in 
1974. During his tenure at the Caracas Conservatorium the second wave of national composers was 
born, further developing a distinctive and eclectic a cappella choral writing and performing, includ-
ing an inventive way to adapt folkloric tunes into choral music by using onomatopoeias mimicking 
a bass line and the accompanying cuatro, harp or even mandolin (depending on the originating 
region of the tune, as explained before). The harmonic selection used for these arrangements was 
limited to reflect the chord changes allowed by playing the cuatro, so it can be also easily followed 
by a cuatro player while in rehearsals or concerts.

This trend was further developed by Rafael ‘Fucho’ Suarez, founder, conductor singer and 
cuatro player for the Quinteto Contrapunto3, a game changer on vocal music at the end of the 
1950s: having 5 experienced soloists and choral singers who can also read written music, he intro-
duced splitting text throughout accompanying lines instead of phonetics, while keeping the chord 
progressions of the cuatro that harmonically enriches the final result. This improvement gave more 
musicality to every line, therefore, making it more dynamic and livelier. However, this dynamic 
improvement, along with the lack of specific performance instructions for these arrangements gave 
free space to choir conductors to incorporate other instruments (both local and foreign) as part of 
the choral performances of folk and traditional arrangements, losing its own originality and beauty 
in spite on enhancing the accompaniment ensemble.

How to avoid being bored
I started as a choral singer while in high school in Caracas, in 1985. It was a momentous time 

for the local choral scene back then, with lots of choirs, associations and festivals taking place year-
round, country-wide. At that time, most choirs were devoted to preparing their repertoire based 
on the Orfeón Lamas legacy: a first part devoted to high form music (sometimes sacred works or 
compositions from foreign composers), a second part to art works from Venezuelan composers (the 
so-called Venezuelan Madrigales were programmed herein), and a third part devoted to Venezuelan 
and Latin-American popular and folkloric tunes arranged for choirs. By that time, some arrange-
ments were repeatedly sung on different venues and by multiple choirs, which began to make me 
feel bored as the audience in that section of all concerts. Loving choral singing and being bored of 
repeating music make me think from early on whether a more evolved way to arrange Venezuelan 
music could be possible.

2 The Lamas Chorus (Orfeón Lamas) was the first and one of the long-lasting choirs of the country. It was a work-
bench for the composition lectures of the Caracas Conservatorium, and a place where great singers on the XX century 
nurtured. It was the country´s flagship choir and it had often collaborated with the Venezuelan Symphony Orchestra, 
founded in 1930 and still active.
3 The members of this quintet were all students of the Caracas Conservatorium and former members of the Orfeón La-
mas. All their repertoire of Venezuelan folk arrangements were recorded on Vinyl and are today available on streaming 
services worldwide.
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The answer to this question came to my mind while I was on a concert tour to New Orleans, 
in 1992 as a singer with the Orfeón Universitario UCV. Listening to a cappella gospel and R&B 
choirs there I’ve realised that following a structured modal jazz approach to arranging Venezuelan 
folk and traditional music for choir would be an interesting point of departure for an evolution of 
the genre, giving it a more ‘global’ touch while enhancing its performing possibilities domestically 
and being fully understood and appreciated abroad. This is how the North draws an imaginary axis 
to the South to develop a new way to design Venezuelan folk and traditional music arrangements 
for choir, right in the middle.

Mode d’Emploi 
After some thought, I’ve developed a way of redesigning4 the way of choral arranging of Ven-

ezuelan folk and traditional music based on specific decisions taken according to my knowledge 
of the local choral ecosystem, as a result of years of singing and listening to it. My first decision 
was to consciously omit the cuatro and/or any other form of accompaniment: my music has been 
specifically designed to be performed a cappella in order to show the full capabilities of the cho-
ral instrument as it is, including its harmonic and rhythmical accuracy. With this in mind, all the 
creative ideas around the tune are assembled in a way everything must work within the choir as a 
whole, giving solo lines to all chord singers instead to think of a single soloist, and moving the main 
tune through all lines whenever possible (ex.  1). 

In Venezuela lower male voices are scarce, and high-pitched male and female voices are the 
rules (exception being made for low-pitched alto voices). As I wanted to have a broad vocal range 
to work with, my second decision resided in the voicing scheme: borrowing a SMATBarB voicing 
instead of thinking on SATB divisi among voices. The main feature here is the use of a constant fifth 
between Bass and Baritone during specific moments of each score, giving more density and feeling 
of deepness to the Bass line which favoured a broader harmonic position. In example  2   is shown 
of how the Bass line approaches and avoids the Baritone line within a maximum range of a seventh, 
but most of this section goes within parallel fifths; this was particularly helpful in this redesign of 
Canción de Esperanza for 7 mixed voices (SSMATBarB).

Probably the most relevant feature of this approach of redesigning Venezuelan folk and tra-
ditional tunes for choirs is the harmonic treatment given to the tune: as the aim has always been to 
present the tunes in an easily recognisable fashion, the harmonic treatment is tonal-based; however, 
this doesn’t mean the chordal relations are the same as those suggested or written on the tune. An 
important role is given to the enharmonic relationship of each chord, especially on repetitions of 
the melody and its ever-changing modal scheme. As a rule, I don’t write arrangements with piano 
support to expressly avoid hand-related chordal movements, so the horizontal music is written from 
the Bass line upwards in connection with the singing sounds on each note, and each new note has 
to be workable both vertically and horizontally. As a result, each chord progression is unique in its 
relationship with others, usually linked with the general atmosphere of the arrangement and /or the 
tune lyrics, rather than tied to harmonic functions.

The third decision came out as a consequence of field observation: as most of the choir mem-

4 For me, a design implies the use of techniques disseminated over a blank canvas to create an art work, composing 
it. Therefore, when talking about the redesign, which will be more common during the next pages, I´m referring to 
arranging a tune with a high degree of artistic value added to the original work.
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bers in the country were amateur and the reading singers were scarce or nonexistent for most choirs 
at that time, the horizontal writing must be easy enough to remember so they can be sung without 
scores on concerts, but interesting enough to drive the attention to the singer to detail during the 
performance and favouring the line’s interaction with the whole vertical writing. As a result, the 
role of the conductor is vital, either in rehearsals and /or in performance, in order to get an accurate 
result of the score. As seen in example 3, the lines on this almost homophonic section on Pasaje 
del Olvido (from Tres Canciones de Simón) are paired almost by each bar, with different anchoring 
rhythmical moments being stressed either by coupling chords on them or standing lines with short 
notes over repeated chords. The lack of total homophony in this section keeps the current Pasaje5 
tempi and rhythmical scheme which changed on this bar to stress the question implied on the tune’s 
text. 

Due to the instrumental nature of Venezuelan music, onomatopoeias are almost unavoidable, 
but I have chosen to place them consciously on the score whenever necessary: always develop-
ing intertwined rhythmical schemes and expressly avoided when stressing important harmonic 
moments, as described above. This provides more accuracy when performing complex multipart 
rhythms, especially on the ternary basis, which is common in most Venezuelan genres of folk and 
traditional music. In the first section of Alma Llanera (ex. 4) the male voices perform the complex 
Joropo6 rhythmic pattern aided with usual phonetic sounds (pm for the Bass - sung as pom - sound-
ing like a bass, ten for the Baritone as the bass chord of the bandola7 and the chacurrucha for the 
Tenor, mimicking the maracas) while the female voices are singing as a brass trio homophonically 
in closed harmony, blending the basic melody with some slightly modified rhythm, to present a 
very complex overall result. Worth mentioning that, most of the time, the rhythmical patterns are 
written to be sung without express reference to any percussion instrument. Moreover, some of these 
have their characteristic sound implied in the phonetics, as with the above-mentioned maracas from 
the Tenor. Another use of phonetics and scattered words is present in Caballo Viejo, also from Tres 
Canciones de Simón   On bars 254 to 257 the Tenor (not a soloist, but the whole section) is singing a 
written improvisation on the theme, while the rest of the choir is performing the full Joropo pattern 
in a typical rhythmical and harmonic presentation. After the homophonic section on bases (bars 
208-259), the written improvisation became more creative and fluid while the choir refrains the 
lyrics in homophonic movement, but fully written jazz-related harmonics and syncopated phrasing.

Further developments
Later on, in my career as a composer and arranger, I’ve been applying this writing technique 

and enhanced it throughout practice, beginning with the arrangements I wrote for Sies Seis, my 
vocal jazz male sextet (TTBarBarBB) founded in 2003 and disbanded in 2011. On the arrangement 

5 Pasaje is one of the characteristic folk genres developed on the Venezuelan and Colombian plains, based on the 
Spanish Fandango, based on ternary metrics and at a slower pace compared with the Joropo, which is directly derived 
from. 
6 Joropo is the main musical form derived from the Spanish Fandango rooted on the Venezuelan and Colombian 
plains, triple metered and fast-paced, it consist mostly on household themes of the people there and their surround-
ings. The singer is accompanied with an ensemble of cuatro, maracas, arpa criolla (smaller harp without pedals) and, 
when in concert, a bass player.
7 Bandola is a small chordophone related to the mandolin. 
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I wrote for El Catire, an Onda Nueva8 tune by Aldemaro Romero, as seen in example 6, the melody 
on the Bass 2 carries most of the rhythmical short notes of the genre, while Bass 1 and Baritone 
2 are singing a complementary line mimicking a countermelody with material taken from the first 
melody, 5 bars in unison (as open trombones) and 2 with basic counterpoint on each other. At the 
same time, the Baritone 1 and the two tenors are singing chords as a reed trio with closed harmony 
writing. This is another way around the basic modelling developed on my earlier arrangements.

Lara Somos, a male vocal and instrumental ensemble which is part of the Special Program 
from El Sistema9, commissioned me two a cappella scores: Macuare, the first one, is a wordless 
composition based on a Merengue, a 5/8 groove found on the central region of the country (no re-
lationship with the commercial genre from a Dominican Republic with the same name). This was 
written for their first format group TTTBarB. In example 7 is shown the use of phonetics within the 
contrapuntal lines preparing the quasi homophonic section in which the work modules from E flat to 
F, then to B flat to end in G9. The second score, an arrangement for Ue Wo Muite Arukon (known in 
the English-speaking world as ‘Sukiyaki’) it was scored TTTBBB to be sung both in Japanese and 
Spanish, knowing that this score was intended to be performed at the ensemble’s first concert tour 
to Japan. I’ve chosen to redesign it to fit the original 4/4 swing-like metric into the 3/4 metric of the 
Onda Nueva genre: in example 8, the Baritone 2 is singing the melody with a nebenstimme being 
simultaneously sung by the Bass 1, while the Bass 2 is doing a traditional Joropo-like line (usual 
onomatopoeic) and the Baritone 1 and the two tenors are doing another reed trio singing, this time 
with different phonetics used and doubling 2/4 metrics (as said before, a typical drumming feature 
on the Onda Nueva writing) on bars 82 to 84, fully integrated to the complex rhythmical pattern.

For Caffeine, a vocal sextet I’ve founded in 2015 while studying the MMus in Composition 
in Rotterdam, I’ve redesigned and recorded an ambitious arrangement for a traditional Canadian 
Christmas carol, The Huron Carol (SSMMAATTBarBarBBB) in which I’ve applied almost all 
techniques in a grand scale, including imitations, contrapuntal structures and complex written har-
monies (not aleatoric clusters), some of them can be seen on example 9.

More recently, I’ve applied some of these techniques when composing a sacred work for a 
cappella SSAATTBB choir, 148 (revisiting a psalm). On the andante section of this score, yet to be 
premiered, the Alto 1 performs the melody along with the Alto 2 which is singing a monodic neben-
stimme as a plainchant, while the Basses are both singing a tamed but composite version of Onda 
Nueva rhythm on 5/4 repeating the word alleluia, and the Tenors and Sopranos are intertwining 
contrapuntal soundscapes using the same word repeatedly, shown on figure 10.

Moving forward
What I’ve just presented to you is not the result of artistic research, but more a declaration 

about how my artistic curiosity led to develop and apply compositional techniques to redesign 
traditional tunes conceived to be sung by a soloist along with specific instruments to choral music 
to be sung in a society where singing in a group was the result of cultural appropriation rather than 

8 Onda Nueva (New Wave) was jointly developed by Venezuelan composer and jazz pianist Aldemaro Romero and 
jazz drummer ‘El Pavo’ Frank Hernández based on the Joropo ternary pattern mixed with jazz drumming elements on 
binary accents, as a Venezuelan reaction to the Bossa Nova vogue, but without the world success of the latter. 
9 El Sistema is the common name referring to the National Network of Youth and Children Orchestras of Venezuela, 
founded in 1975 by José Antonio Abreu, of international relevance and recognition. 
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common heritage or ancient tribal self-defense technique10. 
This quest also implies a high quota of freedom to express artistic ideas, way beyond either 

mainstream trends or underground conceptual ghettos. Because freedom (and sometimes the lack 
of it) is vital for an artist to create, it is important to find the right language for every craftsman to 
develop his or her art: in my case, Jazz has been (and still is) my freedom trail to develop my crafts-
manship beyond genre or style labelling.

This path is far from over, nowadays my curiosities are driving me to dig deeper into vertical 
creation and performance, applying also technology to this brain cocktail, and looking for a further 
improvement or evolution in designing and redesigning vocal music.

From Puerto Ayacucho11 to Chicago, from Barbacoas12 to Los Angeles, from New York to 
Caracas, the musical correlation between Jazz and Venezuelan folk and traditional music does not 
relate necessarily to oppression, racism, or social distress. It relates to the quest for freedom, the 
freshness of innovation and the creative ecosystem needed to contribute to the evolution of art, a 
social matter regardless of religion, color, language… just as music, drawing an imaginary axis 
between North and South, ourselves being right at the middle.

 

10 As proposed by Joseph Jordan on his book Why do people sing? music in human evolution, 2011.
11 Capital of Amazonas State, southern state capital of Venezuela.
12 Town in Central Venezuela, on the norther section of Venezuelan plains, where Simón Díaz (composer of well 
known Venezuelan folk tunes such as Pasaje del Olvido and Caballo Viejo) was born.
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magaliTi 1. sabana, Tres Canciones de Simón-dan (`simonis sami simRera~). musikisa da 
teqstis avtori s. diazi.
Example 1. Sabana, from Tres Canciones de Simón. Lyrics and Music by S. Díaz.
 

magaliTi 2. Canción de Esperanza (`imedis simRera~). teqstis avtori a. nazoa; 
musikis avtori e. serano.
Example 2. Canción de Esperanza. Lyrics by A. Nazoa; Music by E. Serrano. 
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magaliTi 3. Pasaje del Olvido Tres Canciones de Simón-dan (`daviwyebis gadasavleli~ 
`simonis sami simReridan~) -musikisa da teqstis avtori s. diazi.
Example 3. Pasaje del Olvido, from Tres Canciones de Simón. Lyrics and Music by S. Díaz.
 

 

magaliTi 4. Alma Llanera (`ubralo suli~). teqstis avtori r. bolivar koronado; 
musikis avtori p. e. gutierezi.
Example 4. Alma Llanera. Lyrics by R. Bolivar Coronado, Music by P. E. Gutierrez.
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magaliTi 5. Caballo Viejo, Tres Canciones de Simón-dan (`beberi cxeni~ `simonis sami 
simReridan~). musikisa da teqstis avtori s. diazi. 
EXAMPLE 5. CABALLO VIEJO, FROM TRES CANCIONES DE SIMÓN. LYRICS AND 
MUSIC BY S. DÍAZ.

magaliTi 6. katire. musikisa da teqstis avtori s. romero.
EXAMPLE 6. EL CATIRE. LYRICS AND MUSIC BY S. ROMERO.
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magaliTi 7. makuare. musikisa da teqstis avtori m. a. santaela.
EXAMPLE 7. MACUARE. LYRICS AND MUSIC BY M.A. SANTAELLA.

magaliTi 8. Ue Wo Muite Arukon (`munji arukoni~). teqstis avtori e. rokusuke; 
musikis avtori h. Nakamura.
Example 8. Ue Wo Muite Arukon. Lyrics by E. Rokusuke; Music by H. Nakamura
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magaliTi 9. huronis qeroli (kanaduri saSobao simRera). aranJirebis avtori m. 
a. santaela
EXAMPLE 9. THE HURON CAROL (CANADIAN CHRISTMAS CAROL). ARRANGED 
BY M.A. SANTAELLA 
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magaliTi 10. 148 fsalmunTan mibruneba. teqsti vulgaTas wminda wignidan; 
musikis avtori m. a. santaela.
Example 10. 148 – Revisiting a Psalm. Lyrics from Bible Sacra Vulgata; Music by M.A. Santaella
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ianik  vei
(Sveicaria)

buCelze Sesruleba da„bunebrivi“ harmoniis idea alpur musikaSi

buCeli alphornis (alpuri qaraxsis) mokle, sayvirismagvari variantia, rome-
lic ZiriTadad centraluri Sveicariis alpur regionsa  da mis mezobel teri-
toriebzea gavrcelebuli.  saxelis warmoSoba gaurkvevelia. SesaZlo etimolo-
giuri fuZea laTinuri bucina – grZeli, nakecebiani liTonis sayviri, romelic 
romaul jarSi gamoiyeneboda. msgavsi saxelwodebis sayvirebi da qaraxsebi sxva 
regionebSic arsebobs. aseT instrumentebs, ZiriTadad, ceremonialebis dros 
iyenebdnen. Tumca, alpur regionSi isini, savaraudod, mwyemsTa komunikaciisa da 
pirutyvis moxmobis saSualeba iyo. alphornTan SedarebiT, buCeli yovelTvis 
SedarebiT arapopularuli rCeboda da bolo aTwleulebis ganmavlobaSi TiTq-
mis gaqra yofidan. am instrumentma verasodes daimkvidra is adgili kulturul 
memkvidreobaSi, rac alpur qaraxsas hqonda turizmSi misi rolidan gamomdinare 
(Jones, 2018). buCeli xis sayviria xvrelebisa da sarqvlebis gareSe, romelzec 
bgerebi mxolod gadabervis saSualebiT miiReba. mis bgeraTrigs (mag. 1) „buneb-
rivs“ uwodeben (Hirt, 2017a:10). germanulad da kidev ramdenime enaze mas moixse-
nieben, rogorc „Naturtonreihe“.1

2015–2018 wlebSi Cven mogveca saSualeba, gvewarmoebina kvlevebi alpho-
rnsa da alpur iodls Soris kavSirebis dasadgenad (Ammann et al., 2019), ris Se-
degadac mivakvlieT buCelTan dakavSirebul musikalur wyaroebs. 2019 wlidan, 
alphornis Semdgomi akademiuri kvlevis droebiTi Sewyvetis gamo, me, rogorc 
Semsrulebelma, yuradReba mivmarTe buCelis musikis ganviTarebisa da gavrce-
lebisaken.2 gardauvalia winaaRmdegobebi wyaroebisa da Teoriebis kritikul ga-
mokvlevebsa da maTi praqtikuli miznebisaTvis gamoyenebas Soris. magaliTad, 
rodesac Sesrulebisas tradiciul, istoriul notacias veyrdnobi, ar mawuxebs, 
asaxavs Tu ara is am instrumentis originalur JReradobas. rogorc Semsrule-
blebs, Cvens gvsurs, gavafarTooT Cveni repertuari saintereso nimuSebiT, maTi 
warmoSobis miuxedavad.

musikosebis im mcire raodenobas, vinc cdilobs, aRadginos buCeli, eZebs 
mis istoriul wyaroebs da qmnis axal musikas, uCndeba kiTxva am sakravze mra-
valxmiani Sesrulebis SesaZleblobis Sesaxeb. sakiTxebs, romlebze pasuxis ga-
cemasac emsaxureba winamdebare gamokvleva, praqtikuli Sinaarsi aqvs: saimedo 
wyaroebis ararsebobis pirobebSi, rogor movaxerxoT mravalxmiani Sesrulebis 
organizeba? ra Sedegs mogvcems buCelis specifikuri, „bunebrivi“ bgeraTrigis 
„gapolifoniureba“? 

me vikvlev   mravalxmianobis organizebis formebs buCelis melodiebSi, maT 
urTierTobas vokalur musikasTan, eWvqveS vayeneb arsebuli hipoTezebis dama-

1 Sesabamisad, harmoniul seriaze dafuZnebuli gamis aRsaniSnad viyeneb termins „bunebrivi wyo-
ba“, xolo uxvrelo da usarqvelo sayvirs, romelzec SeuZlebelia bgerebis alterireba, „bune-
briv sayvirs“ vuwodeb. notirebisas ki harmoniul serias viwyeb notiT C.
2 www.buechelbox.ch
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jereblobas Cemi, rogorc praqtikosis, TvalsazrisiT. Cemi mosazrebebi iTva-
liswinebs instrumentis SezRudul SesaZleblobebs, misi istoriuli winaprebis 
realur wyobas, romlebic SeiZleba mniSvnelovnad gansxvavdebodes idealuri 
harmoniuli seriisagan da, aseve, Sedarebas arsebul werilobiT wyaroebTan.

„bunebrivi“ xmebi, bgeraTrigebi da alpuri garemo
am bolo dros, ideam imis Sesaxeb, rom alpuri regionis xalxuri simRera xis 

qaraxsebis maxasiaTeblebs ukavSirdeba, kvlav miipyro mecnierTa da kompozitor-
Ta yuradReba. dRemde zogierTma mkvlevarma moaxdina instrumentis musikaluri 
gamomsaxvelobis aRreva warmodgenasTan mTian regionebze, rogorc adgilebze, 
sadac adamianebi bunebasTan mWidro kontaqtSi cxovroben (Heel, 2019:10). isto-
riulad, aqauri musika aSkara nazavia „bunebrivi“ aspeqtebis, kerZod, xalxuri 
instrumentebiis gadaberviT Seqmnili „bunebrivi“ harmoniebis da alpebis mTi-
an regionebSi mobinadre tradiciuli musikosebis sacxovrebeli pirobebisa. am 
movlenis samagaliTo Sefaseba mogvca germanelma musikosma ludvig kohlerma 
(Köhler, 1820–1886) Tavis traqtatSi `enis melodia~: „bunebriv xalxebSi, ker-
Zod, mTis macxovreblebSi, romelTa mokrZalebuli grZnobebi SfoTvas malaven 
(magram bunebas gulwrfelad Sehxarian), tkboba xmiT (germanulad Tonschwelgerei), 
sityvebis gareSe, ise Rrmadaa gamjdari, rom konkretul manerasa da formas 
iZens. iodlis Sesruleba iseTi siamovnebaa, gansakuTrebiT, mTis sufTa haerze 
daxvewili xmiT [...] radgan tonikuri da dominanturi harmoniebi yvelaze mWidro 
urTierTkavSirSia kvintebis proporciulobis gamo, es agreTve, xdeba am harmo-
niebze dafuZnebuli iodliani simRerebis ganumeorebeli bunebriobis mizezi“ 
(Köhler 1853:32) (germanulidan Targmnilia avtoris mier).

am mosazrebis idea isaa, rom adamianebi, romlebic, qalaqelis TvaliT, bu-
nebasTan mWidro kavSirSi cxovroben,  gansakuTrebiT „bunebrivad“ mRerian. es 
Tvalsazrisi savsebiT Seesabameba zogierTi inteleqtualis swrafvas, dainaxos 
sofeli da misi xalxuri kultura, rogorc usiamo qalaquri yofisagan Tavisu-
fali movlena. „es elementaruli swrafvaa, romelic Cvens zeganaTlebul epoqas 
xalxuri poeziisaken izidavs. es is mizidulobaa, romelic gvibiZgebs CaxuTuli 
da xmauriani qalaqidan soflis sufTa haeris, simSvidisa da simwvanisaken zafxu-
lSi, raTa bunebis wiaRSi aRvidginoT sasicocxlo Zalebi“ – werda avstrieli 
folkloristi iozef eduard vakerneli (Wackernell, 1850-1929) 1890 wels (germa-
nulidan Targmnilia avtoris mier).

mTebis romantikuli warmosaxvis amgvar  fonze kavSirebi sufTa haers, cxo-
vrebis mokrZalebul wessa da tonebis bunebriv Tanmimdevrobas Soris garkveuli 
skepticizmiTaa gamarTlebuli. vakernelis mier aRwerili tendencia Tavisuf-
lad SegviZlia SevadaroT Tanamedrove midgomebs ekologiuri problemebisadmi, 
sufTa haerze ganxorcielebuli aqtivobebis bumsa da qalaqebis mWidrod da-
saxlebis kritikasac ki, romelic Covid-19-is krizisma warmoSva.

amasTan, sayuradReboa hipoTeza imis Sesaxeb, rom buCelis tipis alphornis 
tonurma bgeraTrigma gavlena iqonia mTel xalxur musikaze. bolo wlebSi mu-
sikologma aindrias  hirtma gaavrcela es hipoTeza sruliad evropul xalxur 
simReraze: „es xalxuri/pastoraluri musikis klasifikaciis problemaa: bolo 
ramdenime aswleulis manZilze mxolod ramdenime profesionalma musikologma 
gamoikvlia xalxuri instrumentebis Tvisebebi, waikiTxa maTi bunebrivi bgera-
Trigis Sesaxeb da, SesaZloa, Teoriuli samuSaoebic Caatara mis gamosavlenad, 
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Tumca, realurad, arasodes mousmenia  is. swored amitom, isini fiqroben, rom 
xalxuri musika saeklesio kiloebs efuZneba, maSin, roca sinamdvileSi, yoveli 
xalxuri melodia mTavrdeba bunebrivi da ara diatonuri bgeraTrigis Sesabamis 
tonze“ (Hirt, 2017b:21). hirti ganavrcobs am arguments da acxadebs, rom, droTa 
ganmavlobaSi,  diatonuri wyoba dominanturi gaxda `bunebrivTan~ SedarebiT. 

eWvgareSea, rom arsebobda diatonuri kiloebisagan gansxvavebuli bgeraT-
rigebi. alpur regionSi Cemi kvlevebis Tanaxmad, isini nairgvaria da ar avlenen 
ucilobel kavSirs `bunebriv~ bgeraTrigTan. ufro metic,  muotatalis xeobaSi 
(centraluri Sveicaria) 1936 wels Cawerili iodlis analizma aCvena neitralur 
intervalebze agebuli bgeraTrigi3  (Wey, 2020). miuxedavad imisa, rom hirtis 
hipoTeza, udavod, sainteresoa mwyemsuri sayvirebisa da qaraxsebis SeswavlisaT-
vis, bgeraTrigis evoluciis kvleva, Cemi azriT, ufro farTo suraTs  gviSlis. 
XIX saukunis manZilze mizanmimarTulad mimdinareobda diatonuri bgeraTrige-
bis gavrceleba skolebSi sasimRero gundebis Seqmnis gziT. Tumca, SeuZlebelia 
imis dabejiTebiT Tqma, Tu rogori  iyo es bgeraTrigebi manamde. savaraudod, 
arsebobda erTmaneTisgan gansxvavebuli lokaluri tadiciebi, maT Soris, harmo-
niul seriebze damyarebuli bgeraTrigebi, romlebic TandaTan diatonurma Ca-
anacvla.  Cemi varaudiT, arseboben „ucnobi ucxoebi“, bgeraTrigebi da kiloebi, 
romelTa Sesaxeb cnobebi ar gvaqvs. Cemi varaudi asaxulia suraTSi 1.

cikluri da radialuri bgeraTrigebi
buCelis musika bunebrivi bgeraTrigis specifikas Seesabameba. ibadeba kiTx-

va, riTi gansxvavdeba Teoriulad es bgeraTrigi diatonurisagan. bunebriv 
sayvirebze aRebuli yoveli noti aris ZiriTadi sixSiris mTeli erToblioba, 
dawyebuli oqtavis intervalidan. maRali bgerebi ufro axlos arian erTmaneT-
Tan, vidre dabali.  ZiriTadi, struqturuli gansxvaveba bunebriv da diatonur 
wyobas Soris, kompozitor hainer rulandis (Ruland, 1934–2017) sityvebiT, aris 
maTi `cikluri~ da `radialuri~ xasiaTi. diatonuri bgeraTrigi cikluri stru-
qturisaa, bunebrivi ki – radialuri. cikluri bgeraTrigis sakvanZo elementi 
ganmeorebadobaa. yoveli oqtava msgavs safexurebs Seicavs; xolo radialuri 
bgeraTrigi erTi mimarTulebiT grZeldeba da mudmivad cvalebadi intervalebi-
sagan Sedgeba, romelTa monacvleoba sixSireebis garkveul Tanafardobas efuZ-
neba (1:2, 2:3, 3:4, 4:5, …). aq araferi meordeba, yoveli intervali unikaluria. ru-
landi ase aRwers gansxvavebas or wyobas Soris: cikluri bgeraTrigi erTnairi 
intervalebisgan Sedgeba da yoveli tonidan SesaZlebelia wminda kvintis ageba  
(Ruland, 1988: 76). maSin, roca radialur bgeraTrigSi (magaliTad, alpuri qaraxsis 
SemTxvevaSi), piriqiT, tonidan tonamde mudam sxvadasxva intervali warmoiqmne-
ba: sxvadasxvagvari sekunda, tercia da a.S. (iqve: 77). rulandi, romelmac araerTi 
naSromi Seqmna obertonuli mimdevrobebis safuZvelze, gvTavazobs cikluri da 
radialuri bgeraTrigebis sakuTar modelebs (sur. 2). 

3 neitraluri intervalebi maJorul da minorul intervalebs Sorisaa moqceuli. magaliTad, 
neitraluri sekunda 150 centisgan Sedgeba (moqceulia 100 centisagan Semdgar minorul se-
kundasa da 200 centisagan Semdgar maJorul sekundas Soris).
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warmodgenil cxrilSi mocemulia gansxvaveba bgeraTrigis am or tips Soris:

cikluri, anu diatonuri bgeraTrigi radialuri bgeraTrigi, anu harmoniu-
li seria

sakravebi, romlebic awyobilia maTi 
Semqmnelebis an Semsruleblebis mier

sakravebi, romlebzec ukraven 
gadaberviT, 

bgeris simaRlis Secvla SeuZlebelia

iZleva melodiebis transponirebis 
saSualebas 

(Hirt. 2017: 73)

zusti transponireba SeuZlebelia 
(gamonaklisi: erTi oqtaviT maRla)

imeorebs gamas yovel oqtavaSi araviTari ganmeorebadoba 
bgeraTrigis farglebSi

wyoba SesabamisobaSia instrumentis 
damzadebasTan

wyoba uaxlovdeba harmoniul serias 
(sixSireebis Tanafardoba 1:2, 2:3, 3:4, 

...)
 bunebrivi wyobis bgeraTa limitirebuli raodenobis gamo, SezRudulia 

misi mravalxmiani Sesrulebis SesaZleblobac. bgeraTrigis zeda sazRvarze mde-
bare bgerebis Sesruleba Semsruleblis unarebzea damokidebuli, Tumca, ober-
tonebis rigi 12-me saerToa. 10-bgeriani rigi 3-dan  12-mde obertonamde or 
oqtavas moicavs. maT Soris qvedaSi mxolod maJoruli triadis Sesrulebis 
SesaZleblobaa (g-c’-e’-g’). zeda oqtavaSi ki odnav dadablebul si-bemols + 
tetraqordi c’’-d’’-e’’-f’’4, mivyavarT zeda g’’-sTan. magaliTi 1 dawvrilebiT aR-
wers gamas, Tanabari temperaciidan yoveli notis gadaxris detalizebiT. me-7 
da me-11 obertonebis garda, gansxvavebebi minimaluria, zogierTi maTgani Cvens 
smeniT sazRvarze dablaa. aRwerili bgeraTrigis farglebSi buCels  maJoruli 
akordebis warmoebis SesaZlebloba aqvs. usarqvelo sayvirebisa da qaraxsebis am 
Taviseburebam xeli Seuwyo maJoruli samxmovanebis, rogorc alpuri regionis 
tradiciuli musikis `bunebrivi~  fundamentis ideis aRmocenebas. 

naturaluri sayvirebi sulac ar qmnis zust obertonul seriebs
Teoriuli safuZvlis arsebobis pirobebSi, kiTxvis niSnis qveS rCeba, Tu 

rogor JRerda bunebrivi gama realur instrumentebze, gansakuTrebiT diatonu-
ri bgeraTrigis navaraudevi aRmasvlis periodamde. bolo dros instrumentebis 
konstruqciulma daxvewam obertonuli seriebis TiTqmis srulyofil intona-
ciebamde migviyvana. Tumca, Cveulebriv milSi CaberviTac ki SesaZlebelia imis 
demonstrireba, rom esa Tu is toni gadaxrilia idealisagan.  magaliTad, gansx-
vaveba pirvel or obertons Soris iSviaTadaa wminda oqtava.  

istoriuli instrumentebis musikalur-arqeologiuri analizi bunebrivi 
sayvirebis praqtikuli wyobis gamovlenis saSualebas iZleva. mcire gadaxvevis 
saxiT, movixmob analizs, romelic Cavatare Cvenamde SemorCenili ori, yvelaze 
Zveli sayviris Canawerebis safuZvelze. esenia: Zvelegvipturi liTonisa da ver-
cxlis sayvirebi tutanhamonis samarxidan. maTi erTaderTi Canaweri Seasrula 
britanelma samxedro musikosma jeims tapernma 1939 wels (Finn, 2011). analizma 
aCvena, rom manZili  meore da meoTxe obetonebs Soris oqtavaze sami meoTxediT 

4 f’’ am SemTxvevaSi amaRlebuliameoTxedi toniT (ix. mag. 1).
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naklebia. SesaZloa, es araa SesabamisobaSi originalur SesrulebasTan, radgan 
es instrumentebi ceremonialebze JRerda da, albaT, maTze mxolod erTi simaR-
lis bgeras gamoscemdnen. musikalur-arqeologiuri artefaqtebis damatebiTma 
kvlevebma SeiZleba Segviqmnas warmodgena am istoriuli instrumentebis real-
ur JReradobaze. problema isaa, rom artefaqtebis Senaxvis wesebSi iSviaTadaa 
daSvebuli aseT instrumentebze dakvra. Sveicaruli alphornebis akustikurma 
kvlevam XIX s-sa da  XX  saukunis dasawyisSi gviCvena mniSvnelovani intonaciuri 
gadaxrebi maT dabal registrSi (Amman et al., 2019: 166). am dakvirvebidan gamom-
dinare, praqtikaSi obertonuli seriidan gadaxra SeiZleba iyos bevrad didi, 
vidre  gansxvaveba bunebrivi da diatonuri wyobis intonaciebs Soris.

XX saukunis pirvel naxevarSi instrumentebis warmoebis ganviTarebam al-
phornebisa da buCelebis standartizaciasTan migviyvana (sur. 2, Wey and Kammer-
mann, 2020: 80). alphornis ostatebma, harmoniuli seriebis idealis ZiebaSi, Seqmnes 
konsonansuri mravalxmianobis Sesrulebis  potencialis mqone ganviTarebuli 
instrumentebi. Tumca, manam, sanam ansambluri Sesruleba popularuli gaxdebo-
da, zusti intonacia naklebad mniSvnelovani iyo. igive SeiZleba iTqvas sakravis 
ZiriTad wyobaze.  solo, sasignalo an sakomunikacio funqciis instrumenti ar 
moiTxovda raime saxis normatiul wyobas. mravalxmiani Sesruleba ki popularu-
li gaxda 1970 wlidan, roca alphornis Semsruleblebma daiwyes jgufebis Seqmna 
sami da meti adamianisgan (iqve, 83). 

buCelis mravalxmiani musikis parametrebi
arc Tu ise didi xnis win, Cven SevagroveT da gamoveciT 47 nimuSisagan Semd-

gari koleqcia buCelisaTvis (Streiff & Wey, 2020). am da sxva istoriuli wyaroebis 
mixedviT, gamovyofdi pirveli da meore xmis urTierTobis sam ZiriTad tips. 
yvela nimuSi iwyeba solo melodiiT – ise, rogorc tradiciulad ukravdnen; 
gansxvaveba xmebs Soris vlindeba meore nawilSi. 

pirveli tipis ilustrireba SesaZlebelia erT-erTi yvelaze adreuli 
mravalxmiani notaciiT Sveicariis alpuri regionidan. magaliTi 2 iodlis 
melodiis notirebis nimuSia (ca. 1800) ormagi banis TanxlebiT dabal registrSi. 
melodia adaptirebulia naturaluri sayvirebisaTvis (6-11 taqtebi transpon-
irebulia oqtaviT maRla). Tavdapirvelad, rogorc Cans, melodia imRereboda, 
akompanementi ki SeiZleboda yofiliyo, rogorc vokaluri, ise – instrumentu-
li.  originalur notSi Cans zumeriT Tanxlebuli erTi melodiuri partia mi-
TiTebuli tempiT “langsam” (nela) da teqstiT: “imer der gleiche Baß, wie die Leyer [...]” 
(erTi da igive bani, arRnis msgavsad) (cf. Fink-Mennel, 2011:167). aRsaniSnavia, rom 
manZili pirvel da meore obertons Soris (am SemTxvevaSi, burdoni) naturalur 
sayvirebze oqtavas aRemateba. amitom, burdonis Tanxleba ar iqneba iseTi Sewyo-
bili, rogorc notebi gviCvenebs.

amJamad yvelaze gavrcelebuli xmaTa Sewyobis meore tipia. meore xma wamy-
vans SeiZleba daematos qvemodanac da zemodanac, anda sulac gadakveTos igi. 
Tumca, qveda registrSi SesaZlebeli bgerebis raodenoba izRudeba, xolo zeda 
registrSi Sesruleba teqnikurad rTuldeba. qveda registris Sevsebas xSirad 
mivyavarT tonis SecvlasTan terciiT, kvintiT an seqstiT5 (mag. 3) (Balthasar Streiff, 
2020).  es varianti axlosaa idiomatur sasayvire musikasTan; amasTanave, Sees-

5 Canaweri: http://y2u.be/wxQJHYINHnM,  20.07.2020.
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abameba meore xmis JReradobas iodlis mraval melodiaSi. Sveicariis alpebSi 
mravalxmiani iodli wamyvan xmasTan erTad moicavs erT an or Tanmxleb melodi-
as, erTi mihyveba wamyvans terciis an seqstis intervaliT, meore ki gundis bans 
warmoadgens. 

mesame tipSi, nacvlad imisa, rom Tanmxlebi xma wamyvan melodias imave ritm-
Si gahyves, nela moZraobs dabal registrSi. Tanxlebis es tipi Sesaferisia im-
provizaciisaTvis, rameTu, SesaZlebelia, mihyve pirvel xmas ise, rom ar icode 
zusti melodiuri da ritmuli Tanmimdevroba.  Tumca, unda dautovo sivrce 
solo Semsrulebels mokle pasaJebisTvis. magaliTi 4 warmoadgens buCelis 
ori Semsruleblis duetis originaluri versiis transkrifcias (Cawerili da 
notirebulia andre veis mier 2001 wels).

 es sami forma ar qmnis amomwurav suraTs. magaliTebi gviCveneben poli-
foniis Seqmnis SesaZleblobebs aramarto duetebis gamoyenebiT. imave principiT, 
SesaZlebelia mesame da meoTxe xmis damatebac. aRsaniSnavia kidev erTi formis 
– unisonSi Sesrulebis gamoyenebac.  Tumca, am SemTxvevaSi, intonaciebis mikro-
tonaluri gadaxrebi xmovanebas uxeSsa da arastabilurs gaxdis. aranakleb sain-
tereso iqneba SemsrulebelTa mier solo motivebis monacvleobiT Sesruleba. 
Sesrulebis amgvari xerxi asaxavs ideas, romlis mixedviT, instrumentis gamoy-
eneba SesaZlebelia ori an meti adamianis komunikaciisaTvis. 

daskvnebi
obertonebis seriebis, rogorc ̀ naturaluri tonebis bgeraTrigis~ aRqma da-

kavSirebuli iyo warmodgenebTan alpur landSaftze, rogorc gansakuTrebulad 
bunebriv TavSesafarze. marTalia, es asociacia saeWvod moCans praqtikaSi, man 
gavlena iqonia buCelisTvis Seqmnili musikis aRqmaze. am musikis sanoto Canaw-
erebi Zalian mwiria, Tumca, mravalxmiani Sesrulebis SesaZleblobas namdvilad 
iZleva. aq ar gvxvdeba motivTa transponireba an rTuli harmoniuli ganviTareba 
klasikuri gagebiT. radialuri bgeraTrigis Taviseburebebi avtomaturad amar-
tiveben dabal xmas, radgan igi aucileblad SezRuduli raodenobis bgerebs em-
yareba. garda amisa, pirvel magaliTSi naCvenebi notebis SezRudva qmnis melodi-
uri da harmoniuli Tanmimdevrobebis mkacr variantebs. magaliTad, klasikuri 
harmoniuli sqema (I – IV – V) srulad ver reproducirdeba. amasTan, radialuri 
bgeraTrigis intervalebi ewinaaRmdegebian sxvadasxva tonebisgan Semdgari akor-
debis Tanmimdevrobas.  Tumca, Cveni smenis mier aRqmad gansxvavebas bunebrivsa 
da diatonur bgeraTrigs Soris, xSir SemTxvevaSi, ar aqvs mniSvneloba. ganxilul 
nimuSebs Soris ikveTeba mravalxmiani Sesrulebis sami tipi: (1) Tanxleba dabali 
burdonuli notebiT, (2) meore xma, romelic pirvels mihyveba terciis, kvintis 
an seqstis intervaliT qvemodan imave ritmSi da (3) SedarebiT martivi meore xma, 
romelic nela, nabijiseburad mihyveba wamyvan xmas.  

Targmna maka xarZianma
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YANNICK WEY
(SWIZERLAND)

BÜCHEL PERFORMANCE AND THE IDEA OF A 
‘NATURAL’ HARMONY IN ALPINE MUSIC

The büchel is a shorter, trumpet-shaped variant of the alphorn and exists primarily in the 
Alpine region of Central Switzerland and in the neighboring areas. The origin of the name is not 
clear. A possible etymological root is the Latin bucina; a long, folded metal trumpet that was used 
in the Roman military (Cross, 2013:3). Several traditional trumpets and horns with similar names 
exist in different regions. Such instruments often served ceremonial purposes rather than musical 
entertainment. In the Alpine region, shepherd’s horns were hypothetically used for the communica-
tion across valleys and as a tool for calling cattle. In comparison to the alphorn, the büchel always 
remained relatively unpopular and almost disappeared in recent decades. The instrument has never 
achieved a status within the cultural heritage as the alphorn did with its role for tourism (Jones, 
2018). A wooden trumpet without holes or valves, various notes on the büchel can only be produced 
by overblowing. The resulting scale (ex. 1), the harmonic series, is also referred to as the “natural 
scale” (Hir, 2017a:10). Among other languages, German uses this term (“Naturtonreihe”).1 

From 2015–2018, we were able to conduct research on alphorn music and its relation to Alpine 
yodeling (Ammann et al., 2019), thereby discovering source material for büchel music. Since 2019, 
in the temporary absence of further academic studies into the alphorn, my focus as a performer is on 
the application of research to the development and dissemination of büchel music.2 Inevitably, there 
are tensions between a critical investigation of sources and theories and their uses for practical pur-
poses. For example, when using a historical notation for performance, I am not primarily concerned 
whether that notation was originally meant to be played on this instrument; as performers, we wish 
to extend our repertoire and add interesting pieces, regardless of their provenience. 

With a small number of players who are reviving the instrument today, searching for histor-
ical sources and creating new music, questions about the possibilities of multipart performances 
emerge. The questions I try to answer with the present research are practical: In the absence of reli-
able source material, how do we organize multipart playing? What consequences does the specific 
‘natural scale’ have for polyphonic büchel music?

I examine the forms of multipart organization in büchel tunes, their relation to vocal music, 
and question the plausibility of current hypotheses from my perspective as a practitioner. Consid-
erations include limitations posed by the instrument, actual tunings of historic instruments – which 
may strongly deviate from the ideal of the harmonic series – and comparisons with the written 
source material. 

1 Following, I accordingly use the term ‘natural scale’ for scales based on the harmonic series and ‘natural trumpets’ 
for trumpets without valves or holes for pitch alteration. In notations, and when referring to specific notes on the nat-
ural scale, I follow the convention of starting the harmonic series with the note C.
2 www.buechelbox.ch. 15.08.2021.
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“Natural” Sounds, Scales, and the Alpine Environment
Recently, the idea that folk song in the Alpine region relates to these characteristics of wooden 

horns again catches the attention of scholars and composers. To this day, some observers mix the 
instrument’s musical expression with an imagination of mountain regions as spaces where people 
live in close touch with nature (Heel, 2020:10). Historically, there is an obvious mixing of ‘natural’ 
aspects in music, namely the ‘natural’ harmonies produced by overblowing instruments, and the 
living conditions of the traditional musicians in the mountain regions of the Alps. An exemplary 
description was delivered by the German musician Ludwig Köhler (1820–1886) in his treatise on 
the melody of language: “With natural peoples, namely mountain dwellers, whose frugal senses 
keep the worry away (but the pure joy of nature with themselves), this indulgence in sound [Ger-
man: Tonschwelgerei] without words appears so rooted, that it obtained a certain manner and form. 
Yodeling is such a kind of indulgence in sound, especially tuned by the clear mountain air [...] Since 
the harmonies: tonic and dominant [...] are in the closest relationship with each other because of 
their ratio of fifths, this is also the reason why such natural (yodeling) songs predominantly move 
on the grounds of those harmonies” (Köhler, 1853:32, translated from the German by the author). 

The idea behind this statement is that people, who from the view of the urban spectator live in 
close touch with nature, have a particularly ‘natural’ way of singing. This view suited the longing of 
some intellectuals to see rural areas and their folk culture as a refuge from an increasingly unpleas-
ant urban life. “It is an elementary traction that lures our overeducated times to folk poetry. It is the 
same traction that pushes us out of the sultriness and the deafening noise of the city into the quiet, 
fresh green countryside in summer so that we can gain new strength and new life in the bosom of 
nature”, wrote the Austrian folklorist Josef Eduard Wackernell (1850–1929) in 1890 (translation 
from the German by the author). 

With this background in the romantic imagination of the mountains, the connections between 
fresh air, a frugal lifestyle, and natural tone scales, a certain skepticism is warranted. We can easily 
compare the tendency described by Wackernell to our contemporary focus on ecological issues, the 
boom of outdoor activities.

Nonetheless, the hypothesis that the tonal scale of Alpine horns, such as the büchel, influenced 
folk music in general deserves attention. In recent years, the musicologist Aindrias Hirt has formu-
lated this hypothesis for the entirety of European folk song: “Hence the problem with folk/pastoral 
music classification: very few trained art musicians in the last few hundred years have researched 
the properties of natural instruments, and even if they have read of the natural scale and perhaps 
done theoretical work with it, they have never actual [sic] heard it. Therefore, they speculate that 
folk music is based on the ecclesiastic modes when in fact the tunes are all ending on specific 
pitches which correlate to the natural scale. Those pitches may very well be of the natural scale, 
not exclusively the diatonic scale” (Hirt, 2017b:21). Hirt takes this argument further and states that 
there was a reciprocal development of the natural scale declining over time while the diatonic scale 
became dominant. 

It is certainly plausible that scales other than diatonic modes existed. According to my state 
of research in the Alpine region, these may well be of many different varieties and not necessarily 
linked to the natural scale. Instead, an analysis of yodeling recordings made in 1936 in the Central 
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Swiss Muotatal valley showed the presence of a scale based on neutral3 intervals (Wey, 2020). 
While the harmonic series hypothesis is certainly important for the study of shepherd’s trumpets 
and horns, the study of the evolvement of scales in my view benefits from a broader picture. A 
spread of the diatonic scale through the establishing of choirs and singing in schools inevitably 
happened throughout the 19th century. However, there is no way to prove which scales existed 
before they were replaced by diatonic scales. Diverse, local traditions supposedly existed, all of 
these – including those based on the harmonic series – would be replaced gradually. I assume that 
there are ‘unknown unknowns’, scales and modes that are neither known nor are we aware of this 
missing knowledge. The development assumed here is depicted in figure 1.

Cyclical and Radial Scales
Büchel music is shaped by the specifications of the natural scale. Therefore, the question arises 

how this scale differs theoretically from the diatonic tone scale. The notes played on natural trum-
pets are each an integer multiple of a fundamental frequency, starting with the interval of an octave. 
Higher notes are closer together than lower notes. The basic, structural difference between this scale 
and the diatonic scales is, to quote composer the Heiner Ruland (1934–2017), the “cyclical” versus 
“radial” characters of the scales. Diatonic scales are examples for a cyclical structure, whereas the 
natural scale is radial. The core element of the cyclical scale is repetition. Each octave includes the 
same degrees. In contrast, the radial scale continues in one direction with ever-new intervals, based 
on frequency relations (1:2, 2:3, 3:4, 4:5, …). There are no repetitive patterns; each new interval 
between two neighboring notes is unique. Ruland describes the difference between the two models: 
On a cyclical scale, there are always the same intervals and consonance relationships to the other 
tones: every tone has for example a pure fifth above it (Ruland, 1988:76). In contrast, the radial 
scale (e.g. of the alphorn) creates always different intervals from tone to tone: different seconds, 
different thirds, etc. (Ruland, 1988:77). Ruland, who composed numerous works based on the har-
monic series, provides sketches of his models of cyclical and radial scales (fig. 2). The following 
table summarizes the differences between the two types of scales.

Cyclical scale – e.g. diatonic scale Radial scale – e.g. harmonic series
Instruments which are tuned by their mak-
ers or performers

Instruments played by overblowing without options 
to alter the pitch

Allows for the transposition of melodies 
(Hirt 2017:73)

No exact transpositions are possible (exception: one 
octave upwards)

Repeats the scale after each octave No repetitive patterns along the scale
Tuning according to the crafting of the in-
strument

Tuning approximating the harmonic series (fre-
quencies in relations of 1:2, 2:3, 3:4, …)

Because of the limited notes playable, the options for multipart playing are limited too. The 
upper bound of the playable scale depends on the skills of the player; however, a range up to har-
monic 12 is common. The 10-note range from harmonic 3 to 12 spans two octaves. In the lower of 

3 Neutral intervals are located in the middle between minor and major intervals, a neutral second for example has 150 
cents (between a minor second of 100 cents and a major second of 200 cents).
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these, only a major triad (g-c’-e’-g’) can be produced. In the upper octave, a slightly lowered b’-flat 
plus a tetrachord of c’’-d’’-e’’-f’’4 leads to the upper g’’. Example 1 details the scale, detailing the 
deviation of each note from equal temperament. Except for harmonics 7 and 11, the differences are 
very small, some of them below the threshold for our hearing. With the described scale, the büchel 
is predisposed to produce major chords – this precondition of trumpets and horns without valves 
has certainly helped the idea of the major triad as a ‘natural’ fundament for traditional music in the 
Alpine region. 

Natural Trumpets Do Not Necessarily Produce the Exact Harmonic Series
With the theoretical groundwork laid out, it remains questionable how exactly the natural scale 

sounded on actual instruments, particularly in the period before the assumed rise of the diatonic 
scale. Recent developments in the construction of instruments have led to a near-perfect intonation 
of the harmonic series. However, by blowing into an ordinary tube, we can easily demonstrate that 
the different tones deviate from this ideal. For example, the difference between the first two har-
monics is rarely a perfect octave.

The music-archeological analysis of historical instruments could reveal the practical tunings 
of natural trumpets. As a short digression, I refer to an analysis I conducted from recordings of two 
of the oldest conserved trumpets, the ancient Egyptian copper and silver trumpets from the tomb 
of Tutankhamun. The British military musician James Tappern made the only recordings in 1939 
(Finn, 2011). The analysis of Tappern’s recordings showed that the distance between harmonics 2 
and 4 is about three quartertones smaller than an octave. This may have been irrelevant to the orig-
inal performers, since these instruments served ceremonial purposes and possibly produced only 
one tone. More research on music-archaeological artifacts could give us a picture of how historical 
instruments actually sounded; the problem hereby is that current guidelines for preserving artifacts 
rarely allow for the playing of such instruments. An acoustical study of Swiss alphorns from the 19th 
and early 20th centuries also showed considerable deviations in their intonation in the lower register 
(Amman et al. 2019:166). It follows from this observation that in practice the deviations from the 
harmonic series can often be greater than the small differences that exist between the intonation of 
the natural scale and the intonation of the diatonic scale. 

The development in instrument making led to a standardization of alphorns and büchels in 
the first half of the 20th century (fig. 2; Wey and Kammermann 2020:80). Alphorn makers followed 
the ideal of the harmonic series and developed instruments suited for consonant multipart playing. 
However, before ensemble performances became popular, the exact intonation remained irrelevant. 
The same applies to the fundamental tuning. For the use as a solo instrument, functioning as a tool 
for signaling or communication, the fundamental frequency did not need to correspond with any 
normative tuning. Multipart performances only became popular in the 1970s, when alphorn players 
started to form groups of three and more players (Wey & Kammermann 2020:83).

Options for Multipart Büchel Music 
Recently, we compiled and published a collection of 47 büchel pieces (Streiff & Wey 2020). 

Among these, and other, historical sources, I identify three basic types of relationships between the 

4 The f’’ in this case is sharpened by a quarter note (see ex. 1).
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first and the second voice. All of them are start from a single solo melody – the way the instrument 
was traditionally played – but differ in the execution of the second part. 

The first type can be illustrated with one of the earliest multipart notations from the Swiss 
Alpine region. Example 2 shows a notation of a yodel melody (ca. 1800) with a double drone 
accompaniment in the bass register. In the present notation, we adapted the melody for the perfor-
mance on natural trumpets by transposing bars 6–11 one octave higher. Originally, the melody was 
most likely sung, the accompaniment could be vocal as well as instrumental. The original notation5 
shows one melodic part accompanied by a drone with the tempo designation “langsam” (slowly) 
and the text “imer der gleiche Baß, wie die Leyer [...]” (always the same bass, like the hurdy-gurdy 
[…]) (Fink-Mennel, 2011:167). Notably, the distance between harmonics 1 and 2 (the drones this 
case) is greater than one octave on many natural trumpets. The drone accompaniment therefore will 
not sound as consonant as the notation suggests. 

The second type is the most common form today. In general, a second voice can be added 
either below and above the lead voice or by crossing the two parts. In the lower register, however, 
the number of available notes decreases and in the high register the execution becomes technically 
more demanding. An addition in the lower register often leads to a tune moving in distances of 
thirds, fifths, and sixths in the same rhythm as the melody (ex. 3, written by Balthasar Streiff 2020).6 
This option comes closer to idiomatic horn music. At the same time, it corresponds with the way the 
second voice is set in many yodeling tunes. Multipart yodeling in the Swiss Alps often combines a 
leading voice with one or two accompanying melodies, which follow in intervals of thirds or sixths 
to the lead voice. In addition, members of a choir sing long bass notes. 

As a third type, instead of following the first voice with the same rhythm, it is possible to 
accompany it with slow-paced movements in the lower register. This type of accompaniment is 
suitable for improvisation, because one can follow the first voice without knowing the exact rhyth-
mic and melodic sequence. The accompaniment does not have to coincide rhythmically with the 
main voice but may adapt with a slight delay. In between, short passages are left to the solo player. 
Example 4 depicts a transcription from the original performance of a duet by two büchel players in 
this form (recorded and transcribed by André Wey 2001).

These three forms do not form an exhaustive list. The examples show the possibilities of 
polyphony using duets, but a third or even a fourth voice can be added according to the same prin-
ciples. It should be mentioned that playing in unison is another possibility. Thereby, microtonal 
deviations in intonation contribute to a rougher and unstable sound. Another possibility is for the 
players to alternate with solo motives. This way of playing picks up the idea that the instrument 
could be used for communication between two or more people.

Conclusions
The common designation of the harmonic series as a ‘natural tone scale’ has been associated 

with the imagination of the Alpine landscape as a particularly natural retreat. Although this asso-
ciation remains questionable in practice, it has an influence on the perception of music for büchel. 

5 The original notation is attributed either to Johann Gottfried Ebel (1764–1830) or to Johann Nepomuk Hautle 
(1765–1826).
6 Recording: http://y2u.be/wxQJHYINHnM, 20.07.2020.
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The number of notes playable on the büchel is limited, yet it leaves diverse options for multipart 
performances. There is no transposition of motifs and no complex harmonic progression in a clas-
sical sense. The properties of the radial scale automatically make a lower voice simpler, because it 
is necessarily based on fewer notes. In addition, the restriction to the notes depicted in example 1 
leads to relatively austere options for melodic and harmonic progressions. For example, a classical 
harmonic scheme (I – IV – V) cannot be reproduced in its entirety. At the same time, the manifold 
intervals inside the radial scale inhibit any consistency of chords based on different pitches. How-
ever, the audible difference between the natural scale and a major diatonic scale is in many cases 
irrelevant. Among the pieces surveyed, three forms of multipart playing emerge: (1) An accompa-
niment with low drone notes, (2) a second voice that performs intervals of thirds, fifths and sixths 
below the first voice in the same rhythm, and (3) a relatively simple second voice pacing slowly 
with notes corresponding to the lead voice. 
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suraTi 1. SemoTavazebuli tonaluri cvlilebebi alpur regionSi. droTa ganmav-
lobaSi xazebi da maTi Sebrunebis wertilebi hipoTeturi rCeba.
Figure 1. Suggested changes of tonalities in the Alpine region. The lines over time and their turning 
points remain speculative.

suraTi 2. cikluri da radialuri wyobebi rulandis mixedviT (1988: 76). termini 
`3/2~ cikluri wyobis grafikul gamosaxulebaze aRniSnavs sixSireebis Tanafar-
dobas kvintebSi. cifrebi radialur Skalaze ki aRniSnaven obertonebs. rulandi 
fokusirebulia oqtavaze meSvide da meToTxmete obertons Soris, romelic hep-
tatonikur bgeraTrigs moicavs Svidi gansxvavebuli sekundiT.
Figure 2. Design of cyclical and radial scales after Ruland (1988:76). The term “3/2” in the cyclical 
scale graphic refers to the frequency ratios of fifths. The numbers on the radial scale designate har-
monics. Ruland focuses the octave between harmonics 7 and 14, which is comprised of a heptatonic 
scale with seven different seconds.
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magaliTi 1. buCelis  musikis bgeraTrigi. cifrebi miuTiTeben calkeuli notebis 
gadaxraze Tanabari temperaciidan. maRali an dabali notebi am bgeraTrigis miR-
ma iSviaTad gamoiyeneba.
Example 1. The scale on which büchel music is based. The numbers indicate the deviation of the 
particular notes from equal temperament. Notes outside this scale, both higher and lower, are rarely 
used.

magaliTi 2. rujuseri (ca. 1800) bunebriv sayvirebze SesrulebisaTvis adaptire-
buli varianti.
Example 2. Ruguser (ca. 1800) adapted for the performance on natural trumpets.

magaliTi 3. ornawiliani Büchelgsätzli. meore xma dawerilia balTazar Streifis 
mier (2020).
Example 3. Büchelgsätzli with two parts. 2nd voice composed by Balthasar Streiff (2020).
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magaliTi 4. ornawiliani Büchelgsätzli. savele Canaweri muotatalidan. notirebu-
lia andre veis mier (2001).
Example 4. Büchelgsätzli with two parts. Field recording from Muotathal and transcription by 
André Wey (2001).
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manuel lafarga, penelope sans
(espaneTi)

samstviriani gudastviri nuraRes kulturaSi:
4000 wlis mravalxmianoba xmelTaSua zRvis barbajiaSi (sardinia)

launedasi (Launeddas). dakarguli mravalxmiani sakravi
launedasi aris tradiciuli sakravi, romelic Sedgeba sammagi stvirisagan. 

gudastviris msgavsad, am sakravzec erTi stviri gamoiyeneba burdonuli banis, 
xolo ori melodiuri xazisTvis. sinamdvileSi, orive instrumenti, ZiriTadad, 
analogiurad funqcionirebs, pirveli – mudmivi cirkularuli CaberviT, xolo 
meore – gudaSi arsebuli haeris maragis saSualebiT. gasakviria, rom evro-
pis istoriaSi sakravis uZvelesi fesvebis miuxedavad, launedasma musikologiis 
disciplinis mxridan Zalian mcire yuradReba miipyro. 

am sakravis arsebobis uZvelesi dasturia Zv.w. VIII saukunis brinjaos iTi-
faluri qandakeba, romelic aRmoCenil iqna itiriSi, sardinia (L1; suraTi 1): 
aSkaraa, rom damoukidebeli stviri marjvena xelSi, xolo ori mierTebuli st-
viri marcxenaSi unda daviWiroT. kunZulis dRevandel tradiciul kulturaSi 
sakravi zustad ase gamoiyeneba. itiruli launedasi evropuli mravalxmianobis 
yvelaze Zveli cnobili ikonografiuli wyaroa. rogorc viciT, es sakravi iyo 
nuragiuli kulturis ganuyofeli nawili. misi arsebobis mtkiceba SegviZlia, 
Zv.w. meore aTaswleulebis dasawyisidan mainc.

amasTan, igi sardiniuli musikaluri kulturis nawilia, ufro adreuli 
droidan, vidre qalaqi romi daarsdeboda da dRemde sardiniuli kulturis 
saukeTeso simboloa. is iqca unikalur da gamaocebel SemTxvevad uZveles mul-
tifonur (mravalxmian) sakravTa Soris, radgan masze ar arsebobs werilobiTi 
dasturi, mogvepoveba mxolod 14 ikonografiuli wyaro.

itiris figuris garda, danarCeni cameti kvlav Cndeba piqti1 da irlandieli 
berebis qristianul jvrebsa da runul warwerebze ax. w. me-9 saukunis da qris-
tianul kodeqsebSi am aTaswleulis Semdeg, magram arcerTi maTgani araa ugvianes 
me-13 saukunis Sua xanebisa2.

amis Semdeg kvali ikargeba Cvens dRevandelobamde (Brown, 2006: 43-45; Brown, 
2007; Lafarga & Sanz, 2016b: 8-38). ase rom, am instrumentTan dakavSirebiT xangrZlivi 
dumilia. amasTan, romauli sarkofagebis Sesaxeb axlad aRmoCenili pre-konstan-
tineseuli wyaroebi aris erTaderTi Cvenamde moRweuli mtkicebuleba 1500 wel-
ze meti xnis ganmavlobaSi (Ficoroni, 1709; Lafarga, 2016b) .

nuraRe: aTaswleulis kultura
arqeologiuri mtkicebulebebis Tanaxmad, sardiniaSi adamianis winaprebi 

cxovrobdnen minimum 450 000 wlis win, Tumca, rogorc Cans, pirveli namdvili 

1 xalxi, romelic cxovrobda Ggvian antikur da adreul qristianul xanaSi, axlandel Crdi-
loeT da aRmosavleT SotlandiaSi. rogorc varaudoben, piqturi ena kavSirSi iyo britanulTan 
(red.).
2 ix. cxrili danarTSi.
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kolonizatori iyo erTgvari hominidi 250 000 wlis win3. is, albaT, garkveuli 
tipis pre-neandertali iyo, romlisganac Cven mxolod erTi falangi gvaqvs (ke-
remulis midamoebidan) da romelsac paleonTologebma „nur“ uwodes.

es leqsikuri fuZe saxels aZlevs agreTve kunZulze mcxovreb xalxs da mis 
kulturas bolo aTaswleulidan dRemde: nuraRiuli kultura (nuraRidan, wriu-
li koSkebidan). sardiniis CrdiloeTi da centraluri regionebi istoriulad da 
kulturulad yvelaze izolirebuli teritoriebia italiaSi da, agreTve, evro-
pis erT-erTi yvelaze naklebad dasaxlebuli regionia. maTi tradiciebi, enebi 
da folklori, izolaciis gamo, bevrad ukeT aris daculi, vidre xmelTaSua 
zRvis sxva kunZulebisa..

am mTian qveyanaSi romaelTa yofna mxolod nominaluri iyo. ciceronma (Zv. 
w. 106-43 ww.) daarqva mas „barbajia“ – sityva sityviT – „isini, vinc Cvens ena-
ze ar laparakoben“, etimologiuri fuZiT “stutterer” (waborZikebiT saubari). es 
xalxi romaelebisaTvis cnobili iyo, agreTve, gamonaTqvamebiT latrones mastrucati 
– „qurdebi matylis uxeSi samosiT“.

nuraRis kultura moicavs periods Cvens welTaRricxvamde 2000-dan 200 
wlamde (Melis, 2003). Cveni informaciiT, maT ar hqondaT damwerloba da isini 
arasdros gamosaxavdnen kedlebze simboloebs. Cven maTi kulturis Sinaarsis 
Sesaxeb mxolod arqeologiuri da ikonografiuli tipis informacias vflobT. 
amisda miuxedavad, 10000-ze metidan mxolod 7000-ze meti adgilia, romlebic 
SesaZloa am periods ganekuTvnebodes, Tumca mecnierulad mxolod ramdenimea 
giTxrili da Seswavlili.

bevri maTgani warmodgenilia mxolod erTi koSkiT, zogi moicavs ramdenime 
koSks kedlebiT. ufro rTuli, Tumca naklebad xSiria struqturebi, romlebic 
agebulia didi raodenobiT koSkebiT, maT garSemo kedlis sistemiTurT: maT nu-
ragiul samefo sasaxleebs uwodeben.

amasTan, ar arsebobs konsensusi imis Taobaze, Tu ra funqcia hqonda am 
struqturebs, romelTa zoma ar aris dakavSirebuli maT garSemo mobinadreTa 
gansaxlebis simWidrovesTan.

iqneb es iyo wminda an Sexvedrebis adgilebi, xelisuflebis specialuri 
oTaxebi, an samxedro, an strategiuli wertilebi. aseve ar aris gamoricxuli, 
rom isini am funqciebis nazavi yofiliyo. es Senobebi ar ukavSirdeba sxva med-
iteranul arqiteqturul an mxatvrul tradiciebs, garda korsikuli torisa 
(koSki)da balearis kunZulebis4talaiotebisa5.

sardiniuli ena uZvelesi laTinuri uaxloesi uZvelesi gadarCenili enaa. 
garda amisa, maTi dialeqtebi aseve Seicavs paleo-sardinianul an nuragiul 
substrats (toponimebisa da mikrotoponimebis saxiT), romlebic SesaZloa da-
kavSirebuli iyos indoevropuli an kidev winaindoevropuli warmoSobis sxva 
Zveli xalxis idiomebTan: etruskebi, ilirielebi, proto- baskebi da espaneTis 
sxva pre-iberiuli xalxebi (Blasco, 2010: 161-162). es gansakuTrebiT exeba kunZulis 
centralur regions, barbajiasa da aRmosavleT oliastras (Aredu, 2007).

3 sardinia da korsika am hominidebs gamyinvarebas dasasrulisken SeuerTdnen, rodesac zRvis 
done marTlac dabali iyo.
4 arqipelagi iberiis naxevarkunZulis aRmosavleT sanapiroze (red.).
5 rinjaos epoqis megaliTebi (red.).
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itiris qandakeba6: nuragiuli launedas Semsrulebeli
sardiniuli brinjaos qandakebebi dasavleTis xelovnebis istoriis lit-

eraturaSi 1763 wels Semovida mimoqcevaSi, rodesac vinkelmani, Tanamedrove 
arqeologiis mama (Winckelmann, 1768), ewvia romSi kirkerianis muzeums7: radgan 
vinkelmani klasikuri samyaros kanonikur maxasiaTeblebis mimdevari iyo, man iq 
dacul oTx figuras uwoda „srulad barbarosuli“ (Lilliu, 2008; Lilliu, 1966: 8). 
momdevno ori saukunis ganmavlobaSi am mwir nimuSebs sxva 400 cali daemata, ro-
gorc akademiuri gaTxrebis Sedegad, aseve Cveulebriv napovni artefaqtebidan. 
maTi umetesoba romauli barbajiadan (sardinia) iyo.

XIX saukunis ganmavlobaSi mravali gayalbeba moxda, ramac sxvadasxva Teo-
riasTan dakavSirebuli mravali debati warmoSva, nimuSebis yovelgvari mkafio 
klasificirebis gareSe. mxolod 1949 wels veneciaSi, san-markos axal prokura-
turaSi, saerTaSoriso auditoriis winaSe pirvelad wardgenil iqna am sarwmuno 
wyaroebidan 60 eqsponati. gamofena imdenad warmatebuli iyo, rom mogvianebiT 
ganmeorda dasavleT evropis qveynebSi8.

yvela am daskvnis amomwuravi mimoxilva warmodgenili iyo jovani lilius9 
naSromSi jer veneciuri eqspoziciis katalogis momzadebis dros, Semdeg ki 1956 
wels, rodesac aRmoCenili figurebis raodenoba Tavdapirveli 60 figuridan 
144-mde gaizarda. gafarToebuli meore gamocema – Sculture della Sardinia Nuragica 
(Lilliu, 1956) – kidev ufro gafarTovda 1966 wels saboloo, mesame gamocemaSi, 
sadac TiTqmis 400 nuragiuli obieqti iyo ganxiluli (Lilliu, 1966, 2008).

am naSromSi warmodgenili 370 figuridan samocdaToTxmets ar gaaCnia 
topografiuli monacemebi, maSin roca 276 warmoiSva jamSi 95 adgilidan, aqedan: 
oristano (24), kaliari (27), sasari (56) da nuoro (169). am adgilebis umetesoba 
barbajias regions ekuTvnis. maTgan 184 adamianis figuraa (158 kaci da 26 qali), 
63 navi (20 maTgani fragmentuli)10, xolo 67 cxovelia – 26 msxvilfexa rqosani 
cxoveli, 10 Txa, 13 iremi, 6 gareuli Rori, 2 mela, 2 ZaRli, 7 Citi da 1 maimuni.

adamianis figurebi warmoadgenen meomrebs (53), mSvildosnebs (26) da sxva 
personaJebs iaraRiT, romelic socialuri statusis simboloebia (10), zogi, al-
baT, sakraluri an ritualuri xasiaTisaa (mRvdeli da mRvdeli, an jadoqari), 
ori mokrive, zogierTi mwyemsi da sxvebi, ufro mokrZalebul pirebi, romlebsac 
Sinauri iaraRebi an cxovelebi uWiravT, Tundac erTi maTgani yavarjniT, xolo 
meore – gadaxveuli xeliT (Lilliu, 2008: 71).

dRevandelobaSi aRdgenili mTliani nakrebidan mxolod ori musikosia: cor-
nu-ze (rqa) da sammag gudastvirze Semsrulebeli11. es qandakeba (suraTi 1) aRmo-
aCines itiriSi da igi TariRdeba Zv. w. VIII saukuniT, romis daarsebis droidan.

6 Itiri Cannedu, sardiniul enaze.
7 amJamad preistoriul-eTnografiuli muzeumi “L. Pigorini”.
8 romi, florencia, ciurixi, briuseli, haaga, amsterdami, parizi, lioni, antibi, kembriji, oqs-
fordi, londoni, hamburgi da milani.
9 (barumini, 1914 – kaliari, 2012). 
10 am patara gemebis raodenoba 1994 wels 108-mde gaizarda. liliu (2008, gv. 25).
11 liliuis naSromSi numeraciiT 182 da 183 (2008, gv.375-380).
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sardinia da korsika: 4000 wlis mravalxmianoba?
qristianobamde mravali saukuniT adre, sardiniaze, albaT, sasimRero 

tradiciebi yvaoda, rasac maTi instrumentuli praqtika mowmobs. Cvens dro-
Si sardiniaSi arsebobs instrumentuli mravalxmianobis rva sxvadasxva stili. 
isini sruldeba koleqtiuri praqtikis farglebSi, romelsac cunsertus ewodeba. 
TiToeuls aqvs Tavisi damaxasiaTebeli JReradoba da repertuari, romelsac 
SeiZleba mimarTavdes ramdenime an yvela Semsrulebeli, romlebic ukraven nebi-
smier tonalobaSi, kvintis diapazonSi.

yvelaze farTod gavrcelebuli teqnika efuZneba ramdenime melodiis xan-
grZliv variaciebs, sadac erTi simRera SeiZleba saaTze metxans gagrZeldes. 
martivad SegviZlia warmovidginoT msgavsi saSemsruleblo praqtika sardiniisa 
da xmelTaSua zRvis uZveles populaciebSi, vokaluri da instrumentuli, maT 
Soris berZnebisa da romaelebis Zv. w. me-5 saukunis dasawyisamde (Lafarga, 2017). 
faqtia, sardiniuli da mezobeli korsikuli vokaluri mravalxmianoba yvelaze 
ganviTarebulia balkaneTsa da xmelTaSua zRvispireTSi.

sardiniulma polifoniurma simReris stilma saerTaSoriso aRiareba miiRo 
iuneskosgan 2000 wels (Macchiarella, 1990; Jordania, 2006: 135-140). mwyemsTa Soris 
gavrcelebuli oTxxmiani Sesruleba cnobilia tenores saxeliT. harmonia Zir-
iTadad emyareba pirveli safexuris maJorul samxmovanebas, ufro maRali xmebi 
moZraoben terciis intervalis viwro diapazonSi, iyeneben cxvirismier bgereb-
sa da daZabul tembrs, xSiria sekunduri disonansebi, romlebic warmoiqmneba 
melodiuri moZraobiT statikuri samxmovanebebis sapirispirod. konkretuli 
glosolaliebi xSirad gamoiyeneba tembruli efeqtis gasaZliereblad.

kunZulis CrdiloeT nawilSi religiuri mravalxmianobis mamakacTa oTxmiani 
praqtika arsebobs, romelic Tan axlavs kaTolikur rituals. yvela xmas erTi 
saxeli aqvs, garda yvelaze maRali xmisa – falzittu (aRsaniSnavia, rom es xma „fal-
cetiT“ar mReris). sagaloblebisaTvis damaxasiaTebelia moumzadebeli modula-
ciebi, SedarebiT Tavisufali metro-ritmi da Zalian ornamentuli melodiebi 
(Jordania, 2006: 135-140) .

sardiniis samxreTSi (Jordania, 2015: 84), ar aris mravalxmiani mReris tradicia, 
xolo cnobili samstviriani gudastviri an launedasi, romlebic maTi mdidari 
musikaluri tradiciebis saukeTeso simboloa, centralur regionSi iqna aRmo-
Cenili.

daskvnebi: launedasi aTaswleulebis manZilze
itirel Semsrulebelze dayrdnobiT, romelic Cven ukve warvadgineT Tbilis-

Si or saerTaSoriso forumze (Lafarga & Sanz 2018; Sanz 2017), aseve, sxva special-
izebul publikaciebSi (Lafarga, Llimerá, & Sanz, 2016a: 27-5; Lafarga 2016b.), SegviZlia 
vivaraudoT, rom nuragieli xalxi, romlebic Zv.w. II aTaswleulidan saxloben 
sardiniaSi, SeiZleba mravalxmianad moazrovneebi yofiliyvnen, rogorc vokalu-
ri, aseve, instrumentuli tradiciiT (Jordania, 2006: 266-8; Nikoladze, 1986; Nikoladze, 
2003). praqtikulad SeuZlebelia mravalxmianobis tradiciebis orive modelis 
gaTvaliswineba erTmaneTisgan damoukideblad, radgan mravalxmiani instru-
mentebi vokaluri mravalxmianobis arsebobis mtkicebulebaa, rogorc es ukve 
vaCveneT Cvens wina kvlevebSi (Lafarga, 2017).

Cvens dromde, itireli Semsruleblis garda, aRar arsebobda sxva mtkice-
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buleba 1500 wlis ganmavlobaSi, ax.w. X saukunemde12, rodesac CrdiloeT evropa-
Si launedasi kvlav gamoCnda qristiani piqti berebis jvrebze.

amasTan, fikoronis (Ficoroni, 1747) mier me-18 saukunis dasawyisSi aRmoCenili 
manamde ucnobi wyaro saSualebas gvaZlevs davadasturoT launedasis arseboba 
klasikur samyaroSi konstantines (Ficoroni, 1709: Lafarga et al (2016b) droze adre. 
es samstvirian gudastvirze Semsrulebeli amoCuqurTmebuli iyo romaul sar-
kofagze, romelic aRmoCenil iqna romSi, prenestinas quCis maxloblad da dab-
runebul iqna cnobili romaeli antikvaris mier. igi amJamad vatikanis muzeumSi 
(Bielefeld, 1997) inaxeba da TariRdeba 240 wliT.

rogorc Cans, bunebrivia imis mtkiceba, rom es sakravi romael xalxSi iyo 
gavrcelebuli itiris Zeglidan 1000 wlis Semdeg da SotlandiaSi pirveli qris-
tianuli jvrebis gamoCenamde 600 wliT adre.

SejamebisTvis, Cven vfiqrobT, rom es sami faqtis SeiZleba ukavSirdebodes 
Cvens varaudebs:

a) sakravi warmoiSva pre-romauli sardiniidan;
b) sakravi cnobili iyo romauli sazogadoebisTvis (Lafarga et al (2016b) da
g) misi Semdgomi arseboba CrdiloeT evropaSi qristian berebs Soris SeiZle-

ba dakavSirebuli iyos romaelTa savaWro an/da samxedro gzebTan13.

Targmna baia JuJunaZem

12 kantigas de santa mariadan (XIII saukune) moyolebuli sabolood qreba ikonografiuli re-
estridan Cvens dromde. lafarga da sxvebi (2016b). ixileT cxrili. agreTve berZnuli da ro-
mauli gudastvirebis amomwuravi mimoxilvisTvis ixileT agreTve, lafarga da sxvebi (2016a).
13 aseve SemoTavazebuli braunis mier (2006; 2007). agreTve http://www.youtube.com/launeddas, arxi, 
romelic ekuTvnis pitano peras, specialurad itiris qandakebisTvis.
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MANUEL LAFARGA, PENELOPE SANZ
(SPAIN)

TRIPLE PIPES IN NURAGHE CULTURE: 
4000 YEARS OF POLYPHONY IN THE MEDITERRANIAN BARBAGIA (SARDINIA)

Launeddas. A lost polyphonic instrument 
Launeddas are traditional instruments composed of triple pipes. They produce a stable drone 

plus two melodic pipes, like a bagpipe. In fact, both instruments function basically in the similar 
way, the former with a constant circular blowing, and the second one through an airbag supply. 
Surprisingly, despite its ancient roots in European history, launeddas received a very few, if any 
attention, from the musicological discipline. 

The oldest evidence for this instrument is a bronze itifalic statuette from 8th-century BC, 
which was founded at Ittiri, in Sardinia (L1; Figure 1): it is evident that an independent tube is held 
by the right hand, and two joined pipes are held by the left, as it happens currently in the traditional 
culture of the island. Launeddas from Ittiri is the oldest known iconographical source of European 
polyphony. As we know that the instrument was an integral part of nuragic culture, we can assert its 
existence at least from the beginnings of second millenia BC.

 However it is a part of Sardinian musical culture from earlier than Rome city‘s foundation 
and being still actually the symbol par excellence of the Sardinian culture, launeddas become a 
unique and surprising case among the ancient multiphonic (polyphonic) instruments, since there 
are no known literary references, and there exist only 14 iconographical sources for the instrument. 

In addition to Ittiri figurine, the other thirteen appear again over the Christian crosses and 
runes of Pict and Ireland monks after 9th-century AD, and in Christian codices after millenia, 
however none of them later than mid-13th-century AD 1. 

After this the track is lost until our days (Brown, 2006: 43-45; Brown, 2007; Lafarga & Sanz, 
2016b: 8-38). So there is a long gap of silence about this instrument. However our recent finding of 
a new source over a Roman sarcophagus from pre-Constantine times, is the only survival one in a 
span of more than 1500 years 9 (Ficoroni, 1709; Lafarga, 2016b).

Nuraghe: a Millenial Culture
Archaeological evidence shows Sardinia had human ancestors habitated the island from 

at least 450.000 years ago, however it seems that the first true colonizer was a kind of hominid 
250.000 years ago 2. He was probably some type of pre-neandertal from who we have only one 
phalange (Cheremule site), and who has been called “nur” by the paleonthologists. 

This lexical root gives their name also to people who inhabited the island for the last millenia 
to our days: nuraghic culture (from nuraghe, circular towers). The northern and central regions of 
Sardinia are the most historically and culturally isolated territories in Italy, and also one of the least 

1 See Appendix – Table.
2 Both Sardinia and Corsica were joined to the end of the last glaciation, when the level sea was really low.
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populated regions of Europe. Their traditions, languages, and folklore, are much better preserved 
than other Mediterranean islands, because of isolation.

In this mountainous land, the Roman presence was only nominal, and Cicero (106-43 BC) 
named it “Barbagia” ― lit. “those who do not speak our language”, with etimological root from 
“stutterer”. They were known to Romans also with the expression latrones mastrucati ― “thieves 
in a rough garment in wool.”

Nuraghe culture covers a period from 2000 to 200 BC (Melis, 2003). To our knowledge, they 
did not have writing and they never depicted their symbols on the walls. We only have information 
about the contents of their culture in the form of the archeological and iconographical nature. 
Neverthless, there exists more than 7.000 sites among the more than 10.000 which could had been 
in their times, however only a few have been scientifically excavated and studied. 

Many of them consist in a single tower, while others include some of towers with some walls. 
The more complex, however less frequent, are structures composed of a big number of towers along 
with a wall system in and around: they are called nuragic royal palaces. 

However, there is no consensus on what was the function of these structures, and whose size 
is not related to the population density established around them. 

Perhaps these were sacred places, special rooms for authorities, meeting places, or military 
or strategic points. It is also possible that they were a mixture of some of these functions. These 
buildings are not related to other Mediterranian architectural or artistic traditions, with the exception 
of the Corsican torri and the Balearian Islands talaiots. 

Sardinian language is the closest surviving language to ancient Latin. In addition, their dialects 
also contain paleo-sardinian, or nuragic, substrate (in the form of toponyms and microtoponyms), 
possibly related to the idioms of other ancient European people of Indoeuropean or even pre-
Indoeuropean origins: etruscans, illirians, proto-basques and other pre-iberian peoples of Spain 
(Blasco, 2010: 161-162). This is particularly the case in the central region of the island, in Barbagia 
and eastern Ogliastra (Aredu, 2007) 

The Ittiri Statuette3: a Nuragic Launedda Player
The Sardinian bronze statuettes entered Western Art History literature in 1763 when 

Winkelmann, the father of modern archaeology (Winckelmann, 1768) visited the Kircherian 
Museum at Rome4: as he was following the canonical beauty characteristics of Classical World, 
he referred to four figures present there as “fully barbarian” (Lilliu, 2008; Lilliu, 1966: 8). Other 
400 pieces has been added to this scarce sample during the next two centuries, both from academic 
excavations and casual foundings. Most of them were from the Roman Barbagia (Sardinia). 

Many falsifications were made during the 19th-century, leading the debates to all sort of 
theories with no clear patterns for the classification of the pieces. It was only in 1949 that 60 of these 
“veridical” sources were presented for the first time to international audiences at Venice, in the New 
Procuratory of San Marcos. The exhibition was so succesful that it was later repeated throughout 
the countries of the Western Europe 5.

3 Itiri Cannedu, in Sardinian language. 
4 Currently, Prehistoric-Etnographic Museum “L. Pigorini”.
5 Rome, Florence, Zurigo, Brusels, The Hague, Amsterdam, Paris, Lyon, Antibes, Cambridge, Oxford, London, 
Hamburg, and Milan.
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The exhaustive review for all these findings was presented in the work of Giovanni Lilliu 6 first 
while preparing his Catalogue for the Venetian exposition, and then in 1956, when the number of 
recovered figurines went to 144 from original 60 figurines. The enlarged second edtion ― Sculture 
della Sardinia Nuragica (Lilliu, 1956) ― was further extended in the final, third 1966 edition, 
where almost 400 nuragic objects were included (Lilliu, 1966, 2008).

Seventy-four of the 370 figurines presented in this work have no topographical data, while 
276 proceed from a total of 95 sites in the provinces of Oristano (24), Cagliari (27), Sassari (56), 
and Nuoro (169), most of them from the region of Barbagia. Out of them, 184 correspond to human 
figures (158 males and 26 females), 63 to boats (20 of them fragmentary) 7, and 67 are animals ― 
26 bovids, 10 goats, 13 cervids, 6 wild boars, 2 foxes, 2 dogs, 7 birds, and 1 monkey. 

Human figures are representing warriors (53), archers (26), and other personages showing 
several weapons, symbols of social status (10), some probably of sacred or ritual character (priest 
and priestess, or magi), two boxers, some shepherds, and others which show more humble persons 
holding domestic tools or animals, even one of them with a crutch and another one with a bandaged 
hand (Lilliu, 2008: 71).

There are only two musicians among the whole set recovered to our days: a cornu (horn) 
player and a perfomer playing triple pipe, launeddas 8. This figurine (Figure 1) was discovered in 
Ittiri, and it is dated around 8th-century BC, the times of Rome foundation. 

Sardinia and Corsica: 4.000 Years of Polyphony?
Many centuries before Christian times, the singing traditions were most likely flourishing 

in Sardinia, such as their instrumental practices attest. In our days, there are eight different styles 
of instrumental polyphony in Sardinia. They are played within the collective practices called 
cunsertus. Each one has its characteristic sound and repertory, which may include some or all the 
performers playing in any tonality in the range of the interval fifth. 

The most widespread technique consists of long variations over a few melodies, where a 
single song might last for more than an hour. We can easily imagine similar performative practices 
among the ancient populations of Sardinia and Mediterranea, vocal and instrumental, including 
Greeks and Romans till the beginnings of the 5th-century AD (Lafarga, 2017). In fact, Sardinian 
and the neighbouring Corsican vocal polyphonies are among the most developed in Balkans and 
the Mediterranean. 

Sardinian polyphonic singing style received an international recognition from the UNESCO in 
200 (Macchiarella, 1990; Jordania, 2006: 135-140). Four-part polyphonic singing among shepherds 
is known with the name a tenore. Harmony is based mainly on a major triad over the tonic, the 
higher voices move in a narrow range of the interval third, using nasal and tense timbre, and there 
are frequent secondal dissonances arising from the melodic motion against the static triads. Specific 
nonsense syllables are frequently used for a better resounding effect.

In Northern part of the island male singers practice a type of religious polyphony in four parts 
accompanying the Catholic rites. All voices belong the same name except the highest ― falzittu 

6 (Barumini, 1914 – Cagliari, 2012).
7 The number of these small ships had increased to 108 in 1994. Lilliu (2008, p. 25).
8 Numbered 182 y 183, respectively, in the work of Lilliu (2008, pp. 375-380).
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(note that this part is not performed in “falsetto”), and the chants contain non-prepared modulations, 
relatively free meter and rhythm, and very ornamented melodies (Jordania, 2006: 135-140).

There is no polyphonic singing in the South of Sardinia (Jordania, 2015: 84), and the famous 
triple pipes or launeddas, the symbol par excellence of their rich musical traditions, was found in 
the central region. 

Conclusions: Launeddas Across the Millennia
The Ittiri performer, which we already presented also through two International Conferences 

in Tbilisi (Lafarga & Sanz 2018; Sanz 2017), in addition to some specialized publications (Lafarga, 
Llimerá, & Sanz, 2016a: 27-5; Lafarga 2016b.), suggest that nuragic people inhabiting Sardinia 
from the second millenia BC could be polyphonic, both in vocal and instrumental tradition 
(Jordania, 2006: 266-8; Nikoladze, 1986; Nikoladze, 2003 ). It is virtually impossible to consider 
both modalities of polyphonic traditions independently from each other, as polyphonic instruments 
are the proof of the existence of vocal polyphony, as we already showed in our previous Works 
(Lafarga, 2017) 

Till our times, apart from the Ittiri performer, there was no other available evidence for a long 
1.500 year period, until 10th-century AD 9, when images of launeddas appear again carved over the 
Christian crosses of pict monks at Northern Europe. 

However, our recent finding of previously unknown source by Ficoroni at the beginnings of 
18th-century (Ficoroni , 1747), allowes us to assert the presence of launeddas in the Classical World 
before the time of Constantine (Ficoroni, 1709: Lafarga et al (2016b). This triple pipe player was 
carved over a Roman sarcophagus founded at Rome, near Via Prenestina, and drawed in situ by the 
famous Roman antiquarian. It remains currently at Vatican Museum (Bielefeld, 1997), and is dated 
at 240 AD.

It seems natural to assert, that the instrument was present also among Roman people 1000 
years after the Ittiri figurine, and 600 years before the first Christian crosses appeared in Scottland.

To conclude, we think that it is possible to arrange these three facts in relation to our conjectures: 
a) The instrument could be originaly from pre-Roman Sardinia; 
b) The instrument was known to Roman society (Lafarga et al (2016b), and 
c) Its later presence in Northern Europe among Christian monks might be related to Roman 

commercial and/or military routs 10.

9 From the Cantigas de Santa María (13th-century) onwards, the representations disappear definitively from 
iconographical register until our days. Lafarga et al (2016b). See Table. See also Lafarga et al (2016a) for an exhaustive 
review of the ancient Greek and Roman bagpipes.
10 Also proposed by Brown (2006; 2007). See also <http://www.youtube.com/launeddas>, a channel owned to Pitano 
Perra, specially for the Ittiri statuette.
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suraTi 1. launedasze Semsruleblis sardiniuli itifaluri qandakeba itiridan, 
Zv.w. VIII saukune.
Figure 1. Sardinian itifalic statuette playing launeddas from Ittiri, 8th-century BC.

suraTi 2. aRdgenili nuragiuli samefo sasaxle.
Figure 2. Nuragic royal palace recreation.

suraTi 3. sardiniis romis ori provincia. itiriSi sammagi gudastviris lokaciebi.
Figure 3. The two Roman provinces of Sardinia. The triple pipe points to Ittiri location.
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suraTi 4. franCesko di fikoronis kupidoni romis sarkofagidan, 1702 w.
Figure 4. Cupido from a Roman sarcophagus by Francesco di Ficoroni, 1702.
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Table – Extant iconographical sources for launeddas1

cxrili – launedasis ikonografiuli wyaroebi2

egzempliari/ Exemplar TariRi/
Date

qalaqi/City fizikuri da 
werilobiTi 

wyaro/ Physical or 
literary source

L1 Itifalic statuette. Launedda 
player: 2 + 1 pipes

itifaluri qandakeba. 
launedazeSemsrulebeli: 

2+1 stviri

9th-5th-
century 

BC
Zv.w. me-
9-me-10 s

itirini
(sardinia)

Ittiri 
(Sardinia)

kaliaris 
arqeologiuri 

muzeumi
Archaeological 

Museum of Cagliari

L2 Launedda 
(relief in abbey)

launeda
(saabatos reliefi)

8th-century
Zv.w. 

me-8 s.

iona
(Sotlandia

Iona 
(Scottland)

Brown & Montesci 
(2006)

brauni da 
monteski (2006)

L3 Launedda player 
(relief on a sheath sword) 

Llaunedaze 
Semsrulebeli
(reliefi xmlis 

Casadebze)

9th-century
ax.w. me-9 

s.
Aargaili

(Sotlandia
Argyll 

(Scottland)

Clements (2009).
Antiquarians Sociey 

of Scottland
Kklemensi (2009)

Sotlandiis 
antikvaristTa 
sazogadoeba

L4 Launedda 
(relief in abbey)

launeda
(saabatos reliefi)

10th-
century
ax.w. me-

10 s.

Oofalai
(Sotlandia

Offalay 
(Ireland)

Brown & Montesci 
(2006)

Bbrauni da 
monteski (2006

L5
Launedda 

(relief in abbey)
launeda

(saabatos reliefi)

10th-
century
ax.w. me-

10 s.

pertSiri
(Sotlandia)

Pertshire 
(Scottland)

Brown & Montesci 
(2006)

Clements (2009)
Bbrauni da 

monteski (2006)
klemensi (2009)

1 Lafarga et al (2016b). Three double blow instruments in pairs from Cantigas de Santa María (L15, L16, L17) are 
added.
2 lafarga da sxv. (2016b). damatebulia sami ormagi gadabervis sakravi parizis Cantigas de Santa 
María-dan (L15, L16, L17).
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L6 Launedda 
(relief in abbey)

launeda
(saabatos reliefi)

10th-
century
ax.w. me-

10 s.

monasterboisi
(irlandia)

Monasterboice 
(Ireland)

Brown & Montesci 
(2006)

Bbrauni da 
monteski (2006)

L7 Drawing in a manuscript: 
launedda: 3 equal pipes
grafika xelnawerSi: 

launeda: sami Tanabari 
stviri

c. 1000 kembriji
Cambridge

Psychomaquia
fsiqomakia

L8 Miniature: launedda: 3 or 4 
pipes: ¿ganistrum?. 

liniatura: launeda: 3 an 
4 stviri

c. 1170 iorki
York

Hunter ‘s Psalter / 
Enc. Brit.

Monadires 
fsalmunebi/enc. 

Bbrit.
L9 Relief: angel with launedda 

over an inner arch
reliefi: angelozi 

launedaTi Sida arkaSi 

13th-
century
ax.w. me-

13 s.

londoni
London

Westminster Abbey
Vestmisteris 

saabato

L10 Chapiter: goat plays launedda 
a duo with a violist ram

Kkapitali: Txa ukravs 
launedaze duetSi 
mevioline cxvarTan 

erTad

c. 1200 havkCarCi
Hawkchurch

Church of St. John 
the Baptist

ioane 
naTlismcemlis 

eklesia

L11 Miniature: 3 winged quimeras 
(one of them plays launedda)

Mminiatura: sami 
frTiani qimera

(erT erTi ukravs 
launedaze) 

12th-
century
ax.w. me-

12 s.

oqsfordi
Oxford

Englsih Bestiary of 
Canterbury

Kkenterberis 
inglisuri 
besteria

L12 Miniature: 
launedda with 3 very big pipes 
miniatura: launeda sami 
Zalian didi stviriT

1225-50 parizi
Paris

Lewis’ Psalter
Lluis 

mefsalmune

L13 Drawing: launedda: ensemble 
with a deceased

grafika: launeda: 
ansambli gardacvlilTan 

erTad

1255-60 londoni
London

Apocalypse of Dyson 
Perrin

dison perinis 
apokalifsi
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L14
Pair of launeddas: 
dissímilar pipes 

launedebis wyvili: ara 
Tanabari stvirebi

13th-
century
ax.w. me-

13 s.

Eel eskorial
El Escorial

Cantigas de Santa 
María

Cantiga 60
Kkantigas de 
santa maria
Kkantiga 60

ra Pair of double flutes 
Oormagi fleitis wyvili

13th-
century
ax.w. me-

13 s.

Eel eskorial
El Escorial

Cantigas de Santa 
María

Cantiga 220
Kkantigas de 
santa maria
Kkantiga 220

L16
Pair of double hautbois 

(conical)
Oormagi hobois 

(konikuri) wyvili

13th-
century
ax.w. me-

13 s.

Eel eskorial
El Escorial Cantigas de Santa 

María
Cantiga 250

Kkantigas de 
santa maria
Kkantiga 250

L17
Pair of double auloi (conical)

Oormagi avlosis 
(konikuri) wyvili

13th-
century
ax.w. me-

13 s.

Eel eskorial
El Escorial

Cantigas de Santa 
María

Cantiga 360
Kkantigas de 
santa maria
Kkantiga 360

L18 Instrumental ensemble: 
cupid with launedda in a 

Roman sarcophagus
instrumentuli ansambli: 

kupidoni launedaTi 
romauli sarkofagidan

240 AD
ax.w. 240 

w.

romi
Rome Francesco di 

Ficoroni (1709)
franCesko di 

fikorini
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anastasia mazurenko
(ukraina)

nawilebis mikrointervaluri gawyoba 
ukrainul tradiciul mravalxmian SesrulebaSi

Sesavali
ukrainuli eTnikuri mravalxmianoba ukrainuli tradiciuli musikis 

erT-erTi yvelaze gamorCeuli fenomenia. misi tipebis mravalferovneba (jgu-
furi monodia, sxvadasxva tipis heterofonia, samxmiani kanti simRerebi, gan-
viTarebuli mravalxmianoba da Sualeduri formebi (klasifikacia Oo. murzina 
(2016)), regionaluri stilebi, kuTxeebi ganviTarebuli melodikiT yovelTvis 
aRafrTovanebda mkvlevrebs. yvelaze rTuli da gamorCeuli mravalxmiani simRe-
rebis Sesruleba gamowvevad iqca „qalaquri folkloruli ansamblebisTvis“ (o. 
SevCukis termini, 2019 w.), sxva sityvebiT rom vTqvaT, folklorizmis wevrebis 
repertuarSi, aRorZinebis moZraobebi yovelTvis Sedioda, rogorc Sesrulebis 
stilis saukeTeso niSani. riTac polifoniurma simReram lirikul JanrebSi mx-
atvrul mwvervals miaRwia. amasTan, es Tema erTdroulad sainteresoacaa da 
rTulic, amitom mas sWirdeba Semdgomi ganviTareba sxvadasxva rakursiT.

ukrainuli mravalxmiani simRerebi, rogorc regionuli stilebis Seswavlis 
komponenti, xSirad samecniero interesis obieqti iyo. amasTan, iseTi mkvlevrebi, 
rogorebic arian l. iaSCenko, o. murzina, e. efremovi, o. SevCuki da sxvebi, udides 
yuradRebas aqcevdnen mravalxmianobas da mas fenomenad miiCnevdnen. 1952-60-iani 
wlebis savele samuSaoebis dasrulebis Semdeg, romelic ganaxorciela kievis musi-
kaluri folklorisa da eTnografiis institutma, gamoica mravalxmiani simRerebis 
udidesi musikaluri koleqcia „ukrainis xalxuri mravalxmianoba“ (1963), romelic 
dRemde iTvleba ukrainuli xalxuri mravalxmiani simRerebis ZiriTadi wyarod.

amasTan, yvelas, visac ucdia gaSifvra an mravalxmiani simRerebis Sesrule-
ba, icis TiToeuli nawilis calkeuli melodiebisa da tonebis amocnobisa da 
identifikaciis sirTule, romlebic erTmaneTTan Zalian axlos, zogjer Sereu-
li, Serwymuli an gadaxrili arian1.

Cemi kvlevis interesis sferoSi, romelic exeba simaRlis akustikur gazomvebs, 
xalxuri simRerebis mikro-intervalur maxasiaTeblebs (yvelaze gavrcelebuli Jan-
rebis magaliTebze ukrainaSi _ zamTris da saqorwilo ciklis mixedviT), mravalx-
mian simRerebs mniSvnelovani adgili uWiravs. eTnomusikologiaSi simaRlis akus-
tikuri gazomvebis gamoyenebis mcdelobebs mravalma cnobilma mkvlevarma mimarTa. 
maT Soris arian k. Stumfi, e.m. hornbosteli da o. brahami, n. Llistopadovi, k.l. 
sigeri, p.baranovski da e. iusteviCi da sxvebi. Tanamedrove mkvlevarebs Soris r. 
ambrazeviCiusma mniSvnelovani wvlili Seitana eTnomusikologiis am dargis gan-
viTarebaSi. gazomvebi da gamoTvlebi gamoyenebulia ufro zusti da obieqturi 
transkrifciis Sesaqmnelad, musikaluri aRqmis Taviseburebebis dadgenisTvis. wina 

1 bolo aTwleulebis ganmavlobaSi, ukraineli eTnomusikologebi cdilobdnen mravalxmiani 
simRerebis Caweras mravalarxiani (individualuri mikrofonebis morgeba) meTodiT. aseTi Canaw-
erebis iniciatori iyo i. klimenko, kievis eTnomusikologiis problemebis kvlevis laborato-
riis xelmZRvaneli. teqnikur aRWurviloba uzrunvelyo o. korobovma.



494

saukunis umetes kvlevebSi, sazomi aRWurvilobis specifikidan gamomdinare, mx-
olod erTxmiani simRerebis gazomva SeiZleboda. mravalxmiani simRerebis simaRlis 
gazomva mxolod cifruli teqnologiis xanaSi gaxda SesaZlebeli. amasTan, aseTi 
kvlevis meTodologia unda moergos yvela erovnuli stilis specifikas.

amasTan, mravalxmianobaSi simaRlis gazomvas mivyavarT zogierT meTodolo-
giur sakiTxamde. musikaluri teqstis erTeulia toni, romelsac transkripciaSi 
erTi simboloTi, erTi notiT gamovxatavT. akustikuri gazomvebisTvis saWiroa 
konkretuli droiTi periodis tonis adgilis SerCeva, raTa dadgindes zusti 
absoluturi simaRle (hercSi). Tavad tons aqvs dinamiuri xasiaTi da droTa 
ganmavlobaSi icvleba. tonis dinamiuri procesebis dasadgenad mivmarTavT xmis 
sinTezirebul Teoriis zogierT termins. adSg parametrebis nakrebi (ataka, daS-
la, Sekaveba, gamoSveba – ix. sur. 1) amomwuravad umklavdeba am amocanas. to-
nis bunebidan gamomdinare, TiToeul parametrs aqvs sakuTari simaRlis mniS-
vneloba. es niSnavs, rom gansxvavebuli (axlo, magram gansxvavebuli) simaRlis 
mniSvnelobebi SesaZlebelia calkeuli tonis calkeul segmentebSi (gansxvave-
buli absoluturi simaRleebi − ix. sur. 2). Cven yvelaze metad gvainteresebs 
Sekavebis parametris simaRle, romelSic toni yvelaze stabiluria da aRiqmeba, 
rogorc musikaluri simaRle. umartivesi amocanaa gansazRvro aseTi tonebis 
absoluturi simaRle, romelic udris erT marcvals. magram arsebobs mravalx-
miani simRerebis uamravi magaliTi ganviTarebuli melodiuri xazebiT, sadac 
erT marcvalze gamRerebisas Tanxmovani ar ikveTeba. aseT SemTxvevebSi ufro 
rTuldeba individualuri tonis gansazRvris problema (sur. 3).

konkretuli tonis dadgenisas Cndeba sxvadasxva msmenelis mier musikaluri 
teqstis aRqmis gansxvavebis problema. es damokidebulia individualur gamoc-
dilebaze, smenis, yuradRebis unarze da a.S. r. ambrazeviCiusi sxvadasxva tonis 
aRqmis fsiqoakustikuri gansazRvrisaTvis iyenebs termins uSg (ubralod SesamC-
nevi gansxvaveba). gansxvavebiT sxva mkvlevarebisagan, romlebic uSg-s simaRlis 
diapazons aRniSnaven 100-5000 hercamde, rogorc intervalis diapazons 2-dan 9 
centamde, r. ambrazeviCiusi miuTiTebs, rom praqtikaSi uSg-s zoma gacilebiT 
metia, vidre miTiTebulia (Ambrazevičius, 2015, gv. 59-60). 

mravalxmiani simRerebis Seswavlisas, tonis simaRlis gazomvisTvis erTi 
tonis segmentebis gansazRvris procesSi daisva Semdegi kiTxva: ra unda gavake-
ToT simReris im segmentebTan, romlebSic erTi notaa (xma, romelic Sekavebisas 
erT tonad aRiqmeboda) erT nawilSi emTxveva meore/sxva nawilebis ganviTarebul 
melodias? polifoniur faqturaSi simaRlis gazomvis meTodi moicavs segmen-
tebis harmoniuli (vertikaluri) intervalebiT gazomvas (sur.  4). pirveli saW-
iroa zustad ganisazRvros tonis absoluturi simaRle, romelic sxva xmis melo-
diaSi grZeldeba, xolo meore variantia misi gansazRvra yovel jerze, rogorc 
calkeuli harmoniuli intervalis, sxva xmaSi melodiuri xazis yvela cvlilebiT. 
gazomvebis praqtikam aCvena, rom erTi xmis melodiuri xazi cvlilebisas, meore 
xmaSi, romelSic toni SenarCunebulia, cvlilebebi mainc xdeba, magram mikro-in-
tervalis farglebSi, rac SeuiaraRebeli yurisTvis SeumCneveli rCeba. SeiZleba 
iyos sxva xmis melodiis paraleluri xazi mikro-intervalis diapazonSi - 20 cen-
tiT2 (sur. 5-1, audiomag. 1), moZraobebi melodiis Semdegi tonisken imave xmaSi, 

2 20 centi − oSs-s (JND)  dadgenil maCveneblebze orjer metia, magram yurisTvis SeumCnevelia 
iseT adgilebSi, sadac melodiuri cvlilebebi xdeba sxva xmaSi.
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TandaTanobiT amaRleba an dadadableba (sur.  5-2, 5-3), an absoluturi tonis si-
maRlis cvlileba intonaciiT, raTa xmovani gaxdes ufro konsonansi, sxva xmebTan 
adaptirebisTvis (sur. 6, audiomag. 2). zogierT SemTxvevaSi, erTi tonis fargleb-
Si procesebis aseTi detaluri gazomva saSualebas gvaZlevs tonis simaRleSi 
vipovoT adSg-ze (SeumCneveli sxvaoba) naklebi mniSvnelovani cvlilebebi.

msgavsi nimuSi aseve SegviZlia ganvaxiloT mravalxmianobis sxvadasxva ti-
pebSi: erTi xmis melodiuri xazi sxva xmis / sxva xmebis grZeli tonis fonze. 
aseve, igives vawydebiT heterofoniis magaliTebSi, sadac yvela marcvals aqvs 
sakuTari toni TiToeul xmaSi, magram erT-erTi xma imeorebs mas (rogorc Cven 
aRviqvamT da vafiqsirebT transkrifciaSi) imave simaRleze.

magram Cndeba kiTxva: warmoadgens Tu ara es procesebi mxolod eTnikuri 
musikis maxasiaTeblebs, an SeiZleba es iyos romelime, maT Soris akademiuri, 
ansambluri simReris maxasiaTebeli? amis gasarkvevad, Cven SevadarebT ukrain-
is centraluri regionidan (poltavas regioni, mdinare dnepris marjvena sana-
piro) erTi da imave saSobao simReris or Sesrulebas. erTi tradiciis matare-
belTa, xolo meore folkloristuli moZraobis cnobili ansamblis „drevos“ 
Sesrulebaa (sur. 7, 8; audiomag. 3, 4). miuxedavad imisa, rom transkrifciebSi 
orive simRera hgavs erTmaneTs, SesamCnevi gansxvavebaa mikro-intervalis mniS-
vnelobebSi. tradiciis matarebeli ansamblis Sesruleba aCvenebs ufro met mo-
qnilobas da simaRlebriv mravalferovnebas erTi grZeli tonis SigniT, misi 
SenarCunebis fazaSi (pirveli xarisxi meryeobs 104 centiT), xolo ansambl „dre-
vos“ Semsruleblebi ufro met stabilurobas avlenen (pirveli xarisxi icvle-
ba mxolod 37 centis farglebSi). Sedegad, disonansuri intervalebi (am tipis 
heterofoniisTvis damaxasiaTebeli) ufro mZafrad da uxeSad JRers „drevos“ 
SesrulebaSi, vidre tradiciis matarebelTa SesrulebaSi, miuxedavad imisa, rom 
pirvelad SesrulebaSi xmovani heterofoniis Zlieri asociacia gvaqvs, romelic 
aq uxeS disonansur JReradobad ganisazRvreba. aseve, tradiciis matareblebi 
ufro swrafad aRweven unisons, vidre qalaqeli Semsruleblebi (es ukanasknelni 
ufro didxans rCebian daSlis fazaSi). aseTi garemoebebi SeiZleba iyos komunik-
aciis principebis, ansamblis SigniT gunduri muSaobis niSani: pirvel SemTxvevaSi 
(tradiciis matarebeli), isini eZeben ufro sasiamovno JReradobas xmebs Soris, 
cdiloben adaptaciasa da xmis Sewyoba jgufis sxva wevrebTan. meore SemTxvevaSi 
(qalaquri ansambli) TiToeulis koncentrireba mis/sakuTar vokalur partiaze, 
mkafio intonirebis SenarCunebaze, rac iwvevs saerTo bgeraSi uxeSi disonansis 
warmoqmnas, ufro uxeSis vidre pirvel SesrulebaSi.

daskvnebi
xalxuri simRerebis simaRlis akustikuri gazomvebis Cemi kvlevis Tanax-

mad, romelSi gaanalizebulia ormocdaaTze meti mravalxmiani simRera, SeiZleba 
davaskvnaT, rom multi-intervalebis cvlilebis procesi mudmivad iCens Tavs, 
rogorc TanaSemsruleblebis reaqcia da rogorc musikaluri sakomunikacio 
meqanizmi. is mravalxmiani simRerebis ansambluri Sesrulebis specifikuri maxas-
iaTebelia. am procesis specifikuri gansxvavebis gansazRvra regionul stilebsa 
da JanrebSi moiTxovs Rrma Seswavlas am mimarTulebiT; statistikis, klasifik-
aciisa da kategorizaciis meTodebis, Janruli da regionTaSorisi Sedarebi-
Ti kvlevebis gamoyenebiT, raTa SesaZlebeli gaxdes mravalxmiani SesrulebaSi 
mikro-intervalis fenomenis, rogorc musikaluri teqstis specialuri katego-
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riis gansazRvra. es naSromi eZRvneba mravalxmian simReraSi mikro-intervaluri 
tonis Sewyobis arsebobas, misi, rogorc adre ver aRmoCenili fenomenis prez-
entacias da axsnis mcdelobebs.

amavdroulad, naSromi xsnis perspeqtivebs Semdgomi SeswavlisTvis, mravalx-
miani simReris evoluciis mimarTulebiT. saWiroa gadaixedos Cveni poziciaA 
heterofoniis, rogorc Segnebulad disonansuli bgeris Sesaxeb. Tu mravalxmia-
nobaSi xmaTa Sewyobis fenomeni dasturdeba statistikurad sxvadasxva JanrSi da 
stilSi, Cven SegviZlia vaRiaroT, rom e.w. arqaul heterofoniul bgeraSi diso-
nansi ar aris warmoebuli, rogorc aseTi uxeSi xmovanebis warmoqmnis mizniT. ar-
amed is unda CaiTvalos konsonansuri xmovanebis SerCevisa da formirebis isto-
riuli etapad, miRebuli xmebs Soris mudmivi SewyobiT. arsebobs SesaZlebloba, 
rom tradiciis matareblebs mravalxmiani mReris am istoriul etapze ar hqon-
daT dasrulebuli warmodgenebi konsonansisa da disonansis Sesaxeb (rogorc es 
akademiur praqtikas aqvs). piriqiT, isini SeiZleba Ziebis procesSi iyvnen. het-
erofoniuli faqturis mqone simRerebSi aseTi Ziebebi fiqsirdeba polifoniuri 
simRerebis calkeul mikro-intervalis simaRlis struqturebSi.

ukrainuli xalxuri mravalxmianobis aseTi rTuli da mdidari tradicia 
ara mxolod daxvewil mosmenas, koncentracias, pirovnuli Sesrulebis gamoc-
dilebas, aramed miukerZoebel xedvasac saWiroebs. mkvlevris xedva sakuTari 
tradiciuli mravalxmianobis „standartuli“ xmovanebis Sesaxeb, romelic Cam-
oyalibebulia misi akademiuri gamocdilebiT, moiTxovs gadasinjvas, obieqturi 
meTodebiT gadamowmebas, gansakuTrebiT iseTi meTodebis gamoyenebas, rogori-
caa akustikuri gazomva da gamoTvla.

Targmna baia JuJunaZem

abreviaturebi

adSg (ADSR) – ataka, daSla, SenarCuneba, gamoSveba;

oSs (JND) – odnav SesamCnevi sxvaoba

audiomagaliTebi

1. zamTris simRera –  “Ой з-за гори, з-за крутої” [kaJis gorakis uknidan] (sofeli rivne, 
murovanokurilovecis olqi, vinucia, podila) audioalbomi “Над річкою Карайцем”, 
track 1. Art-Veles, 2001.

2. saqorwilo simRera –“По той бічок понад ставочком” [guburis zemoT, meore mxares] 
(sofeli rozumivka, oleqsandrivkas olqi, kirovogradi), Cawerili o. murzinas 
mier, 1987.

3. saSobao simRera – koliada “Дівко Галочко, чом гулять не йдеш” [axalgazrda galoCko 
ratom darCi saxlSi?] (sofeli bobriki, hadiaCis olqi, poltava), audioalbomi 
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Радуйся, земле… poltavas regionis tradiciuli saSobao da saaxalwlo koliadebi~, 
2002.

4. saSobao simRera – koliada “Дівко Галочко, чом гулять не йдеш” [axalgazrda galoCko 
ratom darCi saxlSi?], audioalbomi „drevo, ukrainuli simRerebi“, 1998. 
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ANASTASIIA MAZURENKO
(UKRAINE)

MICROINTERVAL TUNING OF PARTS 
IN UKRAINIAN TRADITIONAL POLYPHONIC PERFORMANCE

Introduction
Ukrainian ethnic polyphony is one of the most outstanding phenomenon of Ukrainian tra-

ditional music. The variety of its types (group monody, different types of heterophony, three-part 
“cant” songs, developed polyphony and intermediate forms (Olena Murzyna, 2016), regional 
styles, parts with developed melodies have always been admired by researchers. The most compli-
cated and outstanding polyphonic songs became a challenge for performance by scientifically and 
ethnographically addressed “urban folklore ensembles” (Olena Shevchuk, 2019: 50), other words 
by members of folklorism, revival movements were always included in their repertoire as a mark of 
the top performance style. And polyphonic singing reached its artistic peak in lyrical genres. How-
ever, this topic is as interesting as it is complicated, and that is why it needs further development 
from different sides.

Ukrainian polyphonic songs, as a component of regional stiles studies, have often been the 
object of scientific interest. However, such researchers as Leopol’d Yashchenko, Volodymyr Mat-
viienko, Olena Murzyna, Ievgen Iefremov, Olena Shevchuk and other paid the greatest attention to 
polyphony, considering it as a phenomenon. After a set of field works since 1952 and during 60’s, 
which were carried out by the Institute of Musical Folklore and Ethnography in Kyiv, the largest 
musical collection of polyphonic songs “Ukrainian Folk Polyphony” (1963) was published, and 
still is considered as a main source of Ukrainian folk multi-part songs. 

However, everyone who has faced with transcription or with attempts to sing polyphonic 
songs knows the difficulty of recognizing and identifying separate melodies and tones of each parts, 
which are located very close to each other, sometimes are mixed, merge or diverge1.

In the field of my research’s interests related to acoustic measurements of pitch, micro-in-
terval features of folk songs (on the examples of the most widespread genres in Ukraine − winter 
and wedding songs), polyphonic songs take a significant place. Attempts to use acoustic measure-
ments of pitch in ethnomusicology have been carried out by many famous researchers. Among them 
are Carl Stumpf, Erich Moritz von Hornbostel and Otto Abraham, Nikolai Listopadov, Charles L. 
Seeger, Polikarp Baranovsky and Ievgen Iutsevych, and others. Among modern researchers, Rytis 
Ambrazevičius made a significant contribution to the development of this area of ethnomusicology. 
Measurements and calculations are called up to help with more precise and objective transcription, 
identifying the peculiarities of musical perception. In most studies of the previous century, due to 
the specifics of measuring equipment, only single-part songs could be considered. Measuring the 
pitch of polyphonic songs became possible only at the age of digital technology. However, the 

1 Recent decades, Ukrainian ethnomusicologists have been trying to record polyphonic songs using a multi-channel 
(adjust individual microphones) method. The initiator of such records was Iryna Klymenko, head of the Problem Re-
search Laboratory of Ethnomusicology of Kyiv. Technical equipment is provided by Oleh Korobov.
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methodology of such research needs to be adapted to the specifics of every national styles.
Measuring pitch in polyphony leads to some methodological issues. The unit of musical text is 

the tone that we define with one symbol in transcription, one note. Acoustic measurements require 
the selection of a specific time period − the place of tone to determine the exact absolute pitch (in 
Hz). The tone itself has a dynamic nature and changes over time. To determine the dynamic pro-
cesses of the tone, we turn to some terms of sound synthesized theory. The set of ADSR parameters 
(attacca, decay, sustain, release – fig. 1) exhaustively copes with this task. Depending on the nature 
of the tone, each of the parameter has its own pitch value. This means that different (close, but dif-
ferent) pitch values are possible in separate segments of the single tone (different absolute pitches 
− fig. 2). We are most interested in the pitch of the sustain parameter, in which the tone is the most 
stable and is perceived as the musical height. The simplest task is to determine the absolute pitch of 
such tones, which is equal to one syllable. But there’re a lot of examples of multi-part songs with 
developed melodical lines, singing on one syllable, without intersperses by consonant. In such cas-
es the problem of determining individual tone becomes more complicated (fig. 3).

Determining a particular tone, the problem of difference in perception of musical text by 
different listeners appears. It depends on individual experience, auditory skills, attention ability, 
etc. This question originates in the field of psychoacoustics. R. Ambrazevičius uses the term JND 
(just-noticeable difference) for psychoacoustic definition of perception of different tones. But un-
like other researchers who indicate JND for the pitch range of 100–5000 Hz as the interval range 
of 2 to 9 cents, R. Ambrazevičius says that in practice the size of JND is much larger than indicated 
(Ambrazevičius, 2015: 59-60). 

During my research of polyphonic songs in the process of determining the segments of sin-
gle tones for measuring tone pitch, the following question arose: what we should do with those 
segments of the song in which one note (sound that was perceived as a single tone in the place of 
sustain) in one part coincides with a developed melody in another / others parts? The method of 
measuring pitch for a polyphonic texture involves measuring segments with harmonic (vertical) in-
tervals (fig. 4). The first option is to determine the accurate absolute pitch of the tone that continues 
throughout the melodical singing in another part, and the second option is to determine it every time 
as separate harmonic interval with every change of melodic line in another part. But the practice of 
measurements has shown that during changes happen in a melodic line of the one part, in another 
part, in which on tone is held, changes happen as well, but within micro-interval ranges unnoticed to 
the naked ear. There can be parallel line to the melody of another part movements in micro-interval 
ranges − 20 cents2 (fig. 5-1, audio ex. 1), movements towards the next tone of the melody in the 
same part, gradual rise or fall (fig. 5-2, 5-3), or changes of the absolute tone pitch with intention to 
make sound more consonant, adapting to the other parts (fig. 6, audio ex. 2). In some cases, such 
a detailed measurement of processes inside one long tone allows us to find significant changes in 
pitch in the range less than a size of JND (unnoticeable difference).

We can trace also a similar pattern in different types of polyphony: melodic line of one part 
against the background of a long tone of another part / other parts. But also, this pattern can be 
found in examples of heterophony, in which every syllable has its own tone in each part, but one of 
the parts repeats it on the (as we perceive and fix in transcription) same height.

2 20 cents − twice range of the set JND value, but unnoticeable to the ear in such places, where melodic changes in 
another part.
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But there is the question arises: whether these processes are features of only ethnic music, or 
whether they are can be a characteristic of any, including academic, ensemble singing? To clarify 
it, we compare two performances of one song − carols from the central region of Ukraine (Poltava 
region, right bank of the Dnipro river) performed by the ensemble of the carriers of tradition and 
the famous ensemble of folklorism movement “Drevo” (fig. 7; 8; audio ex. 3, 4). Although in the 
transcriptions both songs look similar, there is a noticeable difference in the micro-interval values. 
The performance of the carrier’s ensemble shows more flexibility and more pitch options of one long 
tone, inside its sustain phase (the first degree varies in the range 104 cents), while the performers of 
the ensemble “Drevo” show greater pitch stability (the first degree varies only within 37 cents). As 
a result, the dissonant intervals (typical for this type of heterophony) sound harsher and rougher in 
the performance of “Drevo” than in original traditional singing of carriers, despite the fact that we 
have strong associations with sound heterophony in the original performances, defining it as rough 
dissonant sound. Also, the carriers of tradition reach the unison faster than urban performers (urban 
performers stay in the phase of decay longer). Such circumstances may be a mark of communication 
principles, teamwork inside the ensemble: they’re searching for a more pleasant sound between 
parts, adapting and tuning to other members of the group in the first case (carrier’s singing), and con-
centrating each on his / her own vocal part, on the holding of the clear intonation in the second case 
(urban ensemble), thus causing rough dissonance in the common sound, rougher than original one.

Conclusions
Analyzed more than fifty multi-part songs in my research of pitch acoustic measurements of 

folk songs it can be recognized that considered process of multi-intervals changes as a reaction 
to other singing participants appears permanently and seems to be a specific feature of ensemble 
multipart singing as a musical communicative mechanism. Defining the specific difference of such 
process in regional styles and genres demand deep study in this direction, using methods of statis-
tics, classification and categorization, inter-genre and inter-regional comparative studies in order 
to be able to consider the phenomenon of micro-interval tuning of parts in polyphonic singing as a 
special category of musical text. This paper devoted to presentation and attempts of explanation of 
existence of micro-interval tone tuning in polyphonic singing as earlier undiscovered phenomenon. 

At the same time, the work opens up perspectives for further study in the direction of the evo-
lution of polyphonic singing. Our picture of heterophony as a deliberately dissonant sound needs to 
be reconsidered. If the phenomenon of tuning parts in polyphony is confirmed statistically in differ-
ent genres and styles, we will be able to admit that dissonances in the so-called archaic heterophonic 
sound isn’t produced as the aim of such rough sound, but should be considered as a historical stage 
of consonance sound selecting and shaping by constantly tuning of parts in the direction to each 
other. There is the possibility that the carriers of the tradition do not have finished conceptions of 
consonances and dissonances (as academic practice has) at this historical stage of polyphonic sing-
ing. Vice versa they could be in the process of searching. In songs with heterophony texture such 
searches are fixed in separate micro-interval pitch structures of polyphonic songs.

Such complicated and rich tradition of Ukrainian folk polyphony requires not only refined 
hearing, concentration, personal performance experience, but also needs an unbiased point of view. 
The researcher’s own picture of the “standart” sound of traditional polyphony, formed by his / her 
academic experience, requires a revision, verifying by objective methods, especially such methods 
as acoustic measurement and computation.
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Abbreviations

ADSR – attacca, decay, sustain, release;
JND – just-noticeable difference

Audio examples

1. Winter song – shchedrivka “Ой з-за гори, з-за крутої” [From behind the flint hill] (Rivne village, 
Murovanokurylovets’ district, Vinnytsya, Podillya), audio CD “Над річкою Карайцем”, track 1. 
Art-Veles, 2001.

2. Weeding song “По той бічок понад ставочком” [On the other side above the pond] (Rozumivka 
village, Oleksandrivka district, Kirovograd), recorded by O. Murzyna, 1987.

3. Carol song – kolyadka – “Дівко Галочко, чом гулять не йдеш” [Why do you, young Galochko, stay 
home?] (Bobryk village, Hadyach district, Poltava), audio CD “Радуйся, земле… Traditional Christ-
mas and New Year Carols of Poltava region”, 2002.

4. Carol song – kolyadka – “Дівко Галочко, чом гулять не йдеш” [Why do you, young Galochko, stay 
home?], audio CD of urban ensemble “Drevo, songs from Ukraine”, 1998.
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suraTi 1. 
Figures 1.
1-1: bgeris xangrZlivobis adSg – SenarCunebis fazas uWiravs  yvelaze xangr-
Zlivi periodi; 
1-2: bgeris simaRlis  cvlileba – bgeris simaRleebi  TiTqmis  igivea, rac 
neitraluri fazebisas,  

1-1: ADSR of tones duration – phase of sustain takes the longest period; 
1-2: ADSR of tones pitch changes – pitches of tone are almost the same indifference phases.

  

1-3: bgeris talRovani forma (suraTi miRebulia programa Praat-is saSualebiT).
1-3: Waveform of the sound under consideration beyond (the picture was made with the software 

suraTi 2. absoluturi  simaRliT Secvlili  erTi bgeris talRovani forma da 
melograma (suraTi miRebulia programa Praat-is saSualebiT).
 Figure 2. Waveform and myelogram of a single tone, which has changes in its absolute pitch (the 
picture was made with the software “Praat”).
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suraTi 3. ix. audiomag. 2. – saqorwilo simRera “По той бічок понад ставочком” 
[guburis zemoT, meore mxares] (sofeli rozumivka, oleqsandrivkas olqi, kiro-
vogradi), Cawerili o. murzinas mier, 1987.
gansxvaveba gaSifrul da metrulad gansazRvrul melodiur xazSi mikro-inter-
valuri cvlilebebiT. 
Figure 3. See audio ex. 2. – Weeding song “По той бічок понад ставочком” [On the other side 
above the pond] (Rozumivka village, Oleksandrivka district, Kirovograd), recorded by O. Murzyna, 
1987..
The difference in transcribed and measured melodic lines with micro-interval changes .

suraTi 4.
Figures 4.
suraTi 4-1. metruli melodiuri xazis absoluturi simaRlis sidide (hercebSi) 
da misi zusti  vertikaluri  intervalebi (centebSi). 
4-1: Absolute pitch values of a measured melodic line in two parts (in Hz) and their accurate ver-
tical intervals (in ct). 

suraTi 4-2. intervalebs Soris gansxvaveba transkrofciaSi da vertikaluri 
gansxvavebis realuri sidide 
4-2: The difference between intervals in notation and real values of vertical difference.
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suraTi 5. ix. audiomag. 1. – zamTris simRera    “Ой з-за гори, з-за крутої” [kaJis 
gorakis uknidan] (sofeli rivne, murovanokurilovecis olqi, vinucia, podila) 
audioalbomi “Над річкою Карайцем”, track 1. Art-Veles, 2001.  
Figures 5. See  audio ex. 1. – Winter song   shchedrivka “Ой з-за гори, з-за крутої” [From 
behind the flint hill] (Rivne village, Murovanokurylovets’ district, Vinnytsya, Podillya), audio CD 
“Над річкою Карайцем”, track 1. Art-Veles, 2001.

5-1: transkrifcia, bgeris absoluturi simaRlis cxrili da orive xmis parale-
luri melodiuri xazi
5-1: Transcription, tables of absolute tones pitch values (Hz), and melodic lines in two parts: par-
allel melodic line.

 

 5-2: transkrifcia, bgeris absoluturi simaRlis cxrili da orive xmis parale-
luri melodiuri xazi
5-2: Transcription, tables of absolute tones pitch values (Hz), and melodic lines in two parts: par-
allel melodic line.
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5-3: transkrifcia, bgeris absoluturi simaRlis cxrili da orive xmis melodi-
uri xazi da TandaTanobiTi daRmavali svliT finaluri bgerisken dabal xmaSi.
5-3: Transcription, tables of absolute tones pitch (Hz), and melodic lines in two parts: gradual de-
scent to the final tone in the lower part.
    

 

suraTi 6. ix.Aaudiomag. 2. – saqorwilo simRera “По той бічок понад ставочком” 
[guburis zemoT, meore mxares] (sofeli rozumivka, oleqsandrivkas olqi, kiro-
vogradi), Cawerili o. murzinas mier, 1987.
Figures 6.  Audio ex. 2 – Winter song shchedrivka “Ой з-за гори, з-за крутої” [From behind the 
flint hill] (Rozumivka village, Oleksandrivka district, Kirovograd), recorded by O. Murzyna, 1987.

6-1: transkrifcia da bgeris absoluturi simaRlis cxrili (hc.).  
6-1: Transcription, tables of absolute tones pitch (Hz).
        

6-2: melodiuri orxmianoba: xmebis sarkiseburi moZraoba. 
6-2: Melodic lines in two parts: mirror movements of the parts.
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suraTi 7. 
Figures 7.  
7-1: ix. audio mag. 3. saSobao simRera  koliada _“Дівко Галочко, чом гулять не йдеш” 
[axalgazrda galoCko ratom darCi saxlSi?] (sofeli bobriki, hadiaCis olqi, 
poltava), audioalbomi Радуйся, земле… poltavas regionis tradiciuli saSobao 
da saaxalwlo koliadebi”, 2002.
7-1: See audioex. 3.  Carol song   kolyadka – “Дівко Галочко, чом гулять не йдеш” [Why do you, 
young Galochko, stay home?] (Bobryk village, Hadyach district, Poltava), audio CD “Радуйся, 
земле… Traditional Christmas and New Year Carols of Poltava region”, 2002. 

7-2: orive xmis melodiuri xazi absoluturi simaRleSi
7-2: Melodic lines of both parts in absolute pitch values (Hz)

suraTi 8.
Figures 8.
 
8-1: saSobao simRera – koliada “Дівко Галочко, чом гулять не йдеш” [axalgazrda ga-
loCko ratom darCi saxlSi?], audioalbomi „drevo, ukrainuli simRerebi“, 1998.
8-1: Carol song – kolyadka – “Дівко Галочко, чом гулять не йдеш” [Why do you, young Galoc-
hko, stay home?], audio CD of urban ensemble “Drevo, songs from Ukraine”, 1998.
 

8-2: orive xmis melodiuri xazi absolutur simaRleze (hc).
8-2: melodic lines of both parts in absolute pitch values (Hz).
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bernard klaikampi
(holandia)

debi biserovebi bulgareTidan da maTi orxmiani sasimRero stili

Sesavali
1978 wels savaWro palataSi Cemi sakoncerto saagento Pparadoqsi davareg-

istrire. Semdeg aTwleulSi mezobeli qveynebidan niderlandebis Teatrebsa da 
folklorul klubebSi xalxuri da tradiciuli musikaluri warmodgenebi Camo-
vitane. magram Semdeg, yovel wliurad erTidaimave TveebSi igive warmodgenebis 
gameoreba mosawyeni gaxda. cvlileba mWirdeboda. cvlileba kargia. musikalu-
ri gemovnebac Semecvala, mindoda Cemi musikaluri horizonti da amave dros, 
holandieli Teatraluri mayureblis horizonti gamefarTovebina. 1978 wels am-
sterdamis universitetSi bakalavris diplomis miRebis Semdeg holandiur lit-
eraturaSi, dramisa da eTnomusikologiis ramdenime kursi davasrule da Tvali 
amexila.

Cemi studenturi saZmos wevri vim kuiperi, romelTan erTadac dainterese-
buli viyavi tradiciuli musikiT, 1970-ian wlebSi, studentobis periodSi, un-
greTis xalxuri Semoqmedebis kluburi turebis organizebiT dakavda. man didi 
investicia Cado ungreTis saxelmwifo saagento interkoncertSi sakuTari Ta-
vis wardgenisa da biznesis partnioris statusis miRebisTvis. maSin, 1989 wels 
„rkinis fardis“ dacemamde, aRmosavleT blokis saxelmwifo uwyebebs sazRvarga-
reT kulturuli RonisZiebebis gamarTvaze monopolia hqondaT. Tu kulturuli 
warmodgenebis transportirebis biznes models dasavleT blokSi da ukan qvi-
Sis saaTad warmoidgenT, maSin konusis zeda nawili kulturis anteprenerebze 
(musikosebi, mxatvrebi, kulturis anteprenerebze da a.S.) modis, xolo konusis 
wveri warmoadgens danarCen msoflios. saxelmwifo saagento ganTavsebulia cen-
trSi, sadac qviSis saaTis minis ori konusi erTmaneTs xvdeba. maTTan TanamSrom-
lobis gareSe arcerTi RonisZieba ar gadis da Sedis qveyanaSi.

1970-iani wlebis bolos interkoncerti, rogorc Cans, yvelaze xelmisaw-
vdomi da moqnili iyo aRmosavleTis blokis saxelmwifo uwyebebs Soris. vim 
kuiperma interkoncertTan warmadgina, rac ramdenime aTwleulis ganmavlobaSi 
nayofieri TanamSromlobis dasawyisi gaxda, „fardis“ dacemis Semdegac ki. Tavis 
mxriv, interkoncertma 1980-iani wlebis Sua periodSi damakavSira bulgareTis 
saxelmwifo saagento sofiakoncertTan. me maT warmomadgenel lilian lazaro-
vas 1985 wlis ivlisSi, ungreTis qalaq miSkolcSi, kalakas folklorul festi-
valze Sevxvdi, sadac is Tan axlda deb biserovebs (liubimka (1953), neda (1955) da 
mitra (1957)) bulgareTis sofel pirinidan.

vfiqrobdi, rom debi biserovebi SesaniSnavad wardgnen. isini akmayofilebd-
nen rogorc Cems musikalur gemovnebas, aseve profesionalur scenaze wardgenis 
interess.

debi biserovebis mier Sesrulebuli mravalxmianoba musikis erT-erTi Jan-
ri iyo, romelzec fokusireba Pan Records-is CanawerebiT msurda – kompaniiT, 
romlis saqmianobaSi CarTuli viyavi 1979 wlidan da 1988 wels erTpirovnuli 
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mflobeli gavxdi1. debi biserovebi warmodgenaze samxreT-dasavleT bulgare-
Tis, maTi mSobliuri mxaris, pirinis tradiciuli folkloruli kostiumebiT 
warsdgnen. maTi am saxiT koncertebze wardgena Cems saqmianobaSi mniSvnelovan 
cvlilebas niSnavda, radgan aqamde (ZiriTadad) anglo-saqsur, keltur, holan-
diur, ungrul da frangul warmodgenebze musikosebs yovedRiuri samosi ecvaT. 
momewona cvlileba, magram iseTi warmodgenebic ar Sevwyvite, romlebic folk-
lorul kostums ar saWiroebdnen.

sofiakoncertTan da qalbaton liliana lazarovasTan SeTanxmebis Semdeg, 
momdevno wlebSi beniluqsisa da sxva qveynebSi biserovebis aTobiT koncerti 
gavmarTe. Sevadgine da gamovuSvi Pan Records-is sami audioalbomi (1990, 1995, 
2000), movatare sami kontinentis yvelaze mniSvnelovani xalxuri festivalebi, 
maT Soris roskilda, dania (1986), dranuteri, belgia (1987), vankuveri, kana-
da (1989, 1997), rudolStati, germania (1991), kuSingi, saravaki, malaizia (2010), 
da singapuri (2011). Cemi iniciativiT Sedga proeqtebi gansxvavebuli kulturis 
musikosebTan (Vox Festival 1991, Globe Orchestra 1999). Pan Records-is Canawerebis li-
cenziebi mowinave leiblebma Seisyides qalTa simRerebis moTxovnadi sempler 
versiebisTvis (Global Divas, Rounder Records, 1995). Cveni 30+ wliani TanamSromlo-
bis sruli sia Zalian did adgils daikavebs.

pirinis orxmiani sasimRero stili
bulgareTs mravali folkloruli regioni aqvs, TiToeuli maTgani saku-

Tari sasimRero stiliT, musikiT, cekviTa da kostiumebiT gamoirCeva. Sopisa 
da pirinis regionebis garda, sasimReris stili yvela monofoniuria. musikis 
bulgaruli koncefcia gansxvavdeba dasavluri klasikuri koncefciisgan. timo-
Ti raisma gamoikvlia, rom „musikaluri qcevis domenSi“ bulgarelebi „musikis 
potenciurad dasavlur koncefciasTan dasakavSireblad minimum xuT calkeul 
zmnas iyeneben“ (Rice, 1980: 45), romelTagan erTia „simRera“ da meore musikis 
„dakvra“ (instrumentuli). ase rom, mniSvnelovania ganvasxvaoT sxvadasxva tipis 
aqtivobebi bulgarul musikalur domenSi da frTxilad davaxarisxoT es domeni, 
rogorc raisi aRniSnavs, „kategoriebi gancalkevebulia da maTi erTmaneTTan 
Sereva SeuZlebelia“ (Rice, 1980: 45). 

am naSromSi me mxolod simReris (pesen) domenze vfokusirdebi.
pirinuli sasimReris stili vrclad Seiswavles bulgarelma mecnierebma. 

1925 wels, rodesac vasil stoini (1880_1939) sofiis eTnografiuli muzeumis 
direqtori gaxda, meqanikuri Camweri aparaturis SesaZenad biujeti jer kidev ar 
arsebobda da simRerebis smeniT Cawera grZeldeboda minimum 1950-ian wlebamde. 
1900-950 wlebSi aTobiT aTasi bulgaruli simRera iqna dafiqsirebuli. stoins 
kvaldakval mihyvnen misi qaliSvili elena stoini (1915-2012) da nikolai kaufmani 
(1925-2018)2. yvela maTganis kvlevebi gamoqveynda bulgarul enaze da ramdenime 
gamonaklisis garda, arcerTi namuSevari ar Targmnila. kaufmani da elena stoi-
ni gansakuTrebiT nayofieri muSaobiT gamoirCevian pirinis orxmiani sasimRero 
stilis kvlevaSi. es niSnavs, rom pirinuli sasimReris stili detalurad aris 

1 Pan Records-is biznes gegmaSi, romelic 1986 wels davwere, mravalxmianobis Janri mkafiod 
aris naxsenebi, rogorc Janri, romelzec fokusireba unda moxdes gamocemebiT da sakoncerto 
turebiT.
2 ixileT kraderi (1969) bulgareTis xalxuri musikis kvlevis vrceli mimoxilvisTvis.



510

gaanalizebuli da imedi ar maqvs, rom mniSvnelovan dakvirvebebs davamateb am 
uzarmazar codnas. miuxedavad amisa, Tu gigantebis mxrebze dgaxarT, zogjer 
SesaZlebelia horizonts miRma odnav gaxedva. cnobil eTnomusikologebs vaut-
er svetss (1990), elena stoins (1995) da mixeil bukureslievs (2000) vTxove debi 
biserovebis adioalbomebze ramdenime striqonis dawera.

svetsi, rogorc Turquli klasikuri da xalxuri musikis specialisti, amC-
nevs Turquli muRamebis mniSvnelovan gavlenas pirinuli simRerebis melodika-
Si. es gasakviri ar aris, radgan „gasaTvaliswinebelia, rom bulgareTi TurqeTis 
mmarTvelobaSi iyo 1383 wlidan 1878 wlamde. amitom, gasakviri araa Turquli 
gavlenisa da sityvebis povna bulgarul musikasa da simRerebSi“ (Swets, 1990: 2). 
maTSi metad „iliriuli da elinisturi gavlena igrZnoba, romelic SemorCenil-
ia im droidan, sanam slavebi da bulgarelebi (orives gavlena hqondaT – b. k.) 
movidodnen [...] imis daSveba, rom zogierT bulgarul xalxur simReraSi aRmo-
savluri gavlena xangrZlivi Turquli okupaciiTaa ganpirobebulia, zedapiruli 
msjeloba iqneba“ (Lloyd, 1994: 1). aSkaraa, rom bulgarulma simReram da musikam 
aTaswleulebis ganmavlobaSi mravali gavlena ganicada.

pirinis orxmianoba – diafonia – sami, oTxi an xuTi qalisgan Semdgari 
jgufebis mier sruldeba (Stoin, 1995: 2). pirinul sasimReris stils „axasiaTebs 
meore xmis SedarebiTi SezRudva“ (Kaufman, 1963: 48). „erTi xma melodias uZRveba, 
xolo meore xma burdonia“.

debma biserovebma simRera pataraobidanve iswavles maTi dedisgan – ru-
sasgan da misi debis – vikiasgan, velasgan da mitrasgan, romlebic adgilo-
brivebSi cnobili iyvnen debi popovebis saxeliT 1940-ian, 1950-ian da 1960-ian 
wlebSi. me gadaviRe debi popovebis simRera 2003 wlis 2 maiss, liubimkas ufrosi 
vaJis rosenis qorwilSi, rodesac isini erTad isxdnen samzareuloSi da amza-
debdnen saWmels qorwilisTvis da spontanurad mRerodnen. debi popovebis sami 
simRera Cawerilia debi biserovebis 2000 wlis audioalbomSi saxelwodebiT sami 
Taoba (Three Generations). 

meore Taobis sami da usmenda da baZavda yoveldRiuri saqmianobisas Ses-
rulebul simRerebs, Semdeg ki xvewda maT, gasuli saukunis 80-ian wlebSi, rode-
sac liubimka da mitra iyvnen filip kutevis saxelobis saxelmwifo ansamblisa 
da neda gotCel delCevis saxalxo ansamblis wevrebi. „1990 wels maT didi ans-
amblebis datoveba da triod Camoyalibeba gadawyvites, zogjer maT kidev ori 
an sami musikosi axldaT romlebic ukravdnen gajdaze (gudastviri), kavalze 
(fleita), gadulkaze (msxlis formis xalxuri violino) an tamburaze“ (Stoin, 1995: 
4), isini gaxdnen erTaderTi profesiuli ansambli pirinuli orxmiani simRere-
bis repertuariT. Tavis mxriv, pirinuli simRerebi maT mesame Taobas aswavles, 
mitras qaliSvilebs veras (1977 w.) da rositas (1980 w.) da nedas qaliSvils ger-
ganas (1978 w.) debma biserovebma Caweres 500-ze meti simRera 20-ze met LPLP-ze, 
kasetebsa da audiodiskebze. yvela sxva bulgaruli vokaluri ansamblebisgan 
gansxvavebiT, biserovis debi instrumentalistebic arian, romlebic tradiciul 
sakravebze tamburaze (mitra), dajraze (neda) da tarabukaze (liubimka) ukraven. 

pirinul orxmian simRerebs solo soprano momRerlebi, xolo refrens an-
tifonalurad meco da/an kontralto mRerian. melodiuri xazebi SesaZloa iyos 
erTmaneTTan sekundur, terciul, kvartul an kvintur kordinaciaSi (Stoin, 1995: 
2; Markoff, 1975: 136). pirinuli simRerebi ZiriTadad orTvliania, magram aseve 
arsebobs „asimetriuli metris melodiebis simravle“ (Stoin, 1995: 3). simRere-
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bi SeiZleba iyos sxvadasxva kiloSi, sakmaod xSirad Semkulia maRali bgerebiT 
da melodiis variaciebiT, rasac aseve raisma gamoikvlia (Rice, 1980: 58). marko-
fi (Markoff, 1975: 135-138) ganasxvavebs pirinuli orxmiani simRerebis sam tips, 
efuZneba ra qveda xmis sxvadasxva funqciebs: burdoni, heterofonia da Sereuli. 
burdonuli tipis dros qveda xma tonikur bgerazea. heterofoniis tipSi qveda 
xma „xSirad zedmetad dekoratiuli melodiuri xazis Secvlil variants war-
moadgens“ (Markoff, 1975: 137).

magram pirinuli samRero stilisTvis yvelaze damaxasiaTebelia simRerebi 
or xmas Soris paraleluri sekundebiT. sekunduroba qmnis mkacr JReradobas, 
romelsac pirineli mosaxleoba (da Tavad momRerlebic) sasiamovno harmoniad 
miiCneven. Cems mexsierebaSi biserovis debis repertuaris umetesi nawili ZiriT-
adad xmovan xazebs Soris sekundis sxvaobiT JRerdeboda da amas aseve xazgasmiT 
aRvniSnavdi maTi wardgenisas.

mxolod Semdeg wlebSi mivxvdi, rom pirinis orxmian simRerebSi aris kidev 
erTi komponenti, romelzec, Cemi informaciiT, jerjerobiT mxolod mark van 
tongerenma dawera. es damatebiTi komponentia obertonebi.

van tongereni wers, rom „bulgareTSi qalebi ganzrax aJRereben xaxisa da 
cxvirismier bgerebs, rac daWimulobis efeqts qmnis. radgan isini, rogorc Cven 
vuwodebT, ar arian „tonalobaSi“; „amrigad, isini warmoqmnian JReradobis far-
To speqtrs, harmoniul diapazonSi mravali maRali toniT“ (Tongeren, 2004: 159)3. 

es is dakvirvebaa, romelic srulebiT ergeba debi biserovebis stilis. maqvs 
obertonuli sasimRero praqtikis mimdevar sxva ansamblebTan urTierTobis sxva 
gamocdilebac. 

1990-ian wlebSi vmuSaobdi momRerlebis ansamblebTan cimbiris tuvis re-
gionidan, romlebic obertonuli musikis sxvadasxva rTul sasimRero stils as-
rulebdnen; sakuTari ostatobiT isini obertonebs piris Rrus, rogorc bune-
brivi gamaZliereblis, gamoyenebiT mkafiod JRerads xdidnen. ase rom, Cemi yuri 
ukve gawvrTnili iyo vokalur musikaSi obertonebis aRqmisTvis4. 

xmelTaSua zRvis kunZulebze korsikaze, sardiniasa da siciliaze mamaka-
ci tenorebis kvartetebi aseve asruleben TavianT oTxxmian simRerebs vnebis 
kvireulis (Settimana Santa) ganmavlobaSi, emociuri da uxeSi Sesrulebis teqnikiT, 
romelic harmoniulad iseTive mdidaria, rogorc bulgareli qalebis simRe-
rebi5. zogjer, damatebiT elfers qmnis mexuTe melodiis xazi, e.w. „angelozis 
xma“6. es angelozis xma aseve ismis samxreT ruseTis soflis qalTa gundebis 
simRerebSi.

3 axla vfiqrob, rom am paraleluri sekundebis efeqts umetesad tonikis energia qmnis (mark van 
tongereni, piradi komunikacia, el.fosta, 20200810).
4 obertonuli musika kidev erTi Janri iyo, romelzec Pan Records-is biznes gegmaSi gavakeTe 
aqcenti.
5 bulgaruli orxmiani simRerebi, tuvanis obertonuli da tenorebis mediterianuli simRerebi 
gansxvavebulia. „magram maT saerTo aqvT is, rom es aris bgeris fsiqo-akustikis gansakuTrebu-
li aspeqtebi“ (mark van tongereni, piradi komunikacia).
6 bernard lortat-jeikobma gamoaqveyna vrceli gamocema Sardegnan tenores-is Sesaxeb. am Temaze 
meti informaciisTvis ixileT misi „sardiniuli qronikebi“ (Sardinian Chronicles  –University of Chica-
go Press, 1995), romelic kargad kiTxvadi da informatiulia.



512

epilogi
axla debi biserovebi, jer kidev aqtiurebi, Tumca naxevrad pensionerebi 

arian. „fesvebidan kenweromde“ (From the Roots to the Top) – maTi erT-erTi damou-
kideblad Cawerili audioalbomis saTauri zedmiwevniT ajamebs maT karieras. 
debi yovelTvis mizanswarfulni iyvnen karieris Seqmnisas, maT icodnen ra un-
dodaT da rogor mieRwiaT miznisTvis. „rkinis fardis“ CamoSla, rodesac isini 
karieris dasawyisSi iyvnen, didi stimuli iyo. manamde isini didi ansamblebis 
wevrebi iyvnen, damoukideblobis miRwevis SesaZleblobis gareSe. 1989 wlam-
de, bulgareTis gareT, praqtikulad, yvela warmodgena mxolod socialistur 
qveynebSi tardeboda. 1989 wlis Semdeg organizatorebs maTi danarCeni msofli-
osTvis Cvenebis SesaZlebloba miecaT. dasavleTs isini pirveli me warvudgine, 
radgan Cems TanamSromlobas deb biserovebTan, romelic 1986 wels daiwyo, imed-
iT vuyurebdi.

videomagaliTi

1. iani, iani. gadaRebuli da Cawerilia (damtebiTi stereo mikrofoniT) kleikampis 
mier, saravakis mdinaris tye, malaizia, 2010 w. 10 ivlisi, debis gamosvla Rainfor-
est-is festivalze. 
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BERNARD KLEIKAMP
(NIDERRLANDS)

THE BISSEROV SISTERS FROM BULGARIA AND THEIR 
TWO-PART STYLE OF SINGING

 

Introduction
In 1978 I registered my concert agency Paradox at the chamber of commerce. In the following 

decade I brought folk and traditional music acts from neighbouring countries to the Netherlands’ 
theatres and folk clubs. But I was getting bored with repeating myself by inviting the same acts in 
the same months each year. I needed change. Change is good. My musical taste had changed too 
and I wanted to expand my musical horizons and at the same time the horizons of the Dutch theatre 
audience. After getting my bachelor’s degree at the University of Amsterdam in 1978 in Dutch 
Literature, I took a number of graduate courses in drama and ethnomusicology, and these were eye 
openers. 

A member from my student fraternity, Wim Kuiper, with whom I shared an interest in 
traditional music, had started organising club tours for Hungarian folk acts in the 1970s during 
his student days. He had invested a great deal of work introducing himself to the Hungarian state 
agency Interkoncert and becoming accepted as a business partner. In those days, before the fall of 
the Iron Curtain in 1989, Eastern Block state agencies had a monopoly on representing cultural acts 
abroad. If you imagine the bussiness model of transporting cultural acts into and out of an Eastern 
Block country as a sandglass, then the top cone stands for the pool of cultural entrepreneurs in the 
country (musicians, artists, cultural entrepreneurs, etc.), while the bottom cone stands for the rest 
of the world. The state agency is positioned at the center spot where the two cones of the sandglass 
meet. Without their cooperation, no acts leave or enter the country.

Interkoncert in the late 1970s seemed to be the most acccessible and flexible of the Eastern 
Block state agencies. Wim Kuiper introduced me to Interkoncert, which was the start a fruitful 
cooperation that lasted for a few decades, even after the fall of the Curtain. Interkoncert in its turn 
introduced me in the mid-1980s to the Bulgarian state agency Sofiakoncert. I met their representative 
Liliana Lazorova in July 1985 at the Kalaka folk festival in Miskolc, Hungary, where she was 
accompanying the Bisserov Sisters, three sisters from the village of Pirin, Bulgaria: Lyubimka (b. 
1953), Neda (b. 1955), and Mitra (b. 1957).

I thought the Bisserov Sisters were a great act. They appealed both to my taste in music and to 
my interest in professional stage presentation. 

Polyphony (or multi-part singing) as performed by the Bisserov Sisters, was one of the genres 
of music that I wanted to focus on with future releases of Pan Records, the record company that 
I had been involved in since 1979 and became sole owner of in 1988.1 And the Bisserov Sisters 
performed in the traditional folkloric costumes of their native area of Pirin in south-west Bulgaria. 
Representing them for concert bookings would mean a big change from the kind of acts that I had 

1 In the business plan for Pan Records that I wrote around 1986 the genre of polyphony is explicitly mentioned as a 
genre on which to focus with releases and concert tours.
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represented so far, as the (mainly) Anglo-Saxon, Celtic, Dutch, Hungarian, and French acts that 
I contracted all performed in their daily costumes on stage. I liked that change, but didn’t stop 
booking acts that didn’t perform in folkloric costume.

After agreements were made with Sofiakoncert and Miss Liliana Lazarova, in the years 
following I brought the Bisserov Sisters to Benelux and other countries for dozens of concerts. I 
produced and released three CDs on Pan Records (1990, 1995, 2000). I brought them to major folk 
festivals on three continents, including Roskilde, Denmark (1986), Dranouter, Belgium (1987), 
Vancouver BC, Canada (1989, 1997), Rudolstadt, Germany (1991), Kuching, Sarawak, Malaysia 
(2010), and Singapore (2011). I initiated cooperative projects with musicians from other cultures 
(Vox Festival 1991, Globe Orchestra 1999). Licenses from tracks on Pan Records’ CDs appeared on 
leading sampler releases of major labels featuring female singing (Global Divas, Rounder Records, 
1995). A full list of our cooperation of 30+ years would take too much space (fig. 1, video ex. 1).

Pirin two-part singing
Bulgaria has many folkloric regions, each with its own style of songs, music, dance, and 

costumes. Apart from the regions of Shop and Pirin, the song styles are all monophonic.
The Bulgarian concept of music is different from the Western classical concept. Timothy Rice 

observed that in the “domain of musical behaviors” the Bulgarians “use at least five separate verbs 
to describe activities potentially related to the Western concept of music” (Rice, 1980: 45), of 
which “song” is one, and “playing” (instrumental) music is another. So it is important to distinguish 
between the various activities in the Bulgarian musical domain and label the musical domain care-
fully; as Rice notes, “Categories are separate and cannot be intermixed” (Rice, 1980: 45).

In this paper I am paying attention to the domain of song (pesen) only.
The Pirin style of singing has been studied in extensive detail by Bulgarian scholars. In 1925 

when Vasil Stoin (1880–1939) became director of the Ethnographic Museum in Sofia, there was 
still no budget for mechanical recording equipment, and notation of songs by ear continued at least 
until the 1950s. Tens of thousands of songs from Bulgaria were noted down between 1900 and 
1950. In Stoin’s footsteps followed his daughter Elena Stoin (1915–2012) and Nikolay Kaufman 
(1925–2018).2 They all published in the Bulgarian language, and with a few exceptions none of 
their works are translated. Kaufman and Elena Stoin in particular have been very prolific in publica-
tions about Pirin two-part singing. This means that the Pirin song style has been analysed in detail, 
and I cannot hope to add significant observations to that huge corpus of knowledge. Still, if you 
stand on the shoulders of giants, it is sometimes possible to see a bit further over the horizon. I took 
care to ask renowned ethnomusicologists Wouter Swets (1990), Elena Stoin (1995) and Michail 
Bukoureshliev (2000) to write liner notes to the Bisserov Sisters CDs on Pan Records.

Swets, as a specialist in Turkish classical and folk music, notices significant influences of 
Turkish makams in the melody lines of many Pirin songs, not surprisingly, as “One should bear 
in mind that Bulgaria was under Turkish rule from 1383 until 1878. Therefore, it is not surprising 
to find Turkish influences and words in the Bulgarian music and songs” (Swets, 1990: 2). More 
influences are found in the music and songs of Bulgaria, like “Illyrian and Hellensitic traits, and 
thus dating from a time before the Slavs and Bulgars (who both had their influences as well – BK) 

2 See Krader (1969) for an extensive overview of Bulgarian folk music research.
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arrived. (...) To imagine that the Oriental flavour of some Bulgarian folk music is simply due to a 
long Turkish occupation would be crude thinking“ (Lloyd, 1994: 1). It is clear that Bulgarian song 
and music has undergone many influences over the millennia.

Two-part singing – called diaphony – in Pirin is practised by groups of three, four or five 
women (Stoin, 1995: 2). The Pirin song style is “characterized by the comparative restriction of the 
second voice.” (Kaufman, 1963: 48). “One of the voices leads the melody, while the other voices 
provide the drone.”

The Bisserov Sisters learned singing this way from a young age onwards from their mother 
Roussa, and her sisters Vikiya, Vella, and Mitra, who were locally known as the Popov Sisters in 
the 1940s, 1950s, and 1960s. I have filmed the Popov Sisters sing on 2 May 2003, at the wedding 
of Lyubimka’s oldest son Rossen, when they were sitting together in the kitchen preparing food for 
the wedding and spontaneously singing songs. The Popov Sisters are also represented with three 
songs on Three Generations, the 2000 Pan Records CD of the Bisserov Sisters.

The three sisters of the second generation listened and imitated when songs were sung in daily 
surroundings and honed their skills in the 1980s when Lyubimka and Mitra were members of The 
Philip Koutev State Ensemble and Neda of the Gotche Delchev Folk Ensemble. “In 1990 they de-
cided to leave the large ensembles and perform as a trio, sometimes accompanied by two or three 
more musicians on gajda (bagpipe), kaval (flute), gadulka (pear-shaped fiddle), or tambura” (Stoin 
1995: 4), to become the only professional ensemble with a repertoire of Pirin two-part songs. In 
their turn they taught the third generation, Mitra’s daughters Vera (b. 1977) and Rositsa (b. 1980) 
and Neda’s daughter Gergana (b. 1978) to sing the Pirin songs. In all the Bisserov Sisters recorded 
over 500 songs on over 20 LPs, cassettes, and CDs. Unlike almost all other Bulgarian vocal en-
sembles, the Bisserov Sisters are also instrumentalists who accompany themselves on traditional 
instruments tambura (Mitra), dajra (Neda), and tarabuka (Lyubimka).

The Pirin two-part songs are sung by a solo soprano singer, while the refrain is sung antipho-
nally by mezzo(s) and/or contralto(s). The melody lines can be a second, third, fourth or fifth apart 
(Stoin, 1995: 2; Markoff, 1975: 136). Pirin songs are mostly in two-time meter, but there is also 
an “abundance of melodies in asymmetrical measures” (Stoin 1995: 3). Songs can be in a variety 
of scales, Songs are quite frequently embellished by high yells and melody variations, as is also 
observed by Rice, 1980: 58). Markoff (1975: 135–138) distinguishes between three types of Pirin 
two-part songs, based on different functions of the lower voice part: drone, heterophony, and mixed. 
In the drone type, the lower voice is on the tonic. In the heterophony type type, the lower voice “is 
often a modified version of a highly ornamented melody part” (Markoff, 1975: 137). 

But really characteristic for the Pirin songs are the songs with a parallel second difference 
between the two voices. That second difference creates a shrill or harsh sound, that is actually con-
sidered by the Pirin population (and the singers themselves!) as a pleasant harmony. In my memory 
most of the repertoire of the Bisserov Sisters over the years has mostly been with that second differ-
ence between the voice lines, and that is also what I emphasized in promoting them. 

It is only in later years that I realised that there is another component to the two-part Pirin 
songs, on which to my knowledge only Mark van Tongeren has published so far. That extra com-
ponent is overtones. 

Van Tongeren writes that „In Bulgaria women intentionally produce shrill and nasal voices 
that grate and rub, because they are not, as we call it, ‘in tune.’ Thus they produce a wide spectrum 
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of frequencies including many high tones in the harmonic range“ (Tongeren, 2004: 159).3

This is an observation that I can fully corroborate for the Bisserov Sisters’ style, as I’ve had 
ample comparisons with other ensembles making use of overtones in their musical presentations.

In the 1990s I worked extensively with ensembles of singers from the region of Tuva in Si-
beria, who were performing many different elaborate styles of overtone music; they had trained to 
make the overtones clearly audible through a particular use of the mouth cavity as natural amplifier. 
So my ear was trained in distinguishing overtones in vocal music.4 

The quartets of male tenors on the Mediterranean islands of Corsica, Sardinia, and Sicily 
also perform their four-part songs during the Settimana Santa, the Holy Week, with a shrill and 
gruff-sounding performance technique, that is as rich in harmonics as the songs of the Bulgarian 
women.5 Sometimes complementing overtones produce a fifth melody line, the so-called “angel 
voice.”6 That angel voice is also heard in the South-Russian village songs of female choirs.

Epilogue
The Bisserov Sisters although still active are now semi-retired. From the Roots to the Top, 

the title of one of their self-produced CDs nicely summarises their career. The Sisters have always 
been very determined in building their career, they knew what they wanted and how to achieve it. 
The fall of the Iron Curtain, when they were at the beginning of their career, was a big incentive. 
Before that they were members of large ensembles with hardly any possibility to achieve theor own 
independent profile. Before 1989 virtually all performances outside Bulgaria were taking place 
only in socialist countries. After 1989 entrepreneurs could bring them to the rest of the world. I had 
a head start, because through good fortune my cooperation with the Bisserov Sisters had already 
started in 1986.

Video example

1. Yani Yani. Filmed and recorded (with external stereo microphone) by Kleikamp the rain forest of 
Sarawak, Malaysia, on 10 July 2010, when the Bisserov Sisters were performing at the Rainforest 
Festival. 

 

3 “By now I think that most of the effect of those parallel seconds lies in the energy of the tonic.” (Mark van Tongeren, 
personal communication, e-mail, 20200810).
4 Overtone music was another genre to focus on in the 1986 Pan Records business plan.
5 Bulgarian two-part songs, Tuvan overtone songs, and Mediterraneansongs of the tenores are all different. “But they 
have in common that these are special aspects of the psycho-acoustics of sound.” (Mark van Tongeren, personal com-
munication, e-mail, 20200810).
6 Bernard Lortat-Jacob published extensively on Sardegnan tenores. For more on this subject, see his “Sardinian 
Chronicles” (University of Chicago Press, 1995), which is both very readable and informative.
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suraTi 1. debi biserovebi, kuCingi, saravaki, 11 ivlisi, 2010 weli. foto: ber-
nard klaikampi.

Figure 1.  The Bisserov Sisters, Kuching, Sarawak, 11 July 2010. Photo by Bernard Kleikamp.
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mrgvali magida: tradiciuli musika da Tanamedrove sazogadoeba
wamyvani Teona lomsaZe 

wamyvanma isaubra globalizaciiT gamowveuli sacxovrebeli adgilisa da 
garemos mkveTri cvlilebebis gamo Tanamedrove sazogadoebaSi tradiciuli 
musikis funqcionirebis axali formebis/xerxebis gaCenis Sesaxeb. man aRniSna, rom 
es formebi folkloruli musikis ganaxlebis procesis Sedegad Seiqmna da folk-
loruli musikis sxvadasxvagvari manifestatiis arseboba gamoiwvia. musikis ganax-
lebis procesis SeswavlaSi erT-erTi pioneri, amerikeli eTnomusikologi Tamara 
livingstoni am movlenis Semdegnair gansazRvrebas gvTavazobs: „musikis ganax-
lebis moZraoba warmoadgens nebismier socialur moZraobas, romelic miznad 
isaxavs im musikaluri tradiciebis aRdgenasa (restavracias) da Senaxvas, romel-
sac TandaTanobiT dakargvis an samudamod warsulSi gaqrobis safrTxe emuqreba. 
Tumca unda iTqvas, rom arseboben kulturebi, romlebic musikalur-folklo-
ruli tradiciis uwyveti ganviTarebis gamo tradiciis aRdgenis aucileblobis 
winaSe ar dganan, magram am tradiciis Senaxvis, da Sesabamisad, misi dakargvis 
safrTxis Tavidan acilebis process bolo aTwleulebis manZilze gansakuTrebiT 
aqtiurad awarmoeben. qarTuli folkloruli musikac erT-erTi maTgania. 

rogorc qerolain biTeli da junifer hili acxadeben: „ganaxlebis yoveli 
SemTxveva raime saxis transformacias an inovacias iwvevs, iqneba es axali musi-
kaluri stili, gadacemisa da Sesrulebis axali meTodebi, axali funqciebi da 
mniSvnelobebi, Tu Tundac axali musikaluri (sub)kultura~ (2010). 

arsebobs axladSeqmnili musikaluri stilebi, romlebic Tanamedrove musi-
kas Tanamedrove musikalur gamoxatvasTan aerTianebs da, amgvarad, moargebs mas 
Tanamedrove sazogadoebis moTxovnebs. amave dros, tradiciuli musika ganagr-
Zobs ganviTarebas soflad, Tumca misi gamoxatvis formebi mWidrod aris dakav-
Sirebuli Tanamedrove msoflios mier SemoTavazebul tendenciebTan. amgvarad, 
soflad SeaRwia axalma movlenam, rogoricaa folk-turizmi. rogorc viciT, 
saqarTvelos sxvadasxva regionSi jer kidev arseboboben simReris ostatebi an 
momRerali ojaxebi, romlebic maspinZloben folklorul turebs (ucxoelebis 
an qarTvelebis mier organizebuls), romlebSic, ZiriTadad, qarTuli tradici-
uli musikis SeswavliT dainteresebuli ucxoelebi iReben monawileobas. wamy-
vanma magaliTad moitana momRerali sofeli laxuSdi, romelic ukve kargadaa 
cnobili ucxoeli turistebisTvis debi Camgelianebis ojaxis mier dawyebuli 
saqmianobis wyalobiT, romelSic dRes mTeli sofeli monawileobs. 

folkloruli musikis ganaxlebis zemoaRniSnul Taviseburebebs Tu gaviT-
valiswinebT, SegviZlia vTqvaT, rom qarTuli xalxuri musika ganaxlebis procesis 
Sedegad sami ZiriTadi saxiT warmogvidgeba. esenia: sasceno folklori, folklo-
ruli elferis mqone Tanamedrove saavtoro nimuSebi, e.w. `fsevdo-folklori~ 
(kotrikaZe, 2019), romelsac Cven `pop-folkis~ saxelwodebis qveS vaerTianebT da 
qarTuli folk-fiuJen musika, romelic tradiciuli musikisa da dasavluri pop-
ularuli musikis mimdinareobebis (jazi, roki, popi, eleqtronuli musika da a.S.) 
sinTezis Sedegad Seqmnil musikalur erTeuls warmoadgens. SeiZleba iTqvas, rom 
es ukanaskneli yvelaze didi stiluri mravalferovnebiT xasiaTdeba. 

unda aRiniSnos isic, rom kovid-19-is pandemiis pirobebSi saqarTveloSi, 
iseve, rogorc yvelgan sxvagan, tradiciuli musika, nawilobriv, onlain for-
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matSi gadavida da Seiqmna misi manifestaciis sxvadasxva gza onlain platforme-
bis saSualebiT: magaliTad, onlain koncertebi, gundis repeticiebi, saswavlo 
sesiebi da onlain sadResaswaulo Sekrebebis dros simRerac ki. es ukanaskneli 
gansakuTrebiT gavrcelebuli iyo pandemiis dasawyisSi.

mrgvali magidis ganxilvis sagani iqneba tradiciis matareblebis, musikose-
bis, eTnomusikologebis perspeqtividan danaxuli Tanamedrove gamowvevebi Tu 
sargebloba, rac tradiciul musikas moaqvs, Sesabamisad, Cven vecdebiT, diskusia 
Sedges im adamianebs Soris, vinc sxvadasxva rols asruleben tradiciuli musikis 
funqcionirebis procesSi da ase SevuwyoT xeli momaval dialogs maT Soris. 

mrgvali magidis Tema uSualod ukavSirdeba Tanamedrove sazogadoeba-
Si tradiciuli musikis funqcionirebis problematikas COVID-19-is gamoCenis 
pirobebSi, Sesabamisad es ukanaskneli sakiTxi, aseve, iqneba mrgvali magidis ms-
jelobis erT-erTi sagani. 

man msmenelebs moasmenina fragmentebi folkfiuJenis ramdenime nimuSidan: 
daviT malazonias kompozicia ansambli ̀ iriaos~ SesrulebiT, ansambl ̀ kaxaber da 
xanumebis~ `cangala da gogona~, iluSa cinaZis `daviarebi mTaTao~.

mrgvali magidis Tematikam didi interesi gamoiwvia diskusiis monawileebSi. 
ioseb Jordaniam (avstralia/saqarTvelo) aRniSna, rom msoflios musikose-

bi gaaerTiana musikis Camwerma saSualebebma. qarTveli, iseve, rogorc rusi da 
dasavleli eTnomusikologebis azriT, folkloris oqros xana iyo 1920-30-iani 
wlebi, roca araCveulebrivi momRerlebi iyvnen da roca daiwyo maTi Cawera 
Tavidan fonografis, Semdeg ki magnotofonis saSua;lebiT. magaliTad, korsike-
lebis azriT, Saliapini iyo yvelaze didi rusi momRerali, xolo qarTvelebis 
udidesi momRerali iyo vano sarajiSvili. igive unda iTqvas karuzoze, romel-
mac dros gaaswro da romelic cnobili gaxda misi Canawerebis meSveobiT, Tum-
ca misi Tanamedrove araerTi didi momRerlis saxelia daviwyebuli. magaliT-
ad, roca 1907 wels didi qarTveli moRvawe ilia WavWavaZe mokles, meore dRes 
Tbilisma araferi icoda amis Sesaxeb.

bevri ram icvleba. dRes mimdinareobs diskusia, saWiroa Tu ara folkloris 
saerTaSoriso enaze Targmna – qarTuli folklori unda iyos avTentikuri, Tu 
saWiroa misi axleburad simRera. 

magaliTad, dRevandeli flamenko, daaxloebiT me-1870-ian wlebSi Seiqmna, 
magram aravin icis, rogori iyo realuri flamenko – Tanamedrove flamenko es 
aris espanuri musikis gadaTargmna saerTaSoriso enaze. dRes msoflios progre-
si da teqnologia gvaerTianebs ase, rom dRes Cven latvielebis, estonelebis, 
portugalielebis msgavsi problemebi gvaqvs. 

Tamaz gabisonias (saqarTvelo) azriT, folklorSi mTavaria, rogori damoki-
debuleba aqvs am musikisadmi Semsrulebels da ara musikaluri politika da 
gamoTqva mosazreba, Seiqmnas samecniero saerTaSoriso portali, sadac yvela 
mecniers eqneba saSualeba mokled gamoxatos Tavisi idea Tu mosazreba. 

nino caciSvilma (avstralia/saqarTvelo) gaixsena mis mier melburnis mona-
Sis universitetSi jazis swavlebis dasawyisi periodi, roca aRmoaCina, rom af-
ro-amrikul jazSi ukve SeuZlebelia gamijno misi afrikuli fesvebi da evro-
puli elementebi. magram roca gaecno qarTul ansambl `Sin~-s, maT SesrulebaSi 
deda-kultura anu qarTuli folklori ufro avtonomiuria, ar Tmobs Tavis 
poziciebs da misi amocnoba Zneli ar aris.
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amave dros, kaxuri sufruli burdonuli simRerac sinTezis Sedegia, magram 
dRes masSi SeuZlebelia raime araqarTulis kvalis aRmoCena. aseve, sinTezis ni-
muSia qalaquri dudukis musika, gansakuTrebiT, mravalxmiani simRerebi. 

rusudan wurwumiam (saqarTvelo) mokle komentari gaakeTa da aRniSna, rom 
nino ciciSvilma gamoikvlia kaxuri simRerisa da indoevropuli musikaluri sti-
lis sinTezis sakiTxi, magram es mravali aTaswleulis winaT iyo. amitom bene-
brivia, rom dRes, tradiciuli qarTuli simRerisa da dasavluri pop musikis 
axali sinTezis pirobebSi Zalian advilia am sinTezis Semadgenlebis gamijvna. 
EalbaT, evoluciis Sedegad SesaZlebelia momavlaSi raRac axali miviRoT, ma-
gram es Zalian Soreuli perspeqtivis saqmea. 

ulrix morgenSternma (avstria) aRniSna, rom tradiciuli musikas Tanamedrove 
sazogadoebaSi sxvadasxva funqcia aqvs. avstriuli gamocdileba gveubneba, rom 
Zalian did rols asrulebs media, gansakuTrebiT pandemiis periodSi. man xazi 
gausva sxvadasxva saSualebebs – sanoto Canawerebma, Camweri saSualebebis gaCenam, 
sxvadasxva sakravis Semosvlam didi gavlena moaxdena zepir Semsruleblobaze. 

Jana partlasma (estoneTi) yuradReba gaamaxvila terminologiur sakiTxze, 
radgan miaCnia, rom termini SesaZleblobas iZleva yvelasTvis gasagebi gaxados ideis 
arsi.Mman aRniSna, rom ganxiluli sakiTxis terminologiuri gansazRvris mimar-
TulebiT gansxvavebuli midgomebi arsebobs. amaTgan, mecnieris azriT, ingrid akeso-
nis mier Tanamedrove folklorSi gamoyofili sami mimarTuleba: Revitalization, Reshap-
ing da Redoing - gacocxleba, formis xelaxali micema da xelaxali gakeTeba kargad 
miesadageba lomsaZis mier ganxilul sam formas da SeiZleboda am formebis akesonis 
terminebiT definireba. mecnieris azriT, lomsaZis mier warmodgenili terminolo-
gia ki SesaZloa, yvelasaTvis gasagebi ar iyos da is meti sicxadis Setanas saWiroebs. 

YTeona lomsaZem upasuxa, rom revitalizacia, xelaxali formis micema da 
xelaxali gakeTeba warmoadgens procesebs, romlebsac axalgazrda mecnieris 
mier SerCeuli `musikis ganaxlebis~ (Music Revival) qolga-termini Tavis TavSi 
aerTianebs. lomsaZis mier ganxiluli sami forma (sasceno folklori, pop-fol-
ki da folk-fiuJeni) ki swored qarTuli folkloruli musikis ganaxlebis am 
masStabur procesSi gamovlenili axali musikaluri stilebi Tu mimarTulebebia. 
Sesabamisad, akesonis terminebiT maTi definireba SeuZlebelia. aqve, mecnierma 
aRniSna, rom gasaTvaliswinebelia, rom mis mier SemuSavebuli terminologia araa 
universaluri, aramed mTlianad qarTul folklorzea morgebuli da is zustad 
pasuxobs, imas, rac qarTul folklorSi xdeba. 

mario morelim (kanada) dasva SekiTxva: ra ganapirobebs ansambl `mandilis~ 
aseT did warmatebas da iwvevs did interess qrTyli kulturisadmi – mis videos 
milionze meti naxva aqvs, rac uTuod gasakviria, gansakuTrebiT folklოruli 
ansamblisaTvis. 

Teonam lomsaZem ganmarta, rom `mandili~ araordinaruli ansamblia, maTma 
pirvelma selfma didi mowoneba daimsaxura – isini Cveulebrivi axalgazrda 
gogonebi arian, romlebic qalaqidan moSorebiT gzaze modian da mRerian – sxva-
Ta Soris, arcTu cudad. rogorc Cans, mnaxvelebi miizida uSualobam, xalisianma 
simReram, qarTvel mamakacTa Cveuli ansamblebisagan gansxvavebulma vizualma. 
Semdeg maT gamoexmaura ukraineli produiuseri, romelic erTsa da imave dros, 
urCevs maT repertuars da aris reJisoric. man marketingulad kargad SefuTa 
produqti, ramac ansamblis popularoba ganapiroba. me maT Sevxvdi estoneTSi, 
festivalze, sadac menejerad vmuSaobdi, mqonda saSualeba gavcnobodi maT – 
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eseni iyvvnen cocxali, bednieri, Zalian pozitiuri axalgazrdebi, isini Tana-
medrove samyaros nawili arian, oRond saqarTvelodan. faqtobrivad, qarTuli 
folkloris iseTi didi codna arc aqvT, rogoric sxva folkloruli ansam-
blebis momRerlebs da, ZiriTadad, ucxoel msmenelebSi aqvT warmateba. 

migueel anjel santaela (venesuela-niderlandebi) Seexo tradiciul musikaSi 
eqsperimentirebis sakiTxs. misi azriT, Cven Uunda gaviTvaliswinoT drois faq-
tori – es droSi SemWidroebuli ki ara, droSi gawelili procesia, igi usasru-
lod grZeldeba, sanam xalxs survili aqvs es akeTos. raRac axali rom Seqmna, amas 
specifikuri niWi esaWiroeba, es aris nabiji win. aris kidev erTi – komerciali-
zaciis sakiTxi, trio `mandilis~ magaliTi Zalian sainteresoa, es aris erTgvari 
gadaxra erTi da imave nakadidan, es aris Janris xangrZlivi evolucia da damoki-
debulia imaze, Tu ramdenad unda da xangrZlivad moundeba xalxs amis keTeba. 

ritis ambrazeviCiusma (lietuva) Tavis qveyanaSi arsebuli mdgomareoba gai-
xsena da aRniSna, rom isic emxroba akesonis termonologias, Tumca mas miaC-
nia, rom Teona lomsaZis dasaxelebuli terminologia sasceno folklorTan da 
fiuJenTan dakavSirebiT marTbulia. igi pop-folklorsac Seiyvanda fiuJenSi, 
radgan maT Soris gansxvavebas ver xedavs. man, aseve, gaixsena sabWoTa period-
Si arsebuli xalxuri simRerisa da cekvis ansamblebi, romelTa warmodgenebic 
Tavisebur fiuJens warmoadgenda. aseve, magaliTad, diskusiis sagania, ras vuwo-
debdiT im SemTxvevas, roca kompozitori iyenebs akademiur gundSi tradiciuli 
musikis gamoyenebas.. CvenTan ufro Sors wavidnen – amas baltiur musikas eZaxian 
– baltiis xalxebi qristianobamde bunebas scemdnen Tayvans, dRes eleqtronul 
musikis saSualebiT musikosebi gadmoscemen bunebis xmebs – foTlebis Srials, 
wylis xmaurs da a.S. da miuxedavad imisa, rom am musikas tradiciulTan araviTa-
ri kavSiri ar aqvs, amas mainc tradiciul musikas uwodeben.

Teona lomsaZem mokled ganmarta, ra gansxvavebas xedavs folk-fiuJensa da 
pop-folks Soris. misi azriT, es ukanaskneli Seqmnilia xalxuri musikis elemen-
tebisgan, magram igi ufro martivi da demokratiulia, teqsti – Zalian stan-
dartizebuli, mas hyavs erTi gmiri – axalgazrda kaci, gamoxatavs mSobliuri 
mxaris siyvaruls... miuxedavad qarTuli folkloris dialeqtebis mravalfero-
vnebisa, aqvs Zalian limitirebuli intonaciuri samyaro – ZiriTadad, agebulia 
aRmosavleT saqarTvelos mTis simRerebze. es ar aris dasavluri pop-musika, 
magram musikaluri maxasiaTeblebi igive aqvs, rac dasavlur pops, igi Zalian 
popularulia, mas xalxi siamovnebiT usmens, Cemi azriT, es termini kargad ga-
moxatavs am musikis xasiaTs. Fmisgan gansxvavebiT, folk-fiuJenSi aris mkafiod 
gamokveTili folkloruli elementebi, romlebic Serwymulia Tanamedrove da-
savluri musikis sxvadasxva stilTan, rokTan, jazTan da sxv. 

gordana blagoeviCma (serbeTi) aRniSna, rom msgavsi kvleva Caatara serbeTSi 
da bebiebma Zalian kargad miiRes folk-fiuJeni – dRes axalgazrdebi Cvens 
simRerebs ase mReriano, magram rigoristma eTnomusikilogebma dagmes da tradi-
ciidan gadaxvevad CaTvales. me viziareb im azrs, rom musika SigniT yvelas Tavi-
si aqvs da davesesxebi baton iosebs Jordanias, rom roca musikis Cawera iwyeba, 
yvelas unda raRac Tavisi Seitanos masSi. 

mrgvali magidis dasasruls wamyvanma, Teona lomsaZem madloba gadauxada mo-
nawileebs, romelTac, Tavis mxridan, masac gadauxades madloba da gamoxates kmayo-
fileba saintereso diskusiis gamo. 
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ROUND TABLE: TRADITIONAL MUSIC AND CONTEMPORARY SOCIETY
SPEAKER: TEONA LOMSADZE

The speaker shortly described the dramatic changes in the habitat and environment caused 
by globalization which gave rise to new forms and ways of functioning traditional music in pres-
ent-day society. These forms emerged as a result of the folk music revival process and created 
various manifestations of folk music existence in contemporary circumstances. She said: “There 
are many definitions of music revival, but I would recall the definition given by one of the pioneers, 
Tamara Livingston, that “any social movement with the goal of restoring and preserving a musical 
tradition which is believed to be disappearing or completely relegated to the past” can be called 
music revival (Livingston, 1999: 68). But I would add that there are cultures characterized by 
continuous development of folk music traditions, where these traditions have never been in urgent 
need of restoration, but during the last decades, special attention has been paid to the preservation 
and dissemination of them, which makes these musical cultures part of the universal music revival 
process. Georgian folk culture is definitely one of them. 

If we talk about the current state of Georgian folk music existence, we can say that the folk 
music revival process was greatly encouraged by the fact that Georgian traditional polyphony was 
recognized by UNESCO as part of the ‘Intangible Cultural Heritage of Humanity’ (2001). It caused 
a significant increase in government involvement in traditional music protection and dissemination 
processes in the whole country, mainly activities realized through the Folklore State Center of 
Georgia. I would be quite objective if I say that since 2002 our symposia also played an important 
role in increasing awareness about Georgian traditional polyphony, not only in Georgia but around 
the world, as lots of scholarly as well as musical collaborations of Georgians and foreigners were 
born through connections made via the symposium. 

Within the music revival, there are also newly emerged musical styles combining traditional 
music with contemporary musical expressions and thus adapting it to the needs of modern society. 
As Caroline Bithell & Junifer Hill state: “Each instance of supposed revival results in some sort of 
transformation or innovation, whether it be a new musical style, new methods of transmission and 
performance, new functions and meanings, or even a new music (sub)culture”. 

Thus, considering all the above-mentioned peculiarities it is not surprising that at present, the 
three main types of Georgian folk music revivals are: stage folklore, contemporary folk-flavoured 
music, sometimes referred to as “pseudo-folklore” (Kotrikadze, 2019), defined as “pop-folk” by 
us; and Georgian folk-fusion music, which includes musical pieces resulting from the synthesis of 
traditional and Western popular music (Jazz, Rock, Pop, Electronic music, etc.). 

At the same time, Georgian traditional music continues to develop in rural areas, although 
forms of its representation are tightly connected with trends offered by the modern world. Thus, a 
new phenomenon, such as folk tourism has penetrated rural areas. As we know, there are some song 
masters or singing families in different regions of Georgia who are hosting folk tours (organized by 
foreign or Georgian entrepreneurs) of mostly foreigners interested in studying Georgian traditional 
music, providing them lessons as well as accommodation and food in their family guesthouses. 

We should also mention that during the Covid-19 pandemic traditional music in Georgia, as 
elsewhere partially moved into an online format and different ways of its manifestations through 
online platforms were created: for instance, online concerts, choir rehearsals, teaching sessions and 
even singing during the online parties or feasts. The latter was especially common at the beginning 
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of lockdown and it became quite a trend for some time here. 
The discussion of the round table will focus on the challenges or benefits that the contempo-

rary environment, especially under the conditions of COVID-19, brings to traditional music, from 
the perspective of tradition bearers, musicians and ethnomusicologists attending our round table. 
Accordingly, let’s initiate a discussion between the representatives of all different roles within tra-
ditional music and thus, encourage future dialogues”.

She let the participants listen to the fragments from several samples of folk fusion: David 
Malazonia’s composition performed by ensemble “Irao”, “Tsangala da Gogona” performed by “Ka-
khaber and Khanumas”, Ilusha Tsintsadze’s “Daviarebi Mtatao”.

The themes of the Round Table evoked great interest among the participants of the dis-
cussion.

Joseph Zhordania (Australia/Georgia) admitted that the music recording appliances united 
the musicians all over the world. He said: “Georgian as well as Russian and western musicolo-
gists agree that the Gold Age of folklore falls on the 1920-30s when fabulous singers performed 
and when their performances were first recorded using phonographs at the beginning and later on 
tape-recorders. For example, the Corsicans think that Shaliapin was the greatest Russian singer 
and Vano Sarajishvili – was the greatest Georgian singer. The same can be said about Caruso who 
was ahead of time and became famous due to his recordings, though many of his contemporary 
great singers’ names are lost forever. For example, when in 1907 a great Georgian public figure Ilia 
Chavchavadze was killed only few knew about it in Tbilisi the next day.

Many things change. Today we are discussing whether it is necessary to translate folklore into 
an international language - Should Georgian folklore be authentic or is it necessary to sing it in a 
new manner?

For example, Flamenco, as we know it today, was created in the 1870s and no one knows what 
the real Flamenco was like – the present-day Flamenco is a translation of Spanish music into an 
international language. Nowadays the world progress and technologies unite us, so today we have 
the same problems as Latvians, Estonians, Portuguese”.

Tamaz Gabisonia (Georgia) stressed that the main thing in folklore was the attitude of the 
performer to the music performed and not politics and suggested to found an international scientific 
portal where every scientist would be able to briefly present his/her ideas and position.

Nino Tsitsishvili (Australia-Georgia) recalled the period when she began to study jazz at 
Melbourne Monash university and discovered that it was already impossible to separate African 
roots and European elements in Afro-American jazz. Though when she got acquainted with a Geor-
gian ensemble “Shin” she saw that in their performance mother culture or Georgian folklore was 
more autonomous, kept its positions and it was not difficult to recognize it.

At the same time, the Kakhetian bourdon song supruli was also a product of a synthesis tough 
nowadays it is impossible to discover any non-Georgian traces in it. Similarly, urban duduki music, 
especially polyphonic songs are results of a synthesis.  

Rusudan Tsurtsumia (Georgia) made a brief comment and added that Nino Tsitsishvili 
studied the issue of synthesis of the Kakhetian song and Indo-European musical style, though it 
happened thousands of years ago. She added: “It is natural that at present when we witness a new 
synthesis of the traditional Georgian song and Western pop music, it is quite easy to separate the 
constituents of such synthesis. It is possible that as a result of evolution we will receive something 
new in the future. Though now it seems to be a rather far perspective”.
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Ulrich Morgenstern (Austria) noted that traditional music has various functions in pres-
ent-day society. The Austrian experience shows that the media, especially during the period of the 
pandemic plays a very important role. He stressed that various means – notation, the invention of 
recording appliances, and the introduction of different instruments greatly influenced verbal per-
formances.

Zhanna Partlas (Estonia) draw attention to the issue of terminology as terminology always 
enabled us to make the essence of an idea clear to everyone. She points out that there exist different 
attitudes to the terminological definition of the issue under discussion. There are three definitions in 
contemporary folklore which are formulated by Ingrid Akesson, namely Revitalization, Reshaping 
and Redoing, and they perfectly correspond to the three forms discussed by Lomsadze and Partlas 
thinks it possible to use these terms while defining those terms. According to her the terminology 
introduced by Lomsadze could not be clear to everybody and needed more precision.

In Teona Lomsadze’s answer it is stressed that Revitalization, Reshaping and Redoing are 
the processes which are united under the umbrella term “Music Revival” selected by her. Three 
forms discussed by Lomsadze (stage folklore, Pop-folk and folk-fusion) are new musical styles or 
directions revealed within the large-scale process of revival of Georgian folklore music. Therefore, 
it is impossible to define them using Akesson’s terms. The scientist also noted that the terminology 
suggested by her is not universal but is fitted to Georgian folklore and perfectly reflects the process-
es undergoing in Georgian folklore.

Mario Morelli (Canada) had a question concerning reasons for the fabulous success of the 
ensemble “Mandili” which evoked a serious interest in Georgian culture since their videos have 
more than one million watches which as Mr Morelli thought was surprising, especially for a folk-
lore ensemble.

Teona Lomsadze explained that “’Mandili’ is not an ordinary ensemble, their first video was 
much liked – they are ordinary young girls who walk along the road in the country and sing, not 
badly at that. It seems that the audience is attracted by their frankness, cheerful singing, the visual 
which is different from that of Georgian men’s ensembles. Later a Ukrainian producer contacted 
them and now he forms their repertoire and is their producer at the same time. He made appropri-
ate marketing moves which determined the popularity of the ensemble. T. Lomsadze met them in 
Estonia at the festival where she worked as a manager and had an opportunity to acquaint them. 
As she says they are live, happy, very positive young persons; they are a part of the contemporary 
world, though they are from Georgia. It is true that they do not have such an in-depth knowledge 
of Georgian folklore as other folklore ensembles and singers have and, mainly, are popular with 
foreign listeners”.

Miguel Angel Santaela (Venezuela-Netherlands) talked about experimenting with tradition-
al music. According to him we have to consider the factor of time – it is not a process tightened in 
time but a process protracted in time; it continues endlessly if people want to do it. A specific talent 
is necessary to create something new, it is a step forward. There is one more issue- namely, com-
mercialization; the example of “Mandili” is very interesting. As Miguel Angel Santaela thinks, it 
is a kind of deviation from the same stream, it is a long evolution of the genre and depends on how 
much and how long people would like to do it.

Rytis Ambrazevicius (Lietuva) recalling the situation in his country admits that he too pre-
fers Akesson’s terminology though he thinks that the terminology offered by Teona Lomsadze re-
garding stage folklore and fusion is valid. He would include pop-folk into fusion as well because 
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he sees no difference between them. He also recalled the ensembles of folk songs and dances which 
existed during the Soviet period and said that their performances were a kind of fusion. And, for 
example, it is often discussed how we can characterize such cases when composers use traditional 
music in academic choirs. He said that they had gone further in their country and called it Baltic 
music – the Baltic people before they were converted to Christianity used to worship nature, at 
present musicians try to imitate nature sounds – the rustling of the leaves, burbling of the stream, 
etc. by mean of electronic music and though this music has nothing in common with traditional 
music, it is still called traditional.

Teona Lomsadze briefly explained the difference between fusion and pop-folk. According to 
her the latter consists of the folk music elements but is simpler and more democratic, texts are stan-
dardized, and there is one hero – a young man who demonstrates his love for his home country … 
Despite the variety of Georgian folklore dialects, its intonation world is rather limited – it is mainly, 
built on songs of the East highlands of Georgia. It is not western pop music though its musical 
characteristics are the same as those of Western pop, it is very popular, people enjoy it and the term 
perfectly expresses the character of this music. In difference to it, in folk fusion, distinctly given 
folklore elements are combined with various styles of contemporary western music – rock, jazz, etc.

Gordana Blagoecvich (Serbia) spoke about the analogical research carried out by her in Ser-
bia and noted that the grandparents’ generation received folk fusion very positively – they admitted 
that the young sing these songs in exactly that manner, but the rigorist musicologists denounced it 
and thought it was a deviation from the tradition. G. Blagoevich shared the opinion that everyone 
carries his/her music inside and agreed with Mr Zhordania that when recording starts everyone 
wants to make his/her own contribution to it.

At the end of the Round Table, the speaker Teona Lomsadze thanked the participants 
and they on their part thanked her for the interesting discussion.
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