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ediSer garayaniZe 

 

qarTuli xalxuri simReris  

Semsrulebloba 

 

termini "sasimRero folklori" Cvens 

sinamdvileSi xSirad sruliad gansvavebul 

cnebebs gamoxatavs: erT SemTxvevaSi, auTen-

tur, wminda xalxur, soflur yofaSi sauku-

neebis manZilze Camoyalibebul sasimRero 

Semoqmedebas, xolo meore SemTxvevaSi _ da-

axloebiT erTi saukunis winaT, scenaze war-

moqmnil mis "sakoncerto variants". esaa ara 

marto asakiT, aramed Sinagani bunebiT er-

TmaneTisagan sagrZnoblad gansxvavebuli 

ori movlena, rac aucilebels xdis maT 

sxvadasxva sibrtyeze ganxilvas. 

aRniSnuli sxvaobis dafiqsirebis, gan-

sxvavebuli Sinaarsis movlenaTa gamijvnis 

mizniT, ucxour samecniero literaturaSi 

karga xania, damkvidrda termin-antonimebi: 

"folklori" da "folklorizmi", "auTentu-

ri" da "sasceno folklori", "pirveladi" da 

"meoreuli folklori", "pirveladi" da "meo-

reuli Semsrulebloba". am terimnebis gamo-
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yeneba sruliad aucilebelia Cvens samusiko 

mecnierebaSic; winaaRmdeg SemTxvevaSi, qar-

Tuli xalxuri simReris SemsruleblobaSi 

mimdinare realuri procesebis axsna SeuZ-

lebeli iqneba. 

"pirveladi sasimRero folklori" gu-

lisxmobs xalxur sasimRero Semoqmedebas 

yovelgvari damuSavebis, garedan Carevis, ama 

Tu im mizniT misi xelovnuri xelyofis ga-

reSe; igi xalxis koleqtiuri azrovnebis na-

yofia. "pirveladi Semsrulebloba" ki pirve-

ladi folkloris interpretaciaa, damyare-

buli Sesrulebis wminda xalxur, soflel 

SemsrulebelTa wiaRSi dadgenil tradici-

ebsa da normebze. am cnebebis sawinaaRmdego 

Sinaarsis Semcvelia "meoreuli (sasceno) sa-

simRero folklori" da "meoreuli Semsru-

lebloba". am SemTxvevaSi auTentur normaTa 

CarCoebis Segnebul gadalaxvasTan gvaqvs 

saqme. 

 

Semsrulebloba pirvelad sasimRero 

folklorSi 

xalxuri simRera sofluri yofis ganuy-

reli Tanamgzavria; qarTveli kacis cxovre-
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bis mTeli gza _ am cxovrebis sakvanZo mo-

mentebica da yoveldRiurobac _ mudam sim-

ReriT iyo xlebuli. 

pirvelad sasimRero folklorSi gamoi-

yofa misi ori ganStoeba _ e.w. Tandebuli 

da wminda simRerebi. Tandebuli simRerebi 

Cveni xalxuri musikaluri Semoqmedebis Zi-

riTadi, sayrdeni nawilia da uSualod ukav-

Sirdeba ama Tu im rituals, Sromis proces-

sa da misT. am simRerebs Sesrulebis mkac-

rad gansazRvruli dro da adgili aqvs; Se-

sabamisi ritualisa Tu saqmianobis sferos 

gareSe isini, rogorc wesi, arc imRereba. 

Tandebuli simRerebi, arsebiTad, yvelas 

kuTvnilebaa da maTi Sesruleba soflis ne-

bismier mkvidrs xelewifeba; metic, erTis 

mxriv, religiuri da, meore mxriv, utilita-

ruli mosazrebebidan gamomdinare, Tandebu-

li repertuari yoveli rigiTi soflelisaT-

vis Taviseburi "savaldebulo programaa". am 

repertuaris Semadgeneli simRerebi xalxis 

mier xSirad simRerebad arc ki iwodeba. 

rac Seexeba wminda simRerebs, Tandebul 

simRerebTan mimarTebaSi isini, erTgvarad, 

zednaSenuri kategoriaa. maTi waromoSoba 
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SedarebiT gviandel epoqebs ukavSirdeba; mu-

sikaluri aRnagobis TvalsazrisiT isini 

Tandebuli simRerebis intonaciebidanaa 

amozrdili. amgvari simRerebis warmoSoba 

umTavresad xalxis esTetikurma moTxovni-

lebebma ganapiroba; religiuri da utilita-

ruli motivebis roli aq Seudareblad uf-

ro naklebia. wminda simRerebis Sesruleba 

ar aris SezRuduli droiTa da adgiliT _ 

isini nebismier dros, nebismier xelsayrel 

adgilze SeiZleba Sesruldes. amave dros, 

TandebulTagan gansxvavebiT, wminda simRere-

bi momReralTa garkveuli nawilis kuTvni-

lebaa; maTi codna ar aris yvelasaTvis sa-

valdebulo da xSirad, sirTulis gamo, yve-

la verc asrulebs. aseT SemTxvevaSi Semsru-

leblebad e.w. "ostatebi" gvevlinebian. 

rogorc "rigiTTa", aseve "ostatTa", mu-

sikaluri daxelovneba Tandebuli simRere-

bis wiaRSi iwyeba. swavlis procesi aq sru-

liad Taviseburia, Zireulad gansvavdeba 

dRes qalaqSi damkvidrebulisagan da e.w. 

"kompleqsuri aRqmis meTods" emyareba. es "me-

Todi" gamoricxavs simRerebis mizandasa-

xul, diferencirebul, calkeuli xmebis mi-



 

 

 15 

xedviT Seswavlas; aTviseba xdeba TandaTa-

nobiT, xangrZlivi, mravalgzisi mosmenis sa-

fuZvelze, Semswavlelis monawileobisas ama 

Tu im simReris Sesabamis ritualsa Tu sxva-

dasxva qmedebaSi. aseT dros simReris aRqma-

damaxsovreba kompleqsurad, daunawevreblad 

mimdinareobs: Tavdapirvelad aRiqmeba simRe-

ra mTlianobaSi _ misi ZiriTadi qarga; cal-

keuli xmebis moZraoba abstraqtulad, miax-

loebiT daimaxsovreba. mxolod Semdeg, mo-

cemuli folkloruli nimuSis metnaklebi 

gaTavisebis kvalobaze, Semsruleblis gone-

baSi konkretdeba calkeuli xmebis melodi-

uri naxazi. Tumca idealuri sizustiT da-

konkreteba arasodes xdeba. amitom aseTi 

gziT Seswavlili simReris reproduqciac 

mudam miaxloebiTia, rac Semsruleblisagan 

mudmiv improvizacias moiTxovs da mas fol-

kloruli nawarmoebis Tanaavtorad aqcevs 

(aqve unda aRiniSnos, rom es improvizacia 

ZiriTadad xalxis mier saukuneobiT gamomu-

Savebul intonaciur formulebs emyareba). 

aqedanve gamomdinareobs is garemoeba, rom 

WeSmariti auTenturi musikaluri folklo-

ris tradiciebze aRzrdili momRerlebisaT-
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vis ar arsebobs simRerebis erTxel da samu-

damod dakanonebuli variantebi; TiToeuli 

momRerali, Sesrulebis yovel jerze, ro-

gorc wesi, raimes cvlis ama Tu im xmis me-

lodiur-ritmul naxazebSi. amave dros, man 

erTnairad kargad icis simReris TiToeuli 

xmis partia. 

amave "kompleqsuri aRqmis meTods" emya-

reba wminda simRerebis erTi nawilis Seswav-

la. es, umTavresad, martiv da saSualo sir-

Tulis nimuSebs exeba (romlebic "rigiT Sem-

srulebelTa" repertuarSic gvxvdeba). rac 

Seexeba rTul nimuSebs, _ maTi Seswavlisas 

gamoiyeneba "diferencirebuli meTodi", ro-

melic simReris calkeuli xmebis da calke-

uli monakveTebis mixedviT aTvisebas gulis-

xmobs. igi "ostati momRerlebis" praqtikaSi 

gvxvdeba da Tavisi warmoSobiT nawilobriv 

mainc unda ukavSirdebodes samgaloblo 

praqtikas, romelic, Tavis mxriv, Seswavlis 

swored am meTods emyareba. 

simRerebis Seswavlis ZiriTadisagan 

gansxvavebuli meTodisa da "ostat momRe-

ralTa" Taviseburi kastis arseboba bunebri-

vad svams qarTul musikalur yofaSi profe-
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sionalizmis arsebobis sakiTxs. axla Znelia 

dabejiTebiT laparaki Zveli saqarTvelos 

musikos-profesionalebze. rac Seexeba Cvens 

dromde moRweul tradicias, _ profesiona-

lebad unda vigulvoT, erTi mxriv, mestvire-

ebi, xolo meore mxriv _ calkeuli mgalo-

bel-momRerlebi, romelTa umTavresi saqmia-

noba musikas ukavSirdeboda da romelTaTvi-

sac es saqmianoba Semosavlis wyaro iyo. am-

denad, musikos-profesionalTa arseboba qar-

Tuli soflis cxovrebaSi ucilobeli faq-

tia. magram aqve unda aRiniSnos, rom es pro-

fesionalebi Tavisi ostatobiT xSir Sem-

TxvevaSi ar aRematebodnen danarCen Semsru-

leblebs, zogjer ki (mestvireebis SemTxveva-

Si) Tavisi repertuaris sirTuliT mniSvne-

lovnadac Camouvardebodnen maT. amitom Se-

uZlebelia vilaparakoT raime gansakuTre-

bul, tradiciuli xalxuri (glexuri) musi-

kaluri Semoqmedebisagan ganyenebul xelov-

nebaze, miT umetes, rom wminda musikaluri 

TvalsazrisiT Cveni saxalxo profesionale-

bi aranairad ar gamodian auTenturi sasim-

Rero folkloris kanonebis CarCoebidan. 
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pirveladi Semsruleblobis pirobebSi 

simReris warmmarTvelad e.w. "lideri" gvev-

lineba. igi sakuTar Tavze iRebs Sesrule-

basTan dakavSirebuli tradiciebis dacvas, 

aregulirebs simReris temps, xangrZlivobas; 

umetes SemTxvevaSi lideri simReris damwye-

bicaa. am SemTxvevaSi simReris dawyebis mo-

mentisa da Sesrulebis simaRlis gansaz-

Rvrac misi funqciaa. aseT liders xalxi 

"Tavkacs" an (qalTa SesrulebaSi) _ "Tav-

qals" uwodebs. msgavi pirovnebebi, rogorc 

wesi, naklebad gamoiyofian sxva Semsruleb-

lebisagan da naklebad zRudaven maT Tavi-

suflebas; saerTo jamSi, pirveladi Semsru-

lebloba demokratiulobiT xasiaTdeba da 

masSi lideris gamorCeuli roli SedarebiT 

sustad vlindeba. 

Sesrulebis mastimulirebeli faqtore-

bidan pirvelad sasimRero folklorSi, 

upirveles yovlisa, momReralTa Soris Se-

jibris momenti unda aRiniSnos. sxvadasxva 

kuTxeSi gavrcelebul metoqeobis saxeobebs 

Soris unda davasaxeloT gajibreba yelis 

gamZleobaSi, mReris simaRleSi, repertuaris 
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mravalferovnebaSi, simReris ucxo varian-

tisTvis alRos swrafad aRebaSi da sxva. 

auTenturi Semsruleblobis pirobebSi 

simRerebs, yofaSi maTi adgilisa da wminda 

musikaluri niSnebis mixedviT, momReralTa 

sxvadasxva raodenoba asrulebs. Semsrule-

belTa raodenobis mkacri regamentacia mxo-

lod calfa da ori kacis samRer Tandebul 

simRerebs axasiaTebs, wminda simRerebs So-

ris ki _ e.w. "trioebs", romelTa rTuli po-

lifoniuri aRnagoba da maTSi improvizaci-

is momentis maqsimaluri xvedriTi wili ga-

moricxavs banis partiis dublirebas. sxva 

simRerebSi momReralTa raodenoba SeuzRu-

davia da damokidebulia Sesrulebisas Seq-

mnil situaciaze. umetes SemTxevaSi momRe-

ralTa SedarebiT mcire jgufebs vxvdebiT, 

Tumca mTel rig saweso-saferxulo, Sromisa 

da zogierTi kuTxis sufrul simRerebSi 

aTeulobiT da aseulobiT momReralic ki(!) 

monawileobs. 

iseve, rogorc mravali sxva eris sasim-

Rero SemoqmedebaSi, saqarTveloSic arse-

bobs qalTa da mamakacTa repertuari; arse-

bobs simRerebi, romlebic umTavresad qalTa 
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an umTavresad mamakacTa mier sruldeba. mag-

ram rogorc uaxloesi warsulis suraTi, 

aseve _ ufro adrindeli cnobebi, uaryofs 

Cvens samecniero literaturaSi gamefebul 

mosazrebas Semsruleblobis areSi mkacri 

sqesobrivi reglamentaciis Sesaxeb; Cvens sa-

simRero folklorSi sakmaod Cveulebrivi 

movlenaa Sereuli Sesruleba. erTi mxriv, 

arsebobs simRerebi, romelTa miancdamainc 

romelime sqesisaTvis mikuTvneba SeuZlebe-

li xdeba, xolo, meore mxriv, qalebi arcTu 

iSviaTad monawileoben mamakacTa, mamakacebi 

ki _ qalTa simRerebad cnobili nimuSebis 

SesrulebaSi. 

samagierod, pirvelad SemsruleblobaSi 

mkacradaa daculi ama Tu im xmis partiis 

SemsrulebelTa raodenoba: zeda xmebis par-

tiebs mudam TiTo momRerali asrulebs da 

mxolod banis SemsrulebelTa ricxvia Se-

uzRudavi (cxadia, Tu gamovricxavT e.w. "sam-

Ta simRerebs" _ "trioebs"). 

Sesrulebis formis TvalsazrisiT 

vxvdebiT erTpirul, orpirul da sampirul 

Sesrulebas, aqedan gacilebiT ufro xSirad 

_ pirvel ors. amave dros, saqarTvelos zo-
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gierTma kuTxem, gamonaklisis saxiT, Semoina-

xa unisonuri mReris tradiciac. 

Semsruleblobis iseTi mxareebi, rogo-

ricaa tempi da mReris xangrZlivoba, uSua-

lod ukavSirdeba Janrul Taviseburebebs, 

xolo tempisSemTxvevaSi_ SemsrulebelTa 

SemoqmedebiT individualobasac. rac Seexeba 

uSualod xangrZlivobas, gansakuTrebiT di-

di xangrZlivobiT gamoirCeva epikuri simRe-

rebis Sesruleba. 

marTalia, mReris simaRles mniSvnelo-

vanwilad momRerlis vokaluri SesaZleblo-

bebi, individualuri tesituruli Tavisebu-

rebebi gansazRvravs, magram am mxriv aranak-

leb mniSvnelovania epoqis Sesabamisi gemov-

neba, "esTetikuri xmieri ideali". gardasul 

epoqaTa qarTveli momRerlebi, rogorc es 

Zveli Canawerebis mixedviT Cans, Cveni _ ev-

ropul musikalur kulturas naziarebi msme-

nelis _ sazomebiT, Zalian maRal fardebSi 

mRerodnen. igive SeimCneva dRes jer kidev 

moqmedi auTenturi jgufebis wevrebze dak-

virvebisas. amitom SegviZlia davaskvnaT, rom 

qarTveli xalxuri simReris pirveladi Sem-
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srulebloba maRal registrSi mReriT xasi-

aTdeba. 

mReris simaRlesTan uSualo kavSirSia 

Sesrulebis manera. naTelia, rom mamakacTa 

mier pirveli oqtavis "la"-s, "si bemol"-isa 

da "si"-s aReba did siZneleebTanaa dakavSi-

rebuli. marTalia, am bgerebs "klasikosi"-

tenorebic iReben, magram saqme isaa, rom qar-

Tul auTentur folklorSi ar arsebobs 

momReralTa diferenciacia ama Tu im xmis 

partiis Semsruleblebad: nebismieri momRe-

rali nebismier xmas mReris da, Sesabamisad, 

yoveli maTgani iRebs aRniSnul maRal bge-

rebs. am movlenis saidumlo Sesrulebis 

gansxvavebul, wminda xalxur maneraSi, an, 

rogorc kurt zaqsi ityoda, "bgeris atakis 

gansxvavebul xerxSi" unda veZioT. Sesrule-

bis qarTuli manera klasikuri evropulisa-

gan ara marto bgeraTwarmoqmnis saSualebe-

biT gansxvavdeba, aramed _ mRerisas Semsru-

lebelTa Taviseburi fizikuri mdgomareo-

biT (bunebrivia, Sesrulebis qarTuli mane-

ra, Tavis mxriv, gansxvavebulia musikaluri 

dialeqtebis mixedviTac). 
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Sesrulebis manerasTan da simaRlesTan 

erT sibrtyeze unda ganvixiloT xmamaRlo-

bac. qarTul pirvelad musikalur fol-

klors xmamaRla mRerac axasiaTebs, rac 

TiTqmis yvela qarTuli sasimRero stilis 

niSansvetia. xmadablobiT mxolod Sesrule-

bis zogierTi specifikuri saxeoba ("RiRini", 

"zuzuni" da sxva) gamoirCeva. 

rac Seexeba simReraTa sityvier teq-

stebs, isini uaRresad mravalferovania; 

vxvdebiT sruliad gansxvavebuli aRnagobi-

sas da Sinaarsisas: rogorc gariTmul, aseve 

_ TeTr da Tavisufal leqsebs, agreTve 

glosolaliebsa da Sorisdebulebs. es uka-

nasknelebi Tavisebur "sityvis masalad" ga-

moiyeneba. rac Seexeba "wminda leqsebs", _ ma-

Ti gamoyeneba, hangTan mimarTeba, sxvadas-

xvagvaria. SedarebiT iSviaTia hangisa da 

sityvieri teqstis erTmaneTze mimagrebis 

SemTxvevebi, anu _ rodesac erTsa da imave 

hangs mudam erTi da igive teqsti axlavs 

(aseTi ram umTavresad saweso simRerebSi 

xdeba). ZiriTadad ki erT hangs, momReralTa 

survilisamebr, sxvadasxva teqsti exameba da, 

piriqiT, erTi da igive teqsti sxvadasxva 
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hangze SeiZleba ametyveldes. aseTi viTareba 

ufro xSirad momRerlebis sityvieri teq-

stisadmi daudevari, zogjer ki, udieri da-

mokidebulebidan momdinareobs, rac gansa-

kuTrebiT TvalsaCinoa wminda simRerebSi. 

aseT dros SemsrulebelTaTvis teqstic, So-

risdebulebisa da glosolaliebis msgavsad, 

"sityvis masalaa". mTlianobaSi, pirvelad sa-

simRero folklorSi simReris sityvieri 

teqsti meorexarisxovan rols asrulebs. 

 

cvlilebebi pirveladi sasimRero fol-

kloris SemsruleblobaSi 

qarTuli xalxuri simReris Semsruleb-

loba mudam ganicdida garkveul cvlile-

bebs. saukuneebis ganmavlobaSi Semsruleb-

lobis areSi arsebuli Zvrebis gareSe Cveni 

sasimRero folkloris ganviTareba SeuZle-

belic iqneboda. amgvari Zvrebi XIX-XX sau-

kuneebSic xdeboda, drois im monakveTSi, ro-

desac, sanoto krebulebisa da fonoCanawe-

rebis, xolo ukanasknel xanebSi, agreTve _ 

cocxal saSemsruleblo praqtikaze dakvir-

vebis meoxebiT, SegviZlia Tvali mivadevnoT 

mimdinare procesebs. es ki saSualebas gvaZ-
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levs, meti damajereblobiT vilaparakoT 

pirveladi Semsruleblobis sferoSi arse-

bul tendenciebze. 

meore mxriv, aRniSnuli cvlilebebis 

swori kvalifikacia mniSvnelovan sirTule-

ebs ukavSirdeba: dasaxelebuli periodi xom, 

imavdroulad, is xanaa, roca qarTul so-

felSi pirveladi folkloris gverdiT, uf-

ro da ufro mkvidrad ikidebs fexs sxva sa-

xis musikac, metadre _ qalaquri simRera 

(zog regionSi _ qalaquri instrumentuli 

da vokalur-instrumentuli musikac) da meo-

reuli sasimRero folklori. amgvari Tana-

arseboba ki auTentur folklorze gareSe 

gavlenis winapirobas qmnis. marTalia, pirve-

ladi sasimRero Semoqmedeba ganagrZobs Ta-

visi bunebrivi gziT, sakuTari resursebiT 

ganviTarebas, magram, mTlianad xalxis yofa-

cxovrebaSi dasaxuli cvlilebebi, mecnie-

rul-teqnikuri progresi, religiis rolis 

mniSvnelovani daknineba da, Sesabamisad, mu-

sikaluri folkloris nimuSebis arsebobis 

socialuri wanamZRvrebis Seryeva, simRere-

bis (mier) socialuri funqciis dakargva, ga-

reSe gavlenisadmi imunitetis Sesustebas ga-
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napirobebs. amis gamo xSirad Zneldeba imis 

zustad dadgena, Tu romeli siaxlea auTen-

turi folkloris bunebrivi, Sinagani ganvi-

Tarebis da romeli _ meoreuli, sasceno 

folkloris, gavlenis Sedegi; arcTu iSvia-

Tad, erTi da igive movlena daaxloebiT er-

Tdroulad iCens Tavs rogorc pirvelad, 

aseve meoreul folklorSi, xolo zogjer 

pirveladSi gaCenili tendencia meoreulze 

gadasvlis Taviseburi gardamaval etapia. 

zemoTqmulis gamo, pirvelad Semsru-

leblobaSi mimdinare cvlilebebze saubri-

sas, aucilebeli xdeba gareSe faqtorebis 

savaraudo zemoqmedebis gaTvaliswineba. 

Sinagani, bunebrivi cvlilebebis rigs 

unda mivakuTvnoT siaxleni simRerebis me-

lodikasa da harmoniaSi. xalxuri simRere-

bis melodiebi erovnul intonaciur fonds 

_ saukuneebis manZilze xalxis mier gamomu-

Savebul melodiur-intonaciur formulebs 

emyareba. axali simRerebi da simReraTa va-

riantebi umTavresad swored am formulebis 

nairgvari kombinirebis, maTi Serwymis gziT 

iqmneba. siaxles ki aRniSnuli fondis Sevse-

ba, gamdidreba da gadaxaliseba ganapiro-
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bebs. simRerebis melodiis garTuleba-ganvi-

Tareba ukanasknel periodSic tradiciuli 

gziT xdeba; erTi mxriv, melodiur-intonaci-

uri formulebis axali kombinaciebis migne-

biT, meore mxriv ki _ axali formulebis 

damkvidrebiT. es ukanasknelebi, umravles 

SemTxvevaSi, manamde ukve arsebul formu-

lebs efuZneba da maTi garTulebis Sedegi 

gaxlavT. aRniSnuli garTuleba diapazonis 

maqsimaluri aTvisebis saSualebiT miiRweva. 

msgavsi melodiuri cvlilebebi zogi-

erT sasimRero dialeqtSi banis partiaSic 

xdeba; xolo ramdenadac bani simReris har-

moniuli safuZvelia, _ amgvari inovaciebi 

harmoniuli enis gamravalferovnebas moaswa-

vebs. harmoniuli enis gamravalferovneba ki-

los potenciis ganxorcielebiTac miiRweva; 

simRerebis harmoniaSi ufro da ufro xSi-

rad vxvdebiT iseT safexurebs, romlebic 

adre ar gamoiyeneboda. am SemTxvevaSi udi-

des rols TamaSobs Cveni musikis kilo _ 

harmoniul sistemaSi imTaviTve Cadebuli 

harmoniul funqciaTa terciuli paraleliz-

mis principi, romlis SemoqmedebiTma reali-

zebam mZlavri biZgi misca simRerebis musika-
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luri enis garTuleba-ganviTarebas; parale-

lurad xdeba sxva rezervebis amoqmedebac. 

melodikisa da harmoniis sferoSi siax-

leTa damkvidrebas, iseve, rogorc yovel-

Tvis, saukeTeso SemsrulebelTa Semoqmedebi-

Ti iniciativa ganapirobebda; pirveladi 

folkloris funqcionirebis uaxles period-

Sic ZalaSi rCeboda formula: geniosebs Se-

moaqvT siaxle, saSualo rangis Semoqmedni 

ki imeoreben maT mowodebuls, ganamtkiceben 

da saSemsruleblo praqtikaSi amkvidreben. 

koleqtivis mier siaxleTa "cxovrebaSi gata-

rebis" gareSe inovaciebi daviwyebas eZleva, 

rac qarTuli xalxuri simReris Semsruleb-

lobaze dakvirvebiTac dasturdeba. 

pirvelad SemsruleblobaSi mimdinare 

mniSvnelovan cvlilebebs Soris unda dava-

saxeloT, agreTve, orpiruli simRerebis ga-

erTpiruleba: mravali is simRera, romelic 

adre antifonurad, banis fonze TiTo an or-

ori solistis monacvleobiT sruldeboda, 

Cvens saukuneSi erTpirulad iqca. zogierT 

dialeqtSi SeiniSneba orgundiani simRerebis 

gaerTgundianebis tendenciac. 
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bolo aTwleulebis pirvelad Semsru-

leblobaSi mniSvnelovnad imata paralelu-

ri terciebiT mReris tendenciam; simReraSi 

maRali xmebis Semsruleblebi ufro da uf-

ro xSirad mihyvebian erTmaneTs terciis in-

tervaliT. jer kidev saukunis dasawyisSi d. 

arayiSvilis mier SemCneuli es tendencia 

dRiTidRe Zlierdeba. ori xmis melodiuri 

da ritmuli naxazis amgvari damsgavseba sag-

rZnoblad akninebs sasimRero folkloris 

nimuSSi polifoniur sawyiss da xmebs Soris 

kontrapunqtuli damokidebulebis nacvlad 

e.w. "gamsxvilebul melodias" amkvidrebs. aR-

niSnuli terciuli paralelizmi, nawilob-

riv, TviT pirveladi folkloris wiaRSi ar-

sebul prototipebs eyrdnoba, erTi Janris 

niSnebis meoreSi gadatanaa, magram ZiriTa-

dad mainc qalaquri simReris gavlenisa da 

am ukanasknelSi gabatonebuli totaluri 

vertikaluri azrovnebis gadaRebis Sedegia. 

aseve, sagrZnobia qalaquri musikis gav-

lena zogierTi harmoniuli movlenis warmo-

Sobaze, rac gansakuTrebiT kargad Cans to-

nika-dominanturi harmoniis kanonzomiereba-

Ta gaCenaSi. Tumca am movlenasac aqvs gar-
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kveuli wanamZRvrebi auTenturi sasimRero 

folkloris wiaRSi. 

XIX-XX saukuneebSi mniSvnelovnad iz-

rdeba sofleli momRerlebis repertuari. 

da es xdeba ara marto adgilobriv Seqmnili 

axali simRerebis, aramed, agreTve, sxva kuT-

xeebidan Semosuli sasimRero nimuSebis xar-

jze. es garemoeba aRniSnul periodSi saqar-

Tvelos sxvadasxva kuTxis mkvidrTa Soris 

kontaqtebis gacxovelebis uSualo Sedegia. 

repertuaris sesxeba ZiriTadad ornairi sa-

xiT xorcieldeboda: a) simReris pirdapir 

gadmoRebiT da b) adgilobriv niadagze misi 

safuZvliani gadamuSavebiT. amgvari gadamu-

Saveba saxalxo momRerlebis mier zogjer 

ise ostaturad xdeba, rom nasesxebi nimuSis 

pirvelwyaros gansazRvra TiTqmis SeuZlebe-

lia. sesxebis, dialeqtTa urTierTgamdidre-

bis praqtika saqarTveloSi mudam arsebobda; 

ubralod, bolo 100-150 wlis manZilze man 

gansakuTrebiT intensiuri xasiaTi SeiZina. 

amitom am movlenas kardinalur cvlilebaTa 

rigs ver mivakuTvnebT. 

pirvelad SemsruleblobaSi gansakuTre-

biT mniSvnelovan cvlilebaTa Soris wminda 
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simRerebis rolisa da momReralTa repertu-

arSi maTi xvedriTi wilis ganuxreli zrda 

unda davasaxeloT. xalxuri Semoqmedebis 

ganviTarebis gzaze musikaSi adamianebi uf-

ro da ufro Zalumad SeigrZnoben esTetiku-

ri tkbobis sagans. es SegrZneba bgeraTa xe-

lovnebis arsebobis mTeli ugrZesi periodis 

ganmavlobaSi arsebobda, magram soflur yo-

faSi bolo dromde wamyvanad mainc musikis 

gamoyenebiTi funqcia rCeboda. marTalia, 

qarTuli sasimRero folkloris ganviTare-

bis garkveul etapze iSva "wminda simRerebi", 

romlebic ukve xelovnebis nimuSebis saxiT 

arsebobda, magram Tavisi mniSvnelobiT isini 

karga xans konkurencias ver uwevda Tande-

bul simRerebs. musikis gamoyenebiT da esTe-

tikur funqciaTa Widili TandaTan ufro da 

ufro Seupovari xdeboda, rasac, erTi mxriv, 

"wminda simRerebis" ufro swrafi ganviTare-

ba-gamSveneba, meore mxriv ki _ Tandebuli 

simRerebis meti konservatuloba uwyobda 

xels. amas Tandebuli simRerebis didi nawi-

lis mier socialuri funqciis TandaTan da-

kargvac daerTo, ramac, sabolood, is Sede-

gi moitana, rom cxovrebiseul daniSnule-ba-
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dakarguli Tandebuli simRerebis didi nawi-

li xalxma TandaTan daiviwya, nawili ki, 

mniSvnelovani mxatvruli Rirebulebis wya-

lobiT, "wminda simRerebs" Seerwya. SeiZleba 

iTqvas, rom qarTuli musikaluri dialeqte-

bis udides nawilSi dRes "wminda simRerebi" 

dominirebs; Tandebuli simRerebis xvedriTi 

wili uaRresad mcirea. 

Tandebuli simRerebis Taviseburi "sa-

valde-bulo programis", imave "saswavlo po-

ligonis" gaqrobam uaRresad Seaferxa simRe-

ris Seswavlis saukuneobiT gamomuSavebuli 

meqanizmis moqmedeba, ris gamoc momravldnen 

adamianebi, romlebsac ar gaaCniaT TavianTi 

musikaluri monacemebis ganviTarebis saSua-

leba. amitom soflis mosaxleobam bunebri-

vad iwyo dayofa "musikalurad niWierebad", 

"momRerlebad" da "msmenelebad"; am ukanas-

knelTa ricxvi dReniadag matulobda, sof-

lis momRerali nawilisa ki _ piriqiT, kle-

bulobda; simReris mcodneTa Soris ufro 

da ufro naklebni rCebodnen isini, vinc es 

codna kompleqsuri aRqmis wyalobiT miiRo. 

dRes saqarTvelos mraval kuTxeSi amgvari 

adamianebi, SeiZleba iTqvas, TiTebze Camo-
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saTvlelni darCnen (aqedan uSualod gamom-

dinareobs soflel momReralTa Soris im-

provizaciis xelovnebis sagrZnobi daqveiTe-

bac). Sedegad _ rac ufro vuaxlovdebiT 

Cvens dRevandelobas _ XX saukunis 90-ian 

wlebs, _ miT meti niSniT emsgavseba pirve-

ladi folklori meoreuls da sakuTar sa-

xes kargavs. 

pirvelad folklorSi arsebuli Seswav-

lis meqanizmis moSlam ganapiroba Seswav-

lis axal formaze gadasvla: warmoiSva mas-

wavleblis arsebobis aucilebloba. am uka-

nasknelis funqcia yofilma liderma itvir-

Ta. maswavleblis funqciis SeTavsebam mas 

avtomaturad axali niSnebic SesZina: igi uk-

ve Sesasrulebeli simReris variantis dam-

dgenadac gvevlineba, solistebsac Tavisi 

Sexedulebisamebr irCevs, xSirad Sesrule-

bis piruTvneli Semfaseblis rolsac iCe-

mebs. marTalia, ufleba-movaleobebiT igi 

jer kidev ver utoldeba sasceno folklo-

ris pirobebSi arsebul xelmZRvanels, jer 

kidev ar aris erTpirovnuli mmarTveli, mag-

ram ufro axlos mainc masTanaa, vinaidan ve-

Rarc liderad CaiTvleba da veRarc Tavka-
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cad. faqti ki meoreuli folklorisaken ga-

dadgmul kidev erT nabijad SeiZleba CaiT-

valos. 

meoreuli folkloris niSnebis SeZenam, 

jaWvuri reaqciis safuZvelze, pirvelad Sem-

sruleblobaSi sxva axali cvlilebebic ga-

napiroba; paralelurad grZeldeboda qala-

quri da sxva yaidis musikis gavlenis moqme-

deba, ramac Sedegad mogvca Sesrulebis ma-

neris, wyobis, mReris xangrZlivobisa da si-

maRlis gadasxvafereba. 

ganxiluli da sxva cvlilebebis gaTva-

liswinebiT, SeiZleba iTqvas, rom pirveladi 

Semsrulebloba mefe liris rolSi aRmoC-

nda, romelmac yvelaferi gasca da Tavisi 

TiTqmis aRaraferi SemorCa. 

 

Semsrulebloba meoreul sasimRero 

folklorSi 

meoreuli sasimRero folklori saqar-

TveloSi maSin iSva, rodesac pirveladi jer 

kidev myarad idga niadagze da masSi raime 

seriozuli cvlilebebi jer kidev ar iyo 

momxdari, Tu ar CavTvliT qalaquri simRe-
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ris (umTavresad _ misi dasavluri Stos) 

pirvel gaubedav "Semotevebs". 

Cveni xalxuri sasimRero Semoqmedebis 

axali mimdinareoba scenaze Caisaxa, amitom 

mas zogjer "sasceno folklorsac" uwode-

ben. meoreuli sasimRero folkloris war-

moqmnis mTavari winapiroba XIX saukunis II 

naxevarSi qarTul sazogadoebriobaSi erov-

nuli TviTSegnebis gamoRviZeba iyo; scenaze 

atanili da iqidan aJRerebuli mSobliuri 

hangebi erovnul-ganmaTavisuflebeli moZra-

obis ganuyrel nawilad iqca. es paTosi gan-

msazRvrelia scenaze moRvawe pirveli qar-

Tuli sasimRero koleqtivebis saqmianobisas 

da, Tumca meoreuli sasimRero folkloris 

dabadebas sxva wanamZRvrebic hqonda, ZiriTa-

di mainc patriotuli motivi iyo. 

pirveli koleqtivi, romelmac mniSvne-

lovani roli iTamaSa meoreuli sasimRero 

folkloris ganviTarebaSi, 1885 wels Camoya-

libebuli lado aRniaSviliseuli "qarTuli 

xoro" iyo. mas Cexi musikosi ioseb ratili 

lotbarobda. am gundis moRvaweobam Rrma 

kvali daaCnia Semdgomi periodis mravali 

gundis saqmianobas; metic _ mis mier dam-
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kvidrebuli saSemsruleblo stilis safuZ-

velze SeiZleba vimsjeloT Tavisebur "rati-

lis xazze" qarTul sasceno folklorSi. es 

xazi dasavleTevropuli klasikuri musikis 

principebisadmi Zlieri midrekilebiT gamo-

irCeva da amiT mniSvnelovnad gansxvavdeba 

meore _ "Zuku loluas xazisagan", romelic 

qarTuli auTenturi folkloris tradici-

ebs mihyveba. Tumca, unda iTqvas, rom "Z.lo-

luas xazis" mimdevrebmac ratilis SesamCne-

vi gavlena ganicades. aqedan gamomdinare, bu-

nebrivia, rom pirveli seriozuli gadaxveve-

bi pirveladi Semsruleblobidan ukve "qar-

Tuli xoros" SemoqmedebaSi Cndeba. mere da 

mere gamijvnis procesi ufro Rrmavdeba da, 

saboloo jamSi, pirveladi da meoreuli 

Semsruleblobis principebi imdenad scdil-

deba erTmaneTs, rom Zneli saTqmelia, maT 

Soris msgavseba metia Tu ganmasxvavebeli. 

aRniSnul procesSi sxvadasxva dros Tav-Ta-

vianTi wvlili SehqondaT sxvadasxva sasim-

Rero koleqtivebs; TiToeuli maTgani xal-

xuri simReris SemsruleblobaSi raRac mi-

seul siaxles amkvidrebda. am mxriv gansa-

kuTrebiT mniSvnelovani roli iTamaSes uf-
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ro adre moRvawe jgufebma, romelTa Soris 

unda davasaxeloT aRniaSviliseuli "qarTu-

li xoro", mis kvaldakval Seqmnili "rati-

lis xoro", sandro da mixeil kavsaZeebis, 

Zuku loluas, avqsenti megreliZis, rema Se-

legias, levan muRalaSvilis, maro TarxniS-

vilis gundebi da, SedarebiT ufro gvian _ 

qarTuli xalxuri simRerisa da cekvis sa-

xelmwifo ansambli (mokled _ "saxelmwifo 

ansambli"). cxadia, Tavisi wili siaxle Semo-

itanes ufro gvian Camoyalibebulma jgufeb-

mac. 

mokled SevCerdeT im inovaciebze, rom-

lebic xalxuri simReris SemsruleblobaSi 

meoreuli sasimRero folkloris funqcio-

nirebis pirobebSi mkvidrdeboda.  

dainerga simRerebis zeda xmebis jgufu-

ri Sesruleba, ramac sagrZnoblad daamdab-

la solist-momReralTa mniSvneloba (gavix-

senoT, rom pirveladi Semsrulebloba zeda 

xmebis individualur Sesrulebas iTvalis-

winebs): momRerlebi iZulebulni arian, me-

lodiur-ritmuli naxazis ganuxrelad dac-

vaze izrunon, es ki maqsimalurad zRudavs 

TiToeuli maTganis Tavisuflebas, frTebs 
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ukvecs maT SemoqmedebiT iniciativas, nulam-

de dahyavs improvizaciis SesaZlebloba. 

Tu auTenturi folkloris pirobebSi 

momRerali universaluri Semsrulebelia _ 

saWiroebis SemTxevaSi nebismieri xmis parti-

as asrulebs, sasceno praqtikaSi kanondeba 

momReralTa xmebis mixedviT specializacia: 

TiToeuli maTgani yvela simReraSi erTi da 

imave xmis partias mReris. 

pirvelad SemsruleblobasTan Sedare-

biT, gacilebiT meti mniSvneloba eniWeba 

xmebis Tanabarzomier warmoCenas, maT Soris 

balansis damyarebas, ris gamoc ansamblebSi 

winaswarve ganisazRvreba ama Tu im xmis par-

tiis SemsrulebelTa raodenoba. 

aRniSnuli da sxva siaxleebis praqtika-

Si ganxorcielebas warmmarTveli esaWiroe-

ba. xolo vinaidan pirvelad sasimRero 

folklorSi warmmarTvelis rolis aRmasru-

leblis _ lideris ufleba-movaleobani meo-

reul folklorSi minimumamde davida, am 

funqcias xelmZRvaneli, xSir SemTxvevaSi _ 

igive diriJori kisrulobs. liderisagan 

gansxvavebiT, is, rogorc wesi, yvelanairi 

TvalsazrisiT emijneba momRerlebs, arcTu 
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iSviaTad maT pirispir dgas da JestebiTa da 

mimikiT warmarTavs Sesrulebis process. 

igi, arsebiTad, SemsrulebelTa jgufis er-

Tpirovnuli mmarTveli da, imavdroulad, 

Tavisi ansamblis SemoqmedebiTi principebis 

damdgeni da mxatvrul doneze pasuxismgebe-

licaa. 

meoreuli folkloris pirmSo _ diri-

Jori axali tipis xelmZRvanelia. mis arse-

nalSia evropuli klasikuri sagundo xe-

lovnebis iseTi atributebi, rogoricaa no-

tebi, kamertoni, fortepiano, rac lideri-

saTvis sruliad ucxo iyo; diriJoris mova-

leobebSi yvelaferTan erTad, momRerlebi-

saTvis simRerebis swavlebac Sedis. swavle-

bis meTodi aseve evropulia: xelmZRvaneli 

ama Tu im xmis partiis Semsruleblebs im-

denjer umeorebs melodiis dadgenil vari-

ants, vidre isini mas idealurad zustad ar 

daimaxsovreben da mxolod Semdeg gadadis 

sxva xmebze. es meTodi sxva ara aris ra, Tu 

ara gazepirebis meTodi, rac pirdapir ewina-

aRmdegeba pirveladi Semsruleblobis prin-

cipebs. 
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meoreuli folkloris damaxasiaTebeli 

Strixia scenaze simRerebis kanonikuri vari-

antebis damkvidreba, rac, Seswavlis axali 

meTodebis danergvasTan erTad, erTi da ima-

ve lotbaris (diriJoris) erTdroulad ram-

densame saSemsruleblo koleqtivSi muSao-

bidanac momdinareobs. kanonikuri variante-

bi, rogorc wesi, erTsa da imave sityvier 

teqstebze imRereba, maSin roca pirveladi 

folkloris SemsruleblobaSi hangisa da 

teqstis erTimeoreze mimagreba SedarebiT 

iSviaTi movlenaa. kanonikuri variantebi _ 

es kidev erTi nabijia auTenturi folklo-

ris erT-erTi yvelaze metad damaxasiaTebe-

li Tvisebis _ improvizaciis amokveTis gza-

ze. 

meoreuli ansamblebis SesrulebaSi uf-

ro da ufro did adgils iWers araauTentu-

ri repertuari: garegnuli efeqtis misaRwe-

vad Zlier gadamuSavebuli xalxuri simRere-

bi, xalxur intonaciebze mxolod nawilob-

riv damyarebuli axali nimuSebi da, agreTve, 

qarTvel (zogjer _ ucxoel) kompozitorTa 

nawarmoebebi. yvelaferTan erTad am ukanas-

knelTa Sesrulebac mniSvnelovnad ganapiro-
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bebs iseT momentebs, rogoricaa simReris 

yvela Semsruleblis mier erTad dawyeba, 

sinqronulobisadmi ltolva, sxvadasxva sa-

xis niuansebis winaswar gaazrebuli xazgas-

ma, anazdeuli dinamikuri kontrastebis kul-

tivireba. Tu amas zemoT aRniSnul, TiToeu-

li xmis partiis jgufur Sesrulebas da 

gundis win mdgom diriJors davamatebT, _ 

Cven winaSe aRmoCndeba saSemsruleblo ko-

leqtivi, romelic bevriT ar gansxvavdeba 

klasikuri evropuli yaidis akademiuri gun-

disagan. 

"evropeizaciis" tendenciis gamoxatule-

bad unda CaiTvalos gundebSi Semsrulebel-

Ta raodenobis zrda da Sereuli Sesrule-

bis axali, auTenturisaTvis ucxo formis 

SemoReba. meoreuli sasimRero folkloris 

ganviTarebis manZilze aSkarad SeiniSneba 

gundebis monawileTa ricxvis mateba; scena-

ze ufro da ufro xSirad vxedavT 60, 80, 100 

kacian da ufro did ansamblebsac, romleb-

Sic I da II xmebis Semsrulebeli mozrdili 

jgufebi arsebobs. am jgufebs mraval ansam-

blSi qalebi Seadgenen. ese igi, Tu pirvela-

di folkloris pirobebSi, Sereuli Sesru-
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lebisas, simReraSi umeteswilad mxolod 

solisti qalebi monawileoben, _ scenaze ma-

Ti ricxvi erTiaTad izrdeba, rac specifi-

kur, qarTuli xalxuri simRerisaTvis ucxo, 

klasikuri evropulisaTvis ki bunebriv xmo-

vanebas warmoqmnis (meore mxriv, evropulTan 

zust analogiaze saubaric ar SeiZleba, 

radgan qarTveli qalebis Sesrulebis manera 

mainc Tavisebur elfers sZens gundis xmova-

nebas). aRniSnuli ori tendencia 50-60-ian 

wlebamde moqmedebs, Semdeg ki, sxvadasxva 

obieqturi Tu subieqturi mizezebis gamo, 

daRmavali xaziT midis. 

meoreuli folkloris Semsrulebloba-

Si mniSvnelovan siaxled unda ganvixiloT 

instrumentuli jgufebis gamoyeneba. ukve 20-

iani wlebidan iqmneba meCongureTa, mefandu-

reTa, Semdeg _ ramdenime sxvadasxva sakravi-

sagan Semdgari, Sereuli ansamblebi, ufro 

mogvianebiT ki _ xalxuri sakravebis orkes-

trebi. qarTuli sofluri yofisaTvis arc 

erTgvarovani sakravieri jgufebi da, miT 

umetes, arc orkestrebi iyo damaxasiaTebe-

li. am siaxlem sruliad axali nakadi Semoi-

tana Cvens SemsruleblobaSi. marTalia, 50-
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60-iani wlebidan es moZraobac mniSvnelov-

nad Sesustda, magram mas ukvalod mainc ar 

Cauvlia. mis pirdapir Sedegad unda CaiTva-

los sakoncerto praqtikaSi, auTenturis 

xarjze, axali yaidis, temperirebuli sakra-

vebis damkvidreba da, aseve, axali yaidis in-

strumentuli trios (salamuris, fandurisa 

da "banis fanduris" SemadgenlobiT) far-

Tod gavrceleba. 

Semsruleblobis sferoSi SemoWrilma 

inovaciebma TviT musikis xasiaTisa da aRna-

gobis sagrZnobi gadasxvafereba gamoiwvia. 

magaliTad, mniSvnelovnad icvleba Sesrule-

bis manera, romelSic iWreba "faqizi liri-

kis" nakadi. igi umTavresad evropuli gemov-

nebis nayofad unda miviCnioT. jer kidev io-

seb ratilis gundebSi Casaxuli, es movlena 

gansakuTrebiT noyier niadags poulobs bo-

lo aTwleulebis qarTuli ansamblebis Ses-

rulebaSi. evropuli sagundo tradiciebis 

gavlenad unda CaiTvalos, agreTve, Sesru-

lebis iseTi xerxebis gamoyeneba, rogoricaa 

mokumuli piriT mRera da bgerwera. 

rac Seexeba wminda teqnikur mxares, aq 

vxvdebiT xelovnur melodiur svlebs, ama 
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Tu im kuTxis simRerebSi Sesabamisi dialeq-

tisaTvis aradamaxasiaTebel harmoniul mi-

moqcevebs, qarTuli oTxxmiani simRerebisaT-

vis sruliad ucxo oTxxmian nimuSebs (rom-

lebic sinamdvileSi samxmiani simRerebis 

sxvadasxva xelovnuri meTodiT gaoTxxmiane-

bis nayofia), calfa, wminda solo-simRere-

bis gasamxmianebasa da sxva. 

sasurveli scenuri efeqtis misaRwevad 

xdeba simRerebis kontaminacia; vxvdebiT ro-

gorc ramdenime sxvadasxva simReris, aseve, 

erTi simReris ramdenime variantis gadabmis 

SemTxvevebs. aseve scenur efeqts emsaxureba 

auTentur folklorSi aramusikalur bge-

rebze, SeZaxilebze agebuli nimuSebis gasim-

Rereba da maTi dasrulebul mxatvrul na-

warmoebebad formireba. sxvadasxva garegani 

faqtorebis zemoqmedebis Sedegad simRerebis 

wyoba TandaTan Sordeba xalxurs da ufro 

da ufro uaxlovdeba temperirebuls. 

droTa ganmavlobaSi icvleba qarTuli 

xalxuri simReris Semsrulebeli momRerlis 

tipi. Tu meoreuli folkloris gariJraJze 

da misi ganviTarebis Sua periodSi momRe-

ralTa umetesoba tradiciis matarebelia, 
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Semdgomi xanis koleqtivebSi maT adgils, 

TandaTanobiT, "klasikosi momRerlebi", ev-

ropuli tipis ganaTlebamiRebuli, klasiku-

ri vokaluri Cvevebis mqone musikosebi ikave-

ben. 

meoreuli Semsruleblobis arsebobis 

manZilze sxvadasxvagvaria momReralTa (da 

lotbartTa) saqmianobis mastimulirebeli 

faqtorebi. simReris siyvarulis, patriotu-

li mosazrebebis gverdiT, nel-nela Tavs 

iCens da Zlierdeba materialuri gamorCenis 

motivi. es motivi bolo aTwleulebSi ucxo-

eTis qveynebSi sagastrolo mogzaurobiTa 

da amis safuZvelze materialuri mdgomareo-

bis gaumjobesebiT realizdeba. 

xSir SemTxvevaSi stimuli Semoqmedebi-

Ti saqmianobis xasiaTsac ganapirobebs. uc-

xoeTze orientaciam droTa ganmavlobaSi 

Taviseburi "saucxoeTo folklori" warmoS-

va. esaa uSualod ucxouri auditoriisaTvis 

gankuTvnili xelovneba, romelic meoreuli 

folkloris ukidures gamovlinebad unda 

CaiTvalos. "saucxoeTo folklori" mxolod 

pirobiTad SeiZleba iwodos folklorad, 

vinaidan folkloris xvedriTi wili masSi 
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Zalze mcirea; am SemTxevaSi "qarTuli fol-

kloris" egidiT ucxoel msmenel-mayurebels 

xalxuri Semoqmedebis surogati, metwilad 

ki  araxalxuri musika miewodeba. 

qarTul musikalur folklorSi mimdi-

nare cvlilebebis Tanadroulad icvleba 

xalxis damokidebulebac am cvlilebebisad-

mi. Tuki Tavdapirvelad sazogadoebrivi az-

ri garkveul gavlenas axdenda meoreuli 

Semsruleblobis iersaxeze, _ mere da mere 

ukve TviT meoreuli Semsruleblebi da sa-

Semsruleblo koleqtivebi ayalibebdnen au-

ditoriis gemovnebas. 

unda iTqvas, rom, marTalia, qarTuli 

meoreuli sasimRero folkloris ganviTare-

bis magistraluri xazi pirveladi Semsru-

leblobis principebidan meti da meti gadax-

vevis gzas miuyveba, magram drodadro mainc 

SeimCneva sawinaaRmdego, folkloruli Zire-

bisaken mibrunebis tendencia. am tendenciis 

erT-erT gamovlinebad unda CaiTvalos sa-

xelmwifo ansamblSi karga xnis manZilze 

arsebuli, momReralTa jgufis calkeuli 

kuTxeebis (megrul, gurul, kaxur, svanur) 

"frTebad" dayofis tradicia, rac Sesrule-
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bis kuTxuri elferis maqsimalur dacvas ga-

napirobebda; igive iTqmis mraval ansamblSi 

simReris, cekvisa da dakvris gaerTianeba-

zec, rac qarTuli folklorisaTvis damaxa-

siaTebeli sinkretulobis nawilobriv aRor-

Zinebas moaswavebda (Tumca ansamblebis wev-

rTa momRerlebad, mocekvaveebad da damkvre-

lebad mkacri gamijvna saboloo jamSi WeS-

marit sinkretulobas mainc gamoricxavda). 

folkloruli sawyisebisaken ltolvis 

tendencia 50-iani wlebis II naxevridan mci-

reSemadgenlobiani ansamblebis Seqmnamac da-

adastura. 100 kaciani monumenturi, magram, 

imavdroulad, mouqneli, evropul akademiur 

gundebs damsgavsebuli koleqtivebis fonze, 

es ansamblebi Zalian hgavda soflur yofaSi 

odiTganve arsebul SemsrulebelTa jgu-

febs. msgavs ansamblebs Soris, maTi mkafio 

individualobis gamo, pirvel rigSi unda 

davasaxeloT: "Svidkaca", "gordela", "rusTa-

vi", "fazisi", "mTiebi", "mzeTamze", ansambli 

malxaz erqvaniZis xelmZRvanelobiT da "qar-

Tuli xmebi". amave dros, unda aRiniSnos 

isic, rom TiTqmis yovel maTgans mainc hqon-

da auTenturi folkloris principebidan ga-
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daxvevis niSnebi. erT SemTxvevaSi, es Sesru-

lebis kuTxuri maneris ugulebelyofaSi 

vlindeba, sxva SemTxvevaSi _ zeda xmebis 

partiebis jgufur SesrulebaSi anda _ ara-

xalxuri warmoSobis simRerebis Sesruleba-

Si, xalxuri musikaluri wyobis Segnebul 

temperaciaSi da sxva. am ansamblebidan fol-

klorul pirvelwyarosTan yvelaze axlos 

mdgomad, “mTiebTan” erTad, "mzeTamzec" unda 

miviCnioT. 

dRevandel meoreul SemsruleblobaSi 

ori sapirispiro tendencia SeimCneva: erTi 

mxriv, Zlierdeba miswrafeba auTenturi tra-

diciebis maqsimalurad aRorZinebisaken, xo-

lo, meore mxriv, kidev ufro Rrmavdeba 

sxvaoba pirvelad da meoreul Semsruleb-

lobas Soris. jerjerobiT meore tendencia 

ufro Zlieria. 
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Edisher Garaqanidze (Georgia) 
 

PERFORMANCE OF GEORGIAN  
FOLK SONG 

 
The term ‘musical folklore’ is often used to devote 

two very different phenomena: on one hand, an authentic, 
centuries-old village-based singing tradition, and on the 
other hand the relatively recent, about a century ago, 
development of the performance of special ‘stage 
versions’ of traditional compositions in format concerts. 
These two phenomena are different not only because of 
their inner characteristics as well, and therefore we must 
discuss them as two different phenomena. To mark these 
differences in the realms of the processes that took place 
in the development of traditional music of different 
countries, a number of terms are used in Russian and 
western scholarship: ‘folklore’ and ‘folklorism’, 
‘authentic’ and ‘stage folkolore’, and particularly - 
;primary’ and ‘secondary’ folklore (and performance). The 
use of this terminology is imperative in Georgian 
musicology as well, otherwise the actual processes that 
take place in the performance practices of Georgian 
traditional music will remain beyond our understanding. 
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‘Primary singing folklore’ denotes traditional music 
without any changes, without any arrangements or 
external  influences, designed to ‘improve’ its quality. 
‘Primary folklore’ is the true result of people’s collective 
creativity. ‘Primary performance’ is the performance of 
the ‘primary folklore’ according to the performance norms 
of traditional village society. The terms ‘secondary 
folklore’ and ‘secondary performance’ designate 
conscious (or unconscious) changes of the ‘primary’ or 
‘authentic’ norms. 

‘Performance in the primary musical folklore’. 
Folk song is an inseparable part of village life. The whole 
life of a person in a Georgian community, from crucial 
moments in life to everyday existence, was accompanied 
by singing. 

Two branch should he distinguished in ‘primary 
singing folklore’, so-called ‘associated’ and ‘non-
associated’ (or pure) musical folklore, and are associated 
with various rituals, working processes etc. Performances 
of this category of songs are strictly denoted by time and 
place. They are usually not performed without the 
accompanying ritual or working process. ‘Associated 
songs belong essentially to the whole community, and can 
be performed by any member of the community. Indeed, 
we can say that the ‘associated’ repertoire, according to 
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religious and utilitarian considerations, is obligatory for 
every member of the village community, and these songs 
are often not considered as ‘songs’ at all. 

Regarding ‘pure’  (,,or non-associated”) songs, 
these represent a supplementary category of songs, built 
upon the earlier layer of ,,associated” songs. Their 
emergence is connected to a later epoch. From a musician 
point of view they have grown out of ,,associated” songs. 
The emergence of these songs was due to the increased 
aesthetic needs of the people. The roles of religious or 
social-utilitarian functions are drastically reduced in these 
songs. The performance of ,,pure” songs is not attached to 
any particular Place and time, so they can be performed in 
any convenient situation. Besides, unlike ,,associated’’ 
songs, ,,pure’’ songs usually belong to a certain category 
of singers, and knowledge of these songs is not obligatory 
for everyone and often, due to their musical complexity, 
they cannot be performed by everyone. In such cases these 
songs are performed by ,,mastersingers’’. 

Traditional musical education of both ordinary 
singers and mastersingers happens via an ,,associated’’ 
repertoire. The traditional learning process is totally 
different from the usual learning process adopted in 
mainstream musical education in cities. Traditional 
musical education is based on a ,,holistic approach’’ 
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towards learning. Unlike the ,,city method’’, where songs 
are learned purposefully, mostly through the learning of 
the different parts of the song, the ,,holistic’’ approach is 
based on comprehending a song via a long listening 
experience throughout individuals’ early years, during an 
individual’s participation in rituals and appropriate events. 
As a result, the songs are remembered first as whole 
compositions, without a detailed knowledge of the 
melodic intricacies. Only later, after gaining a general idea 
of the whole song, memory starts distinguishing the 
concrete details of the melodic movements of the song. 
This knowledge is never absolutely precise about details, 
so every reproduction of a traditional song by a traditional 
performer is always different in details, requiring certain 
improvisatory skills from a performer, thus making a 
performer a co-author of the performed piece. Here we 
should note as well that improvisation is based on the 
vocabulary of melodic formulae, developed in 
performance practice over centuries. As a result, a 
performer who was educated in a traditional society does 
not have once-and-forever established single versions of 
songs. As a rule, a performer varies the different melodic 
and rhythmic features each time s/he sings a song. 
Besides, a performer knows each part of polyphonic song 
very well. 
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The learning of one group of ,,pure’’ songs is also 
based on the ,,holistic learning’’ method. These are mostly 
songs of  lower and medium complexity. These songs are 
sometimes in the repertoire of ordinary performers as well 
(not necessarily mastersingers). The ,,differentiated 
learning process’’ is employed in the learning of very 
complex songs. This method is based on learning the 
separate parts and separate sections of the song. Such a 
method is used by the mastersingers only and should be (at 
least partially) connected to the old professional chanting 
school learning practice, which was based on the 
,,differentiated learning process’’. 

The existence of different learning methods 
(,,holistic’’ and ,,differentiated’’) and the existence of 
groups of mastersingers raises the question of the 
existence of professionalism in Georgia. It is now difficult 
to speak about professionalism and professionals in 
historic Georgia, but from the 19th century, when we have 
records of the musical practice of traditional musicians, 
we can speak about two groups of professionals (1) 
bagpipe player-singers, and (2) singer-chanters, whose 
main activity was connected to music and for whom music 
was a source of income. Therefore, the existence of 
professional musicians in Georgia is a fact. At the same 
time we must note that the level of mastery of professional 
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musicians often did not exceed the musical mastery of 
some non-professionals, and sometimes (in the case of 
bagpipe player-singers) the complexity and range of the 
repertoire of non-professionals were well above those of 
their professional counterparts. Therefore, we cannot talk 
about a separate ,,art” tradition, different from the ordinary 
village tradition. Georgia folk-professionals are well 
within the range of authentic village performance practices 
as far as pure musical features are concerned. 

In the primary, or authentic village musical tradition 
the song is led by a ,,leader”. The leader takes care of the 
maintenance of traditional performance practices and 
values, regulates the tempo and the length of the song. The 
leader mostly starts a song as well. When this is the case, 
the moment when the song is started, and the pitch of the 
song are the leader’s responsibility as well. Such leaders 
are known as ,,tavkaci” (from ,,tavi” – head, and ,,kaci” – 
man), or ,,tavkali” (,,kali” – woman). Such individuals, ase 
a rule, are not distinguished too much from other co-
singers, and they do not limit other singers’ freedom. 
Generally, the primary performance is characterized by a 
certain democracy and the role of a leader (,,head-man” or 
,,head-woman”) is expressed rather weakly. 

Out of all the factors that stimulate the process of 
performance in traditional society, we need to mention 
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first of all the existence of competition between singers. 
Different forms of competition exist in different regions: 
in singing stamina and endurance (in Svaneti), in 
gradually raising the pitch and singing in a higher range 
(in Kartli-Kakhetian table songs), in the variety of the 
repertoire, in quick orientation in an unknown version of 
the song )in Guria), etc. 

Different numbers of singers are involved in a 
performance according to the place of this particular song 
in everyday life, and according to the musical features of 
the song. Strict regimentation of the performers’ number is 
characteristic only of solo songs and of ,,associated” songs 
performed by two individuals, and of ,,pure” (non-
associated) songs, performed by three singers (trio) where 
the complex improvisatory character of the bass part 
excludes the possibility the bass being sung by more than 
one performer (the top parts are always performed solo in 
traditional society, notwithstanding the number of  singers 
present). In other types of songs the number of singers is 
unlimited and depends on the situation. Normally the 
number of performers is not large, but in a number of 
ritual ring-dances, some work songs, and some table songs 
in certain regions the number of performers can reach a 
few hundred. 
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Gender difference in performance practice. 
Similar to the singing traditions of many other peoples. 
Georgian traditional music consists of repertoires  that  are 
perfumed by men by women. Certain groups of songs 
mostly by women. At the same time we must note that the 
village performance practice of recent periods, as well as 
earlier sources indicate that the generally widely held idea 
about the rigid gender regimentation in Georgian 
traditional singing is not correct. On one hand, there are 
songs that are impossible to relegate to one of the genders 
only, and on the other hand, women do participate in 
men’s performances and men participate in women’s 
performances. 

Script regimentation  definitely applies to the 
number of singers of the different parts: the top melodic 
parts are always performed by individual singers, and the 
number of bass singers is not limited (except, of course, 
for tradition of the trio, where the bass part is also 
performed by a soloist). 

According to the of performance, there are one choir 
(non-alternative), two-choir (alternative) and even three-
choir (alternating between three groups) performances. 
The first two are much more common that the last. Some 
regions of Georgia retained, as exceptions, a tradition of 
unison singing. 
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Such factors of the performance as tempo and the 
length are closely related to the genre peculiarities of the 
song, and in the case of tempo, to the artistic individuality 
of the performance. As far as the length of the songs is 
concerned, epic songs are distinguished by a very long 
performance. 

of course, such factors as the relative pitch of the 
song depend very much on the individual possibilities 
(singing range) of the singers, but the aesthetic ideals of 
the epoch seems to be very impotent as well. Georgian 
traditional singers of past generations, as far as we can 
judge from the oldest available recordings, sang in very 
high range, unusual in our European classical experience. 
The same tendency is evident for the members of still-
operating groups. Therefore we can conclude that for the 
,,primary” (authentic) performance  practices singing in a 
very high range is characteristic. 

There is a close connection between the range of 
singing and the performance style. It is well known .that 
singing such high notes as ‘A’, ‘A#’ or ‘B’ of the first 
octave (up from middle ‘C’) is quite difficult for men. 
Although such high notes are performed by ‘classical’ 
tenors as well, unlike classical singers, traditional singer is 
generally able to sing each part of the song, including the 
difficult high notes. The clue to this ability to sing very 
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high might be in specific, purely traditional ‘attacking 
manner’ of singing, as Curt Sachs defined it. The 
traditional Georgian Style of singing differs from the 
European classical style singing not only in the style of 
sound production, but in the physical conditions of the 
singers during the performance (naturally, within the 
Georgian tradition style of singing there are differences 
according to  the regional styles). 

Together with the singing manner and the relative 
pitch of singing we should discuss the loudness of the 
singing of traditional songs. The primary performance 
style in all regions of Georgia is characterized by loud 
singing. Only a few specific genres (like ‘gigini’ –lit. 
‘humming’, ‘zuzuni’-lit. ‘buzzing’, and the like)) are 
characterized by soft singing. 

The verbal texts in the songs are extremely varied. 
Text can be very different from each other with their inner 
structure: rhythmic and non-rhythmic (or so called 
‘white’) lyrics and plenty of interjections and nonsense 
syllables. These later are used as ‘verbal material’ to 
complement texts. On the other hand, the relationship of 
‘pure poetry’ can the very different in connection with the 
musical text. The script connection of poetry with a 
concrete song is relatively rare and is mostly connected to 
ritual songs. As a rule, depending on a performers/s wish 
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and memory, different texts can be used for the same 
(musically) song, and sometimes the same texts can be put 
to totally different songs. This situation is the result of the 
usual negligence of traditional singers towards the verbal 
text, and this negligence is more apparent in `pure` 
(musically more complex) songs. In such songs the verbal  
text, like interjections and nonsense-syllables, is just 
`verbal material`. Generally we can say that primary 
musical folklore the verbal text is secondary to the musical 
text. 

 
• Changes within the primary performance of 

singing folklore. 
Georgian traditional performance has always 

experienced certain changes. Without such changes during 
the centuries any development of singing traditions would 
have been impossible. These kinds of changes happened 
during the 19th-20th centuries as well. The first audio 
recordings of the first years of the 20th century , and then 
observations of live performance practices make it 
possible to watch the changes and emerging tendencies in 
primary performance practices. 

On the other hand, the current understanding of 
these recent processes in primary performance practices is 
not an easy task, as this is the time when different styles of 
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completely different kinds of music entered the musical 
life of Georgian villages. Urban style singing (vocal, 
instrumental, and vocal-instrumental styles) and secondary 
forms of folklore entered Georgian villages. Such co-
existence of different styles of music and different 
performance practices created a productive soil for 
external influences on the primary village performance 
style. Of course, the primary performance style continued 
its natural development, using the inner characteristics of 
village folklore, but crucial changes in village life made 
traditional practices less `immunized` against external 
agents. These crucial changes included the technical and 
scholarly progress of society and the village community as 
well, including the reduction role of religion, and the loss 
of the social function of traditional songs. Because of this 
intermixture of different agents of change, it is often 
difficult to single out which of the changes are natural to 
the primary folklore, and which of the changes are the 
result of the influence of the secondary, stage performance 
practices. The same tendency is quite often introduced in 
both primary and secondary performance practices. 
Sometimes the tendency appearing in the primary 
performance practice is a stepping stone for the move to 
the secondary performance practice. 
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As a result of the aforementioned tendencies, when 
discussing the processes in the primary performance 
practice, we need to take into account the possible 
influence of external factors. 

Internal changes may affect the melodic  and 
harmonic language of traditional songs. Melodies of 
traditional songs are based on a common national 
intonation `vocabulary`, or a number of melodic formulae 
formed during the long process of performance practice 
within the traditional musical culture. The emergency of 
new songs and new versions of old songs is primarily 
based on the use of new combinations of melodic 
formulae from the common vocabulary. This is constantly 
being renewed, enriched and rejuvenated. The melodic 
development of traditional songs is still happening within 
the traditional vocabulary of melodic formulae: on the 
hand it is happening  via new combinations of the existing 
melodic formulae, but on the other hand is happening via 
the introduction of new formulae. In the latter case the 
new melodic formulae are in fact a development of the 
existing melodic formulae. This kind of development 
happiness though the maximal use of the singing range. 

These kinds of melodic changes happen in the bass 
part as well in some musical dialects. As we know, the 
bass part is the harmonic basis of the songs, therefore this 
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melodic change in the bass causes the development and 
change of the harmonic language of traditional songs. The 
enrichment of the harmonic language is also archived by 
the fuller realization of the scale system in Georgian 
polyphonic songs, based on the third relationship of the 
harmonic functions. Other factors are also at work. 

The introduction of any new tendencies in melodic 
development and harmony, as a rule, generally happens 
through the initiative of the best and most talented 
musicians. in primary performance practice this formulae 
remains the same: geniuses introduce new element, and 
performers with middle range capability repeat these new 
tendencies and help them to became established in the 
performance practice. Without such a wide `approval` 
within the performance practice any innovations are 
doomed to be forgotten. This tendency is apparent when 
we observe the development of the performance practice 
in Georgia as well. 

Among the major  changes that took place in the 
development in primary performance practice we must 
mention also the tendency of the turning of antiphonal 
songs into non-antiphonal songs. Many of the songs that 
were earlier performed by two soloists` (or two two-part 
duets) alternation on a same bass accompaniment, turned 
in the 20 th century in two one-choir, non-alternation 
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songs. in some regions this tendency of losing  the alter 
national forms of performance is apparent in the turning of 
two-choir songs into one-choir songs. 

Singing in parallel thirds increased substantially in 
the primary performance practice within the last few 
decades. More and more often the singers of the top two 
voices follow each other in parallel thirds. This tendency, 
first noticed by D. Araqishvili in the first years of the 20th 
century, has been steadily increasing day by day. Such 
conformity of two supposedly independent parts lessens 
the polyphonic contrapuntal character of the songs, turning 
the two independent parts into one `thickened melody`. 
This principle of third parallelism is partly based on the 
prototype existing within the primary singing tradition, but 
it is mostly a result of the influence of the urban singing 
style (western, European branch of urban style), where 
vertical chordal thinking is totally dominant. 

In the same way, the influence of the urban singing 
style is evident in the emergence of some new harmonic 
elements. This is particularly clear in the case of the use of 
tonic-dominant type harmonic functions, although some 
precursors of these harmonic functions also existed in 
traditional authentic singing traditions.  

In  the th and 20th  centuries the repertoire of the 
village singers increased significantly. This was the result 
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not only of the introduction of the new locally created 
songs, but also of  traditional songs from other regions 
being brought into the village singer’s repertoire. This was 
the outcome of intensified contacts between performers 
from different regions. The borrowing of the new 
repertoire generally happened in two possible  ways: (1) 
the simple copying of the song from another region, and 
(2) the borrowing of the new song, but making serious  
adjustments in a song (reworking the song) according to 
the inner traditions of the receiving region. This 
reworking, realized by the local singers, was sometimes 
done in such a masterly fashion that it was virtually  
impossible to pick the source  of the borrowed song. The 
mutual  interchange of songs and enrichment of the local 
repertoire  always  existed  in Georgia. During the last 
100-150 years this process simply intensified, so we 
cannot nominate this process as a cardinal change in the 
performance  practice of Georgia villages. 

 Among  the crucial changes in primary performance  
practice  we must mention the ongoing  increase of ‘pure’ 
(non- associated) songs in the repertoire of traditional 
singers. The aesthetic value of singing and the enjoyment 
of musical sounds always existed among traditional  
singers, but this enjoyment gradually increased throughout 
the whole process of the existence of musical culture. 
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Until relatively recent times the utilitarian function of 
music was paramount in village life. Despite the fact that  
the emergence of ‘pure’ songs must have happened at 
some very distant point in the development of Georgian 
singing tradition, these (‘pure’)  songs could not compare 
in importance with ‘associated’  song  that very related to 
certain religious and life events. This  inner battle between 
the utilitarian and aesthetic functions of music became  
more and more evident, and this process was intensified 
on one hand by the increasingly faster development and 
creative freedom of ‘pure’ songs, and on the other hand  
by the conservative nature of  ‘associated’ songs. The 
gradual loss of the utilitarian function of the major part of 
‘associated’ songs was an important  reason  for the 
intensification of this process. This process resulted in the 
loss of the major part of  ‘associated’ songs, and the  other 
part  of  such songs, due to their higher aesthetic value, 
moved into the category of ‘pure’ songs. We can say that 
today is most of the Georgian musical dialects ‘pure’ 
songs dominate, and the proportion of ‘associated’ songs 
is relatively small. 

 The loss of most of the obligatory ‘associated’ 
songs and the necessity for teaching these songs hampered 
the ancient, centuries-old learning method of traditional 
songs. That’s why the number of people who could not 
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develop naturally throughout  their childhood musical 
experience increased. The village population was naturally 
split into two categories: (1) musically talented ‘singers’ 
(2) ‘listeners’ who could not sing. The numbers of the 
latter group steadily grew, and the number of able singers 
decreased . Even among  those  who could sing, the 
number of those who acquired the singing repertoire via 
the initial ‘holistic’ method fell. We can say that today the 
number of such singers in many regions of Georgia can be 
counted on the fingers of one hand. As a result, the ancient 
art of improvisation among village was also degraded 
considerably. Therefore, as we approach contemporary  
times – 1990s- primaryperformance practice gets closer to 
the secondary performance practice by an increasing 
number of features, and as a result, the primary, authentic 
singing tradition is gradually degraded. 

The gradual disappearance of the primary 
“holistic” method of learning caused the appearance of a 
new learning method, so the need for the teacher was 
born. This function was taken over by the former leader. A 
few new functions were added to the former leader’ s 
function: now she was in a position to choose the “right” 
version of the song to teach, to choose the soloists from 
the available singers, and often she accepted the role of 
“objective” assessor of the performance. By authority and 
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functions this new leader is still not equal to the leader of 
the stage folkloric  ensembles, and  at the same time she 
cannot be considered as a “leader”  or “head-man ( “head-
woman) of the traditional village ensemble as well. This 
was a serious step towards “secondary’ performance 
practice. 

The acquisition of the elements of secondary 
performance, like a chain reaction, caused other changes 
in the primary performance practice. Together with these 
changes the influence of urban and other styles of music 
became stronger, and as a result, several factors changed: 
singing manner, scale system, singing length and pitch of 
the performance. 

These and other changes suggest that primary 
performance practice found itself in a position of King 
Lire, who gave away all his kingdom and was left with 
nothing of his own. 

 



 

 

 68 

Performance in secondary musical folklore  
 
Secondary musical folklore was born in Georgia 

when primary musical folklore was still widely practiced 
and deeply rooted, despite the first timid attempts of urban 
style songs (particularly the so-called “western” branch of 
urban songs, based of European musical elements) to 
influence the village performance tradition. 

The new direction of Georgian musical folklore 
was born on the concert stage, which is why it is 
sometimes called “stage folklore’. The main prerequisite 
for the emergence of secondary musical folklore was the 
rise of a national movement that took place in the second 
in the second half of the 19-th century. Georgian 
traditional songs, brought from the villages to the stage, 
became a potent symbol of the national liberation 
movement in Georgia.. This sentiment was paramount for 
the first stage collectives of Georgian  traditional song, 
and despite the fact that the birth of secondary musical 
folklore was the result of the combined influence of other 
factors as well, the patriotic element was crucial. 

The first collective that played an important role in 
the development of secondary musical folklore was the 
“Georgian Choro” (choir), organized in 1885 by Lado 
Agniahvili. The collective was led by Czech professional 
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musician Iosef Tatil, specially brought to live in Georgia 
and to conduct the choir. This collective had a crucial 
influence on most subsequent Georgian singing collectives. 
We can even talk about the “Ratil line” of Georgian stage 
folklore, based on the performance practices used by Ratil. 
This line is characterized by a strong affiliation with 
European classical principles and is very different from 
another line, the line that we can the “Dzuku Lolua line”. 
The “Lolua line” was mostly based on the principles of 
authentic village performance practices, although we must 
note that followers of the ‘Lolua line’ were also influenced 
by the Ratili principles. All the above-mentioned makes it 
clear that the first serious deviations from primary 
performance practices look place in ‘Georgian Choro’. As 
time went by, the dividing line between primary and 
secondary performance practices widened, and today they 
are so far apart that it is not easy to say whether they have 
more common or more different features. In this long 
process different singing collectives contributed their share, 
bringing their own elements to the performance practice of 
Georgian traditional songs on the stage. The most 
influential were earlier collectives, starting from ‘Georgian 
Choro’ created by lado Agniashvili, soon followed by 
‘Ratili Choro’, choirs led by Sandro and Mikhail Kavsdze, 
Dzuku Loria, Aqvsenti Megrelidze, Rema Shelegia, Levan 
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Mughalashvili, Maro Tarkhnishvili, and later the ‘State 
Ensemble of Georgian Folk Song and Dance’ (or shortly, 
‘State Ensembe’).Later ensembles also introduced new 
elements to the performance practices of secondary 
ensembles. 

let us shortly characterize the innovations that were 
established in secondary  performance practices of 
Georgian folk song. 

Group unison performance of the high parts was 
introduced, and this seriously lessened the importance of 
the soloists in a choir (let us remember that the primary 
performance practice was based on individual singers 
singing the top melodic parts): new singers had to strictly 
follow the melodic and rhythmic line of their part, 
therefore their creative freedom was hampered, and the 
possibility of improvisation was reduced to zero. 

If in authentic primary folklore any singer is a 
universal performer, who can in case of necessity sing any 
part that is needed, stage practice brings new rules, and 
each singer is tied to a certain part. So every singer sings 
the same part in every song. 

Unlike primary performance practice, in secondary 
performance practice more importance is given to the right 
balance between the parts, and for this reason the number 
of each of the parts is predetermined.  
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To introduce the above-mentioned and other new 
developments into performance practice, the need for a 
new type of leader emerged. As the role of a leader 
primary performance practice is reduced to a minimum in 
–secondary performance practice, this role is assumed by 
the new head of ensemble – the conductor. Unlike the 
leader the conductor is set apart from the singers. Often 
s/he stands in front of the singers and conducts the 
performance processes with manual gestures and facial 
expressions. The conductor is the authentic leader of the 
ensemble, the person who establishes the artistic principles 
of the ensemble and who is responsible for the 
performance level of the ensemble. 

The leader of the performance ensemble, the 
conductor, is the leader of a new type. S/he has at his (her) 
disposal such attributes of classical choral art as written 
music, a tuning  fork, and a piano, attributes that were 
totally alien to the leader of a traditional ensemble. 
Besides, it is now the function of the conductor to teach 
everyone the new songs. The teaching method is also 
European: the conducts repeats the established version of 
the melody of each part several times, enough to make 
sure that all the details of the melody are learned off by 
heart. Only after this does a conductor move to another 
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part. This method is completely opposed to the principles 
of primary performance. 
 Secondary musical folklore is also characterized by 
the establishment on stage of single, canonic versions of 
the songs. Together with the new learning principles, 
leading to the unification of melodic lines and songs, this 
is often the result of the activity of the same conductors 
leading several ensembles at the same time. In these 
“canonic” versions of the songs, as a rule, songs are tied to 
the same lyrics, whereas in primary folklore this kind of 
connection between music and text was relatively rare. 
The existence of canonic versions of the songs is another 
step in eliminating one of the most important elements of 
authentic folklore performance practice – live 
improvisation during the performance. 
 In the performance practice of secondary 
ensembles non-authentic songs are becoming an ever-
increasing part of the repertoire. For the sake of a more 
impressive stage performance ensembles use professional 
compositions of Georgian (and sometimes non-Georgian) 
composers as well. These factors contribute to the 
establishment of  such new elements of performance as 
starting songs together, striving towards a synchronic 
performance, the use of pre-determined performance  
nuances including the wide use of sudden contrastive 
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changes of volume. If we sum up these features together 
with the performance of each part by a group of singers, 
and add to the picture a professional conductor in front of 
the ensemble, we will end up with a performance 
collective that is not easy to set apart from a classical 
academic European choir. 
 The tendency of “Europeanization” is also 
apparent in the general increase in the number of choir 
members and the establishment of new forms of mixed 
performance, uncharacteristic of an authentic 
performance. During the few decades of development of 
secondary ensembles the number of choirs increased. It 
became more and more usual to have 60,80, 100 and even 
more singers in a choir, where each part was performed by 
a large group of singers. Women considerable part in these 
groups. Therefore, if in the primary, village performance it 
was mostly women soloists taking part in male ensembles, 
in stage secondary ensembles the number of singing 
women has drastically increased. The resulting mixed 
sound of a choir is quite usual for European academic 
choirs, although we still cannot speak about the equality of 
the sounds of European academic choirs and the sound of 
a Georgian secondary mixed ensemble, as the performance 
style of Georgian women gives such choirs a peculiar 
quality. These two tendencies were very much on the rise 
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until the 1950 s and 1960 s, but later went into decline, for 
different subjective and objective reasons. 
 An important new tendency in the performance 
practice of secondary ensembles was the introduction of 
instrumental ensembles. Starting from the 1920s, 
ensembles of chonguri and panduri players (traditional 
long-neck lutes without and with frets) were first 
established, shortly followed by ensembles consisting of 
several different instruments, and later whole orchestras of 
traditional instruments appeared. These kinds of 
ensembles And orchestras were  totally  uncharacteristic of  
village  traditions, and therefore this was a new tendency 
in the performance practice of Georgian traditional music. 
We must mention here that although the tendency towards 
big ensembles and  orchestras also went into decline from 
the 1950-1960, the influence of instrumental ensembles 
did not disappear without a trace. A direct influence of this 
this trend was the introduction of new types of chromatic 
instruments, and particularly the  establishment and wide 
spread of a new type of instrumental trio: salamuri (flute), 
panduri and bass panduri. 

  These  changes in performance practices  very  
much affected the  character and structure of performed 
music. For example, the performance manner was 
greatly affected with a new ‘gentle lyricism’ entering the 
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scene. This should be considered to have  occurred mostly 
as a result of the influence of European classical 
performance tastes. This trend appeared first in the 
seminal ensembles lead by lozef  Ratil, but found  
particularly wide use in the Georgian stage ensemble of 
the last few decades. The influence of the European  
singing style mast have been responsible also for the 
introduction of such new developments in the performance 
of Georgian  folk music as singing with a closed mouth 
and other non-traditional ways of sound production. 

 Regarding the purely technical side of the 
performance, we can hear now the mew artificial melodic 
phrases, new  harmonic  elements uncharacteristic of 
certain musical dialects, new artificial four-part 
arrangements of  traditional three-part songs, and  
polyphonic (two and three-part)  versions of solo 
monophonic song. 

  In order to reach the desired stage effect, 
sometimes  several versions of the same song, or even 
several different songs, are united in one composition. 
To achieve the same stage effect, a few traditional songs 
that were based mostly on non-musical sounds and shouts 
were transformed info fully-blown songs with established 
melodic  lines. As a result of several factors, the tuning  of 
traditional songs is gradually  losing the initial non-
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tempered character and is getting closer to the tempered 
tuning system. 

 As time passes, the profile of the typical 
participant in a secondary  ensemble also changes. If at 
the onset and the middle period of the secondary stage 
ensembles most of the singers were still the bearers of the 
traditions, later they were mostly replaced by professional 
singers who received their musical education  in 
professional institution as classical singers. 

 Throughout  the  existence of secondary stage 
ensembles the motifs  of  the ensemble singes  (and 
leaders and conductors as well)  were different. Together 
with such motifs as love of  singing and patriotic 
sentiments, materialistic and financial gains become more 
prominent, particularly with the increased possibilities of 
overseas tours during the last decades. 

 Very often the stimulus for the work determines the 
artistic character of the ensemble as well. For example, 
orientation to overseas listeners created a specific 
‘overseas folklore’. This type of repertoire is specifically 
aimed at the overseas listener and should be considered as 
the extreme realization of secondary  performance  
practice. ‘ Overseas folklore’ can only very  provisionally 
be named as ‘folklore’, because  the share of real folklore 
in it is little. In such cases under the name of ‘Georgian 
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folklore’ overseas listeners and viewers are given a 
surrogate of traditional culture, mostly consisting of non-
traditional music. 

Together with ongoing changes in the performance 
practice of Georgian traditional song the attitude of the 
listeners and community has also been changing. If 
initially the community could somehow influence the 
character of the secondary ensembles and their 
performance practices, later it was the ensembles that 
influenced tastes and formed the community`s attitude. 

Here we must mentioned that, although the 
mainstream direction of the development of the 
performance practice of Georgian traditional song is 
heading more towards distancing itself from authentic 
performance practices, sometimes movement in the other 
direction back towards the authentic roots of traditional 
performance practices was also obvious. One of the earlier 
realizations of this tendency was the existence of different 
groups of singers (`branches`, or `wings`) according to the 
regional styles (Megrelian, Gurian, Kakhetian, Svanetian 
`wings`) in the `state ensemble`. These `wings` (often 
consisting of singers from these regions) maximally 
preserved the  local singing styles of performance . The 
same can be said about the uniting singing and dancing in 
many ensembles, that was very characteristic of the 
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authentic syncretism of village performance, although 
strict division of the ensemble members into `singers` and 
`dancers` was still very far from the real syncretism of 
village performances. 

Striving towards the folklore roots also became 
apparent from the second half of the 1950s though the 
creative of smaller ensembles. Contrary to the huge, 100-
plus member choirs, looking and sounding very much 
liked European academic choirs, these small ensembles 
were very much like authentic village singing collectives. 
We must mentioned several such ensembles, distinguished  
by the their individual characteristics: `Shvidkatsa` (lit. - 
`seven men`), `Gordela`, `Rustavi`, `Pazisi`, `Mtiebi`, 
`Mzetamze`, ensemble lead by Malkhaz Erkvanidze 
(today this ensemble is known as `Anchiskhati`), and 
`Georgian Voices`. At the same time, we must note that 
many of these ensembles had elements that set them apart 
from the authentic village ensembles. In some cases it was 
not following the local performance style of singing, in 
other cases it was more than one singer performing the 
leading melodic lines, or including non-traditional songs 
in their repertoire, or using tempered tuning etc. Out of all 
the above-mentioned ensembles the closest to the folklore 
roots are the male ensemble ``Mtiebi` and female 
ensemble `Mzetamze` as well. 
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Performance practice of Georgian traditional music 
today is developing in two opposite directions: on one 
hand, tendency towards the resurrection of an authentic 
style of performance is evident, but on the other hand, the 
gap between primary and secondary performance practices 
is widening. Currently the second tendency is stronger. 
 
Text was translated by Joseph Jordania 
and was subsequently checked by Bob  Segrave. 
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Abdullah Akat (Turkey) 
 

AN OVERVIEW OF THE EASTERN BLACK SEA 

REGION LOCAL CULTURE PRODUCTS  
IN BERLIN PHONOGRAMM-ARCHIV1 

 
Introduction 

 
The first studies which have been written about the 

cultural elements of the Eastern Black Sea Region as the 
subject matter of our study in Turkey began just before 
proclamation of the republic.The study paper with the date 
May, 1921 by an anonymous author entitled "Dances of 
Trabzon" has entered the Catalogue of Folk Dances of 
Turkey compiled and written by Mahmut Ragip Gazimihal 
(1900-1961).This paper is in HAGEM Archives and it was 
sent to the fieldwork performed by Daru'l-Elhan (Istanbul 
Conservatory) from Trabzon around 1922-1925. This 
compilation gives information about the pre-republican 
era.In addition to this, another compilation which has also 
been sent to Daru'l-Elhan from Trabzon and included by 
Gazimihal into the Catalogue of Folk Dances of Turkey is 
titled "Dances and Traditions of Trabzon".It is seen that 

                                                            
1This paper is a part of the research supported by TUBITAK in the 
frames of International Post Doctoral Research Fellowship Program. 
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this study was prepared by Murat Tekin in July, 1922. 
This study tells us about the horons, the ballads sung in 
these horons and the developments experienced in that era. 

After the proclamation of the republic, folkloric 
movement is generally observed in Turkey.The field 
researches and compilation studies initiated throughout the 
country were supported by governmental agencies and 
institutions.Even foreign musicologists such as Bela 
Bartok were invited to Turkey, and cooperate activities 
and studies were carried out.Although the compilation 
studies which were at an important level in Europe in that 
era began very late in Turkey, it was possible to make 
great progress in a very short period of time.By this way, 
the researchers could compilation studies in the Eastern 
Black Sea Region.However, the splits experienced after 
1950s in such a country which was late for performing 
these studies prevented these aforementioned studies from 
surviving until today and resulted as an uncompleted study 
despite all its progress in the beginning.The researches 
performed by personal efforts and the findings and 
products presented and produced by contributions of 
volunteers were not sufficient. 

The institutions and important researchers who did 
fieldwork in the Eastern Black Sea Region are as follows: 
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Finnish researcher Martti Rasanen, 1925; Istanbul 
Conservatory, 1929; Hamamizade Ismail Bey (1885-
1948), 1931; Ankara State Conservatory, 1937 and 1943; 
Adnan Saygun (1907-1991), 1937; Bilal Aziz Yanikoglu, 
1943; Laurence Picken (1909-2007), 195? – 1975; Berlin 
Phonogramm-Archive: Kurt Reinhard (1914-1979), 1963 
and 1968; TRT, 1967; Ismet Zeki Eyuboglu (1925-2003), 
1976; Martin Stokes, 1986 – 1988; HAGEM, 1991; 
Suleyman Senel, 1994; Mustafa Duman, 2004; Abdullah 
Akat, 2002 – ... 

When the foreign research specialists from other 
countries are taken into consideration, it is observed that 
the first study performed by an institutional support was 
performed by Kurt Reinhard in 1963 in the name of and 
for the Berlin Phonogramm-Archive and continued in 
1968. Consequently, it was extremely important to 
establish a database and present the service of researchers 
by analyzing them. 

Firstly, the general information about these 
collections, the content information and our findings 
related with the sound records and the emerging results 
will be shared here. There are common results which can 
be derived from the entire collections as well as special 
results specific to each one. Therefore, firstly the 
collections are taken into consideration one by one and 
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result assessment will be performed through each 
collection and the common results will be considered in 
the next phase. 
 
An Overview 

Although 63 collections of the related geographical 
area and its vicinity have been determined and analyzed 
throughout the period of time of the study from 1902 to 
current time in Berlin Phonogramm-Archiv, I will discuss 
some collections which are directly related with my 
research subject. These collections are as follows: 
Adolf Dirr 1909-1914 
Prussian Phonographic Commission 1915-1918 
Kurt Reinhard 1963, 1968 and 1972 
Felix Hoerburger 1965, 1970 and 1972 
Christian Ahrens 1972  
Ursula Reinhard 1983 
Susanne Ziegler 1991. 

Adolf Dirr (1867-1930) recorded 38 cylinders with a 
phonograph during his research activities when he stayed 
in the Caucasus between 1909-1914. Dirr, who was 
working in the Munich Museum of Ethnology during that 
period, sent 31 of these cylinders to Berlin in 1914. The 
records have been obtained from the Abkhas, Laz, 
Mingrel, Ossetian, Svan, Tatar, Azeri and Turkish 
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communities since 1909. There are totally 37 pieces in 
these 31 cylinders and 15 of these pieces were compiled 
from the Tatars, 9 of them from the Abkhas, 5 of them 
from the Ossetians, 2 of them from the Svans, 1 from the 
Turkish people, 1 from the Mingrels and 1 from Laz 
people.  

The importance of this collection of Dirr for my 
study is that the second largest settlements of these 
communities after Caucasus is Anatolia and most of them 
have continuing relations with the Eastern Black Sea 
Region. The musical culture of these communities who 
still live in the Caucasus and have important interactions 
with the Eastern Black Sea Region, in respect of their 
dispersion and immigration areas, is still living or its 
traces can still be seen.  

When the cylinder records were analyzed, it has 
been determined that some of these ballads and songs are 
still sung in the Eastern Black Sea Region. Several 
Turkish words which are observed in the ballads and 
songs of Laz people and other communities are extremely 
interesting. On the other hand, the polyphony of the 
records obtained from the Abkhas people shows 
significant differences compared to the polyphony of the 
Abkhas people who live in Anatolia. This case should be 
analyzed by new field work and case studies and should be 
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proven. Another issue which is worth analyzing is the fact 
that the instrument known as Garmon or Harmonica which 
is considered to be brought to Anatolia after these 
communities were forced by Russians to immigrate to 
Anatolia is still being played around Rize, in the villages 
around Gundogdu-Cayeli-Limankoy. The reason is that 
the polyphonic structures of these villages or other regions 
where Caucasians live have changed in time.  

According to Turkish sources, the records obtained 
from Karacay and Malkar Turks who are known as 
Caucasian Tatars and Circassians are important for 
showing that there was not any polyphony in these 
communities during that period. It is considered that the 
aspect which determines the polyphony factor of these 
communities living very close to each other is religion. 
The structure of the Christian society, which has obtained 
polyphonic traditions with the influence of the church, and 
the monophonic and traditional structure of Islamic 
Religion are clearly separated in accordance with the 
beliefs of these communities. This case is possibly the 
basic aspect which can explain the substantial change in 
polyphonic music traditions of the ones who immigrated 
to Anatolia.  
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The maqams performed in the Tar records obtained 
from the Azeri people are maqams which are still used 
extensively in Azerbaijan and Anatolia. 

Other phonograph records have been recorded by the 
Prussian Phonographic Commission at the helm of Prof. 
Carl Stumpf (1848-1936) between 1915-1918. The 
musicologist Georg Schünemann (1884-1945) who was 
sent by Mr. Stumpf to the prison camps, visited almost 24 
camps during these dates. The records taken with a 
phonograph consist of 951 cylinders in total and a 
significant part of these records has been obtained from 
the captives of communities from Caucasus, the Northern 
Black Sea Region and the Balkans. Currently, the studies 
on these records are continued within the scope of the 
"Valorization and digitization of the recordings of the 
Prussian Phonographic Commission 1915 - 1918" project 
in the Berlin Phonogramm-Archive by the team at the 
helm of Dr. Susanne Ziegler. Therefore, it has not been 
possible for us to analyze all the records related with the 
communities in our study. However, the parts I have 
worked on related with the Crimean Tatars and Turks 
result in quite important findings. 

The records related with the Crimean Tatars were 
obtained between 1916-1918 in the following German 
prison camps: Lamsdorf (1 record), Parchim (6 records), 
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Merseburg (13 records) and Ohrdruf (1 record) and consist 
of 21 cylinders. The record taken in Ohrdruf was recorded 
by Heinrich von Eggeling who was the chief medical 
officer of the military hospital. In these records, there are 
songs about love, history, heroism, military, wars and 
raids and raiders, marches, çıns, kaytarma melodies and 
verses from Quran. One of these records does not contain 
any title information, while 1 of them was taken from a 
prisoner named Emin Muradasul, 1 from Salih Ganiev, 13 
from Seyid Halil Ahmed and 5 from Murad. While the 
expressions of the Russian region and Crimean Tatars are 
used in 20 of these records, the expressions of Romanian 
region, Dobruja Turk and Tatar language are used in the 
record obtained from Emin Muradasul in Lamsdorf. This 
record has been analyzed by me and it is noted as the 
record that belongs to Crimean Tatars because the 
language and dialectic characteristics of the melody, the 
similarity of the melody with a melody obtained from 
Seyid Halil Ahmed in Merseburg camp and also the 
existence of the Crimean Tatar population in Dobruja. 

The relations between the Crimean geography and 
the Eastern Black Sea Region which have been 
increasingly developing since the 18th century and 
immigration of several Crimean to the region, mainly to 
Trabzon through the sea and Caucasus have caused the 
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development of cultural exchange. It is obviously the 
result of a more rooted experience that the Crimean Tatar 
music creates forms similar to the region in respect of 
type, melody and rhythm. It is possible to see the samples 
of that rooted experience from these records. 

Furthermore, there are 10 cylinder records which 
have been obtained from the Turks of Caucasus, Anatolia 
and the Balkans. The forms which connect the Crimean 
geography, the Caucasus and the Black Sea can be seen 
more obviously through these records. Black Sea as the 
common denominator of several ballads and songs form 
the musical language of these communities like it activates 
all dynamics around it. It is certainly necessary to draw 
attention to the point that one of the most important factors 
here are the Kuman-Kypchak Turks. The reason is that 
most of the communities of the Balkan Turks and the 
indicated geography consist of Kypchaks. 

Some of the Kypchaks who used to be Christian 
Turks turned to Islam while some parts have continued to 
live as Christians. They have blended in other Christian 
communities in the stage of history when the factor of 
religion was extremely important. The existence of 
Kypchaks who became Bulgarians, Romanians, Russians, 
Georgians, Armenians and Greeks is considered as the 
common voice of that entire territory. While this 
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community which is also known to have an important 
place in forming these structures surrounding it, has been 
blending into several communities in the stage of history 
and had various identities, it has continued living its music 
culture in these communities with different identities and 
variations. This community, beside Georgians, Armenians, 
Greeks and some others, is one of the main reasons that 
several Christian-Orthodox traditions currently exist in the 
Eastern Black Sea Region of Turkey. 

Kurt Reinhard (1914-1979) who came to the region 
in 1963 for the first time, began his studies in Rize region. 
He has been working in Ortapazar, Pehlivantasi, Pazar, 
Cayeli, Derepazari, Ardesen, Rize-Merkez and Findikli 
areas. As well as the records of oral tradition, Reinhard 
has obtained the instrumental records or records of playing 
and singing style. The instruments of tulum, kemenche, 
harmonica and baglama are observed in the records 
obtained from that region. It is an extremely important 
detail for the researchers of our time that the harmonica 
was called "santur" in his compilation note. The reason is 
that santur is a very old name used for that instrument in 
former times and it is forgotten in the present day. We 
have determined that this instrument used to be called 
santur in historical sources, however this information 
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provides an important clue for understanding how long 
that instrument was called with that name. 

It is understood that Reinhard planned that study in 
the East-West axis because the regions of his study 
continued on that axis when he had visited Trabzon after 
Rize. Although he sometimes expanded his area of study 
into the valleys, he usually stayed on the coastline. This is 
a very problematic practice for a field study in respect of 
the Eastern Black Sea Region since almost every part of 
the region has different cultural textures and it is not 
possible to comprehend all of these without going up from 
the inner parts of the valleys towards the higher villages or 
plateaus. 

Reinhard did research in the Trabzon Region, in the 
areas of Of, Arakli, Macka, Esiroglu, Mataraci, Surmene, 
Trabzon Merkez, Akcaabat, Salacik, Vakfikebir and 
Besikduzu and he obtained several records in various 
kinds from horon songs to epics, Quran and ezan modes to 
elegies. It can be observed that mainly kemenche comes to 
the forefront as the main instrument of the region. It is 
understood that these studies continued for almost 15 
days. 

Reinhard has also been working in the areas of 
Kesap, Yolici, Karadere, Konacik, Yagmurca, Giresun-
Merkez, Mesudiye and Ulper of Giresun region. No 



 

 

 91 

research activities were observed in the important centers 
of the local culture during his studies which continued for 
5 days. The most important deficiencies of this study are 
that he did not access the city centers which are extremely 
important for the culture of the region located on the 
coastline between Besikduzu and Kesap such as Eynesil, 
Gorele and Tirebolu and Harsit Valley and Canakci field 
and the areas of the plateaus which are most important for 
the music culture of the region. Consequently, if the 
inventory related with the obtained records is taken into 
consideration, it is observed that this part of that study is 
far away from reflecting the cultural texture of the region. 
It is observed that the records have been taken from 
instruments such as kemenche, ud, clarinet and especially 
baglama.  

The studies of Ordu region started from the villages 
of Kokenli and Uzunisa and continued through Ulubey, 
Ordu Merkez, Persembe, Fatsa, Unye and Caybasi areas. It 
has been possible to analyze these records by listening to 
them because they are digitalized. The records of 
kemenche, düdük, davul-zurna, baglama and several kaval 
records were found. In Ordu region, there has been an 
intensive mix of different communities throughout the 
historical process. These records are considered to be 
extremely important because they are capable of 
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presenting such a mix. The music samples related with the 
obtained dances and also the instrumental and vocal music 
samples consisting of various kinds of music substantially 
present such a mix. The period of study in that region is 10 
days. 

Then, Reinhard continued towards the Central Black 
Sea Region and the field study which started from Bafra in 
the Samsun region was continued up to Engiz, Dikbiyik, 
Samsun Merkez, Carsamba and Kumkoy. The field study 
which continued for 5 days is opposite the east-west 
direction which had been continued from the beginning of 
the study. He came to Samsun Merkez from the 
westernmost point which is Bafra and then he came to 
Carsamba region. Samsun is better suited than the Eastern 
and Western Black Sea Regions in respect of socio-
economical aspects because Samsun and the Central Black 
Sea Region are the industrial zones of the region due to 
the means of access with the inner parts of Anatolia. This 
situation has caused the city to let in immigrants from 
other cities and become the biggest city of the whole 
Black Sea Region in respect of its population. 
Consequently, the city life contains several cultural 
differences all together. Although the records obtained in 
that study are intended mostly for presenting the culture of 
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villages of Samsun, this collection can not be regarded as 
sufficient presenting all facettes of this area. 

Reinhard published an article titled "Musik am 
Schwarzen Meer" for the first time related with these 
records in 1966 in Berlin in the journal "Jahrbuch für 
musikalische Volks-und Völkerkünd"e, Band 2. In this 
article, he has approached the issues such as music types 
and music characteristics of the region, the instruments of 
the region, the subjects of songs and ballads, the forms of 
poems, meter and measure and he has given place to 
samples of some texts and notes as well as photographs 
and maps. In addition to these, the record samples have 
been presented by an extended-play. Then, he published 
the texts related with almost all of the collected works in 
Berlin in 1968 in his book titled "Auf der Fiedel mein - 
Volkslieder von der osttürkischen Schwarzmeerküste". In 
this book, the ballads and songs have been grouped 
according to their subjects, brief information on the 
instruments of the region, the music types and music 
characteristics has been shared and sample music notes 
have been shown.  

After Reinhard died, in 1979, his wife Ursula was 
alone responsible for the record and she created a selection 
of the record content. Thus, the record has been published 
in Berlin in 1985 under the editorship of Artur Simon 
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entitled "Musik aus der Türkei" with the liner notes 
written by Ursula Reinhard. There are 5 songs from the 
Eastern Black Sea Region published on a record "Side C - 
Musik der Schwarzmeerküste" as part of two records. 

Prof. Kurt Reinhard who has been the director of the 
Berlin Phonograph Archive between 1952-1968, also gave 
lectures in the university. Under his tutorship one of his 
students, Christian Ahrens, who has gained experience in 
the Eastern Black Sea Region, Ahrens wrote a thesis on 
the region in 1965. I could not analyze that study because 
it is not available in the archive’s library. However, the 
book written by Ahrens and published in Munich in 1970 
titled "Instrumentale Musikstile an der Osttürkischen 
Schwarzmeerküste - Eine vergleichende Untersuchung der 
Spielpraxis von davul-zurna, kemençe und tulum" which 
is related with thesis has been analyzed. In this book, 
records of the aforementioned instruments have been 
taken into consideration in respect of the dance types, 
playing methods, ballad and song types, the rhythm 
structures and metronome characteristics and sociological 
and ethnic evaluations have been provided. 

Those years constitute an extremely intensive and 
interesting term for fieldwork related with our subject. 
Likewise, Kurt Reinhard visited the region for the second 
time in 1968, Felix Hoerburger performed studies in 
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Greece covering the people of the Black Sea in 1965, 1970 
and 1972. Christian Ahrens has directly studied the people 
of the Black Sea who immigrated to Greece after 1921 and 
during the forced exchange period and by this way, the 
materials acquired in that field has expanded and become 
diversified. 

When Reinhard visited the region for the second 
time, he began his studies from Trabzon and continued on 
the route of Akcaabat, Surmene, Pazar, Murgul, Hopa, 
Kemalpasa, Arhavi and Rize. It is obvious that Reinhard 
who has been observed to go through the eastern parts of 
the region even up to the Georgian border has focused his 
concentration on the regions where Laz people intensively 
live. When, the records are analyzed, it is observed that 
they include several songs, ballads and epics in Laz 
language and dance types. There are also songs with lyrics 
as well as the instrumental songs played with tulum, 
kemenche, harmonica, kaval, zurna, mey and davul-zurna. 
The study continued for 15 days in total. The compilation 
notes where he has written his findings are extremely 
interesting. He has not made any publications based on 
that study. His wife Ursula has only 2 songs from this 
expedition published on the "Side C - Musik der 
Schwarzmeerküste" part of the records titled "Musik aus 
der Türkei" and released in 1985. 
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The collection of Christian Ahrens which he 
recorded in Greece in 1972 consists of 279 songs and it is 
an extremely comprehensive one. There are lots of 
repetitions, because most of the records consist of a 
similar type of work and this situation narrowed the 
repertory. There are many records of different instruments 
as well as the bagpipes and kemenche. It is obvious that 
most of the vocal and instrumental types are parallel to the 
Eastern Black Sea Region, even several melodies are still 
sung and played in the same form. It is also possible to 
hear the same songs in the records of Reinhard of that 
period and the records of Ahrens. Another interesting 
aspect of this study is that the type names and the names 
of several songs are in Turkish, some songs are played in 
Greek and Turkish at the same time and some are sung 
only in Turkish. This situation stems from the fact that the 
Christian-Turkish population was forced to emigrate to 
Greece under the Rum identity during the exchange period 
because they were non-Muslim. In addition to this, 
"Romeika" language, which was formed over time as a 
result of the interaction between cultures, plays an 
important role here. The Romeika which is used in the 
Eastern Black Sea Region currently, is a language which is 
created in by mixing local language with Roman language 
beginning from the Christianization of Romans in the 
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Eastern Black Sea Region and mixing that language with 
the languages used by Turks and Laz people. Although it 
is currently called as the Pontus Greek, it is a language 
which has been transformed in different eras. Furthermore, 
there are also Christian communities who do not know 
how to speak that language and speak Turkish only. This 
situation has caused the language used in songs and 
ballads to become diversified. 

Yet there is another point to focus that most of the 
genre names are not only seen in the Eastern Black Sea 
Region. In all the areas around the Black Sea where 
Turkish population exists, the same genres are called by 
the same names. Consequently, this bond which has not 
been analyzed until today, should be followed by new 
studies. The studies of Ahrens were released under the 
editorship of Artur Simon in 1974 on a record with the 
title "Musik der Pontos-Griechen, NordGriechenland" and 
he has given place to 15 songs in that record. The 
historical background, social life, musical activities and 
instruments, the information about the songs on the record 
as well as maps, photographs and samples of musical 
notes are among the contents of that record. In addition, 
Ahrens has partially used the information of that study in a 
book titled "Aulos Touloum Fischietti, Antike Traditionen 
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in der Musik der Pontos-Griechen und der Graeko-
Kalabrier" which was published in 1987. 

In each of the field studies in Greece which were 
undertaken by Felix Hoerburger (1916-1997) in 1965, 
1970 and 1972, there are several recordings of the Pontus 
Greeks. However, if all the records are taken into 
consideration, it is observed that the records are mainly 
from the northern and eastern parts of the center of 
Greece. Anyway, it is a natural circumstance that these 
areas are within the scope of all these studies, because 
these are the areas of Greece where Pontus Greeks settle 
most. In the studies of Hoerburger, records have also been 
obtained from Macedonia, communities living in Thrace 
and communities which settled in the western part of the 
center. There are also records from some Gypsy 
communities. Among them, the gypsies who speak 
Turkish are only a few. When these records are taken into 
consideration, the instruments such as davul-zurna, 
kemenche, pipiza, tulum, karamouza, aniakara and 
phlogera are mainly observed. Several horon melodies, 
ciftetelli and karsilama tunes have an important place 
among these records. The unquestionable impact of the 
Ottomans on the Balkans are clearly seen in these records. 
Several music and dance genres, names of songs, dances 
and instruments which are currently used in the villages of 
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Anatolia intensively, can be found in these collections, 
some even with their Turkish names. The records related 
with the Eastern Black Sea Region are similar to the 
records in the collections of Reinhard and Ahrens and they 
have the same characteristics. 

Although the field study of Reinhard in 1972 was 
conducted in the Western Black Sea Region, there are 
some records previously obtained from the gypsies in 
Thrace. Consequently, it is understood that the studies 
undertaken in those years were executed in a particular 
coordination and one fieldwork was supplementing the 
other. The studies in the Western Black Sea Region were 
carried out in Eregli of Black Sea, Zonguldak, Duzce, 
Amasra, Alapli and the villages surrounding these regions. 
There are also vocal works as well as instrumental ones 
played with baglama, tambourine, metal mandolin, davul, 
davul-zurna, davul-clarinet, cifte, cifte-davul, kemane and 
spoon. The recordings which were made with girl groups 
are interesting and show similarities with the mass singing 
tradition of the villages close to the Georgian border of the 
Eastern Black Sea Region. The study contains records 
such as wedding and entertainment songs, several songs of 
the ciftetelli genre, children songs, school songs and etc. 
This is a very important collection in respect of seeing and 
understanding the characteristics of music from the eastern 
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part to western part of the region. Reinhard did not 
publish anything related with that study. His wife Ursula 
has published 5 songs on the "Side C - Musik der 
Schwarzmeerküste" part of the records titled "Musik aus 
der Turkei" and released in 1985. 

Within the scope of Turkish studies of Reinhard, the 
study he made in the Western Black Sea Region in 1972 
and the study in the areas right behind the mountain chain 
of the Eastern Black Sea Region in 1983 have become a 
very important treasure for us for considering the music 
culture of the region with neighboring connections. Yet, 
the coastline of the Eastern Black Sea Region, especially 
Trabzon has let in immigrants throughout the history and 
examples of typical folk music songs from surrounding 
vicinities are observed in the city centers. In fact, the 
tradition of poem-singing had continued in Trabzon until 
the middle of the 20th century and several performances 
were staged by participation of lots of poets in poet-
singing overtures organized in cafés. In this respect, 
Trabzon has become one of the most important stops of 
Eastern Anatolia Asik-Singing tradition. Therefore, the 
collection of Ursula Reinhard consisting of the records of 
Asiks based on recordings from these regions in 1983 and 
performances of instruments such as tulum which are 
observed in the Eastern Black Sea Region provide us a 
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possibility for making a comparison and facilitates 
understanding these relations.  

The recordings of Dr. Susanne Ziegler which were 
made in Georgia in 1991 also contain another very 
important field for the Eastern Black Sea Region and these 
studies are very interesting because they show the 
polyphonic characteristics of Guria region of Georgian 
music. These records were made in Tschochatauri and its 
vicinity through a study of 10 days with the participation 
of Georgian researchers. The "tschonguri" instrument has 
been used in 3 of the songs only sung by women in the 
records obtained from men and women groups. The vocal 
polyphony of Georgian music continues among Georgians 
who live in the Eastern Black Sea Region and the 
Marmara Region in very different ways. Especially, this 
tradition of men and women band formations is quite 
popular among the Georgian population living in Artvin 
region. Although the polyphonic performances of men 
bands in Macahel region are still continuing, their close 
relations and connections with the Acara region of 
Georgia are continuing, too. Moreover, such singing 
traditions are still alive among Laz people and people 
from Hemsin. The activities of Georgian musicians in 
Turkey have gradually increased especially in recent years 
and their target audience has enlarged. There are records 
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related with Georgian communities and Georgian song 
texts in the studies of Reinhard made in 1963 and 1968. 
Furthermore, in the record of Peter Gold published in 1972 
and entitled "Georgian Folk Music from Turkey", there are 
information and sound recording samples about the music 
culture of the Laz people and Georgians living in Turkey, 
their settlement areas and social lives. The polyphonic 
characteristics of these people who are closely related with 
historical processes have not been analyzed and compared 
sufficiently yet. In this sense, it is necessary to arrange 
new field studies and arrange joint studies in coordination 
with Georgian colleagues. 
 
Conclusion 
These collections cover notably the Eastern Black Sea 
Region of Turkey, the Western Black sea Region, Georgia 
and Caucasus, Crimea and the north of the Black Sea as 
well as Balkan and Greek regions. When the records 
related to this wide area were examined, basic results 
concluded are as follows:  
• All collections consist of sound recordings belonging 

to numerous instrumental and vocal genres which are 
different from each other. Folk songs in various 
subjects, epics, military music, dance music, children’s 
songs, minority music, etc. 
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• There is no adequate content information about the 
records. In most collections there is basic personal 
information such as the name and the age of the 
musicians or singers, but there is no information about 
songs and performances. In some records, there is no 
content information at all. 

• The duration of field research conducted in areas with 
a great variety of musical expressions was generally 
too short. For this reason, it should be noticed that 
these collections could not reflect the music culture of 
the related regions. Nevertheless, opinions regarding 
the period of their acquisition were given, these 
records enable analyses concerning mixture and 
moving processes of communities in the past of the 
respective region and melodies forgotten or not used in 
the same area today. 

• One of the major elements reflecting the music culture 
of communities in the best way is locations. For 
instance, one of the most important determinants in the 
music culture of the Eastern Black Sea Region is 
plateau festivals. In collections, it is seen that 
compilations are made in locations such as private 
living areas, coffee houses and public training centers. 
However, people rarely go to locations such as 
plateaus bearing traditional features and in which 
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rituals are exhibited in some regions, people never go 
to these locations in some regions and nothing is 
recorded. 

• While compilers can reach master musicians in some 
regions, they could not reach them in other regions. 
For instance, almost none of the performers who made 
their names in the Eastern Black Sea Region with their 
mastership could be reached and a recording could not 
be made. For this reason, the performance level in the 
recordings taken has to be considered moderate and 
this situation led to negative results up to 
misunderstanding of melody and rhythm structures. 

• In many collections, most known melodies were 
recorded again and again; repertories featuring the 
presentation of various variations by repeating 
themselves were formed. However, due to the same 
reason, repertoires remained limited. 

• In evaluations and transcriptions made by compilers 
related to these collections in books and articles, many 
errors occur in terms of musical and linguistic together 
with social, cultural, historical, and ethnic background 
deficiencies.  

• In spite of everything, these collections are highly 
important for showing the point of view of foreign 
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scientists in respect to regional music and in bringing 
sound recordings from that period to our present day. 

• There are important similarities regarding instruments 
played, melody sentences, rhythm structures and 
language features in the Eastern Black Sea Region and 
Caucasus, the north of the Black Sea and Balkan 
regions. 

• The Eastern Black Sea region should not be evaluated 
in itself as it is in studies which are valid until today. It 
should be considered together with areas showing the 
already mentioned similarities. Communities living 
around the Black Sea and their daily musical practices 
should be examined in terms of historical, social and 
cultural ties, and their formation and transformation 
should be presented. For this reason, long term and 
more comprehensive further field research is needed. 

• It should be addressed how theBlack Sea is important 
for its surroundings and how it contributes to cultural 
mobilization and intercultural interactions as a means.  

• Attractive polyphony tradition in this wide area should 
be pointed out. Reasons of instrumental and vocal 
polyphony, historical process and its practice in the 
present day should be evaluated. 

• Transformation processes of regions should be 
examined and compared by taking common cultural 
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features into consideration, such as non-Muslims who 
immigrated from the Eastern Black Sea Region. 
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abdula akati (TurqeTi) 

 

berlinis fonogramul arqivSi daculi  

aRmosavleT SavizRvispireTis adgilobrivi 

kulturis elementebis Semcveli masalebis 

mimoxilva 

 

winamdebare kvlevis mTavari geografiu-

li areali moicavs TurqeTis aRmosavleT 

SavizRvispireTs. Tumca, amavdroulad Tur-

qeTis aRmosavleT SavizRvispireTis kultu-

ris srulad Secnobis mizniT aucilebelia 

gavaanalizoT am kulturasa da garemomcve-

li kulturebs Soris arsebuli urTierTkav-

Siri. aRniSnuli urTierTkavSiris ganxilvi-

saTvis yvelaze saWiro masala xmovani Cana-

werebi da werilobiTi wyaroebia. swored es 

warmoadgenda kvlevis wyaroebis, gansakuT-

rebiT ki berlinis fonogramuli arqivis 

xmovani Canawerebis moZiebis mTavar mizezs. 

berlinis wyaroebis gamoyenebis mniSvnelova-

ni mizezia aseve aRmosavleT SavizRvispi-

reTSi mopovebuli adgilobrivi kulturis 

elementebis Semcveli literaturuli masa-

lis simwire. garda amisa, iq mopovebuli ma-
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salebis umravlesoba gamousadegaria, vinai-

dan isini cvilis lilvakebSi inaxeba da ar 

arsebobs maTi cifruli versia. 

winamdebare naSromSi ganxilulia 

adolf diris (1909-1914 ww.), prusiuli fo-

nografuli komisiis 1915-1918 ww., kurt rein-

hardis 1963, 1968, 1972 ww., feliqs horburge-

ris 1965, 1970, 1972 ww., kristian ahrensis 1972 

w, ursula reinhardis 1983 w. da susan zieg-

leris 1991 w. koleqciebi, romlebic me Se-

viswavle berlinis arqivSi.  

aRniSnuli naSromis mTavari mizania 

berlinis fonogramul arqivSi mopovebuli 

SavizRvispira regionisa da mis irgvliv ar-

sebul geografiuli arealis monacemTa da 

xmovani Canawerebis mimoxilva. amavdroulad, 

es namuSevari Tavis wvlils Seitans kvlevi-

Ti aqtivobebis ganviTarebaSi, saerTaSoriso 

TanamSromlobis gaZlierebasa da saerTo 

proeqtebis wamowyebaSi. 

 

 

 



 

 

 110 

qeTevan baiaSvili (saqarTvelo) 

 

qarTuli sabavSvo TamaSobani da xalxuri  

simReris swavlebis Tanamedrove  

problemebi 

 

saqarTveloSi qarTuli xalxuri simRe-

ris Semsruleblobas sagangebo da fundamen-

turi naSromi ediSer garayaniZem miuZRvna. 

es naSromi bevri kuTxiTaa mniSvnelovani da 

Semsruleblobis sakiTxebiT dainteresebu-

li mkvlevari, bunebrivia, mas gverds ver 

auvlis (garayaniZe:2007). ediSer garayaniZis 

vaJma gigi (giorgi) garayaniZem Semsruleb-

lobis sakiTxebi savsebiT samarTlianad eT-

nomusikis Teatris kuTxiT ganixila da misi 

samagistro kvleva swored am sakiTxebs mieZ-

Rvna (2008). amave sakiTxebiT dainteresdnen 

natalia zumbaZe (2002), nana valiSvili (2008) 

da sxvebi, magram vinaidan Semsruleblobis 

eTnomusikologiuri kvleva SedarebiT axa-

lia CvenSi, bunebrivia, bevri sakiTxia darCe-

nili mecnierTa yuradRebis miRma.  

amitom winamdebare naSromis mizani swo-

red am sakiTxTa Seswavla Tu ara, dasma ma-
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inc, aris. erTi, Cemi azriT, metad sayurad-

Rebo sakiTxTagania sabavSvo ansamblebSi sa-

bavSvo TamaSebis gamoyeneba. 

1996 wels, saqarTvelos musikalurma sa-

zogadoebam (Tavmjdomare dRemde qalbatoni 

manana axmetelia) da sabavSvo studia ,,amer-

imeris” damfuZneblebma – nino baRaTuriam 

da ediSer garayaniZem sabavSvo folkloris 

problemebisadmi miZRvnili pirveli samecni-

ero konferencia moiwvies. samwuxarod, es 

konferencia dRemde pirveli da ukanaskneli 

iyo. konferenciam Zalian nayofierad imuSa-

va. Ddasmuli Tu ganxiluli iyo mravali me-

tad saWirboroto sakiTxi, romelTac dRe-

sac ar daukargavT samecniero da praqtiku-

li Rirebuleba. monawileobdnen TviT edi-

Ser garayaniZe da nino baRaTuria, Nnatalia 

zumbaZe, nino kalandaZe-maxaraZe, nino RoRo-

beriZe, manana SilakaZe, oTar CijavaZe (kon-

ferencia-1996). mqonda didi pativi, mec momem-

zadebina erTi moxseneba. imxanad TianeTis 

musikaluri sazogadoebis bavSvTa ansambl 

,,kokroWinas“ vxelmZRvanelobdi da praqtika-

Si ukve mqonda sabavSvo TamaSebis garkveu-

li raodenoba. moxsenebaSi sabavSvo TamaSo-
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bebis mniSvnelobaze davsvi sakiTxi, rome-

lic TiTqmis sul miviwyebuli da uaryofi-

lia bavSvTa musikalur aRzrdaSi (gamonak-

lisad mxolod ,,amer-imeri,” giorgi uSikiS-

vilis folkloris erovnuli skola da qo-

reografiuli studia ,,erula” SemiZlia da-

vasaxelo), axla ki minda uSualod im Zvel, 

tradiciul TamaSobebs Sevexo, romelTa da-

viwyeba danaSaulia, magram faqtia, daviwye-

bulia.  

vidre uSualod TamaSobebs ganvixilav, 

minda maT Sesaxeb oriode sityvis Tqma da 

ai, ratom. qarTul sabavSvo TamaSebs eTno-

musikologTagan mxolod nino maxaraZe See-

xo;……sxva humanitaruli dargebis specialis-

tTagan ki nino RoRoberiZe (1996), fiqria 

zandukeli, qsenia sixaruliZe. (zanduke-

li,sixaruliZe.1972;zandukeli.1980), poeti gi-

gi xornauli (1991),Nnino RoRoberiZes, qsenia 

sixaruliZes, fiqria zandukels Tavis naS-

romebSi (1996,1980:139) ganxiluli aqvT sabav-

Svo TamაSebis Seswavlis istoria da maTi 

klasifikacia. sportuli, saazrovno, gasar-
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Tobi da sxva. CemTvis ki rasakvirvelia, sa-

yuradRebo musikaluri TamaSebia. 

zurab kiknaZe, folkloris saxelmZRva-

nelosa (kiknaZe.2006:-15) da leqciebis kursSi 

samarTlianad aRniSnavs folkloris zogi-

erT Janrze, romelTac yvelgan, yvela qveya-

naSi vxvdebiT da maT universaliebs uwo-

debs. nino maxaraZe sabavSvo intonaciebsac 

savsebiT samarTlianad miakuTvnebs universa-

liebs (maxaraZe.2012:22-23), anu iseT intonaci-

ebs, romlebic msoflios sxvadasxva xalxis-

Tvis saerToa. axla Sevecdebi am TamaSebs 

sxva kuTxidan Sevxedo. oTar CijavaZe, nino 

maxaraZe, ediSer da gigi garayaniZeebi da 

yvela mkvlevari erTi azrisaa im metad mniS-

vnelovan sakiTxze, Tu rogor xdeboda am 

TamaSebis Seswavla zepiri tradiciis piro-

bebSi. rom am dros cxovreba iyo (da dResac 

rCeba) yvelaze saukeTeso maswavleblad. ფaq-
tobrivad, adamianuri yofis yvela sfero 

aucileblad Seicavda bavSvebisTvis Tavise-

bur saswavlo mxaresac. es calke kvlevis 

sakiTxia da mas sagangebod exebian eTnomu-

sikologiisa da musikis anTropologiis uc-
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xoeli specialistebi.Aalan meriemi, imowmebs 

ra Bbruno neTlis, jo bleqingis, melvil 

herckoviCis naSromebs (meriemi.1964:145-163) da-

askvnis, rom ,,zepiri tradiciis mqone kul-

turebSi musikis Seswavlisas mniSvnelovani 

adgili uWiravs da swavlis pirveli nabijia 

ufrosebis mibaZva, anu imitacia” (merie-

mi.1964.:147). is, rom xalxuri simRera cxovre-

bis ganuyofeli nawilia, ori azri ar arse-

bobs, magram TamaSoba - zRapari, leqsi, sim-

Rera da cekva, andaza, gamocana, enis gasate-

xi, bavSvisTvis haeriviT aucilebeli sulie-

ri, gonebrivi, eTikuri, esTetikuri, moralu-

ri sakvebia. Tu am yvelafers SevxedavT bav-

Svis TvaliT, aucileblad davrwmundebiT 

maT ganuyoflobaSi. es ras niSnavs? es imas 

niSnavs, rom simReras, cekvas, TamaSs, enis 

gasatexs da a. S. bavSvi ar gamoarCevs calke 

dargebad. garkveul asakSi ki zRapars nam-

dvilad gamorCeulad aRiqvams. danarCeni - 

misTvis erTi mTlianobaa, rac sinkretul 

azrovnebaze migvaniSnebs. Aanu sinkretulad 

folkloris aRqmis da SegrZneba-Semecnebis 

unarebi bavSvis adreul asakSi ueWvelia. 
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folkloris Teoriis mkvlevarni fol-

kloris erTerT umTavres maxasiaTeblad 

swored sinkretizms asaxeleben (kotetiSvi-

li1961:390; kiknaZe. 2006:7-15). maSasadame, es 

adamianuri aRqmis, azrovnebis erTgvaრი ma-

xasiaTebelia da Zalian advilad SeiZleba 

analogiis moZebna polifoniur azrovnebas-

Tan. Aaba davakvirdeT – drois erTi da igi-

ve monakveTSi ramdenime plastis gaazreba 

da Sesruleba! Aanu polifoniur azrovnebas-

Tan gvaqvs saqme. gamodis, rom polifoniuri 

azrovneba zogad adamianuri Tvisebaa, rad-

gan aseTi sinkretuloba, romelic pirdapir 

analogias poulobs polifoniasTan2, dedami-

waze yvela adamians axasiaTebs, monodiur 

da polifoniur kulturis pirobebSic. io-

seb Jordanias aRniSnavs, rom…,,mravalxmiano-

ba ukve hqondaT afrikidan wamosul Cvens sa-

erTo winaprebs” (Jordania, 2012:26). A 

axla sakvlev Temas davubrundeT. maS, 

gamodis, rom bavSvi, ukve mcire asakidan, 

roca is iwyebs fexis, enis adgmas, samyaros 

                                                            
2sinkretizmisa da polifoniis Sesaxeb A dawvrilebiT 
sadisertacio naSromSi vsaubrob (2014, ibeWdeba). 
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Secnobas, is ar gamoacalkevebs calke dar-

gebs, aramed es misTvis erTi, mTliani qmede-

baa. da aucileblad amotivtivdeba platonis 

gamoqvabulis magaliTi, Tu rogor xedavs 

da rogor gaiazrebs adamiani gamoqvabuli-

dan gamosvlis Semdeg samyaros, sagnebs, bge-

rebs. ,,hoda Cemo glavkon, swored esaa kacTa 

modgmis zusti xateba” (platoni. 2010: 47).… 

amiT imis Tqma minda, rom adreul asakSi, 

gardatexis asakamde, bavSvis interesebis 

sfero erTi romelime dargis Seswavla ki 

ara, samyaros erTiani suraTis Secnobaa da 

amitom misi aRqma sinkretul - polifoniu-

ria. am pirobebSi vsvam kiTxvas – sabavSvo 

baRis, skolis dawyebiTi klasebis, samusiko 

Tu qoreografiuli studiebis maswavlebel-

Ta mimarT, ramdenad sworad gvaqvs Sedgeni-

li saswavlo programebi, roca musikalur 

aRzrdaSi ar viTvaliswinebT sinkretul-po-

lifoniur azrovnebas? zogierTi vici, ras 

mipasuxebs. dRes cxovreba uamrav siaxles 

gvTavazobs da bavSvebs gamoqvabulebSi xom 

ar vamyofebTo? me ki gipasuxebT, rom ara! 

Aara! daAara!. BbavSvebs wavarTviT bavSvoba, 

vaiZulebT, 5-6 wlis asakSi maTTvis Seufere-
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beli triukebiT davtvirToT, risi wyalobi-

Tac maT vaklebT anda vuxSobT gamomgoneb-

lobisa da SemoqmedebiTobis bunebriv una-

rebs; vaqcevT pasiur msmenelebad an mayureb-

lebad. vuzianebT warmosaxviT samyaros da 

vasmeninebT iseT saSinel musikas, romelic 

bavSvs ungrevs harmoniul, sinkretul aR-

qmas. sabavSvo baRSi ras vaswavliT? Mmere 

gvikvirs, rom bavSvebi agresiulebi xdebian, 

ar moswonT sxva bavSvebTan urTierToba, Ta-

vis TavSi iketebian da sxva. Kkidev vimeoreb, 

mavani Caicinebs da ityvis, bavSvi Tanamedro-

veobas unda CamovarCinoTo? es SekiTxva Za-

lian magonebs im adamianebs, visac xalxuri 

musikis ganviTareba qromatiuli sakravebis 

damzadeba da Seswavla hgonia. me maT kontr-

SekiTxvas davusvam – bavSvma romel enaze 

unda daiwyos laparaki, ucxo enaze?  

gavixsenoT erTi Zalian mniSvnelovani 

faqti qarTvelTa axali istoriidan. iakob 

gogebaSvilma, dedaenas daurTo xalxuri 

simRerebi, rac aucileblad gvavalebs met 

dafiqrebas. axla vnaxoT, Tu ra principiT 

Seadgina man deda ena. gana es ar aris sin-

kretuli xedva? amitomac albaT dadga dro, 
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gansakuTrebuli adgili qarTvel bavSvTa 

aRzrdaSi davuTmoT Zvel, tradiciul sabav-

Svo TamaSebs, romelic adaptirebuli iqneba 

TanamedroveobasTan. ai isinic: ra Tqma unda, 

SeuZlebelia pretenzia gvqondes srulyofi-

lebaze, radgan Zalian bevri TamaSi dakar-

gulia, zogis mcire fragmentia SemorCenili, 

magram mainc gasaocari saidumlo inaxeba 

maTSi. musikis maswavleblis TvaliT Tu Sev-

xedavT, davinaxavT: smenis, riTmis, moZrao-

bis, gonierebis, musikaluri mexsierebis sav-

rjiSoebs, rac Zalian mogvexmareba Tanamed-

rove samyaros moazrovne da harmoniulad 

ganviTarebuli Taobebi gavuzardoT, romel-

Tac ZaluZT winaaRmdegobebis gadalaxvac, 

gamarjvebac, marcxis Rirseulad miRebac, 

movlenaTa swori analizi da sxva uamravi 

adamianuri Tvisebisa da Rirebulebis saku-

Tar TavSi aRzrda. rac metad mniSvnelova-

nia globalizaciis Seuqcevad da xSirad, 

gaucnobierebel procesSi. 

Cemi saubari Zalian mSrali rom ar ga-

movides, movitan ramdenime magaliTs: N  

TamaSi 1. am TamaSs xalxSi sagangebo sa-

xeli ara aqvs, magram bavSvebi eZaxian ,,aba 
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Tqvis”. es TamaSi axlad enaadgmul bavSvsac 

SeiZleba vaswavloT. mTeli saidumlo rome-

lime mocemuli sityvis gariTmvaSia: -aba 

Tqvi erTi! –Segewios RmerTi, anda Zalian 

gavrcelebulia: –aba Tqvi vardi, wyalSi ga-

davardi da a.S. erTi SexedviT es arc kia 

raime gansakuTrebuli TamaSi, magram a)gasa-

ocarad amaxvilebs bavSvebSi poeturi 

ritmis SegrZnebisa da gariTmvis unars.Bb) 

aris Taviseburi responsoruli forma, rome-

lic aucileblad minimum ori adamianis 

(ori bavSvi, ufrosi da umcrosi) monawileo-

bas gulisxmobs. sayuradReboa, rom gaSaire-

bisa Tu gakafiavebis sabavSvo forma swored 

,,aba Tqvia” da bavSvebs Zalian moswonT. Gg) 

Zalian xSirad, am TamaSs mayureblebi (Tavi-

seburi arbitrebi) siamovnebiT adevneben 

Tvalyurs da yvelaze morcxvi bavSvic ki, 

Sejibrebisa da mogebis surviliT anTebuli, 

advilad, Zaldatanebis gareSe gadalaxavs 

simorcxvis fsiqologiur bariers. aseTi 

publika misTvis mosawonia da mayureblis 

reaqcia SeZaxilebiTa Tu SeqebiT, gasaocar 

siTamames sZens. Dd) da bolos yvelaze mTa-

vari, roca bavSvebi kargad iwafebian am Ta-
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visebur varjiSSi, TamaSi mzardi tempiTa da 

Taviseburi ritmiT viTardeba. samwuxarod, 

es TamaSi nel-nela daviwyebas eZleva da igi 

arcerTi skolis saswavlo programaSi ara-

Tu ar aris Setanili, aramed, arc ki moixse-

nieba. aqa iq, SemorCenilia tradiciul oja-

xebSi.  

TamaSi 2. moxsenebaSi Sevecade Sevxebo-

di iseT TamaSebs, romlebic yuradRebis miR-

ma arian darCenili da arc ki miuqcevia vin-

mes yuradReba. erTi aseTTagania qorwiloba-

nas TamaSi. sayuradReboa, rom bavSvebi Tama-

Sobisas cdiloben SeZlebisdagvarad mibaZon 

ufrosebs da daicvan yvela dramaturgiuli 

plasti, romelic am rituals axasiaTebs. 

isic unda iTqvas, rom Zalian xSirad, bav-

Svebi imeoreben sxvadasxva rituals da zog-

jer iseT detalebs amCneven, rom gasakviria 

zemoT naTqvamia da aRar gavimeoreb, Tu ra 

didi mniSvneloba aqvs bavSvebis mier ufro-

sebis mibaZvas. qorwilobana Zalian xSirad, 

dRis TamaSebis (arsebobs mzis Casvlis Sem-

deg saTamaSoebic) erTi Zalian mniSvnelova-

ni nawilia da yoveldRe SeiZleba iTamaSe-

bodes bavSvTa erTi da imave wreSi. oRond, 
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icvlebian rolebis Semsruleblebi. Aam Ta-

maSs metad sainteresoa, rom axasiaTebs mxo-

lod bavSvebisTvis damaxasiaTebeli danama-

tebic. magaliTad, ferxuli ,,dRes Tqveni 

qorwilia”, Aanda ,,mezobelo”. unda SevniSno, 

rom ,,mezobelo” xSirad, rogorc damoukide-

beli TamaSoba, ise sruldeba, arada, aSka-

rad qorwilobanas nawili unda iyos. riTia 

es TamaSi Zalian mniSvnelovani da sasargeb-

lo? upirvelesad, igi namdvilad sinkretu-

lobas moiTxovs: saxezea tradiciuli uni-

versalia-intonacia, ferxuli da improviza-

cia. miuxedavad imisa, rom bavSvebi cdilo-

ben uaxles periodSi nanaxi qorwili iTama-

Son, TamaSi tradiciul gzas ar Ralatobs 

da Zalian bevri plasti koleqtiuri mexsie-

rebis wyalobiTaa SemorCenili.Aanu arsebobs 

TamaSebSi tradiciuli wesebi, romlebic ar 

icvleba, siaxleebi – rogoric aris moduri 

cekva da musika, periodulad icvleba, Ziri-

Tadi qarga da dramaturgiuli plastebi uc-

vlelia. es raze migviTiTebs? iqneb sabavSvo 

TamaSebis dramaturgiა metyvelebs adamianis 

ritualuri mexsierebis mdgradobaze, musika-
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luri nimuSebi ki epoqis Sesabamisad icvle-

bian. rogorc Cans, epoqalur cvlilebas eq-

vemdebareba is musika da cekva, romelic sin-

kretulobis gareTaa moqceuli, is nimuSebi 

ki, romlebic ritualis nawilia, ucvleli 

rCeba. 

TamaSi 3. kidev erTi TamaSi, romelsac 

didi sargeblobis motana SeuZlia mcire 

asakis bavSvebisTvis aris ,,agangala”. Ees Ta-

maSi Sesulia qsenia sixaruliZisa da fiqria 

zandukelis wignSic da Cawerilia Cems mie-

rac saCxereSi, 1994 wels. es TamaSobac sin-

kretulobas moiTxovs. Zalian kargad Cans, 

koleqtivisa da solistis urTierToba. so-

listi sityvebiT – ,,me aseTi Tavi maqvs, me 

aseTi saxe maqvs”, aRwers ama Tu im cxove-

lis xasiaTs, garegnul Tvisebebs da cdi-

lobs gaakeTos Taviseburi imitacia, bavSve-

bi wreSi taSiT pasuxoben ,,agangala–ganga-

la”-s yoveli frazis Semdeg da bolos unda 

gamoicnon is cxoveli Tu frinveli, rome-

lic solistma aRwera. rogorc vxedavT, es 

TamaSi–gamocanaa. Ggamocdilebam dagvanaxa, 

rom es TamaSi bavSvebs ar bezrdebaT da da-

usruleblad surT TamaSi. simarTlea, rom 
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Zalian exmareba bavSvebs uxerxulobis daZ-

levasa da solo partiis Sesrulebis Cvevis 

CamoyalibebaSi. Sesrulebis dros, TamaSi 

moiTxovs bavSvisgan improvizaciis unars, 

gamomgoneblobas, gaazrebas. Yyoveli axali 

solo axleburad unda iyos warmodgenili - 

Sesabamisi moZraobiT, ase, rom qoreografiu-

li elementebic saxezea. Tu am principebis 

dacviT iqneba Seswavlili ,,agangala”, bav-

Svebi Tavidanve mieCvevian scenaze Tavisu-

fal moqcevasa da rac mTavaria, improviza-

cias.  

bunebrivia, erT moxsenebaSi SeuZlebe-

lia yvela CvenTvis cnobili TamaSis aRwe-

ra-ganxilva. fiqrob, zemoT aRwerili Tama-

Sebi sakmao warmodgenas qmnis Tanamnedrove 

swavlis procesSi tradiciuli TamaSebis 

gamoyenebis aqtualobaze. 
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Ketevan Baiashvili (Georgia) 
 

Kids games and contemporary problems in the study 
of folk songs in the children's ensembles 

 
Nowadays, in Georgia numerous children's 

ensembles perform folk songs which are mainly songs for 
adults. The aim of our work is to study ethnic music, 
traditional children's games, identify their values while 
learning musical folklore and above all to enrich the 
repertoire in children's groups. 

Kids’ games fully belong to national folklore and are 
very sensitive to political, social and other kind of 
changes. The study revealed that children perceive these 
games as syncretic. Syncretic type of thinking on its own 
is similar to polyphony. The paper presents three examples 
that are recorded by the author of the 80s in Tianeti( 
village), kakheti and Imereti (Sachkhere). Practice proved 
that children's games are generally very useful for giving a 
musical education to children. 
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Caroline Bithell (UK) 
 

PERFORMANCE AS AN AMBIVALENT ACT:  
VIEWS FROM THE UK AND CORSICA 

 
I type the word “performance” into my computer’s 

search engine. The first hit is an extract from a Wikipedia 
article which tells me (somewhat simplistically) that “A 
performance ... generally comprises an event in which a 
performer or group of performers present one or more 
works of art to an audience. Usually the performers 
participate in rehearsals beforehand. Afterwards audience 
members often applaud.” The more concise dictionary 
entries that follow include “a musical, dramatic, or other 
entertainment presented before an audience” and “an 
activity (such as singing a song or acting in a play) that a 
person or group does to entertain an audience”. These 
definitions encapsulate common assumptions about what 
performance is (from a modern Western or European 
perspective, at least), with “entertainment” and “audience” 
emerging as keywords. In this paper I wish to consider 
performance in a range of alternative guises, as well as 
discussing some of the problematic implications of the 
performance–as–entertainment or performance–as–
professional–presentation model. I shape my discussion 
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around two contrasting examples. The first comes from 
my research in the Mediterranean island of Corsica and 
addresses the complexities, compromises and sometimes 
troubling consequences associated with presenting 
traditional or folk material in a concert format. The second 
relates to the world of contemporary community choirs in 
the United Kingdom, where the merits or otherwise of 
performing on stage are a frequent topic of debate and 
where choirs engage in many alternative ways of sharing 
songs in public spaces. 
 

Traditional culture on the stage:  
perspectives from Corsica 

 
For those who carry the knowledge of ancestral 

practices, adopting the modern concert format involves a 
process of dislocation and recontextualisation as the 
musical material is separated from the cultural context in 
which it originated or from the particular occasion as part 
of which it would normally feature. Material may be 
presented on stage in this way in order to bring particular 
musical repertoires to the attention of those who are not 
able to experience the music in its natural context, or as 
part of the project of preserving distinctive repertoires that 
can no longer be found in their primary setting. 
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Modifications may be introduced for a variety of reasons, 
some derived from the performers’ sense of what will 
work well for the audience and others from the need to 
adapt to the demands of the new presentational structure.  

The story of one of Corsica’s longest standing 
ensembles, A Mannella, offers useful insights into how the 
repertoires and practices of an ensemble might evolve and 
why certain changes or compromises might be made. The 
driving force behind A Mannella was Jacques Luciani, 
who in 1957 was appointed to the post of schoolteacher in 
the village of Sermano. As he settled into his new 
surroundings, Luciani was astonished to find himself in a 
profoundly different cultural world from that of the nearby 
town from which he had come and whose musical culture 
was aligned with popular continental styles. He began to 
record the local songs and was soon faced with the 
question: should he simply keep the tapes as a private 
historical record or should he find a way of showing this 
repertoire to a wider audience of Corsicans and others who 
were as yet ignorant of the existence of an authentic 
indigenous culture? He decided on the latter course of 
action and so the group A Mannella was born. 

Polyphonic songs from the oldest layer of the oral 
tradition, including extracts from the settings of the 
Catholic mass that were unique to Sermano, formed the 
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core of A Mannella’s repertoire. These items were 
performed without any conscious musical modification. 
Instrumental pieces featured the old traditional melodies 
but here the players experimented with new tempos and 
harmonies and sometimes texts were added: as one 
member explained, “we tried to arrange things a bit”. 
Added to this more or less traditional base were recently 
composed songs whose melodies were modeled on 
traditional patterns but whose texts dealt with 
contemporary subjects; these also included instrumental 
accompaniment. These newer pieces were seen as 
necessary for introducing variety into the stage 
presentation and holding the audience’s attention in a way 
that could not have been so easily achieved if the group 
had restricted itself to unaccompanied songs in a language 
the audience couldn’t understand. In a culture where 
traditional music – particularly that associated with the 
church – was largely the domain of men, another function 
of the modern songs was to provide material for women, 
other than laments and lullabies. The group became 
affiliated to the National Federation of Folkloric Groups, 
membership of which brought a range of benefits, 
including invitations to perform in other countries. They 
then had to comply with the federation’s regulations and 
these included the requirement to wear folk costumes on 
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stage: it should be noted that this was not their own choice 
and that folk costumes are viewed very negatively by the 
present generation of Corsican music ensembles, whose 
members wear plain shirts and trousers, or even jeans and 
tee-shirts, when they perform. 

By the 1990s, when I was conducting fieldwork in 
Corsica, the island had a thriving culture of well-
established traditional music ensembles together with 
younger groups who performed their own contemporary 
songs in the Corsican language: both kinds of ensemble 
were commonly referred to as “cultural groups”. The 
concerts and festivals that took place in different parts of 
the island were especially numerous during the summer 
months, giving tourists several concerts a day to choose 
from, and a wide selection of CDs could be found not only 
in specialist music shops but also in outdoor markets, 
hypermarkets and petrol stations. Reports about the groups 
and their activities were a permanent feature of the 
island’s two daily newspapers, La Corse and Corse-Matin, 
and these reports were notable for the way in which they 
presented the activities of the performing groups as proof 
that traditional music was alive and well.  

In reality, this world of staged performances – what 
I referred to in my own writing at the time as 
“performance culture” – was clearly an entirely different 
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thing from a “living tradition”: at best, it could only be a 
representation of a tradition that had its primary existence 
elsewhere. Some of the musicians themselves were 
engaged in ongoing debates about the nature of culture 
and how best to keep traditional musical practices alive as 
a meaningful part of contemporary life, as opposed to 
turning them into either museum objects or consumer 
items. Many regretted the extent to which musical activity 
had become part of a consumer society. As one singer put 
it, “it’s business, business, business”. Another expressed 
the view that the current frenzy of activity was “a bit of a 
façade” and that all of the official support for the 
professionalisation of musical performance might, in fact, 
be detrimental as far as grass-roots, local activity was 
concerned. While “traditional culture” and “Corsican 
identity” were being promoted via grand public spectacles, 
more modest, less visible initiatives were left to fend for 
themselves. Reflecting on twenty years of cultural 
development, Ghjiseppu Turchini suggested that the 
concert stage had served well as a platform for re-
appropriating and disseminating traditional music in the 
revival of the 1970s but had ended up becoming a 
substitute for collective practice (1999: 350). More than 
once, I heard people express the view that “When people 
sing a paghjella on stage, it’s all over.” (The paghjella is 
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the archetypal polyphonic song genre of the island.) 
Others feared that those local practices that remained 
might now be seen as inferior to the new performance 
culture, which was more visible, more polished and also 
easier to access for young converts who were attracted by 
the glamour of the group lifestyle and its promise of a 
passport to the wider world. “Being in a group can go to 
people’s heads and then they are always off singing 
somewhere else,” one singer observed. There is a danger, 
said another, that plenty of people will turn up to sing 
when they are going to be seen – especially when the 
television cameras are present – but when someone dies in 
a remote village there will be no-one left to sing the mass 
for the funeral. “Culture must live every day,” Iviu 
Pasquali insisted when I interviewed him in 2004. “What 
counts is to impregnate this in our villages, to continue to 
perpetuate our traditions in our villages.” 

More concrete problems had surfaced as the 
distinction between performance culture and living 
tradition became confused and the professionalisation of 
musical activity came into conflict with the maintenance 
of popular, participatory traditions in local contexts. 
Members of one village association told me of how they 
had invited one of the newly formed groups to give a short 
concert as part of their patron saint’s day celebrations. The 
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performance had been a great success and so they had 
invited the same group back the following year. By this 
time, however, the group’s aspirations had risen. They 
now required an amplification system and their fee had 
tripled. On this particular night problems with the 
equipment caused delays to the programme and when the 
concert finally started the music was so loud that it drove 
part of the audience away. Normally profits made from the 
sale of refreshments would have been used to pay for 
repairs or improvements to the communal facilities in the 
village but now all of this money was needed to pay the 
group. In this case, then, the focus had shifted from the 
musicians contributing to the village celebrations to the 
village supporting the musicians, and the service provided 
by the musicians had been not only disappointing but also 
disruptive with respect to the socio-economic balance and 
the use of communal space and time. 
 

Degrees of performance:  
community choirs in the UK 

 
A useful complement to my distinction between 

performance culture (or stage culture) and living tradition 
is ethnomusicologist Thomas Turino’s distinction between 
what he calls “presentational performance” and 
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“participatory performance”, each of which corresponds to 
different musical styles and forms. Presentational music is 
“prepared by musicians for others to listen to” while 
participatory music is “not for listening apart from doing” 
(2008: 52). Classical music, the archetypal presentational 
music, may be seen as a closed form in which almost 
every detail of a performance is dictated by a written 
score. Participatory music, more often associated with an 
oral tradition, may be seen as open-ended with a flexibility 
that allows it to be adapted to any given situation. Most 
pertinent to my present discussion is Turino’s 
characterisation of participatory performance as “a 
particular field of activity in which stylized sound and 
motion are conceptualized most importantly as heightened 
social interaction” (28). When we make music in this way, 
he says, the focus is on “the other people one is interacting 
with through sound and motion and on the activity in itself 
and for itself” – we are not performing for an audience. Of 
the different musical fields that Turino identifies in his 
model (presentational, participatory, high fidelity and 
studio audio art), participatory performance is the most 
democratic, the least competitive and the least 
hierarchical. As such, it belongs to a world apart from 
what he terms “the capitalist-cosmopolitan formation, 
where competition and hierarchy are prominent and profit 
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making is often a primary goal” (35). Gary Ansdell, in his 
writings about community music therapy, also takes up the 
theme of performance as social interaction: he writes that 
“performing has shifted from being seen as just 
reproducing musical works to instead creating and 
sustaining social relationships through musicing” (2010: 
168).  

Nurturing community through music-making and 
reclaiming music as a universal, democratic, non-
competitive art is the foundation on which most 
community choirs are built. The number of community 
choirs in the UK has increased dramatically in recent 
years, as has the range of activities in which these choirs 
engage. Many of those who direct community choirs 
belong to the Natural Voice Practitioners’ Network 
(NVPN), whose guiding principle is that everyone can 
sing and everyone has the right to sing. It is no accident 
that so many of the songs in the community choir 
repertoire come from the world’s oral traditions – 
traditions where participation is again a fundamental 
principle – and so are structured in ways that maximise 
their capacity to include (in principle) all members of the 
community. In contrast to the more conventional amateur 
classical choir or choral society, performance is not the 
main goal of a natural-voice-style choir. As outlined in the 
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organisation’s “Philosophy and Working Principles”, “the 
main focus is on the process of coming together to sing 
whilst at the same time developing people’s vocal skills”. 
Some members reject the conventional performance model 
whereby a select group is raised up on a stage and is then 
exposed to the judgement of a much larger group of 
observers; this is seen to be especially inappropriate when 
a choir includes less secure singers who may have been 
negatively affected by past criticism of their efforts. In the 
directory of choirs that can be found on the NVPN 
website, some choirs describe themselves explicitly as 
“non-performing”. 

Many of the more established choirs do give annual 
concerts in small concert halls, community halls or 
churches. Even if a formal performance in front of a 
paying audience is not their main goal, however, most 
choirs reach a point at which the singers want to do 
something with the songs they have learnt outside their 
weekly meetings. Even the most tentative or nervous 
singers, once they have found their feet and gained in 
confidence, may be eager to share what they have learnt 
with a supportive audience of friends and family. A choir 
might therefore present a selection of songs in the spirit of 
a sharing, perhaps construed as an end-of-term party to 
which family and friends are also invited. A choir might 
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take part, together with other amateur music groups, in 
charity fundraising events or other community events that 
the audience attends for reasons other than expecting to 
witness a first-class performance. It might sing for a 
particular group of people – the residents of a care home 
or hospital, for example – where once again the focus is on 
aspects other than a virtuosic musical spectacle. Finally, a 
choir might sing at the birthday parties, weddings and 
funerals of its own members. In these alternative contexts, 
the choir’s performance takes the form of a voluntary 
contribution as opposed to a saleable product. 

When I paid a visit to the Good Vibrations 
Community Choir in Cambridge, I browsed through the 
posters for recent events in which the choir had been 
involved. Themes of peace and solidarity were prominent. 
One poster was for a concert entitled “Peace in Our 
Time”, described as “a concert of songs inspired by those 
who work for peace”, and the money raised was to be 
donated to the Mines Advisory Group (an organisation 
that helps to clear unexploded landmines and supports 
people who have been injured by mines and other 
weapons). Another event, entitled “Singing for Change”, 
was in aid of the Pakistan Earthquake Appeal: the poster 
invited the public to “join Good Vibrations and friends for 
an inspiring and uplifting evening singing songs that 
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changed the world (or should have done!)”. A third poster 
advertised an event for National Holocaust Remembrance 
Day, called “Stand With Me”. This was described as “An 
evening of songs and stories of resistance, life, hope and 
solidarity from different cultures. . . . The stories we will 
share give voice to the inspiring bravery and courage of 
ordinary people who have been prepared to stand up for 
others against tyranny and genocide.” For choir leader 
Rowena Whitehead, it was important to create 
opportunities for her choir to use their voices in this way. 
She reflected: “One of the things I feel proudest about is 
that there is now a sense of people feeling that they’ve got 
a voice, and that they will go and sing together, with 
confidence and passion, in different situations. . . . There’s 
a real groundswell now of folk who are happy to get 
together to share their voices at social events and for good 
causes. . . . It’s a hunger to belong, to connect with people, 
in a way that goes deeper than words and I know it feeds 
the soul” (interview 2007). Here, then, we also have the 
suggestion that this type of performance can be 
transformative at a personal as well as a socio-political 
level. 

There are also many opportunities to perform at 
more neutral events such as craft fairs, summer fêtes or 
open days at museums, for example. The biographical note 
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for Newcastle-based choir Heaton Voices in the 
programme for the 2012 National Street Choirs Festival 
captures the almost limitless possibilities: “We’ve sung at 
a range of venues, from shopping centres to churches, 
Christmas markets, to concerts at the Sage at Gateshead [a 
large arts centre]. We’ve sung at train stations, Metro 
stations and on buses. We’ve sung in heat waves, 
monsoons (usually at street choir festivals!) and blizzards. 
We’ve startled small children, bemused teenagers and had 
pensioners sing along with us at various ‘busks’. . . . Most 
of all, we’ve made true friendships through singing and 
(generally!) raised a smile wherever we go.”  

Choirs of this kind occupy an interesting mid-field 
position. Their members are not, and do not aspire to be, 
professionals or performing artists. But neither are they 
traditional singers or representatives of “the folk”. They 
are members of modern societies seeking to make music 
in a way that maximises participation, to reintroduce 
collective singing to social spaces and life events where it 
might have had a part in the past, and to perform (when 
they do perform) for reasons other than simply 
entertaining an audience or enhancing their own 
reputation. By helping to animate community events, they 
open up new spaces of conviviality in which the usual 
barriers between artists and audience are broken down. In 
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this respect, community choirs are replicating what is in 
many parts of the world a natural state of affairs, where 
music making has a far more visible presence in the day-
to-day life of the local community and fulfils many 
functions other than pure entertainment. 
 

Concluding thoughts 
 
By focusing on alternative modes of performance, I 

do not mean to imply that presenting traditional or folk 
music on stage is a bad thing. On the contrary, in the 
present geopolitical climate it is more important than ever 
to claim a place on the international stage for the many 
different kinds of music that exist in the world today and 
that are part of our rich human heritage. The concert stage 
should not be dominated by Western classical music, and 
other kinds of music should not be devalued as simply 
“folk” music. There is also nothing intrinsically wrong 
with music as entertainment. As my Corsican interviewees 
insisted, however, if our project is the safeguarding of 
cultural heritage then it is important to ensure that there is 
a healthy balance between different kinds of musical 
activity and that by enriching one aspect we do not 
impoverish another. It is also important to be clear about 
what exactly it is we are talking about and what exactly 
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we want to achieve. Are we aiming to preserve a musical 
repertoire in isolation or are we also trying to preserve, or 
reintroduce, the kinds of human relations and moral values 
that are associated with a particular way of life – a way of 
life in which music has many functions other than 
entertainment? In developing my own new research 
directions here in Georgia, I am interested in the kinds of 
musical initiatives that are happening away from the stage 
– and in some cases away from the attention of the media 
and official bodies – but in a way that complements, and 
works in tandem with, the evolution of professional 
musical activity. From my perspective, there is significant 
potential for Georgia to act as an instructive case study in 
international, interdisciplinary debates about safeguarding 
intangible cultural heritage and I look forward to working 
with colleagues here in contributing to those debates. 

 
Note: The examples used as illustrations in this paper are 
discussed in greater detail in my books Transported by 
Song: Corsican Voices from Oral Tradition to World 
Stage (Scarecrow Press, 2007) and A Different Voice, A 
Different Song: Reclaiming Community Through the 
Natural Voice and World Song (Oxford University Press, 
2014). 
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qerolain biTeli (didi britaneTi) 
 

Semsrulebloba, rogorc ambivalenturi  

aqti: mosazrebebi didi britaneTidan  

da korsikidan 
 

statiaSi warmodenilia sxvadasxva Sexe-

dulebebi samusiko Semsruleblobaze. tra-

diciuli korsikuli musikis gacocxlebul 

nimuSebze da didi britaneTis gundebis Ta-
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namedrove tradiciebidan moyvanil magali-

Tebze dayrdnobiT ganxilulia mizezebi, 

ris gamoc musikosebi da ara mxolod isini, 

SeiZleba ambivalenturni (gaorebulni) iy-

vnen oficialuri Sesrulebis tradiciuli 

meTodis mimarT, romelic auditorias wa-

redgineba, rogorc garTobis saSualeba. 

kerZod, ganxilulia tradiciuli an fol-

kloruli musikis sasceno SesrulebasTan 

dakavSirebuli problemebi. mizanSewonilia, 

Teoriul doneze erTmaneTisgan ganvasxva-

voT sasceno kultura da cocxali tradi-

cia, aseve prezentacia da monawileoba. mox-

senebaSi ganxilulia Sesrulebis alterna-

tiuli modelebi, rogorc socialuri urTi-

erTobebis Camoyalibebisa da sazogadoebis 

mxardaWeris saSualeba 
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Tamaz gabisonia (saqarTvelo) 

 

avtori qarTul eTnikur musikaSi 

 

musikaSi avtori mxolod kompozitoris 

igiveobrivi araa. Semsrulebelic da msmene-

lic garkveulwilad avtoria - nawarmoebis 

TanagancdiTa da interpretaciiT. isic cxa-

dia, avtoris funqciebi cnobil Semoqmede-

biT triadaze (kompozitori-Semsrulebeli-

msmeneli) xalxur musikaSi ufro Tanabradaa 

gadanawilebuli, vidre profesiulSi.  

aseve, „koleqtiuri avtori“ ar niSnavs 

imas, rom am erTobis wevrebi avtorebi ar 

arian. Tumca, msgavsad koleqtiuri gonisa, 

koleqtiuri avtori centriskenuli midreki-

lebisaa, xolo pirovnuli - centridanuli-

sa, sadac centri koleqtiuri gemovnebaa da 

ena, romelic koleqtivis yvela wevrisTvis 

gasagebia. 

qarTul musikiscodneobaSi termini „eT-

nikuri musika“ jer kidev araa myarad fexmo-

kidebuli. upirvelesad amis mizezi isaa, rom 

bolo wlebamde mkvlevarTa interesis veqto-

ri TiTqmis ar inacvlebs zepiri tradiciis 
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musikidan sxva saxis musikisken. TviT xalxu-

ri qalaquri simRerac naklebad pativdebu-

lia kvlevis mxriv. am dros ki xalxi, axal-

gazrdoba da media eTnikuri musikis defini-

ciis iniciativas Tavad iRebs Tavis Tavze 

(eTnika, eTno, eTnomusika). 

qarTuli eTnikuri musika CemTvis aris 

qarTuli eTnikuri dominantiT aRbeWdili 

musika, Seqmnili eTnikur wiaRSi aRmocenebu-

li araakademiuri saavtoro da saSemsruleb-

lo xerxebis upiratesi gamoyenebiT. am kre-

biT cneba/arealSi, vgulisxmobT xalxur mu-

sikas, saeklesio sagalobels da araakademi-

uri musikis im nawils, sadac eTnikuri ele-

menti wamyvan faqtorad gvevlineba. swored 

es ukanaskneli Janri iwodeba dRes masobri-

vad eTnomusikad. am sferoSi moviazreb pos-

tfolkloris (SeiZleba iTqvas, yvelaze 

folkloruli, arasaavtoro sfero dRevan-

del qarTul intonirebaSi) garkveuli mxat-

vruli Rirebulebis mqone im nimuSebsac, ro-

melic eTnikuri primatiT gamoirCeva.  

xsenebuli eTnikuri Seferilobis araa-

kademiuri musika folkloruli an fsevdo 

folkloruli motivebiT da aqsesuarebiT 
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sazrdoobs, upiratesad zepiri gadacemiT xa-

siaTdeba da msmenelTa garkveul segmentSi 

popularobiT da „folklorulis“ saxeliT 

sargeblobs. am Tvisebebis, aseve imis gamo, 

rom am movlenas tradiciul mimarTulebas-

Tan Sexeba TiTqmis ara aqvs da mis parale-

lurad viTardeba, Cven am movlenas „para-

folklori“ (gabisonia 2014 : 39) vuwodeT. 

dRes esaa TviTmoqmedeba, romelic erT-erTi 

aucilebeli komponenti gaxda eTnikuri 

kulturisa (iadriSnikova 2008 : 22).  

 

avtori qarTul xalxur musikalur tra-

diciaSi  

 

iseve, rogorc yvelgan koleqtiur xal-

xur musikaSi, qarTul tradiciaSic lideri 

aucilebeli faqtori iyo da koleqtiur 

SesrulebaSi es funqcia yvelaze metad ga-

moixateboda simReris dawyebiT da simReris 

ganmavlobaSi „funqcionaluri iniciativiT“ 

(gabisonia 2009:44). lideris igiveobrivi iyo 

kompetenciebi „Tavkaci“ (Tavi - kaci) da 

„Tavqali“ (Tavi - qali), aseve - ostati (ga-

rayaniZe 2007:42). es funqciebi SemdgomSi 
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„lotbarma“ SeiTavsa. simptomaturia am pro-

fesionalizmis niSniT gamorCeuli poziciis 

(sagaloblidan) xalxur sivrceSi gadmotana, 

rogorc organizebuli Semsruleblobis 

epoqis niSansvetisa.  

lideri qarTul koleqtiur simRerebSi 

gansakuTrebiT mkafiodaa gamokveTili „mo-

wodeba-pasuxis“ tipis sakulto, Sromis da 

sacekvao simRerebSi – refrenuli ostina-

tos pirobebSi. Tu msgavs orxmian da nawi-

lobriv samxmian simRerebSi lideris roli 

Tavad ritualis funqciuri moTxovnaa, ri-

tualisgan daSorebul umetes samxmian sim-

RerebSi lideris funqcia nivelirebas ga-

nicdis. aRmosavleT saqarTvelos samxmian 

simRerebSi liderobis naSTi Sua xmaSi iZeb-

neba. 

dasavleT saqarTveloSi lideri xmis 

Zieba naklebad efeqturia. gurul simReraSi 

Sua xmis lideroba fragmentulad - indivi-

dualuri sityvieri teqstis saxiTaa gamom-

JRavnebuli. am mxriv SedarebiT gamorCeulia 

Zveli plastis svanuri himnuri simRerebi, 

sadac Sua xmis primati sakmaod SesamCnevia. 

magram yvelaze gamokveTili saxiT Sua xmis 
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(orxmianobaSi ki - zedas) lideroba mainc 

aWaraSia gamovlenili, romelmac gurulTan 

SedarebiT ufro Zveli plastis nimuSebi Se-

mogvinaxa. erTi SexedviT ucnauria, magram 

saavtoro iniciativebi samxmianobaSi yvela-

ze metad iqaa gamomJRavnebuli, sadac lide-

ri yvelaze naklebad ikveTeba - esaa guruli 

„trios“ simRerebi. aq samive xma mizanmimar-

Tulad improvizaciulia - zeda da qveda 

xmis meti midrekileba moZraobisadmi Ziri-

Tadad Sua xmasTan SedarebiT maTi meti dia-

pazoniTaa gamowveuli. 

saavtoro kompetencia mkafiodaa gamok-

veTili im individualur SemsruleblebSi, 

romlebic SesaZloa movixsenioT, rogorc 

„specialistebi“ an „profesionalebi“. Tavi-

anTi ostatoba xSirad maTi Semosavlis wya-

ro iyo. garayaniZis mier daxasiaTebuli 

xalxuri „profesionalebi“ (mestvireebi) da 

„naxevradprofesionalebi“ (motirlebi), er-

TmaneTisgan mkafiod ar gansxvavdebian anaz-

Raurebis faqtoriT (garayaniZe 2007:32,33), 

Tumca naxevradprofesionalebi ufro iSvia-

Tad iReben gasamrjelos. magram maT ufro 

is Janri ganasxvavebT, romelSic moRvaweo-
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ben. profesionalebi ufro „saprezentacio“ 

garemoSi moiazrebian, rodesac naxevradpro-

fesionalebi ufro metad arian CarTuli 

tradiciul ritualSi. Tumca me veTanxmebi 

netlis azrs, romelic profesionals osta-

tobis da ara ekonomikuri aspeqtiT aRiqvams 

(netli 2005 : 125) 

 

folklorizmi da avtori 

 

XIX saukunis 80-ian wlebSi saqarTvelo-

Si yalibdeba eTnografiuli ansamblebi ga-

mokveTili xelmZRvaneliT (balanCivaZe, aRni-

aSvili, qoriZe). masobriobisa da avtorita-

rizmis sabWoTa ideologia met wonas sZens 

xalxur simRerasac da misi xelmZRvanelis 

kompetenciebs. muSavdeba Zveli simRerebi, 

iwereba axlebi, es saqmianobac xSirad fi-

nansdeba.  

unda aRiniSnos, rom miuxedavad lot-

barTa simravlisa, maTi moRvaweoba aras-

dros gascilebia xalxuri stilistikis 

farglebs. ris gamoc dRes tradiciuli 

xalxuris filtrgamovlili simRerebis 

gverdiT saavtoro an gadamuSavebuli simRe-
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rebi erT „stilistur tonalobaSi“ ismineba. 

mogvianebiT es inercia miinavleba da „xal-

xuri kompozitorebi“ stilisturad ufro 

Tamam nawarmoebebs Txzaven. samagierod es 

ukanasknelni ukve tradiciuli folkloris 

egidiT aRar moixseniebian. 

saavtoro nakadis simZlavreze ufro me-

ti problema sasceno folklorSi, Cemi az-

riT, simRerebis kanonikuri variantebis (ga-

rayaniZe 2007:79) tradiciaa, rac erT xans Ta-

vad samTavrobo struqturebisTvisac miuRe-

beli gaxda (tradiciuli... 2011:73). es tenden-
cia dRes naklebad aqtualuria, Tumca igi 

parafolklorSi transformirda garkveuli 

motivebisa da saSemsruleblo xerxebis ga-

fetiSebaSi (kaxuri Caxveva, daRmavali sek-

vencia, fanduris swrafi dakvra), romelic 

damkvidrebulia garkveuli reminiscenciebis 

Sedegad. swored kanonizaciis sawinaaRmde-

god iyo, pirvel rigSi, mimarTuli 1980-iani 

wlebis erTgvari „avTentikis renesansis“ mi-

marTuleba (ediSer garayaniZe, ansambli 

„mTiebi“, „mzeTamze“, „anCisxati“). Tumca „ka-

nonikuris“, rogorc gaxeSeSebuli, usicoc-
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xlo struqturisadmi protesti zog Sem-

TxvevaSi iwvevs sxva, ukve ramdenime „sakano-

nizacio“ variantebis dagrovebas. dResac 

xSirad zogierTi ansambli scenaze Zveli Ca-

naweris srulyofil asls warmoadgens xol-

me, rac Cemi poziciiT, avtorobis sruli 

uaryofaa.  

amave dros, qarTuli folkloruli mu-

sikis sivrceSi aqtualuria Tavad gundis 

„avtoroba“. Zveli momRerlebis simRerebs 

dRes enacvleba ansamblebis simRerebi - „an-

Cisxatis“ „CoCxaTura“, „basianis“ „Tamar 

dedfal“, rusTavis „grZeli kaxuri“ da sxva.  

 

avtori galobaSi 

 

qarTuli tradiciuli musikis meore 

mZlavri Senakadi - qarTuli saeklesio saga-

lobeli avtorobis mimarTebiT erT Sexed-

viT mraval kiTxvas ar badebs. es, cxadia, 

profesiuli musikis sferoa, Tumca zepiri 

tradiciac aq sakmaod mniSvnelovania. 

XIX-XX saukuneTa mijnaze gakeTebuli 

sanoto Canawerebi naTelyofen, rom qarTu-

li galobis sxvadasxva skolas gaaCnia er-
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Tiani fuZe, magram mcire gansxvavebebic, rac 

zogjer pirovnul interpretaciasTanaa da-

kavSirebuli. magaliTad, gelaTis skolis 

sada kilos Sua xmis ori versia - nikolaZi-

sa da xundaZis SesrulebiT, SesamCnev gan-

sxvavebas aCvenebs.  

unda aRiniSnos tradiciuli qarTuli 

samxmiani galobis oTxxmianad gadakeTebis 

praqtika aseve XIX saukunis 80-ian wlebSi 

(mrevliSvilis, benaSvilis, monadiriSvilisa 

da maRraZis mecadineobiT). dRes ki gansa-

kuTrebiT xSirad sagaloblebis avtorad 

xalxis mier moiazreba artem erqomaiSvili. 

sainteresoa, rom dasavleT saqarTve-

los cnobili lotbarebi TiTqmis erTnai-

rad kompetenturebi iyvnen rogorc galoba-

Si, aseve simReraSi da unda aRiniSnos, rom 

am regionis baris simRerebi da sagaloble-

bic ufro met siaxloves hpoveben erTmaneT-

Tan, vidre - aRmosavlur-qarTuli sagalob-

lebi da simRerebi.  

avtorobis mxriv saintereso praqtika 

dagvitova kompozitorma aleqsi maWavarianma, 

romelmac istorikos pavle ingoroyvas mier 

erTi xmis partiaSi viTomdac gaSifrul 
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Zvel qarTuli nevmebis safuZvelze „aRdgeni-

li Zveli qarTuli galobis“ egidiT 1962 

wels saintereso musikaluri piesebi Seqmna, 

Tumca - qarTuli tradiciuli samgaloblo 

musikaluri enisgan daSorebuli. 

sagaloblis avtorobis saintereso sta-

tusi gaaCnia qarTuli marTlmadidebluri 

eklesiis saWeTmpyrobels patriarq ilia II-s. 

misi samgaloblo nimuSebi iqmneba sxvadasxva 

kompozitorTa gadamuSavebiT (bolqvaZe, ka-

xiZe), Tumca amgvari Tanaavtoroba oficia-

lurad ar formdeba. xolo patriarqis didi 

saxalxo avtoriteti am sagalobelTa sasce-

no warmatebis erTgvari garanti xdeba. amas-

Tan sinodis mier aratradiciuli sagalob-

lebis akrZalva mis mimarT, ase vTqvaT, `ar 

muSaobs~.  

 

avtori parafolklorSi 

 

qarTuli parafolklori folkloru-

lobis prizmaSi Tavis ambivlentur xasiaTs 

amJRavnebs: erTi mxriv, tipobrivi saavtoro 

musika swored qarTul parafolklorSi 

JRers, meore mxriv ki, dRes mas funqcioni-
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rebis ufro meti SemoqmedebiTi meqanizmi 

aqvs tradiciuli folkloris analogiuri, 

vidre im tradiciuli struqturis musikas, 

romelic dRes mTlianad folklorizmis sa-

mosSia gaxveuli.  

aris Tu ara parafolklori ara mxo-

lod zepiri, aramed - tradiciulic? tradi-

ciuli ara dRemde motanili tradiciuli 

stiluri komponentebis gagebiT, aramed - 

rogorc sakuTari tradiciis SemmuSaveblis 

gagebiT? metad iSviaTad. zogadad es movle-

na ukiduresad ekleqtikuria.  

qarTuli parafolkloris im masivSi, 

romelTac sazogadoebis didi nawili „fol-

klorad“ moixseniebs, iSviaTia nimuSebi, 

romlebic SesaZlebelia, qarTuli xalxuri 

musikis bunebrivi ganviTarebis nayofad Ca-

iTvalos. ZiriTadad aq vxvdebiT xalxuri 

elementebis erTgvar SarJebs, romlebic Sem-

deg fasetebad SeiZleba daiyos: 1) dialeqtu-

ri dominantis mxriv (aRmosavluri mTis in-

tonaciis Semcveli, guruli intonaciis Sem-

cveli (ufro - eTnojazi), megruli, raWuli 

2) erovnuli komponentebis mxriv (iranul-

Turquli, evropuli, hibriduli); 3) struq-
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turis mxriv (kupleturi, fazobrivi ganviTa-

rebis), 4) Janrul-situaciuri (scenuri, av-

Tentikuri), 5) aranJirebis mixedviT (moder-

nizirebuli - qromatiuli da gaeleqtroebu-

li instrumentebi, tamtamebi dolis ritmiT). 

saxelmwifo folkloris centri, am sfe-

roSi erTaderTi oficialuri organo, qar-

Tuli eTnikuri musikis mxolod folklo-

ruli frTiT ifargleba da saavtoro eTni-

kuri musikis srul ignorirebas axdens, mis-

Tvis Tavis RonisZiebebSi calke nominacias 

ar iTvaliswinebs, mizezi erTia: „es ar aris 

folklori“. 

garda aRniSnuli struqturisa, para-

folklori arc zogadad musikismcodneebis 

yuradRebiTaa ganebivrebuli. televizia ume-

tesad ironiul konteqstSi warmoaCens wina 

planze. erTaderTi, sadac parafolkloris 

SedarebiT srulad JRers - radios calkeu-

li arxebia. 

arada garkveuli segmentis msmenelis-

Tvis mniSvnelovania ara folkloris fun-

qcionirebis normebi, aramed - eTnikuri faq-

tori. amitom parafolkloris avtorebis-

Tvis folkloristebisgan ignorireba araTu 



 

 

 157 

ar warmoadgens SemoqmedebiT saqmianobaSi 

seriozul winaRobas, aramed - erTgvar 

„kart blanSsac“ ki aniWebs. 

magram aris sfero, romelic erTgvari 

Sualeduri rgolia parafolklorisa da 

folklorisa, da romelmac samwuxarod 

dRes TiTqmis amowura Tavisi aqtualoba. 

esaa cnobili qarTveli lotbarebis (qevxiS-

vili, maxaTelaSvili, xateliSvili, fsutu-

ri) mier gasuli saukunis 60-80-ian wlebSi 

SeTxzuli folkloruli motivebiT ostatu-

rad gajerebuli, magram melodiuri, modu-

laciuri da struqturuli novaciebiT ga-

morCeuli nawarmoebebi.  

rogoria zogadad folkloris sferoSi 

moRvaweTa Sexeduleba avtorisa da misi kom-

petenciebis Sesaxeb? am mizniT CavatareT 

mcire gamokiTxva romelmac gvaCvena, rom 

folkloris individualuri avtorobis mi-

marT zogadad dadebiTi pozicia SeiniSneba, 

oRond tradiciuli stilis aucilebeli Se-

narCunebiT. 

amgvarad, saavtoro uflebebi qarTul 

tradiciul musikaSi ZiriTadad xalxur mex-

sierebaSia CabeWdili da, zogierTi gamonak-
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lisebis garda, ar moiTxoven am kompetenci-

is dadasturebas. axali versiebi ZiriTadad 

ganpirobebulia rogorc avTentikisken mib-

runebis, aseve - scenuri warmatebis motiva-

ciiT. es exeba rogorc „puristebs“, aseve - 

„akademikosebs“ (gabisonia, 2014: 22). rac See-

xeba parafolklors, aq avtorobis Segneba 

ufro gamZafrebulia, iseve, rogorc plagia-

tis mimarT protesti. 

sabolood, unda iTqvas, rom saavtoro 

da xalxuri musika opozitebi araa. CemTvis 

misaRebia cneba „avtoris“ xalxuri musikis 

sivrceSi imgvari gageba, romelic moicavs 

ara mxolod simReris erTpirovnulad Sem-

qmnels, aramed yoveli im axali komponentis 

Semomtans, ramac xalxur nimuSs sxva ieri 

misca - gaxada sxvagvari, vidre is aqamde 

iyo. davazustebT xalxuri avtorobis Sem-

deg doneebs: 

• avtori - kompozitori 

• avtori - eTnofori 

• avtori – rekonstruqtori 

• avtori calkeuli xmebisa 

• avtori - xmebis dammatebeli 
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• avtori - sityvebis Semcvleli 

• avtori - simRerebis gamaerTianebeli 

• avtori - sakravebis dammatebeli 

• avtori calkeuli originaluri mo-

tivebisa 

• avtori saSemsruleblo niuansebisa 

• avtori - gundis xelmZRvaneli 
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Tamaz Gabisonia (Georgia) 

 
The Author in Georgian Ethnic Music 

 
Georgian ethnic music, as a multi-level notion in the 

forms of music, that includes folk components has never 
been in the focus of Georgian musicology. Georgian 
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musicians who are charmed with ethnic intonations have 
to adapt to the strict paradigm of traditional stylistic 
regulation. The cult of polyphonic folk tradition sets some 
filters which along with the axiological conclusions, 
considers measurement of folk tune only with the 
traditional authentic model.  

To me, Georgian ethnic music can be defined as 
music containing a dominant component of Ethnic 
Georgian Music. It is music gestated in the non academic 
ethnic womb, using predominantly author’s and 
performance tools inherent in the existing culture. In this 
collective concept/areal, we mean Georgian folk music, 
Georgian chant and not the segment of non-academic 
music, in which the ethnic element is a leading factor.  

While folk heritage was often fetishized, new 
initiatives were not encouraged by the formal structures of 
folklore and this initiated some type of “free regulations” 
in the space of “outside the folklore”. At the same time, 
today even such a stable phenomenon as Georgian 
traditional music creates somehow amorphous picture 
which is triggered by choir performances, regulations of 
oral transmission and genre and style transformations. 
Interrelations existing in Georgian Ethnic Music between 
author and interpreter, initiative and stability, national and 
foreign create diverse system of creative mechanisms.  
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It is true that notion of the author, performer, soloist, 
leader, manager, accompaniment, arrangement and 
instrument setting in Georgian ethno music create diverse 
facets in the levels of “authentic” and “academic” folklore, 
church songs or author’s songs, ethno pop, ethno jazz or 
ethno rock, modernized folklore or post folklore. The 
concept of the author is quite large in size with small 
content. In this report we will try to establish those trends 
which will help us see the author of Georgian ethnic music 
as a concept.  

Non-academic music of ethnic dimension, which is 
based on folk or pseudo-folk motifs and accessories, is 
partially characterized by oral transmission and earns 
popularity among the audience. This is perceived as 
“folk” music. It develops in parallel with the traditional 
folk music. We term this phenomenon the “parafolk” 
music.  

In the diverse world of non-academic music we think 
that it is interesting to discuss “folk professionalism”, 
group co-authorship, “pre music” regulations, experience 
acquisition, unintentional or deliberate plagiarism, 
crossing stylistic framework, fusion, and motivations of 
verbal, plastic and visual accents. This aspects shape in a 
certain way the semantic field of the concept “author”. 
From this perspective we should also consider self and 
mutual definitions of authors and priorities of appraising. 
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nanagogolaZe (saqarTvelo) 

 

Semsrulebloba Tanamedrove leCxumSi  

 

qarTul eTnomusikologiaSi Seswavli-

lia xalxuri musikaluri Semoqmedebis is-

toriisa da Teoriis mravali mniSvnelovani 

sakiTxi. aris iseT sakiTxTa rigi, romelTa 

Seswavlas sistemuri xasiaTi ar hqonia. erT-

erTi aseTia Semsruleblobis sakiTxi3. 

Cemi gadasaxedidan msurs avsaxo, Tu ro-

gori saxiT arsebobs dRes Semsrulebloba 

leCxumSi. Sevexebi im lokalur garemos, ro-

melTanac uSualo pedagogiuri Sexeba maqvs. 

uaxloes warsulSi cagersa da mis ram-

denime sofelSi warmoebuli eqspediciebidan 

cxaddeba, rom adgilobriv xalxur simReras 

bunebriv yofaSi ukve Zalze iSviaTad movis-

menT, - es iqneba nadi, sxvadasxva rituali, 

Tu sawesCveulebo garemo. Mmiuxedavad imisa, 

rom adgilobriv xandazmul macxovreblebs 

axsovT simRerebi, eTnografiul garemoSi 

                                                            
3aRniSnul problemaze amomwuravad aris msjeloba 
da daskvnebi gamotanili or uaRresad saintereso 

naSromSi (ЗемцовскийИ. 1984; АлексеевЭ. 1985).  
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naklebad Tu Seiqceven Tavs simReriT. ami-

tom sagangebod Txovna xdeba saWiro, rom 

gaixsenon da Segvisrulon ama Tu im Janris 

simRera. 

Tanamedrove Semsruleblisa Tu msmene-

lis esTetikuri aRqma dRes mniSvnelovnad 

gardaqmnilia. xSirad isec xdeba, rom scena-

sa Tu eklesiaSi, mgalobeli iqneba is Tu 

xalxuri simReris Semsrulebeli, Tmobs po-

zicias msmenelis winaSe da arCevs iseT re-

pertuars, romelic msmenelis gemovnebaze 

iqneba morgebuli. 

saqarTveloSi sasceno folklori XIX 

saukunis dasasrulidan iwyebs ganviTarebas, 

rodesac lado aRniaSvilis mier TbilisSi 

daarsebulma `qarTulma xorom” dasabami 

misca xalxuri sasimRero xelovnebis sasce-

no asparezze gamotanas. Semsruleblobis 

TvalsazrisiT, qarTul sasimRero fol-

klorSi am droidan Cndeba auTenturi fol-

kloris momijnave, pirobiTad `axali mimdi-

nareoba” _ meoreuli folkloris saxelwo-

debiT, romelsac rusuli musikis Teoreti-

kosi e. aleqseevi `folklorizms” uwodebs. 

es SemoqmedebiTi siaxle mTel rig cvlile-
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bebs…gulisxmobs. am tipis ansamblebSi dai-

nerga zeda xmebis SesrulebaSi xmebis gaor-

mageba, ufro metic, zeda xmebis jgufuri 

Sesruleba, ramac Semcirebuli improvizaci-

is xarjze, gamoiwvia solistTa mniSvnelo-

bis damdableba. sasceno SemsruleblobisaT-

vis saxasiaTo xdeba aseve gundebis mraval-

ricxovneba, Sereuli gundebis arseboba, ase-

ve Cndeba specifikuri Sinaarsis sasimRero 

teqstebi. 

folklori, rogorc esTetikuri Rire-

bulebis matarebeli xelovneba, amave dros 

Tavisi arsiT, adamianis pirovnuli Tavisuf-

lebis gamoxatulebacaa. dRes problemad me-

oreuli, sasceno folklori isaxeba, gamom-

dinare iqidan, rom axalgazrda ansamblebis 

mxridan auTenturi Semsruleblobis intere-

si da miswrafeba naklebia. am dros didi pa-

suxismgebloba ekisreba gundis xelmZRva-

nels, romelic arCevs sasimRero repertu-

ars da amave dros gansazRvravs swavlebis 

meTodikasac.  

pirvelad sasimRero folklorSi Sem-

sruleblobis erT-erT mTavar kriteriums 

warmoadgens zeda xmebis Sesruleba TiTo 
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momRerlis mier, rac prioritets warmoad-

gens ansambl `salaRobosTvisac”. Cveni or-

wliani urTierTTanamSromlobis manZilze 

miuxedavad momReralTa didi nawilis wina-

aRmdegobisa, vcdilobT, rom ar moxdes mom-

ReralTa xmebis mixedviT specializacia. 

garkveulma eqsperimentebma namdvilad gaa-

marTla, rodesac movaxdineT xmebis gadanac-

vleba ama Tu im xmis partiaSi. Tumca aqve 

unda iTqvas, rom pedagogiuri alRo da sif-

rTxile mainc saWiroa amgvari tipis cvli-

lebebis dros da zogjer gasaTvaliswinebe-

licaa momRerlebis, rogorc moswavleebis 

azri.  

xalxuri simReris sagakveTilo proces-

Si Cveni mTavari saxelmZRvanelo 1958 wlis 

Zveli leCxumuri audioCanawerebia, saidanac 

saSualeba gveZleva maqsimaluri sizustiT 

gadmoviRoT da aRvadginoT adgilobrivi 

kuTxuri musikaluri cnobierebisaTvis saxa-

siaTo yvela saSemsruleblo niuansi.  

rom ara es audio masala, gaZneldeboda 

im namdvili, sofluri sasimRero tradiciis, 

rogorc saSemsruleblo stilis gamomJRav-

neba miT ufro CemTvis, rogorc warmoSobiT 
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aramkvidri leCxumelisaTvis. mas Semdeg na-

xevar saukuneze metia gasuli.Aam xnis man-

Zilze moRvawe ansamblebis saSemsruleblo 

tradiciis memkvidrea dRevandeli moqmedi 

vaJTa folkloruli gundi `salaRobo”, ro-

melic leCxumis administraciuli centris, 

q. cageris kulturis centrTan arsebobs4.  

aRniSnuli kulturuli dawesebuleba 

ansambls avaldebulebs mravalferovani 

programis Seswavlas. amitom iwodeba gundi 

akademiurad. repertuarSi Sedis rogorc ad-

gilobrivi xalxuri, qalaquri, saeklesio 

sagaloblebi, aseve saestrado Janris simRe-

rebi (fortepianos, gitaris, akordeonis, 

qromatizebuli fanduris TanxlebiT. maT 

repertuarSia kompozitoriseuli sagundo 

simRerebic). isev da isev aRniSnuli kultu-

ruli dawesebulebis formatidan gamomdina-

re, regionuli ansamblebis sasimRero reper-

tuari mravalJanrobrivi da Sesabamisad mra-

valstilisturicaa. cxadad Cans, rom sti-

listuri aRreva mniSvnelovnad axdens gav-

                                                            
4 ``salaRobos” winamorbedi ansamblebia: `leCxumi”, 
`Svidkaca”, `salxino”. 
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lenas momReralTa saSemsruleblo maneraze 

da garkveulwilad gemovnebazec. Aam mxriv 

yvelaze metad ziani adgeba xalxuri simRe-

ris Semsruleblobas, romelic zemoT xsene-

buli stilisturi aRrevis msxverpli xdeba.  

droTa da gemovnebaTa WidilSi rTulia 

Tanamedrove epoqis SemsruleblobaSi auTen-

turi xazis dacva, maSin, rodesac ansamble-

bis SemadgenlobaSi didi xvedriTi wili 

axalgazrda Semsruleblebze modis. 

xSirad, ama Tu im koleqtivis musika-

lur stilsa da saSemsruleblo mimdinareo-

bas gundis xelmZRvanelis piradi arCevani 

gansazRvravs. mis arCevans ki pedagogiuri 

alRo, codnasTan erTad gamocdileba da ge-

movnebac. arc Tu ise iSviaTad es ukanaskne-

li xdeba warmmarTveli gundis, rogorc re-

pertuaris SerCevaSi, ise mis auTenturobasa 

Tu meoreul SemsruleblobaSi.  

zogadad unda iTqvas, rom qarTuli 

xalxuri simRerisa da sasuliero musikis 

identoba, romelsac gansazRvravs Sesrule-

bis forma, xasiaTi Tu manera, droiT dis-

tanciazec advilad SesagrZnobia. 
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xalxuri simReris Seswavlis sawyis 

etapze yvelaze marTebulad `kompleqsuri 

aRqmis meTods” (e. garayaniZe:2007, 139) miviC-

nev, romelic prioritetulia Cveni ansam-

blis saswavlo procesisaTvisac. amgvari me-

TodiT Seswavla TandaTanobiT, xangrZlivi 

da mravalgzis mosmenis safuZvelze miiRwe-

va. aseT dros xdeba simReris ZiriTadi qar-

gis aRqma-damaxsovreba, Tumca damaxsovrebis 

xarisxi yovelTvis miaxloebiTi iqneba, rom-

lis drosac asparezi eZleva Semsruleblis 

improvizaciulobis unars da gamodis, rom 

faqtobrivad momRerali ukve Seswavlili 

simReris Tanaavtoric xdeba. amis Semdgomi 

etapia ukve metnaklebad gaTavisebuli simRe-

ris calkeuli xmebis melodiuri naxazis ga-

morCeva. Seswavlis amgvari meTodi umTavre-

sad, martiv da saSualo sirTulis sasimRe-

ro nimuSebs exeba. rac Seexeba rTul nimu-

Sebs, maTi Seswavlisas gamoiyeneba e.w. `di-

ferencirebuli meTodi” (e. garayaniZe), rome-

lic simReris calkeuli xmebis da calkeu-

li monakveTebis mixedviT aTvisebas gulis-
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xmobs5. igi ostati momRerlebis praqtikaSi 

gvxvdeba. ediSer garayaniZis varaudiT, `di-

ferencirebuli meTodiT” swavleba Tavisi 

warmoSobiT, nawilobriv mainc, unda ukav-

Sirdebodes samgaloblo praqtikas, rome-

lic Tavis mxriv, Seswavlis swored am me-

Tods emyareba. 

mokled Sevexebi q. cageris sakaTedro 

taZarTan arsebul mgalobel qalTa gundis 

moRvaweobas, romelTan muSaoba ufro xan-

grZliv periods moicavs. am xnis ganmavloba-

Si etapobrivad movaxerxeT arakanonikuri, e. 

w. `sionuri” samgaloblo saRvTismsaxuro 

repertuaris ganaxleba galobis centris mi-

er gamocemuli samgaloblo krebulebSi da-

beWdili kanonikuri saeklesio sagaloble-

biT. am etapze ZiriTadi gangebebis, wirva-

locvis sagalobelTa ganaxlebas vjerde-

biT. rac Seexeba micvalebulTa panaSvidisa 

da paraklisis sagaloblebs, - aq melodiuri 

sirTulisa Tu sagalobelTa xangrZlivobis 

gamo TavSekaveba moxda rTuli melodiuri 

                                                            
5 e. garayaniZe. „qarTuli xalxuri simReris Semsru-
lebloba“.  
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nimuSebis Seswavlisagan. gunds axasiaTebda 

gaumarTleblad swrafi tempiT galobis Cve-

va, rac upirvelesad zogaddasavlur _ kuT-

xuri mentalobiT SeiZleba aixsnas.  

gasul zafxuls, zemoT aRniSnulma gun-

debma qarTuli folkloris daTvaliereba-

festivalSi miiRes monawileoba. unda iT-

qvas, rom mgalobelTa gundis Sesrulebam 

didi mowoneba daimsaxura. gundis upirate-

sobad dasaxelda Sesrulebis siRrme, sisa-

dave, tembraluri Sexameba, amasTan erTad 

wirva-locvis repertuaris srulad floba. 

rac Seexeba vaJTa gundis gamosvlas, aq swo-

red Semsruleblobis erT-erTi mTavari as-

peqti, - Sesrulebis manera iqna dawunebuli, 

romelic komisiis wevrebis TqmiT, sasurve-

lia, rom metad axlos iyos leCxumur-gle-

xur SemsruleblobiT stilTan. miuxedavad 

imisa, rom ansamblis momReralTa smeniT mex-

sierebaSi Zveli fono-Canawerebis simRere-

bia, maTTvis, rogorc axalgazrda Tanamed-

rove SemsrulebelTaTvis rTulia tradici-

uli, wminda glexuri maneriT Sesruleba. 

leCxumel poet lado asaTians aqvs aseTi 
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xatovani naTqvami: `magram es mainc ufro me-

tia, ufro sofluri da vaJkacuri”... 

cnobili eTnomusikologi i. zemcovski 

sxva mecnierTagan gansxvavebiT SedarebiT 

mkacrad aRniSnavs, rom `scenaze gamotanili 

folklori, ganurCevlad imisa, Tu ramdenad 

wmindadaa daculi misi damaxasiaTebeli niS-

nebi scenuri interpretaciisas, yvela Sem-

TxvevaSi ukve folklorizmia, vinaidan scena 

TavisTavad aris musikaluri folklorisa 

da profesiuli musikis urTierTqmedebis 

sawyisi etapi, gadasvla arafolklorul 

formebze”.  

Semsrulebloba, iseve rogorc nebismie-

ri SemoqmedebiTi movlena cvlilebebis ga-

reSe ver ganviTardeboda. JamTasvlis mona-

povaria dRevandeli saxiT arsebuli musika-

luri folklori, romelmac gzadagza mrava-

li Tvisobrivi siaxle SeiTvisa.  

adgilobrivi sasimRero Semoqmedebis 

Semsruleblobis detalebze sasaubrod leC-

xumuri sasimRero folkloris xandazmul 

Semsrulebelsa da gamocdil pedagogs, ra-

fiel kopalians vestumre. Mman leCxumuri 

sasimRero folkloris ganmasxvavebel niSan-
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Tvisebebad misi musikaluroba, teqstobrio-

ba da saSemsruleblo manera gamoyo. maSin, 

rodesac am kuTxis folkloruli simRerebi 

sakmaod daZabuli da mWeqare xmiT Sesasru-

lebelia, batoni rafielis TqmiT, simsubuqea 

leCxumuri simRerisaTvis ufro metad saxa-

siaTo. marTlac, rodesac misi ansamblis, _ 

`leCxumis” Zvel Canawerebs vismenT, Sedare-

biT msubuqi bgeriT Sesrulebis STabeWdi-

leba iqmneba.Aaqedan Cans, Tu ramdenad buneb-

rivi da normaluria mReris amgvari manera 

misTvis, rogorc erTi konkretuli momRer-

lisaTvis, radgan sulac ar fiqrobs, rom 

leCxumuri simRera mZimed Sesasrulebelia. 

misi TqmiT, leCxumuri folkloris margali-

tebi leCxumelebis sulieri ganwyobilebis, 

Sinagani tkivilisa Tu sixarulis gamomxat-

velia.  

dRevandeli sasceno cxovrebidan gamom-

dinare Tu vimsjelebT, musikaluri fol-

kloris auTenturi Semsruleblobis tradi-

ciis farglebSi SenarCuneba yvela saSemsru-

leblo niuansis dacviT, sasimRero fol-

klorisaTvis metad aucilebel da sasicoc-

xlod mniSvnelovan pirobas warmoadgens, wi-
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naaRmdeg SemTxvevaSi saxeze miviRebT Taobe-

bis mier aTasgzis `gadamRerebul” cariel 

hangebs, romelic Zalze Sors iqneba namdvi-

li eTnomusikisagan.  
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NanaGogoladze (Georgia) 
 

ThemodernLechkhumian Musical Performance 
 
Significant research has been conducted to study 

historical and theoretical issues of the folk music creation 
in Georgian ethnomusicology. However, some issues have 
not been properly researched. Traditional performance can 
serve as an example here. 

I would like to represent a contemporary 
Lechkhumian traditional performance through my point of 
view. I will discuss local environment of Tsageri, where I 
have been giving classes since 2007, on the example of 
folklore and church choirs’ performance and their 
performance quality.  

The main aim of men folk choir of Tsageri is on one 
hand to study and on the other hand to popularize 
Lechkhumian musical folklore, while the women church 
choir is mainly focused on establishing canonical liturgical 
Hymns in Divine Service repertoire. 

We are studying Lechkhumian folk songs from old 
audio recordings trying to copy local performance manner 
with maximum accuracy, to preserve local color and what 
is the most important to learn a lot from rich musical 
material. As for church chant, we study them from the 
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published collection of Georgian Canonical Sacred 
Hymns. 

Traditional performance went through a long 
development process and has reached the modern era with 
new features. We distinguish from each other primary and 
secondary, so-called stage performance. It must be noted, 
that nowadays the stage performance has became the first-
class musical art as at present the folklore songs are rarely 
performed in villages.  

In general, the identity of Georgian folk and sacred 
music, which is defining forms of performance, character 
or manner, can be easily felt in distance of time. 
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nana valiSvili (saqarTvelo) 

 

xalxuri Semsruleblobis evoluciuri  

procesebi da Tanamedrove qarTveli  

`homopolifonikusi~ 

 

qarTuli xalxuri musikaluri Semoqme-

deba xalxis niWis, samyaros Semecnebisa da 

filosofiuri gaazrebis, am samyaroSi Tavi-

si adgilis gacnobierebis Taviseburi gamo-

xatulebaa. xalxis yofasa da azrovnebaSi 

iwrToboda da yalibdeboda erovnuli musi-

kaluri azrovnebis SemoqmedebiTi principebi 

da kanonzomierebebi, Janrebi, mravalxmiano-

bis stilebi... JamTa mdinarebaSi, sxvadasxva 

epoqasa Tu socialur-istoriul formacia-

Si, zogi ram epoqis Sesabamisad gardaisaxe-

boda, arsebiTi da ZiriTadi ki Taobidan Ta-

obas ucvlelad gadaecemoda. `swored amaSi 

Zevs xalxuri Semoqmedebis umniSvnelovanesi 

Taviseburebis _ mudmivisa da cvalebadis 

harmoniuli Tanaarsebobis saidumlo~ (SuR-

liaSvili, 2008:). 

globalizaciis epoqaSi TandaTan mwva-

ved dgeba folkloris imanenturi bunebis 
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SenarCunebis, misi erTgvari `yofna-aryof-

nis~ sakiTxi. qarTvelTaTvis es, upirvele-

sad, mravalxmiani azrovnebis fenomens exeba. 

mravalxmianobis tradiciis matareblebs 

izali zemcovski `homopolifonikusebs~ uwo-

debs. `aseTi subieqtisaTvis tradiciuli 

mravalxmianoba gansazRvravs ... misi cxovre-

bis normasa da azrovnebis wess, adamianisa 

da samyaros dialogis formas. ufro zus-

tad, qarTveli (iseve, rogorc sxva nebismie-

ri) homopolifonikusi, ubralod, mravalxmi-

anobaSi myofobs~ (citir.: wurwumia, 2008: 
624). bunebrivad ibadeba kiTxva: ramdenad 

misdevs Tanamedrove qarTveli `homopolifo-

nikusi~ tradiciuli mravalxmiani azrovne-

bis xazs da ramdenad realuria am xazis 

gawyvetis saSiSroeba?  

xalxuri musikis Semsrulebloba coc-

xali, Seuqcevadi procesia, romelSic evo-

luciuri cvlilebebi yvelaze cxadad aisa-

xeba. folkloris saxelmwifo centri (Zve-

lad _ xalxuri Semoqmedebis saxli) erTa-

derTia folkloris sferoSi moRvawe uwye-

baTa da profesiul dawesebulebaTa Soris, 
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romelic xalxuri Semsruleblobis yovel-

dRiurobaSi Caxedvis, evoluciuri procese-

bis monitoringisa da analizis saSualebas 

iZleva. am uaRresad prestiJul, Tavisi mniS-

vnelobiT qarTuli kulturisaTvis uanalo-

go dawesebulebaSi Cemi muSaobis ocdaaTi 

wlis manZilze (Tavad centrs momaval wels 

80 weli usruldeba) saSualeba mqonda Tava-

dac medevnebina Tval-yuri cocxal xalxur 

yofaSi mimdinare folkloruli procesebis-

Tvis, gardauvali cvlilebebisa da moder-

nistuli tendenciebisaTvis. amisTvis erT-er-

Ti saukeTeso saSualeba, folkloristul 

eqspediciebTan erTad, folkloris centris 

iniciativiTa da organizebiT periodulad 

gamarTuli festivalebi da daTvalierebebia. 

dafiqsirebis Tanamedrove teqnologiebis 

(audio, video, foto) gamoyenebiT yvela es 

procesi TvalsaCino iqneba momavali Taobis 

mecnierTaTvisac, _ eTnomusikologebis, eT-

nologebis, anTropologebis da folkloris 

sxva momijnave disciplinebis mkvlevarTaT-

visac, _ rac erTi-orad zrdis am festiva-

lebis mniSvnelobas.  



 

 

 180 

winamdebare naSromSi SevecdebiT, 2005-06 

wlebis folkloris erovnuli daTvaliere-

ba-festivalis Sedegebisa da bolo wlebis 

Cveni saeqspedicio praqtikis magaliTze, ga-

movyoT xalxuri mravalxmiani azrovnebis 

transformaciis zogierTi aspeqti, warmova-

CinoT Tanamedrove xalxuri Semsruleblo-

bis zogadi tendenciebi (repertuari, Sesru-

lebis formebi, improvizaciis xerxebi, in-

strumentuli Tanxleba) da davsaxoT momava-

li kvlevis perspeqtivebi.  

rusudan wurwumia statiaSi _ `qarTuli 

xalxuri simRera dRes _ cocxali procesi 

Tu samuzeumo eqsponati?~ _samarTlianad aR-

niSnavs, rom `glexur folklorSi yalibde-

boda xalxur-erovnuli musikaluri azrov-

nebis ZiriTadi niSnebi, intonaciuri fondi 

da kanonikurad qceuli mxatvruli etalone-

bi~ (wurwumia, 1997). es `kanonikurad qceuli 

mxatvruli etalonebi~ Znelad emorCilebod-

nen JamTacvlas da swored ase moaRwia dRem-

de qarTuli mravalxmianobis unikalurma ni-

muSebma. magram ramdenad cocxalia dRes Se-

moqmedebiTi procesi da ramdenad eyrdnoba 

is tradicias?  
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folkloruli Semsruleblobis erT-er-

Ti umTavresi maxasiaTebeli Sesruleba-qmna-

dobis procesebis erTdroulobaa _ amaze 

ediSer garayaniZis fundamentur gamokvleva-

Si vrcladaa saubari (garayaniZe, 2007). iza-

li zemcovskis azriT, `tradiciul fol-

klorul garemoSi folklors TiTqos mzad 

iReben, magram amave dros TiToeuls uxdeba 

Tavad gaiaros mTeli gza bolomde (igulis-

xmeba winaparTagan saukunebis manZilze dag-

rovili gamocdileba da `homopolifoniku-

sis~ genetikuri mexsiereba _ n. v.),... fol-

klorizmSi ki am gzas aravin gadis damouki-

deblad, dabadebidan mowifulobamde, aramed 

iReben folklors gamzadebuli saxiT~ (ci-

tir.: wurwumia, 1997: 7) aq mniSvnelovania 

imis gaTvaliswinebac, ramdenad eqmneba tra-

diciis matarebels misTvis Sesaferisi gare-

mo. globalizaciis epoqaSi `gamzadebuli 

saxiT folkloris miRebis~ procesebi ufro 

da ufro mZlavrobs. Znelad Tu sadme waaw-

ydebiT cocxal yofaSi sicocxlisunarian 

tradiciul Janrebs, improvizaciulobisa da 

qmnadoba-Sesrulebis erTdroulobis proce-

sebs... Sesabamisad, TandaTan klebulobs 
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`pirveladi sasimRero folkloris~ xvedri-

Ti wili da, ukeTes SemTxvevaSi, mis adgils 

`pirveladi Semsrulebloba~ ikavebs. kidev 

ufro masobrivia da soliduri `meoreuli 

Semsruleblobis~ SemTxvevebi (e. garayaniZis 

terminebi. garayaniZe, 2007). aSkaraa avTenti-

kurobis deficiti, simRerebis tradiciuli 

Janrebis simwire da lamis batonobs `fol-

klorizmis~ ugemovno nimuSebi: sabWoTa pe-

riodis fsevdoxalxuri simRerebi da Tana-

medrove e. w. `mTis simRerebis~ gaugebari na-

irsaxeoba; SeimCneva tradiciuli sakravebis 

aratradiciuliTa da araqarTuliT Canac-

vlebis, aratradiciuli instrumentuli 

jgufebis Camoyalibebis tendencia.  

da mainc, SeiZleba iTqvas, rom qarTul 

sinamdvileSi folkloris matarebelni _ 

eTnoforebi _ jer kidev floben utyuar in-

formacias, tradicias, radgan maT lotbare-

bisgan ki ar daiswavles esa Tu is simRera 

`cal-calke xmebad~, aramed bunebrivad SeiT-

vises da genetikuri mexsierebiT gadmoecaT. 

isini TiTqmis srulad `gadian gzas damouki-

deblad dabadebidan mowifulobamde~ _ miu-

xedavad imisa, aqvT Tu ara maT ama Tu im 
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konkretuli simRerisa da tradiciis Sesafe-

risi garemo yofaSi da cocxalia Tu ara 

Tavad es tradicia. 

`homopolifonikuss warmosaxvaSi esmis 

TiToeuli xma da polifoniuri azrovnebis 

wyalobiT ZaluZs Sinaganad warmoidginos 

maTi erTdrouli JReradoba~ (Zemtsovsky, 
2003: 47; citir.: wurwumia, 2008). amrigad, `ho-

mopolifonikusi~ mudmivad `mravalxmianoba-

Si myofobs~ (wurwumia, 2008: iqve) da, Tu 

gverdiT aravin hyavs, Tavad axerxebs ama Tu 

im gziT danaklisis Sevsebasa da `mravalxmi-

anobis moTxvnilebis~ dakmayofilebas. qve-

moT mokled aRvwerT am procesebs da moviy-

vanT Sesatyvis magaliTebs:  

• `homopolifonikusi~ mReris samive xmas 

urTierTCanacvlebiT ise, rom wamyvan xmas-

Tan erTad moZaxilic aRiqmeba da banic _ 

esaa mravalxmianobis arapirdapiri gamovli-

neba(zumbaZe, 2008), e. w. `faruli mravalxmia-

noba~. Warmagi imereli momRerlis baxo xi-

jakaZis namRerSi es cxadad gamovlinda (sa-

noto mag. 7; audio mag. 1). analogiurad, Se-

iZleba gavixsenoT vl. axobaZis mier varlam 
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niniZisagan Cawerili aWaruli saConguro na-

na (audio mag. 2)an Tamar gigauris namReri 

moxeuri `dideba~ (audio mag. 3).  

• `homopolifonikusi~ mReris tradiciu-

li sakravis TanxlebiT _ sakravi `Sebane-

bis~ funqcias asrulebs. (audio magaliTi 4: 

leCxumis eqspedicia, guram gviSiani fandur-

ze, Congurze, Wunirze). 

• `homopolifonikusi~ SebanebisTvis iye-

nebs ucxo warmomavlobis sakravsac (ZiriTa-

dad _ simebians, an pnevmatur-klaviSian gar-

mons) da mas qarTul yaidaze momarTavs (au-

dio mag. 5 _ qamanCa, biWiko xoroiSvili, ze-

mo joWo; mag. 6 _ sazi, SoTa iakobiZe, abuqe-

da). 

moyvanil SemTxvevebSi tradiciuli mra-

valxmiani azrovnebis kanonzomierebebi 

yvelgan daculia. 

Tanamedrove `meoreul~ sasceno Semsru-

leblobaSi vxvdebiT sapirispiro proceseb-

sac _ xalxuri tradiciis farglebidan gas-

vlas da avTentikuri kanonzomierebebidan 

Segnebul gadacdenas:  
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• modulacia mkveTri dapirispirebiT, 

strofsa da strofs Sua _ klasikuri musi-

kidanaa nasesxebi) da TiTqmis ar gvxvdeba 

xalxur tradiciaSi (audio mag. 7).  

• simReris melodiis zeda tonikaze _ 

oqtavur bgeraze _ aRmavali naxtomiT das-

ruleba rusul-sabWoTa sinamdvilis gamoZa-

xilia, yalbi paTetikis, amaRlebuli tonu-

sis xelovnurad xazgasmaa (sanoto mag. 2-3; 

audio mag. 8). arqaulobiT gamorCeul anti-

fonur qarTlur simRerebSi, romelTac meti 

siZvele da Sesrulebis adrindeli formebi 

Semoinaxes, esaa gundebis `gzagasayarze~ Seq-

mnili smeniTi STabeWdileba, rom simReris 

fraza oqtavuri naxtomiT dasrulda, sinam-

dvileSi ki am dros oqtavas qmnis II gundis 

`SemoWra~ I gundis bolo marcvalze (sano-

to mag. 1). es orpiruli simRerebisTvis ka-

nonzomieri movlenaa, sxva SemTxvevaSi ki 

tradiciuli azrovnebis kanonzomierebis 

darRveva.  

xalxuri azrovnebis tradiciis rRveva 

yvelaze metad modernizebul, qromatizebul 

xalxur sakravebs _ e. w. `klasikur~ fan-
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durs, Congurs, Wunirs _ exeba. erTi Sexed-

viT tembrulad da vizualurad Znelia maTi 

garCeva tradiciuli sakravebisgan; saqmes 

isic arTulebs, rom formalurad TiTqmis 

yvela maTgani mravalxmiania... Tumca, swored 

qarTuli mravalxmianobis umTavresi princi-

pebia maTSi darRveuli da evropuliTaa Ca-

nacvlebuli. qromatiuli sakravebi absolu-

turad ucvlian gezsa da arss tradiciul 

xalxur musikalur azrovnebas, rac imTaviT-

ve vlindeba maTs wyobaSi (sanoto mag. 5): se-

kundur-terciuli xalxuri wyoba icvleba 

maJoruli samxmovanebis wyobiT.  

dRes erTob popularulia solo simRe-

rebi sakravis TanxlebiT, e. w. `mTis simRe-

rebi~. maTi musikaluri qsovili, saSemsru-

leblo forma da stili sagrZnoblad scil-

deba tradicias. am simRerebSi arc leq-

sTwyobaa qarTuli (leqsis metri, taepSi 

marcvlebis raodenoba): cxra da Tormetmac-

vliani taepi CvenSi bolo aTwleulebSi 

Crdilokavkasiur hangs Semohyva, `gadmoqar-

Tulda~ da sakmaod gavrcelda. Cveni dakvir-

vebiT, am tipis erT-erTi yvelaze Zveli fiq-

sirebuli nimuSia 1950-iani wlebis bolos 
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axmetis raionSi Cawerili simRera `Satilis 

asulo~ (sanoto mag. 4) amgvari nimuSebi xSi-

rad imRereba yalbi paTetikiT, utrirebuli 

maneriT (xmamaRla, yviriliT, uxeSi artiku-

laciiT), qromatiuli fanduris an balalai-

kis TanxlebiT (audio mag. 6). 

qromatizebul xalxur sakravebze, evro-

puli klasikuri musikis mibaZviT, seqstakor-

di da kvartseqstakordi aqtiurad gamoiyene-

ba rogorc samxmovanebis Sebrunebebi. xal-

xuri azrovnebis kanonzomierebebis Tanaxmad 

ki Sebrunebebi ar arsebobs _ akordebi mxo-

lod ZiriTadi saxiT moiazreba (sanoto mag. 

6). qromatiuli fanduris specifikidan ga-

momdinare, sawyisi an damamTavrebeli toni-

kuri akordi xSirad seqstakordis an sam-

xmovanebis saxiT JRers, rac sruliad miuRe-

belia tradiciuli azrovnebisTvis.  

calke msjelobis Temaa e. w. `xalxur 

sakravTa orkestrebi~ da mcire jgufebi 

(trioebi da sxva), romlebic mTlianad da-

kompleqtebulia modernizebuli sakravebiT. 

am sakravTagan gamovyofdiT yvelaze arapo-

lifoniurad modernizebul Wunirs, romel-

sac mxolod forma SerCa tradiciuli sva-
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nuri sakravis, arsiT ki klasikur simebian 

sakravad _ altad gadakeTda: aseT Wunirze 

SeuZlebelia xemis erTi gasmiT samxmiani 

akordis miReba, radgan simebi moxril jora-

zea gadaWimuli da ara _ sworze, rogorc 

es xalxur mravalxmian tradiciaSia... da es 

xdeba xalxuri polifoniuri azrovnebis 

klasikur qveyanaSi!.. gvyofnis cinizmi da 

amas sakravebis ganviTarebasac veZaxiT!.. 

modernizebuli sakravebis xSiri da mra-

valmxrivi gamoyenebis gamo, tradiciuli 

sakravebi TandaTanobiT ukana planze gada-

dis... vSiSobT, es procesi TandaTan ganzo-

gaddeba da gadainacvlebs vokalur mraval-

xmianobaSic, rac uciloblad gamoiwvevs 

qarTuli tradiciuli musikaluri azrovne-

bis TandaTanobiT gaqrobasa da evropuliT, 

klasikuriT mis Canacvlebas.  

zemoT aRwerili problemebisa da cdo-

milebebis miuxedavad, danamdvilebiT SeiZ-

leba iTqvas, rom mravalxmianoba dResac 

qarTuli musikaluri azrovnebis imanentur 

Taviseburebad rCeba.  

bunebrivia, am mokle naSromSi Cven sru-

lad ver SevexeT Tanamedrove Semsruleblo-
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bis yvela problemasa da tendencias. xalxu-

ri musikis Semsruleblobis Tanamedrove 

mdgomareobaze, `Sesruleba-qmnadobis~ coc-

xali procesis SenarCunebis SesaZlebloba-

ze, tradiciuli folkloruli nimuSebisa 

da `folklorizmis~ Tanamedrove gamovline-

bebis erTmaneTisagan tipologiur gamijvna-

ze, Tanamedrove qarTveli `homopolifoniku-

sis~ azrovnebasa da warmosaxvaSi mimdinare 

permanentul procesebze dakvirveba da msje-

loba kvlavac gagrZeldeba. 
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Nana Valishvili (Georgia) 

 
Evolutionary Processes of Folklore Performance and 

Modern Georgian “Homo-Poliphonicus” 
 
Performance of folk music is an irreversible process, 

in which evolutionary changes are most clearly reflected. 
Throughout centuries, creative principles and regularities 
of musical thinking, as well as genres, traditional styles of 
polyphony have been constantly evolved in people’s life. 
Part of them has changed considerably through different 
social-historical periods, whereas the essential part has 
invariably passed on from generation to generation. 

In times of globalization, the preservation of 
immanent nature of folklore has become crucially 
important. In Georgia, this, first of all, refers to the 
phenomenon of polyphonic thinking, which still remains 
an inherent feature of Georgian folk music. But the 
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question is how strong is the connection between the 
modern “Homo-Poliphonicus” and the principles of 
traditional polyphonic thinking and how real is the danger 
of breaking up this connection? Is the thinking (creating) 
and performing process still alive and to what extent is it 
based on traditions? 

In this article we tried to sum up recently conducted 
folklore festivals as well as our practical experience from 
expeditions and demonstrate some aspects of 
transformation of Georgian musical thinking together with 
general principles of modern performance (repertoire, 
performance forms, improvisation techniques, 
instrumental accompaniment). We also outlined prospects 
for future research. Permanent processes related to the 
contemporary “Homo-Poliphonicus” will be further 
discussed.  

 



 

 

 197 

nino kalandaZe-maxaraZe (saqarTvelo) 

 

Semsruleblobis istoriis furclebi:  

qarTuliA`nana~ scenaze  

 

qalTa folkloris centralurma Janrma 

_ bavSvis dasaZinebelma `nanam~ _ saqarTve-

loSi ramdenime struqturuli saxesxvaobiT 

moaRwia (amis Sesaxeb vrclad ix. avtoris 

sadisertacio naSromi, 2009). `simReramdeli 

periodis~ Selocvis tipis an mRerad-melo-

suri tradiciuli erTxmiani nimuSebis gver-

diT, zogierT eTnografiul regionSi (Ziri-

Tadad, barSi) gvxvdeba mravalxmiani liri-

kuli `akvnis simRera~. is yofaSi or-samxmad, 

sasceno SemsruleblobaSi umetesad samxmia-

nad, bolo periodis qalaqur Semsruleblo-

baSi ki ukve gaoTxxmianebuli variantiTac 

(mxedvelobaSi maqvs ansambl `fesvebis~ da 

`qarTuli xmebis~ mier Sesrulebuli svanu-

ri `nanaila~) aris warmodgenili. calke 

jgufs qmnis sakravebiT _ fanduriT, Congu-

riT, WuniriTa da CangiT Tanxlebuli cal-

fa da mravalxmiani nimuSebi (magaliTad, ix. 

`mTiebis~, `mzeTamzes~, `Savnabadas~ .`zeda-
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Ses~ Canawerebi). mravlad gvaqvs qalTa, mama-

kacTa, Sereulad da bavSvTa mier Sesrule-

buli magaliTebi. aRsaniSnavia, rom mamakace-

bi scenaze mxolod mravalxmian nimuSebs as-

ruleben, Tumca yvela maTgans bavSvobidan 

axsovs dedis mier damRerebuli `nana~. amis 

damadastureblad gavixsenebdi aTanase gege-

liasgan (wurwumia, cigleri, 2014) an poli-

karpe xubulavasgan Caweril variantebs (ka-

landaZe-maxaraZe, 2015).  

calke msjelobis sagania `nanas~ scena-

ze Sesrulebis axali etapi, romelic cnobi-

li ansamblis _ `mzeTamzes~ saxels ukavSir-

deba (Mzetamze, 1996: ## 2, 12, 18, 23, 27, 31; 2000: 
sakoncerto Canawerebi). gasuli saukunis 80-

iani ww. saSemsruleblo principebze (garaya-

niZe, 2007:1) dayrdnobiT, man pirvelma gaa-

cocxla saqarTvelos sxvadasxva kuTxis 

(maT Soris mTis kuTxeebis) erTxmiani nimu-

Sebi. `mzeTamzes~ kvaldakval erTxmian `na-

nebs~ popurebis (xSirad, gamravalxmianebuli 

variantebis) da ukve Teatralizebuli kom-

poziciebis saxiTac ki gvTavazoben `nanina~, 

`saTanao~, `inana~, `aidio~, `bolnela~, `ia-

loni~, bavSvTa ansamblebi `kokroWina~, 
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`amer-imeri~, `erula~ da sxv. amgvar cdebs 

ganskuTrebuli sifrTxiliT unda movekidoT 

da Janris, asakis, regionis kanonzomierebis 

codniT, msmenelisa Tu scenis Taviseburebe-

bis gaTvaliswinebiT mivudgeT (ucnauria, 

rom ukanasknel xans bavSvTa dacvisa da 

qalTa organizaciebis xelmZRvanelebs ram-

denjerme mouvidaT azrad `nanas~ saRamoebis 

Tu koncertebis mowyoba). scenaze `nanas~ 

Sesrulebis uaxles faqtebze saubars amje-

rad ar vapireb. 

winamdebare moxsenebis mizani aRniSnu-

li Janris sakoncerto Sesrulebis istori-

is mimoxilva da XIX-XX ss. dafiqsirebuli 

mravalxmiani variantebis ganxilvaa, risTvi-

sac SedarebiTi, sistemuri da struqturul-

tipologiuri analizis meTodebs mivmarTav. 

naSromis wyaroTmcodneobiTi baza, samecnie-

ro literaturasTan erTad, periodikas, sa-

koncerto programebsa da afiSebs, sanoto 

krebulebs, audioCanawerebsa da videomasa-

lasac moicavs. 

sasceno-sakoncerto praqtikaSi `nana~ 

mamakacebis mravalxmiani lirikuli kompozi-

ciis saxiT Cndeba. samwuxarod, xelT ar 
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maqvs Cito ciciSvilis ojaxis mier gorSi 

1989 w. gamarTuli koncertis programa (ive-

ria, 17.02). saintereso faqtia, rom lado aR-

niaSvilis ˛`qarTul xoros~· hyolia qalTa 

jgufi, romelsac mxolod erT koncertSi 

miuRia monawileoba da mere daSlila (maTi 

repertuaris amsaxvel masalas jerjerobiT 

ver mivakvlie). `nana~ (kaxuri) da `nanina~ 

(megruli) sxva simRerebTan erTad Setani-

lia `ratilis xoros~ 1894 da 1895 ww. sakon-

certo programebSi (lekiSvili, 1961: 50, 57-

58). dakvirveba cxadyofs, rom `nana~ _ qalTa 

tradiciuli repertuaris yvelaze saxasiaTo 

da umniSvnelovanesi nawili, erT-erTi pirve-

li Janria, romelic mamakacebma sakoncerto 

estradaze gamoitanes. savaraudod, swored 

aRniaSvilisa da ratilis gundebis repere-

tuaridan aRebuli mravalxmiani `akvnis sim-

Rerebi~ moxvda pirvel sanoto krebulebSi. 

zaqaria CxikvaZis mier saswavlo mizniT Sed-

genil krebulSi Setanilia ori samxmiani ma-

galiTi. maTi sityvieri teqstebi ilia WavWa-

vaZisa da akaki wereTlis cnobil poetur 

qmnilebebs efuZneba (CxikvaZe, 1896 : ## 3, 15). 

Jurnal `nobaTis~ 1884 w. # 1-Si mivakvlie 
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romanoz ZamsaSvilisagan notebze gadaRe-

bul samxmian `nanas~ ilia WavWavaZis teq-

stze (ZamsaSvili, 1884: 16), romelic qrono-

logiurad win uswrebs pirvel sanoto kre-

bulebSi dabeWdil magaliTebs. 

aSkaraa, rom im periodSi `nanas~ popu-

larobas xeli Seuwyo erovnul-ganmaTavi-

suflebelma moZraobam, romelmac qarTveli 

dedis mier akvnidanve samSoblosaTvis Tav-

ganwiruli gmiris aRzrdis idea wina planze 

wamoswia. aRsaniSnavia, rom mravalxmiani, 

lirikuli `nanas~ zogierTi variantis sit-

yvier teqstebSi dasaZinebel striqonebs pat-

riotul motivTan erTad, akvanSi pirvelad 

Cawvenis ritualisaTvis niSandoblivi sit-

yvieri teqsti an socialuri Tematika enac-

vleba. aqve aRvniSnav, rom mamakacTa ansam-

blebis sakoncerto programebSi qalTa re-

pertuaris sxva nimuSebi _ mag. samkurnalo 

`batonebi~, cota mogvianebiT gamoCnda. 

gasuli saukunis 30-40-ian wlebSi saxel-

mwifo Tu regionuli ansamblebis repertu-

arSi qarTl-kaxuri da megruli nimuSebis 

gverdiT, gurul da imerul nimuSebsac vxe-

davT. evropuli sagundo tradiciebidan aT-
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visebuli akademiuri stili, sakoncerto 

SesrulebisaTvis damaxasiaTebeli detalebi 

_ dinamikuri da agogikuri niuansebis dafiq-

sireba (pianisimo, kreSCendo, diminuendo, ri-

tenuto, mokumuli piriT mRera) naTlad Cans 

cnobili momRerlebisa da lotbarebis vano 

mWedliSvilisa da maro TarxniSviliseul 

SesrulebaSi, gr. kokelaZis mier nino togo-

niZisagan da momReralTa jgufisagan Cawe-

ril nimuSSi, an megrelebis cnobili trio-

sagan (porfile gabelia, rema Selegia, biq-

tor abSilava) Caweril variantSi (kalanda-

Ze-maxaraZe-Semdg. 2000, ##44, 49, 66). banis aq-

tiuri svlebi da calke warmosaTqmeli sit-

yvieri teqsti, Sua xmis mogvianebiT Sesvla 

melodiuri xazebis damoukideblobisaken 

swrafvaze, masalis ganviTarebis ufro ma-

Ral doneze migvaniSnebs. Cndeba JanrisaTvis 

ucxo _ triosa da gundis monacvleobaze 

agebuli magaliTebi. samegreloSi triosa da 

gundis monakveTebSi musikaluri Tvalsazri-

siT sxvaoba minimaluria da es xerxi momRe-

ralTa raodenobiT JReradobis elferis Se-

sacvlel xerxad warmogvidgeba. cxadia, Ses-

rulebis aseTi forma dasavleT saqarTve-
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losTvisaa damaxasiaTebeli, samegrelosgan 

gansxvavebiT, gurul variantebSi dapirispi-

rebis amgvar efeqts triosa da gundis into-

naciuri masalis gansxvavebulobac emateba. 

mravalxmiani, lirikuli `naninas~ sakon-

certo estradaze, sabWour olimpiadebsa da 

daTvalierebebze, gramfirfitebiT Tu radi-

oeTeriT xSirma Sesrulebam xeli Seuwyo 

mis popularizacias. magram, meore mxriv, 

uaryofiTi rolic Seasrula da sxvadasxva 

ansamblis repertuarSi, Tu saojaxo ansam-

blSi akvnis simReris erTi, popularuli va-

rianti daamkvidra. es msgavseba naTladaa 

asaxuli sanoto CanawerebSic: guriaSi kote 

focxveraSvilis, grigol CxikvaZis, anzor 

erqomaiSvilis, nana valiSvilis da imereTSi 

eduard savickis mier sxvadasxva dros Cawe-

rili samxmiani nimuSebi Zalian gavs erTma-

neTs. Cemi azriT, isini xalxur safuZvelze 

Seqmnili, Semdeg ki koncertebiTa da mediis 

saSualebiT xalxSi gavrcelebuli erTi sim-

Reris gansxvavebuli interpretirebaa. `gu-

ruli nanas~ megreliZiseuli variantis gav-

rcelebas xeli Seuwyo siko doliZis kino-

film `darikoSi~ (1936 w.) misma gamoyenebam. 
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`guruli nanas~ saxelwodebiT SemorCe-

nil erT-erT nimuSs xalxuri avqsenti meg-

reliZis xeli atyvia dedisagan _ melinki 

bolqvaZisagan mosmenili `nana~ mas meCongu-

re qalTa ansamblisaTvis gadaumuSavebia 

(moiswrafiSvili, 2005: 274). a kilos terciu-

li bgeridan aRmavali moZraoba da kvintis 

diapazoni cxadyofs kavSirs sakulto ritu-

alur sagalobelTan. Tumca, tradiciuli 

SemsruleblobisaTvis uCveulo faqti _ ram-

denime Conguris erTad gamoyeneba, solisti-

sa da duetis monacvleoba saConguro Tan-

xlebis fonze, banis partiis mokumuli pi-

riT Sesruleba, kupletebs Soris reCitaci-

uli frazebis CarTva, zeda xmebis unisonu-

ri svlebiT miRebuli kadansebi, aaSkaravebs 

akademiuri sagundo koleqtivis sasceno ga-

mosvlisaTvis sagangebod Seqmnili nomris 

xelovnurobas (megreliZe, 1986: #1). akademiu-

rad, statiurad Sesrulebul nimuSs arqau-

li semantikis calkeuli elementebis (SeZa-

xilebi _ `siso, nena! eci muria! Aar moxvide, 

tura!~) gamoyeneba aaxlovebs bunebriv gare-

mosTan. 
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guriaSi mravalxmiani `akvnis simReris~ 

erT-erT saxelwodebad `ilias nana~ fiqsir-

deba. masSi verbalur masalad gamoyenebulia 

ilia WavWavaZis cnobili teqsti. es nimuSic 

avqsenti megreliZis mieraa damuSavebuli ga-

suli saukunis 40-ian wlebSi sufsaSi mcxov-

rebi iliko gujabiZis mier damRerebuli da-

saZinebeli `nanas~ safuZvelze, magram gaci-

lebiT axlos dgas xalxur musikalur az-

rovnebasTan, vidre amave lotbaris mier da-

muSavebuli, zemoT ganxiluli `guruli na-

na~. samxmian gundSi mocemuli tradiciuli 

akordikiT, Conguris daxvewili, teqnikurad 

rTuli, rafinirebuli TanxlebiT igi patri-

otuli lirikis brwyinvale nimuSad gvevli-

neba. simReras gansakuTrebul formas ani-

Webs yoveli ori strofis Semdeg CarTuli 

misamReri (moiswrafiSvili, 2005: 18). igive ni-

muSi 1953 w. grigol kokelaZes saConguro 

Tanxlebis gareSe Sereuli trios (manana ab-

Silava, amiran beraZe, aleqsandre ananiZe) 

da gundis SesrulebiT mousmenia (kokelaZe, 

1981: #5). 

gancalkevebiT dgas saqarTvelos saxal-

xo artistis, ansambl `iadonis~ xelmZRvane-
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lis giorgi saluqvaZisagan (1919–1990) 1988 w. 

Cawerili `iavnana~ (Camweri nana valiSvili). 

es magaliTi SedarebiT vrceli, 8-taqtiani 

saConguro SesavliT iwyeba (Conguri III f-g-
c-g wyobaSia). samwiladoba rbili sinkopiT 

saferxulo wyobasTan kavSiriT aris ganpi-

robebuli: sakravis partiaSi warmodgenilia 

guruli saZeobo ferxulis _ `mze Sina da 

mze gareTas~ _ gadamuSavebuli motivi. yu-

radRebas iqcevs Congurisa da momRerlebis 

partiebis vertikalSi Seqmnili poliakor-

duli Sexamebebi, poliharmoniuli sakadanso 

brunvebi (kalandaZe-maxaraZe-Semdg. 2000, 

#58). 

Cven xelT arsebuli guruli mravalxmi-

ani `nanas~ umetesoba, agreTve, zogierTi meg-

ruli da afxazuri nimuSic, magaliTad: `ve-

engara, nana, squa~ _ `didou, nana~ (moiswra-

fiSvili, 2005: 183) da `muhajiruli nana~ 

(axobaZe, 1957:51) Conguris TanxlebiT srul-

deba. am ukanasknelis avtorad ivane laker-

bai moixsenieba (teqstis avtoria bagrat Sin-

kuba). misi vrceli sagundo Sesavali da ko-

da intonaciurad megrul mravalxmian `veen-
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gara, nana squas~ gavs, romlis Seqmnasac ga-

moCenil lotbars _ kiwi gegeWkors miaweren. 

afxazeTis sagundo koleqtivebSi misi moRva-

weoba cnobili faqtia (kalandaZe da kviJina-

Ze, 2011:55).  

`naninas~ Sesrulebis maneraze zust mi-

niSnebas saConguro simRerebis dasaRiRineb-

lebad moxsenieba warmoadgens (erqomaiSvi-

li, G2005:13). saerTod, mamakacTa tradiciu-

li auTentikuri saSemsruleblo praqtiki-

saTvis damaxasiaTebeli daZabuli, Ria, savse 

xmiT mRera mravalxmian lirikul nimuSebSi 

sagangebod ganazebuli artikulaciiT (Se-

saZloa qalebis mibaZviT), rbili, `damtkba-

ri~ maneriTaa Secvlili, rac udavod `nanas~ 

Janruli specifikiT (dedis gancdebi, bavSvu-

ri samyaro) da lirikuli ganwyobiT aris 

ganpirobebuli.  

mravalxmiani `naninas~ guruli variante-

bis rigs metad originaluri nimuSi Semata 

ansamblma `georgikam~ (Georgika, 1996, #10) . sa-
galoblis stilistikiT aRbeWdili garTu-

lebuli xmaTasvla, linearuli ganviTare-

biT miRebuli rTuli akordebi tradiciul 

CarCoebSi mamakacTa improvizaciuli SesaZ-
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leblobebis naTeli dadasturebaa. guruli 

`nanas~ ansambl `georgikaseuli~ variantis 

faqturul TaviseburebebSi melodiis gamra-

valferovnebis, banis garTulebis, ritmuli 

improvizaciis xerxebSi trios (daviT SaniZe, 

arCil da malxaz uSveriZeebi) saSemsruleb-

lo ostatobis maRali done Cans. cxadia, 

aseT sirTuleebs qalebis mier Sesrulebu-

li mravalxmiani `nanas~ magaliTebSi ar 

vxvdebiT. 

mravalxmiani lirikuli `akvnis simRe-

ris~ umetesi nawili musikaluri enis sisa-

daviT, struqturuli lakonurobiT, xmaTas-

vlis martivi formebiT gamoirCeva. tempi ne-

li, zomieri, TavSekavebulia. wamyvani homo-

foniur-harmoniuli wyobaa. Aar axasiaTebs 

politeqsturoba, anu sityvebs yvela xma er-

Tdroulad warmoTqvams. kaxuri nimuSebis 

garda, ar gvxvdeba farTo Sidamarcvlovani 

gamRerebani. xSirad sasimRero xazTan erTad 

warmodgenilia sakravi (fanduri, Conguri, 

Wuniri, Cangi). Tanxlebis roli arsebiTad 

ganisazRvreba melodiuri xazis an faqturis 

akordul-harmoniuli ganmtkicebiT. zogjer 

sakravis partiaSi ZiriTadi melodiuri xa-
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zis zusti gaormageba, an mciredi saxecvli-

lebaa. intonaciuri masala erTi kilos far-

glebSi iSleba. modulaciuri gegma martivia 

(moicavs or kilos). bani harmoniuli fun-

qciis rols asrulebs. ucxoa ritmuli Tavi-

sufleba. sada, gamokveTili ritmi batonobs. 

xSiria kadansebi kvintaSi. wamyvani mdore, 

unaxtomo svlebze dafuZnebuli mReradi kan-

tilenuri sawyisia. erTpirul Sesrulebas-

Tan erTad gvxvdeba responsoruli mRera _ 

solistisa da gundis, triosa da gundis mo-

nacvleobis saxiT. simRerebis forma kuple-

turia. martivi aRnagobis miuxedavad, es ni-

muSebi Rrmad emociuri da struqturulad 

gamarTulia. saqarTvelos sxvadasxva regi-

onSi Cawerili mravalxmiani `akvnis simRera~ 

TiToeuli kuTxisaTvis damaxasiaTebel mra-

valxmianobis tipsa da kompoziciur prin-

cips emyareba. aSkarad igrZnoba `nanas~ mra-

valxmiani nimuSebis damokidebuleba regio-

nis `Janrul-stilur dominantze~.  

mravalxmiani `nanina~ lirikuli simRe-

ris originalur magaliTs warmoadgens, ro-

melic mSvenier kontrasts uqmnis mamakacTa 

repertuaris sxva simRerebs (Sromis, mgzav-
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rul-laSqrul-mayrul, saferxulo-sacekvao 

da a. S. nimuSebs). 
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From the Performance History – Georgian  
`Nana~ on stage 

 
The paper aims at studying the history of stage 

performance of the central genre of female folklore. 
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“Nana~ has survived till nowadays in several structural 
varieties.  

From the 19th century `Nana~ was introduced in 
various arts as male three-part lyrical example and still 
continues to exist (nowadays the four-part urban style 
version of Svan `Nanaila~ is popular). Another group 
contains single-part and multi-part examples with 
instrumental accompaniment, which appeared on the stage 
in female and mixed (together with men) performances in 
around 1930s-1940s. As for traditional single-part 
(incantation and singing-melos type) sleeping examples 
and two-part `Nana~, their stage performance comes from 
the artistic principles emerged in the performance in the 
1980s. Following the female folk ensemble `Mzetamze~, 
single-part and polyphonized examples of `Nana~ are 
frequently sung. The tendency of creating potpourris, 
theatralized compositions has also become quite common. 
Such attempts must be regarded with particular attention 
(with knowledge of genre, region, age peculiarities, 
listeners’ and stage peculiarity). 
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Лариса Лукашенко (Украина,Львов) 
 

К ПРОБЛЕМЕ ИСПОЛНЕНИЯ ВОКАЛЬНОГО 
АУТЕНТИЧЕСКОГО ФОЛЬКЛОРА 

УКРАИНЦЕВ 
 
Украинская традиционная музыкальная народная 

культура в результате длительной исторической эво-
люции, а также значительной площади распростране-
ния сложилась в чрезвычайно многообразную, разно-
плановую, многоуровневую систему народного твор-
чества.  

Ведь сегодня кроме первичного сельского, так 
называемого, раннего традиционного творчества, ог-
ромную часть устной культуры составляют произве-
дения, возникшие под влиянием разнообразных более 
поздних культурно-стилевых наслоений – письменной 
культуры, церковной или же академической компози-
торской (авторской) музыки. Кроме того, в процессе 
исторического развития украинского общества 
возникали новые социальные слои населения: 
аристократия, интеллигенция, казачество, рабочие и 
т.п., музыкальный фольклор которых приобретал 
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совершенно другие стилевые черты, хотя и создавался 
преимущественно на основе сельского творчества6.  

Однако сегодня самую весомую (хотя и не 
наибольшую) часть украинского фольклора составляет 
все же сельская традиционная музыкальная культура, 
особенно в сфере обрядовой песенности, где таится 
немало древних, идущих из глубины веков традиций. 
Об этом свидетельствует хотя бы мелогеографическое 
исследование обрядовых песенных типов, многие из 
которых имеют чрезвычайно крупные ареалы 
распространения, покрывающие не только украинские 
этнические территории, но и соседние земли. 

Впрочем, если мелоритмическая основа объеди-
няет значительные ареалы, то региональные или 
локальные стилевые проявления, которые прослежи-
ваются прежде всего в ритмическом варьировании, 
интонационных, ладовых, композиционных, темброво-
фонических, фактурных, регистровых и многих других 

                                                            
6В связи с этим возникает сложная проблема классификации 
музыкального фольклора, к которой сложились разные подходы: 
многие не очень удачные, да и наверное невозможно найти 
универсальный метод, который учитывал бы все бесчисленные 
проявления народного музыкального творчества. Однако одним 
из самых приемлемых для этномузыкологии является культуро-
жанровый подход С.Людкевича - Б.Луканюка, в котором прежде 
всего учитывается происхождение произведений (Луканюк .1989-
1993).  



 

 

 215 

особенностях разделяют эти территории на множество 
локальных очагов. Таким образом, в предложенном 
очерке будет сделана попытка описать некоторые 
исполнительские певческие стили украинской тради-
ционной вокальной музыки, на примере преиму-
щественно сельского репертуара, как такового, что 
представляет наидревнейшую и самую ценную часть 
традиционной музыкальной культуры.  

Исполнительский стиль, как и песенный ре-
пертуар, существует благодаря высокой степени 
консервативности народной традиции и передается 
от поколения к поколению вместе с самими 
произведениями. Звучание народной песни какой бы 
то ни было местности имеет четкие стилевые 
признаки, его не только певцы-исполнители, но и 
односельчане-слушатели (люди по какой-либо 
причине не поющие) легко отличат от аналогичного 
произведения не только из отдаленной местности, но 
даже из соседнего села. Носители песенной культуры 
имеют очень четкое внутреннее ощущение стиля, 
хотя, чаще всего, словами описать его не могут. 
Поэтому для хорошего исполнения народной музыки 
недостаточно знать поэтический текст и мелодию 
песни, ее нужно представить в том стиле и манере, 
которые бытуют в той или иной среде. Это есть 
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важнейшим проявлением"модуса мышления среды " 
(Грица. 2002:18), или "региональной стилистической 
нормы" (Клименко. 2011:11).  

Традиционный исполнительский стиль, в зависи-
мости от жанра произведения, может быть индиви-
дуальным или групповым. Впрочем, совокупность 
характеристик, что заключаются в индивидуальных 
стилях, представляет картину группового стиля 
данной среды. В зависимости от обстоятельств, 
разными могут быть и манеры исполнения – интимная 
(для себя, ребенка) или уличная. Может также 
различаться стилистика мужского и женского испол-
нительства. Но все эти разновидности пения объеди-
няют региональные нормы звукообразования, начиная 
от метода извлечения звука, то есть особенностей 
использования звукового аппарата, способа резони-
рования, артикуляции, фонетических особенностей 
вербальной составляющей песни и до мельчайших 
деталей, которые на первый взгляд даже незаметны, 
таких как специфика дыхания, микроальтерации в 
интонировании, мелизматика и т.п. Все эти 
стилистические различия региональных традиций 
украинской народной музыки, к сожалению, подробно 
не изучены.  
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Исследование стилистики фольклорного испол-
нительства сегодня интересует преимущественно вто-
ричных исполнителей, фольклористов, которые парал-
лельно с собирательской и исследовательской деятель-
ностью, занимаются еще реставрацией и живым 
воспроизведением исчезающей аутентической музы-
кальной традиции. Например, участница фольклорно-
го ансамбля "Божичи" Сусанна Карпенко7, побывав во 
многих экспедициях, отмечает, что чаще всего люди 
поют "специфическим пением, очень похожим 
наречь". Поэтому собиратели фольклора иногда не 
замечают, когда певица начинает интонировать, часто 
не успевая включить звукозаписывающее устройство.  

В традиционном процессе коммуникации нет 
резкого перехода от речи к пению. Этим фольклорное 
интонирование отличается от академического, в 
котором певцу перед исполнением надо настроиться, 
принять необходимую позу и подготовить тело к 
правильному формированию звука. Что касается 
особенностей традиционного звукоизвлечения, то 
Михаил Хай, изучая фольклорную манеру пения 

                                                            
7 В статье использована видеозапись лекции о народном 
исполнительстве С.Карпенко, которую она провела весной 2011 
года для студентов дирижерско-хорового факультета Киевской 
национальной музыкальной академии им. П.И. Чайковского 
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Бойкивщины8, систематизирует основные способы 
звукоизвлечения по категориям анализа академичес-
кой музыки такими как: план, округленность, тембр, 
интонационная тенденция. Сравнительный анализ 
народныхпевческих планов сакадемическими выявля-
ет похожие вокальные категории звукообразования: 1) 
звук народный с незначительной степенью округле-
ния, тембрально несколько резковатый, с тенденцией к 
дистонированию9; 2) звук народный со средним 
уровнем округления, со звонким, ясным тембром, 
интонационно стойкий, ровный; 3) звук народный, 
сильно округленный, насколько это возможно в гра-
ницах народного способа звукоизвлечения, несколько 
приглушенный по тембру, тусклый, с тенденцией 
кдетонации10. Эта классификация приблизительная, 
так как каждая из перечисленных традиций имеет 
множество микрозон "прикрытия" и "осветления", 
темброво-колористических особенностей, характер-
ных для каждого голоса в отдельности (Хай. 2002:76-
77). Наиболее естественно народные голоса звучат в 
средней тесситуре (большая и первая октавы). По мере 
удаленности от среднего диапазона характерность 

                                                            
8 Горныйюго-западныйрегион Украины. 
9 Интонационное повышение звука. 
10 Понижение интонирования. 
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фольклорного звучания теряется. К тому же 
максимально широкая амплитуда" прикрытия" и 
"осветления"возможна только в средней тесситуре. На 
крайних нотах диапазона эти возможности сужаются. 
Эти градации аутентического звучания, предложенные 
М. Хаем, в общем, оправданы, но касаются в основном 
артикуляции. Но, как известно, в народном пении 
существует множество других факторов. Заметно 
влияет на тембр, силу и качество звука фольклорного 
пения способ резонирования, который тесно связан с 
описанными выше артикуляционными позициями. 
Ведь именно благодаря артикуляции исполнители 
направляют столб воздуха в разные части тела, 
которые, резонируя, усиливают звук и наполняют его 
специфической окраской. Усиление звучания 
голосового аппарата колебанием определенных частей 
тела или резонирование, необходимое не только для 
создания громкого звука. Это своего рода магический 
процесс, ведь когда тело не резонирует, то пение 
теряет связь с пространством, природой, и поэтому, 
чем более специфический способ резонирования 
фольклорного пения, тем сильнее влияние звука на 
эмоциональное состояние слушателей и самого 
исполнителя. К примеру можно упомянуть гуцульские 
мужские "гойкания" к домашним животным, где 
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используется грудной резонатор и иногда включается 
горловой, или же экзотическое горловое пение, 
которое используется во многих магических ритуалах, 
преимущественно знахарями и мольфарами11. Вообще 
грудное резонирование характерно для мужского 
исполнения, хотя сам звук для заурядного слушателя 
часто кажется не очень эстетичным.  

Полесская12 женская манера пения очень часто 
характеризуется прямым звуком с грудным и 
горловым резонированием, иногда подключается и 
головной резонанс. Верно сформированная прямая 
артикуляция, усиленная грудным и горловым 
резонированием создают достаточно звонкий, легкий 
без напряжения звук, которым несложно петь.  

С. Карпенко сделала интересное наблюдение по 
поводу одной стилевой особенности полесских 
обрядовых напевов, – они, как правило, заканчиваются 
высоким фальцетным звуком, причем между основной 
широкой интонацией в средней тесситуре и этим 
йодлем нет перерыва, регистровое изменение голоса 
происходит в очень коротком промежутке времени. 
Для"вторичных" исполнителей способность беспреры-
вного перехода из среднего диапазона к йодлю может 

                                                            
11Так в Карпатах называют ведунов или колдунов. 
12Полесье - северная лесистая часть Украины. 
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служить тестом на правильную позицию формирова-
ния основного звука.  

Несмотря на то, что каждый регион характе-
ризуется отдельным исполнительским стилевым 
комплексом, сами способы звукоизвлечения регио-
нальному дифференцированию не поддаются: очень 
часто в разных традициях встречаются одинаковые 
методы звукоизвлечения, часто обусловленные также 
индивидуальной исполнительской манерой. Это 
касается орнаментального стиля пения (который, 
очевидно, является архаичным явлением). Причем 
мелизматика может быть настолько завуалированной 
и аккуратной, что сразу и незаметна. Мелизматичный 
способ пения характерен для Карпатского региона, 
Закарпатья, реже встречается на Полесье. Звук при 
этом максимально приближается к артикуляционному 
аппарату (то есть полости рта), активную функцию 
играет носовой резонатор, что дает возможность снять 
напряжение с горла. То есть, при таком 
звукообразовании активно используются грудной и 
носовой резонаторы, это хорошо прослушивается при 
интимной манере пения, например, в колыбельных 
напевах. На Бойкивщине, Гуцульщине и на Закарпатье 
носовое резонирование ощущается очень ярко. На 
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Житомирском Полесье13 певицы тоже очень часто 
резонируют в нос, но не так сильно. По словам С.Кар-
пенко, на Житомирщине ей пришлось записывать 
пение одной бабушки, которая пела в яркой 
мелизматичной манере, которая в пении других 
исполнительниц этой местности не присутствовала. 
Поэтому можно вделать вывод, что мелизматика 
может быть характерной особенностью индиви-
дуального стиля или свидетельствовать о проявлении 
древних музыкальных наслоений.  

Мелизматическая традиция встречается и на 
Полтавщине14 – там она сочетается с грудным резо-
натором и высоким артикуляционным положением 
неба. Таким способом, как правило, поют выводчицы 
(женщины с высокими голосами, которые ведут 
верхний голос в подголосково-полифоническом мно-
гоголосье). Они поют в достаточно высоком регистре 
и при этом производят удивительно легкие и 
тембрально мягкие звуки. Эта легкость появляется 
благодаря тому, что напряжение снимается с горла, 
взамен включается грудной резонатор в сочетании с 
артикуляцией мягким небом. Такая манера дает 
возможность брать верхние звуки очень легко и долго 

                                                            
13 Центральная часть Полесья. 
14 Левобережная часть центра Украины. 
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их тянуть, а также позволяет длительное время петь и 
почти не уставать. Подобный способ интонирования 
встречается преимущественно на левобережной части 
Украины: Полтавщине, Харьковщине, Сумщине. В то 
же время, полесские выводчицы (не только на 
западном Полесье, но и в других регионах 
(Черниговская область) поют, как правило, открытым 
горловым звуком, очень похожим на крик и поэтому 
быстро устают или начинают хрипнуть. В полесском 
групповом пении выводчица прорезает фактуру, она 
не пытается с ней слиться, фактически доминирует. 
Таким является полесский звуковой эталон, эстетика 
звучания ансамбля. Напротив, на Левобережье совсем 
другое акустическое ощущение, там выводчицы 
подают звук так, как будто они дополняют фактуру, 
сливаясь с ней. Подтверждением этому служит факт, 
что подстраиваясь под тембр основных голосов они 
поют совсем в другой манере, чем если бы пели соло. 
Этот звук легкий, безтембральный, он не имеет 
горлового насыщения, не превосходит фактуру, а 
лишь дополняет ее.  

Важное значением в процессе формирования 
звука имеет дыхание. При открытой полесской манере 
пения исполнители должны иметь большой запас 
дыхания, и поэтому набирая воздух, они ставят его на 
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опору низкой диафрагмы. Когда же действует легкая 
левобережная манера, то складывается впечатление, 
что певица не выпускает дыхание, а наоборот, 
набирает его (специфика формирования и подачи 
звука приближается к академической или сценической 
народной музыки, так называемой народно-хоровой 
манере): здесь используется высокая диафрагма.  

Несколько слов надо сказать и об особенностях 
звукообразования в низком регистре. Низкие звуки в 
силу физиологических причин невозможно петь с 
большой силой и для того, чтоб они были 
выразительными используется максимально грудная 
вибрация (на Полесье могут добавлять немного 
горлового металлического призвука), тогда звук 
выходит глубоким и объемным. Для мужского пения 
также свойственен открытый грудной звук в низком 
регистре. Хотя в мужском, особенно сольном 
исполнении, встречается и мелизматический способ 
пения (Карпатский регион).  

Хотелось бы отметить еще одно существенное 
наблюдение над полесским мужским вокальным 
стилем: исполнители (особенно в ансамблевом пении) 
часто искажают звук способом слишком выразитель-
ного, подчеркнутого интонирования и использования 
плоской артикуляции. Такое пение имеет много 
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динамических акцентов даже в середине распеваемых 
слогов, то есть своеобразную выразительную 
пульсацию (интересно, что такой способ пения 
демонстрируют и женщины, когда иллюстрируют 
мужской репертуар.) Это, своего рода ,особенная эсте-
тика, направленная на демонстрацию силы, храбрости, 
удали. 

Пульсацию, хотя часто совсем незаметную, 
имеет и женское, а также мешаное ансамблевое пение. 
Этот вопрос на протяжении последних нескольких лет 
изучал киевский фольклорист Илья Фетисов, 
неизменный лидер ансамбля "Божичи"(Фетисов 1,2). 
Несколько лет назад он заметил, что при воссоздании 
ансамблем "Божичи" народной музыки, возникает 
проблема или темпового ускорения, или наоборот, 
звучание "расползается", "разваливается", из-за чего 
произведение теряет целостность. Исполнители, не 
чувствуя точной длительности звуков, поют 
неуверенно. Это, в конечном итоге, существенно 
влияет на качество музыки. Поэтому он начал 
тщательно вслушиваться в аутентическое звучание, 
детально анализировать его, и обнаружил, что в 
народном пении присутствует незаметная на первый 
взгляд, но обязательная пульсация, которая часто 
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подчеркивается еле заметными колебательными 
движениями певиц.  

Очевидно, что И. Фетисов практическим спо-
собом обнаружил проявление основополагающегоим-
манентного свойства аутентической музыки (кстати не 
только вокальной, но также инструментальной) – 
часомерности. Это значит, что исполнители чувствуют 
и воспроизводят музыкальныйконтинуум посредством 
постоянных по длительности промежутков времени (в 
свое время теоретические основычасомерной органи-
зации народной музыки описал львовский этномузы-
колог Б.Луканюк (Луканюк,1989). Человек, слух 
которого воспитан на акцентно-динамической ака-
демической музыке, в большинстве случаев этой 
природы народной музыки попросту не замечает, не 
говоря уже о том, что сможет почувствовать и 
воссоздать. Это возможно только путем длительного 
накопления слухового опыта, своего рода переориен-
тацией академического слухового восприятия на 
совершенно другой принцип. Именно таким практи-
ческим способом И.Фетисов и певцы из ансамбля 
"Божичи" начали чувствовать и стараться воссоздать 
внутреннюю пульсацию традиционного исполнения. В 
результате звучание «Божичей» почти перестало 
отличаться от оригинального, а также полностью 
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исчезла проблема темповой и ритмической 
неопределенности.  

Систему пульсации в традиционной вокальной и 
инструментальной музыке И.Фетисов условно назвал 
"импульс-отбой" и ее специфику можно описать 
примерно следующим образом: один звуковой отрезок 
времени – толчок, а последующий один или два – как 
будто его эхо, но по внутренней динамике отбой-эхо 
сильнее. Именно второй отрезок времени отмечается 
аутентическими певцами более интенсивным колеба-
тельным или же другим движением при исполнении, 
его подчеркивают ударом бубна в инструментальной 
традиции и т.п. При воссозданиичасомерной пульса-
циивторичными исполнителями надо остерегаться 
прямого динамичного усиления звука – тогда музы-
кальная ткань будет казаться рваной. Звук надо уси-
ливать за счет артикуляционной атаки и потен-
циальной динамики ,которая почти неощутима, но 
срабатывает, как своеобразный внутренний метроном. 
Как упражнение на ощущение часовой организации 
народной музыки И.Фетисов предлагает использовать 
раскачивание. Причем при быстром покачивании 
можно почувствовать второй, более сильный проме-
жуток времени, или «отбой», а использование вдвое 
медленного движения помогает почувствовать пере-
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ход от второго к первому отрезку времени, которые 
также тесно связаны внутренней логикой временной 
организации.  

В итоге следует выделить основные принципы 
вокальной исполнительской стилистики украинского 
аутентического пения. Прежде всего – это артикуля-
ция, которая тесно связана со способом резониро-
вания. Таким образом можно подытожить основные 
способы звукоизвлечения: звук прямой, открытый, со-
четающийся, как правило, с грудным и горловым 
резонаторами, или же мягкий, приближенный к 
артикуляционному органу с горловым или носовым 
резонатором (такая манера часто сочетается с 
орнаментальным типом интонирования). При много-
голосном исполнении можно выделить два типа пения 
выводчиц – звук прямой, открытый, доминирующий 
над основными голосами, опирающийся на низкую 
диафрагму (характерный для Полесья) и мягкий, 
легкий светлый, поется при опоре на высокую 
диафрагму и сливается с основными ансамблевыми 
голосами (такой способ звукоизвлечения свойственен 
для левобережных традиций). Для мужского пения 
свойственна другая эстетика. Низкое звукообразова-
ние с грудным резонированием сочетается с чрезмер-
ной пульсацией, часто с фонетическими искажениями 
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слов, в результате возникают неэстетические, с 
академического взгляда звуки. Такие явления чаще 
всего встречаются в песнях специфического мужского 
репертуара: казацких, рекрутских, и т.п. Для аутен-
тического, особенно ансамблевого пения, характерна 
часомерная пульсация, которая почти не чувствуется, 
но является основополагающим свойством, ощущение 
и воссоздание которого является чрезвычайно важным 
и необходимым в процессе вторичноговоссоздания 
народной музыки. 
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LarisaLukashenko (Ukraine, Lviv) 

 
On the problem of authentic Ukrainian vocal 

performanceUkrainian traditional folk music has 
evolved into a diversemulti-layer system. 

 
The most significant (although not the biggest)part 

of it is the rural culture, particularly ritual songs 
thatreflects ancient traditions. 

Any local song culture has a distinguished set of 
style features thatcan be identified in rhythmic patterns, as 
well as tonal, timbre,structural, and others 
particularities.In this essay selected singing styles in 
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Ukrainian traditional vocalmusic are outlined, mainly 
based on rural repertoire representing ofthe most ancient 
and valuable layer of the whole folk culture. 

Folk singing style studies are the point of interest of 
mostly folksong performers and those researchers who 
combine their research andreconstruction of disappearing 
ancient folk music traditions. Amongthem are Mykhaylo 
Khay, a restorer of the "lira" (hurdy-gurdy)tradition, 
Susanna Karpenko and Illya Fetysov, members of 
the"Bozhychi" folk band. 

Based on their observations, we can see that the 
basic feature ofUkrainian authentic singing style is 
articulation, which in turndepends on specific acoustic 
resonance technique. In general, singingcan be performed 
using any of typical styles: open and straight voice,or soft 
and ornamented voice. Ensemble singing performance 
features twokinds of soloists: the straight dominant solo 
(typical in Polissya)and light soft solo closely interleaved 
with the choir (mostly seen inthe Dnipro’s Left Bank 
regions). Mail singing is characterized by deep pulsing, 
low sound, and chestresonance. Ensemble performing 
features internal pulsing, barelynoticeable, although being 
an important property of singing, essentialfor 
reconstructing of folk music. 
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Sorena metreveli (saqarTvelo) 

 

sauflo dResaswaulTa himnografiuli  

kanonis Sesrulebis Taviseburebebi qar-

Tul saRvTismsaxuro tradiciaSi  

(XIX saukunidan dRemde) 

 

saeklesio RvTismsaxurebis Janrulad 

mravalferovan struqturaSi gansakuTrebu-

li adgili uWiravs himnografiul kanons 

(galobans), romelic cxra galobisgan 

(odisgan) Sedgeba. TiToeuli galoba Sei-

cavs strofebs, romelTagan pirveli, Zlis-

piri warmoadgens ritmul-melodiur models 

danarCeni troparebisTvis _ dasdeblebisaT-

vis, romelTa qarTuli Sesatyvisia gadasaT-

qmeli. galobis bolo tropars ki, romelic 

yovelTvis RvTismSobels eZRvneba, ewodeba 

RmrTismSoblisa.  

ioane batoniSvilis cnobiT, ciskris 

ZlispirTa raodenoba aris 500, xolo sam-

wuxro Zlispirisa 60. sadResaswaulo cis-

karze, sadac erTdroulad ramdenime kanoni 

igalobeboda, yovel maTgans Tavisi Zlispi-

ri unda hqonoda. amiT aris gamowveuli ioa-
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ne batoniSvilis mier ,,kalmasobaSi” miTiTe-

buli saciskro ZlispirTa aseTi didi rao-

denoba.  

Cveni mizania warmovaCinoT saciskro ga-

lobanis Sesrulebis Taviseburebebi sauf-

lo dResaswaulTa magaliTze XIX-XX sauku-

neebis masalebis mixedviT. sauflo dResas-

waulebis sistemas saeklesio weliwadis 

struqturaSi gansakuTrebuli adgili uWi-

ravs. ,,uZvelesi iadgaris nusxebze dakvirve-

ba cxadyofs, rom yvelaze adre iTargmna 

swored sauflo dResaswaulebisadmi miZ-

Rvnili kanonebi, xolo Semdeg sxvadasxva 

wmindanebisadmi miZRvnili galobani” (yaza-

raSvili, 2013:27). 

Tanamedrove saRvTismsaxuro praqtikaSi 

saciskro kanoni sruldeba kiTxviT medaviT-

nis mier. galobis xvedriTi wili sauflo 

dResaswaulebis msaxurebaze Semoifargleba 

mxolod IX Zlispiris SesrulebiT da aR-

dgomis sadResaswaulo RamisTevaze mxolod 

ZlispirTa galobiT. ZiriTadi mizezi, rome-

lic xsnis am movlenas, aris msaxurebis 

drois gaxangrZliveba, sagalobelTa sanoto 

masalis arqona an mgalobelTa jerovani mo-
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umzadebloba. gasaTvaliswinebelia samRvde-

loebis damokidebulebac galobis mimarT, 

radgan iseTi cikluri formis galobiT Ses-

ruleba, rogoric himnografiuli kanonia, 

sakmaod Znelad aRsaqmelia da upiratesoba 

eniWeba kvlav kiTxviT formas. es ki xels 

uSlis Tanamedrove praqtikaSi Zveli samga-

loblo tradiciebis gacocxlebas.  

Tanamedrove msaxurebisaTvis gankuTvni-

li sadResaswaulo Tvenis da zatikis, aseve 

sagalobelTa aRweriloba – katalogis 

(“qarTuli sagaloblebis xelnawerTa aRwe-

riloba da anbanuri katalogi wm. filimon 

mgaloblis (qoriZis) da wm. eqvTime aRmsa-

reblis (kereseliZis) sanoto xelnawerebis 

mixedviT”) SedarebiTma analizma gviCvena, 

rom xuTi sauflo dResaswaulis (bzoba, 

mirqma, xareba, jvarTamaRleba da aRdgoma) 

msaxurebaSi CarTulia mxolod erTi himnog-

rafiuli kanoni. danarCeni dResaswaulebi 

(amaRleba, sulTmofenoba, naTlisReba, qris-

teSoba, mariamoba, RvTismSoblis Soba, 

RvTismSoblis taZrad miyvaneba) ki warmod-

genilia kanonTa or-ori versiiT. naTlad ik-
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veTeba verbaluri liturgikuli teqstebis 

versiaTa nairgvaroba.  

am teqstebis umravlesoba ekuTvniT koz-

ma ierusalimelsa da ioane damaskels. maT 

gverdiT unda davasaxeloT aseve iosebi, io-

ane arkaieli, kir Teofane, andria, giorgi 

da vasili. am avtorTa saxelebis Sesaxeb 

konkretuli minawerebi moTavsebulia sadRe-

saswaulo TvenSi.  

yvela sauflo dResaswaulis himnogra-

fiuli kanoni, romelic Tanamedrove RvTis-

msaxurebaSi mTeli wlis manZilze aResru-

leba, ZlispirTa da gadasaTqmelTa raode-

nobrivi TvalsazrisiT uzarmazar masalas 

Seadgens. sadResaswaulo Tvenis mixedviT, 

sul saxezea 169 Zlispiri da 555 gadasaTqme-

li. qarTul sanoto xelnawerebSi ki am masa-

lidan sanoto versiebis saxiT Sesulia mxo-

lod 145 Zlispiri da 322 gadasaTqmeli. 

sulTmofenoba erTaderTi dResaswaulia, 

romlis kanonis sanoto versia xelnawerebSi 

ar aRmoCnda. fericvaleba, RvTismSoblis 

Soba, miZineba, RvTismSoblis taZrad miyvane-

ba, aRdgoma da qristeSoba warmodgenilia 

kanonis sruli samgaloblo versiis saxiT. 
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jvarTamaRleba, mirqma, xareba, bzoba, amaR-

leba da naTlisReba ki mxolod ZlispirTa 

sanoto versiebiT Semoifargleba. aqve unda 

aRiniSnos erTi detali saleqso sazomTan 

mimarTebiTac. teqstebis ZiriTadi nawili 

Tavisufali saleqso sazomiTaa dawerili. 

ioane arkaielis sulTmofenobisadmi miZ-

Rvnil himnografiul kanonTan ki dasawyis-

Sive miTiTebulia, rom es aris iambiko - „sa-

galobelni iambikoni“ (ZinZibaZe, 1999:337). 

mniSvnelovani sakiTxia 8 xmis sistemis 

moqmedeba. aRmoCnda, rom VI xmis garda, yve-

la xma gvxvdeba sauflo dResaswaulTa him-

nografiul kanonebSi. yvelaze metad domini-

rebs IV da VIII xma. I da II xma Tanabari in-

tensivobiT fiqsirdeba. III, V da VII xma ki 

TiTo kanonis saxiTaa warmodgenili. is faq-

ti, rom VI xma ar fiqsirdeba sauflo dRe-

saswaulTa himnografiul kanonebSi, aixsneba 

am xmis semantikuri bunebiTve. cnobilia, 

rom meeqvse xma aris gulSemusvrilebisa da 

sinanulis gamomxatveli, rac sadResaswau-

lo RvTismsaxurebisgan gansxvavebiT ufro 

meti sixSiriTaa warmodgenili didmarxvis 

msaxurebaTa sagaloblebSi. magaliTisTvis 
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unda davasaxeloT andria kritelis sinanu-

lis kanoni, romelic didmarxvaSi sruldeba 

da swored VI xmiTaa warmodgenili. unda 

aRiniSnos RvTismSoblis taZrad miyvanebis 

saciskro kanonTan arsebuli minaweris Sesa-

xeb, romelic ekuTvnis vasilis. „es kanoni 

rusulSi pirveli xmisa aris“ (sadResaswau-

lo Tveni 2001:103). sadResaswaulo TvenSi ki 

is VIII xmazea mocemuli. es Tavisebureba 

xazs usvams imas, rom qarTuli saRvTismsa-

xuro praqtika saqarTvelos damoukideblo-

bis dakargvis Semdeg mudmivad ganicdida 

rusuli tradiciebis gavlenasa da parale-

lebic uxvad moiZebneboda, rasac adastu-

rebs zemoaRniSnuli informaciuli tipis mi-

naweri.  
sagalobelTa aRwerilobis Seswavlam 

gamokveTa sauflo dResaswaulebis himnogra-

fiuli kanonebis Semcveli 21 sanoto xelna-

weri:QQ-666, Q-679, Q-691 (XVI, XIX, XX, XXII, 

XXIII), HH-154 (1,2,3,4,5), Q-669, Q-678 (III), Q-687, 

Q-683, Q-674, Q-688, Q-681, QQ-684, Q-689, Q-690, 

QQ-694, Q-680, Q-668, Q-679, Q-667, Q-692, Q-1475. 

isini dawerilia sxvadasxva wels TbilisSi, 
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quTaissa da ozurgeTSi wm. filimon qoriZi-

sa da wm. eqvTime kereseliZis mier. galobis 

gadmomcemni sxvadasxva pirebi arian, rac ga-

napirobebs sagalobelTa versiebis variantu-

lobasa da intonaciur mravalferovnebas. 

xelnawerebi Seicaven rogorc samxmian, ise 

cal xmaze Caweril nimuSebs. erTi da igive 

kanonis sxvadasxvagvari musikaluri inter-

pretacia ki saSualebas gvaZlevs, perspeqti-

vaSi maTi urTierTSedarebisas gamovkveToT 

hangis arqetipi da variantulobis maCveneb-

lebi. erTi samgaloblo skolis farglebSi 

erTi da igive sagaloblis variantulad gan-

sxvavebuli nimuSebis arseboba kidev er-

Txel usvams xazs udides SemoqmedebiT Ta-

visuflebasa da improvizaciulobas Sesru-

lebis procesSi, aseve mdidar mexsierebasa 

da unikalur zepir tradicias, romlis mata-

rebelnic Zveli qarTveli mgaloblebi - 

melqisedek nakaSiZe, svimon molariSvili, 

raJden xundaZe, dimitri WalaganiZe, ivliane 

wereTeli, aristovle quTaTelaZe, anton da 

daviT dumbaZeebi _ iyvnen.  

sruli himnografiuli kanonis galobiT 

Sesrulebis tradicia cocxali iyo XIX sau-
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kunis miwurulamde, risi dasturicaa Zveli 

mgaloblebisagan zepirad gadmocemuli da 

sanoto sistemaze gadatanili samgaloblo 

masala. Zvel tradiciasTan kavSirSi gamov-

linda erTi mniSvnelovani Taviseburebac, 

romelic exeba fericvalebis dResaswauls. 

lela xaCiZis gamokvleva ioane minCxis poe-

ziis Sesaxeb iZleva metad saintereso cno-

bebs, romlis mixedviTac, ,,fericvalebisadmi 

miZRvnilia 5 himnografiuli kanoni. Sin-56-is 
(giorgi mTawmindelis redaqciis Tveni) mi-

xedviT pirveli kanonis avtoria minCxi, ra-

sac adasturebs aSiaze miwerili „minCxi“. me-

ore kanoni unda ekuTvnodes miqael modre-

kils, mesame da meoTxe kanonebi saxelwau-

werladaa Sesuli, xolo mexuTe kanonis gas-

wvriv aSiaze miTiTebulia avtori „ioane“ 

(xaCiZe, 1987:51). es cnoba namdvilad adastu-

rebs, raoden vrceli da mravalferovania 

fericvalebisadmi miZRvnili samgaloblo 

masala. aRsaniSnavia isic, rom minCxis 9-odi-

ani kanoni - xma 1. Seicavs meore odas „moi-

xilesa“, romelic ioane damaskelisa da 

kozma ierusalimelis kanonebSi, Cveulebriv, 

ar gvxvdeba. swored X saukunidan iwyeba 
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qarTul himnografiaSi kanonebis Sevseba me-

ore odebiT. Sin-56-is garda minCxis fericva-
lebisadmi miZRvnili kanoni aRmoCnda xelna-

werebSiHH-2337 (golgoTuri krebuli - 1049 

w.), Ier-42-sa (Tvenis pirveli redaqcia) da Ier-
107-Si (1300 w.). amrigad, minCxis es kanoni sak-

maod gavrcelebuli Cans Zvel qarTul tra-

diciaSi. amave principiT, dagegmili maqvs 

sxva sauflo dResaswaulebisaTvis Seqmnili 

da gamouqveynebeli himnografiuli teqste-

bis moZieba.  

moxsenebaSi warmodgenil problematika-

ze muSaobisas mniSvnelovani daxmareba gami-

wia n. naneiSvilisa („qristes brwyinvale aR-

dgomis msaxureba qarTul tradiciaSi“) da e. 

yazaraSvilis („qristeSobis saciskro kanoni 

da misi musikalur-liturgikuli aspeqtebi 

qarTul saRvTismsaxuro tradiciaSi“) mier 

Sesrulebulma Sromebma.  

Cvens mier warmodgenili yvela sauflo 

dResaswaulis samgaloblo masalis Semcve-

li monacemTa fondi safuZvels qmnis Sem-

dgomi kvlevisaTvis, rac aisaxeba Cems moma-

val samagistro sadiplomo naSromSi. sruli 



 

 

 242 

himnografiuli kanonis galobiT Sesrulebis 

tradicia Zveli samgaloblo praqtikis kuT-

vnilebaa da TanamedroveobaSi am mdidari 

repertuaridan minimaluri raodenoba srul-

deba. saRvTismsaxuro procesis SemWidroeba 

ZiriTadad dasdeblebis sakiTxav masalad 

gadaqcevis xarjze moxda rogorc mwuxris, 

ise ciskris msaxurebaze. Sesabamisad, mniS-

vnelovania Seswavlil iqnas am sagalobel-

Ta musikaluri Taviseburebebi da samomavlo 

perspeqtivad daisaxos maTi RvTismsaxureba-

Si dabrunebis sakiTxi.  

XIX saukunis qarTul sanoto xelnawe-

rebSi dafiqsirebuli sauflo dResaswaul-

Ta kanonebis versiaTa mravalgvaroba kidev 

erTxel adasturebs qarTuli samgaloblo 

tradiciis sicocxlisunarianobas, simdid-

res da liturgikul praqtikaSi kanonis ga-

lobiT Sesrulebis tradiciis aRdgenis Se-

saZleblobaze migvaniSnebs.  
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Shorena Metreveli (Georgia) 
 

Performance Peculiaritiesof Great Feasts 
Hymnographic Canons in Georgian Liturgical 

Tradition 
(From the XIX century till nowadays) 

 
The hymnographic canons (Hymns) have special 

position in diverse structure of the liturgical services. The 
goal of the present paper is to demonstrate the matins 
canons performancepeculiarities on the example of Great 
Feasts according to the materials of the XIX-XX centuries. 

In the contemporary liturgical practice Matins canon 
is performed by a reader. The main reason explaining 
shortening of chant portion is extension of services time, 
also absence of music materials for hymns or lack of 
proper preparation. That’s why nowadays reading is 
widely preferred. It is a negative factor preventing revival 
of old chanting traditions in contemporary divine practice.  

Comparative analysis of the Festive Ektenia for the 
contemporary services, Zatiki and sacred hymns 
description – catalogue (“Description of the Manuscripts 
and Alphabet Catalogue of Georgian Sacred Hymns 
according to the Handwritten Scores of St. Pilimon 
Chanter (Koridze) and St. Ekvtime Confessor 
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(Kereselidze)”) proves the existence of different versions 
of hymnographic canons performed during Great Feasts. 
Taking into consideration the peculiarities of texts it is 
obvious that the mentioned genre was developing within 
the Octoechossystem.  

There are21 music manuscripts, which have 
preserved the hymnographic canons of the Great Feasts. 
They contain three voiced and one voiced samples passed 
by the old Georgian singings. Singing performance 
tradition of complete hymnographic canon was revived in 
the end of the XIX century. Nowadays, only few chants 
are performed from the vast repertoire. Diversity of the 
Great Feasts canons which are fixed in Georgian music 
manuscripts of the XIX centuryconfirms viability of 
Georgian chanting tradition. Diversity and abundance of 
existing materials give the opportunity to conduct further 
research on the topic.  
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nana mJაvanaZe (saqarTvelo) 

 

saSemsruleblo formebis sakiTxisaTvis  

svanur sasimRero repertuarSi 

 

RmerTo, rogor male daeca Cveni axalgazrdoba!  

ra droeba movida da ras moveswariT?  

afsusi ar aris, Cveni Zveli mama-papebis  

simRera miatoves  

da raRac axal modis uazro simRerebi SemoiRes..." 

[lazare daduani 1973:34] 

 

daaxloebiT 150 wlis win, am sityvebis 

avtori imdroindel axalgazrdobas, meoce 

saukunis svanuri simReris ostatebisa da 

moamage gadranebis, falianebis, dadvanebis, 

margianebis, filfanebis, Camgelianebis, fir-

cxelanebis, gurgulianebis da sxvaTa winap-

rebs uwunebda simReras da mama-papuri kilo-

hangebis Seryvnasa da daviwyebaSi amxelda. 

nacnobi motivia da dResac- aqtualuri. Cve-

ni Taoba, vfiqrob, am moxuci svanis dawune-

bul, droTa ganmavlobaSi gadaazrebul da 

transformirebul memkvidreobas didi pasu-

xismgeblobiT vekidebiT, TiToeul bgeras, 

muxls, moZraobas, detals vakvirdebiT da 
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mis SenarCunebas vcdilobT. arada, es Seuq-

cevadi, istoriuli ganviTarebiT ganpirobe-

buli procesia; momavali Taobebi Cvens nam-

Rers gaixdian Tayvaniscemis sagnad da ase 

gagrZeldeba manam, sanam simReris konteqsti, 

ase Tu ise, iarsebebs. simRera, gansakuTre-

biT zepirsityvieri tradiciis pirobebSi, 

cocxali organizmia da mgrZnobiare kore-

laciaSia cvladi konteqstis rxevebTan, miu-

xedavad imisa, rom arsebobs erTgvari „mud-

mivebic" konkretuli tradiciis farglebSi 

(mag.: voqabelebi, bgeraTrigi, akorduli faq-

tura da a.S.), romelTa alteraciis xarisxi 

zogjer umniSvneloa.  

svanuri simReris, romelic dRemde coc-

xali tradiciis nawils warmoadgens, Seswav-

la adasturebs saSemsruleblo formebis 

transformacias konteqstis cvalebadobis 

kvaldakval, rasac Janris gadaazrebamdec 

mivyavarT.  

mocemul kvlevaSi SevecdebiT verbalur 

da musikalur teqstebze, agreTve eTnogra-

fiul monacemebze dakvirvebiT gamovavlinoT 

saSemsruleblo formebis modifikaciis ni-
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muSebi da gaviazroT cvlilebebis korela-

cia konteqstTan. 

Janruli klasifikaciis safuZvlad avi-

ReT ZiriTadad musikaluri maxasiaTeblebi: 

intonaciuri (melodia, harmonia) ena, Sesru-

lebis forma (ferxuliT, cekviT, an mis ga-

reSe) da cxadia, Sesrulebis konteqsti (sad, 

rodis da ratom)15. pirvel kategoriaSi gava-

erTianeT saweso-saritualo simRerebi, rom-

lebic, Tavis mxriv, or qvejgufad davyaviT. 

pirvel jgufSi gamovyaviT e.w. himnuri simRe-

rebi, romlebsac musikologebi miakuTvneben 

sagaloblis tipis saweso simRerebs, saerTo 

ritmul-intonaciuri da kompoziciuri wyo-

biT, sityvieri teqstebis siaxloviTa da Ses-

rulebis konteqstiT [arayiSvili, 1950:21; fa-

liaSvili 1910:7; aslaniSvili, 1954:87; axobaZe 

1957:14; gabisonia 2012]16. meore jgufs miva-

                                                            
15amgvarimidgomaeyrdnobaJanriszemcovskiseul (bazi-
sur) formulas (hangi-teqsti-funqcia) danawilobriv-
missociologiuraspeqts (Semsrulebeli, Sesruleba, 
Sesrulebuli) [zemcovski 1983:61-65], ramdenadacCvenmi-
erganxiluliwyaroebierTisimRerisgansxvavebulversi-
ebswarmoadgenen.  
16 himnuri simRerebis musikaluri maxasiaTeblebia: 
„xSiri kadansireba, Sesrulebis mediduri, sazeimo, 
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kuTvneT simRerebi, romlebic himnuris gar-

da, saferxulo monakveTsac Seicavs da fer-

xuliT, an ferxuliTa da cekviT sruldeba. 

himnuri simRerebi or qvekategoriad 

davyaviT: 

1) homogenuri _ saritualo funqciis 

simRera-sagaloblebi. sagaloblis tipis da 

ferxuliT saTqmeli; 

2) heterogenuri (Sedgenili, poliTetu-

ri)-saritualo funqciis simRera-sagaloble-

bi, romelsac mosdevs ferxuli da cekva. 

aRniSnuli sasimRero repertuaris Ses-

wavlam gamoavlina, rom sasimRero formebis 

transformirebis procesi viTardeboda ara 

martivi, homogenuri formebidan rTuli, po-

liTeturi kompleqsebisaken, aramed piriqiT, 

heterogenuli saSemsruleblo formebi dana-

wevrda da saweso konteqstidan sxva, sasce-

no-esTetikur sivrceSi gadainacvla17. 

                                                                                                                     
dinji manera, SeniRbuli aqcentuaciis metri, gamWo-
li dramaturgiuli principi, Seyovnebuli JReradoba" 
[gabisonia 2012] da a.S.  
17cxadia, SeuZlebelia imis Tqma, romeli iyo pirve-
ladi forma. aRniSnuli varaudebi eyrdnoba Cven mier 
ganxilul nimuSebs da im konteqsts, romelTa aRwe-
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heterogenuli jgufis simRerebis kompo-

ziciur konstruqciasa da musikalur-verba-

lur teqstebze dakvirvebam gviCvena, rom am 

jgufis simRerebi saweso-sadReobo saritua-

lo performansis ganuyofeli nawilia da 

erT kompleqss aerTianebs. amgvar simReraTa 

rigs miekuTvneba magaliTad: didebaTa, Sga-

rida laSgari, murza i beqzil, (ix. sanoto 

nimuSi 1, 2) laJRvaS diadeb, raili, Sexe ab-

ram da sxv. yvela maTgani saweso-sadReobo 

ritualebis savaldebulo nawilad iTvleba 

bevrgan svaneTSi da, vfiqrobT, Tavidanve ri-

tualuri daniSnuleba unda hqonodaT. rTu-

li formis sadidebeli simReris didebaTas 

orive nawili (sagaloblis tipis Sesavali 

da ferxuliT saTqmeli momdevno) erTad 

sruldeba da am erTobas zogjer sityvieri 

teqstis erTgvarovnebac ganamtkicebs. kompo-

ziciuradac erTi nawilidan meoreSi gadas-

vla organulad xdeba kadansuri saqcevisa 

da saSemsruleblo xerxebis meSveobiT. am-

gvari kadansi yovelTvis ara, magram xSirad 

                                                                                                                     
rilobac dRes xelmisawvdomia, an romelic jer ki-
dev cocxal tradicias warmoadgens. 
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swored momdevno nawilis dawyebas moaswa-

vebs da gamocdil msmenels ferxulis mo-

lodins uqmnis18. sagulisxmoa, rom es kadan-

suri formula ritmul-melodikur da verba-

lur erTobas qmnis da ganuyreli wyvilis 

saxiT warmogvidgeba sxvadasxva himnuri sim-

Reris nagebobaSi (ix. sanoto nimuSi N3).  

meore mxriv, zogierTi simRera, rogori-

caa magaliTad: lile, Saida lile, laguSe-

da, riho, qalTidi, iav qalTi da a.S., mono-

Teturi (homogenuri) formis kompoziciebs 

warmoadgens arsebuli saSemsruleblo praq-

tikis gaTvaliswinebiT da mkvlevarTa mier 

bunebrivad ganixileba, rogorc damoukide-

beli erTeulebi [aslaniSvili 1954:35; ara-

yiSvili 1950; axobaZe 1957: 7-22; bardaveliZe 

1939; TaTaraZe 1976:11, 44; xarZiani 2009:154; ka-

panaZe 2014:123]. 

Tumca, xSir SemTxvevaSi, rogorc sit-

yvier, aseve musikalur teqstebze dakvirveba 

adasturebs Tematur naTesaobas zogierT 

                                                            
18svanur simReraSi voqabelebis kvlevisas gamovlinda 
rigi verbalur-musikaluri formula wyvilebisa, ro-
melTa erT-erT nairsaxeobasac swored kadansur saq-
cevebSi vxvdebiT [mJavanaZe... 2015] 
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simReras Soris, romlebic dRes cal-calke 

sruldeba. aRniSnuli saweso-saritualo sim-

Rerebis analizma cxadyo, rom zogjer erTi 

da igive saxelwodebiT an misi saxesxvaobiT 

gvxvdeba simRerebi, romelTac TiTqos ara-

feri aqvT saerTo da saSemsruleblo reper-

tuaris calke formebs warmoadgenen. aseTia 

magaliTad, lile da Saida lile, qalTid 

da iav qalTi. lile da qalTidi homogenuri 

himn-sagaloblebis tips miekuTvneba, xolo 

Saida lile da iav qalTi mesame, ferxuliT 

saTqmel simReraTa jgufSi Sedis. saxelwo-

debis garda, am simRerebs saweso-saritualo 

daniSnulebac akavSirebT da rogorc eTnog-

rafiuli monacemebi, aseve sityvieri teqste-

bi maT religiur-sakulto warmoSobaze met-

yvelebs.  

z. faliaSvili aRniSnavs: „...svani salaS-

qro simReras ambobs da mterzed gamarjvebu-

li RvTaebas samadlobels uZRvnis, anu mox-

denil ferxuls dasZaxebs ..." [faliaSvili 

1910:5]. locvis ferxuliT Sesrulebis forma 

dRemdea Semonaxuli svaneTSi da ferxule-
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bis daTqmuli raodenobac19 amis dasturia. 

Saida lile saferxulo simReraa, xolo li-

le damoukideblad sruldeba, rogorc him-

nuri sagalobeli. asevea iav qalTi da qal-

Tidi. Cveni azriT, ferxuliT saTqmel simRe-

rebs win uZRoda himnuri tipis sagaloble-

bi, gansakuTrebiT saweso-saritualo simRe-

rebSi. aseTi unda yofiliyo umravlesoba im 

simRerebisa, romelic sruldeboda dReobeb-

ze taZris SemogarenSi20. amis irib sabuTad 

erTi mxriv, migvaCnia is simRerebi, romle-

bic or-sam nawilad sruldeba da romelTac 

saerTo verbalur-musikaluri Sinaarsi, sa-

xelwodeba da Sesrulebis konteqsti aerTi-

anebT. sayuradRebo detals mivageniT qal-

Tidis ansambl „rihos" mier Sesrulebul va-

riantSi, romelic adasturebs Cveni hipoTe-

                                                            
19bolo dromde latalis sof. laxuSdSi Semonaxuli 
iyo dReobebze Svidi saritualo ferxulis Sesrule-
bis tradicia, romelTagan pirveli ori yvelgan sa-
valdebulo iyo, danarCeni xuTi - SerCeviTi.  

 
20taZarSi Sesasrulebeli himnuri simRerebidan mxo-
lod erTi-ori sagalobeli SemorCa. svanuri saweso 
ritualisa da misi musikaluri Sinaarsis Sesaxeb vam-
zadebT calke gamokvlevas, sadac am sakiTxs ufro 
detalurad ganvixilavT. 
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zis safuZvlianobas. simRera Tavidan bo-

lomde himnuri tipis sagalobelia yvela ma-

xasiaTebliT, magram boloswina muxlis ka-

dansuri nagebobis bolos icvleba metrul-

melodiuri da ritmuli suraTi da iwyeba 

saferxulo wyobis konstruqcia, romelic 

mxolod erTi muxlis ganmavlobaSi grZel-

deba, ris Semdegac ansambli kvlav ubrunde-

ba sagaloblis „kalapots" da damabolove-

bel muxls ambobs himnisTvis damaxasiaTebe-

li tipuri kadansiT (ix. sanoto nimuSi 4), 

romelic Sesabamisi voqabeluri21 Tanamewyvi-

lis TanxlebiT JRers. swored es saferxu-

lo CanarTi migvaCnia „qalTidis" Tavdapir-

veli versiis (himnur-saferxulo kompleqsu-

ri formis) rudimentad. 

kidev erTi aseTi nimuSi, Cveni azriT, 

unda iyos riho da laguSeda. arayiSvili 

Tavis gamokvlevaSi religiuri xasiaTis sim-

                                                            
21terminSi vgulisxmobT svanur himnur simRerebSi 
Cvens mier gamoyenebul verbalur-intonaciur formu-
las, romlis sityvieri teqsti locviTi bunebis ,,ase-
mantikur” erTeuls warmoadgens. dawvrilebiT ix. av-

toris statia On the Problem of Asemantic Texts of Svan 
Songs’ (2015. ibeWdeba) 
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ReraTa jgufSi ganixilavs rihos da ambobs, 

rom sagaloblis ori varianti arsebobs: ri-

ha laguSeda da ubralod riha (arayiSvili 

1950:21). rogorc mis mierve simRerebis mota-

nili teqstidan Cans, riha uSgulis sakur-

Txevlis sadidebelia. simReris Sinaarsi 

mogviTxrobs osebTan22 svanebis brZolaze. 

axobaZec, rihoze saubrisas, gviziarebs gad-

mocemas am simReris warmoSobasa da Sesru-

lebis formaze (axobaZe 1957:12) da ambobs, 

rom rihos eklesiis garSemo SemovliT as-

rulebdnen „lamarias" dResaswaulzeo. oseb-

Tan brZolaSi daRupuli svanebis pativsace-

mad da mosagoneblad ki erTaderTi gadarCe-

nili svanis, daTa xaWvanis ezoSi yovelwli-

urad ikribebodnen da rihos ferxuliT abam-

dneno. axobaZe arafers ambobs simReris Si-

naarsze, magram safiqrebelia, rom riho la-

guSedas teqsti da Crdiloel mezoblebTan 

brZolaSi daRupuli svanebis aRsaniSnavad 

ferxuliT naTqvami rihos msgavsi Sinaarsisa 

unda yofiliyo. rihos gavrcelebuli varian-

                                                            
22osebs svanebi mezobel Crdilokavkasiel tomebs 
eZaxdnen da ara osebis saxelwodebiT cnobil eTni-
kur jgufs. 
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ti simReris pirveli (himnuri) nawili unda 

iyos23, xolo laguSeda misi saferxulo gag-

rZeleba.  

                                                            
23 Tavad „rihoc" ferxuliT sruldeboda, Tumca „ri-
hos" ferxuli himnuri galobis metaenasTan Sewyvile-
bis iSviaTi nimuSia da vfiqrobT, saritualo ferxu-
lis stadialuri ganviTarebis adreul etaps warmo-
adgens. saferxulo moZraobebis stadiebze miuTiTebs 
lukina Tavis sadisertacio naSromSi [lukina 2005]. 
vfiqrobT, rom ferxulis Casaxvis etaps warmoadgens 
„laJRvaSis" metaena (e.w. saferxulo moZraoba), rome-
lic kidev erTi naTeli nimuSia imisa, Tu rogor re-
formirdeba da rekonstruirdeba saSemsruleblo 
forma simReris (an cekvis) pirveladi funqciis moS-
lis SemTxvevaSi. cnobilia, rom cekva ritualuri aq-
tis uZvelesi formaa, rasac uZvelesi msoflios Se-
saxeb araerTi arqeologiuri monapovari da kvlevebi 
adasturebs [haiuoTeri 1978:39-127]. „laJRvaSi", ro-
gorc sawinamZRvre ferxuli (funqcionalurad igi 
sxva movlenas aRniSnavs, vidre arayiSvilis mier aR-
werili „winamZRola", anu lideri, romelic warmar-
Tavs koleqtiur muzsicirebas, inicirebs da karna-
xobs komunikaciis kinesikur (qoreografiul) 
„teqsts". „laJRvaSi" saritualo misteriis meore, sa-
ferxulo nawilis dasawyisis momaswavebelia da, Cve-
ni azriT, taZarSi dawyebuli msaxurebis efeqturobis 
gaZlierebas emsaxureba. Sesabamisad, igi dResaswaul-
ze gasarTobad saTqmeli simRera ki ara, sakraluri 
mniSvnelobis sinkretuli, religiuri aqtia, sityvis, 
moZraobisa da musikis erTobiT Sesrulebuli. imas, 
rom ferxulebi dResaswaulis Semdeg eklesiis Semo-
garenSi gasarTobad da salaRobod iqmneboda da 
sruldeboda, abaTilebs dReobebze Svidi (maT Soris, 
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himnuri (sadidebel-savedrebel-samadlo-

beli) saweso simReris kompleqsuri formis 

arsebobisa da droTa viTarebaSi misi dana-

wevrebis erT-erT damadasturebel nimuSad 

migvaCnia simRera Sexe abram. vfiqrobT, swo-

red Sexe abrams unda gulisxmobdes d. ara-

yiSvili, rodesac ambobs, rom raWaSi svane-

bisgan Cauweria simRera, romelsac mkvleva-

ri sufrulis saxelwodebiT moixseniebs. 

mecnieris gadmocemiT, simRera ori teqstiT 

sruldeboda: erTi bibliuri abraamis, xolo 

meore „vefxistyaosnis" gmiris, avTandilis 

Sesaxebo24 (arayiSvili 1950:20). ansambl „Sga-

                                                                                                                     
ori savaldebulo) ferxulis Sesrulebis tradicia, 
romelic dRemde SemorCa latalis Temis sofel la-
xuSdSi. droTa ganmavlobaSi, „laJRvaSma" dakarga 
pirveladi daniSnuleba da sabolood sxva esTetikur 
sivrceSi scenaze gadainacvla, sadac axali sicoc-
xle SeiZina axali formiT da WunirTan erTad srul-
deba. imaze, rom WuniriT Tanxleba bevri, manamde or-
pirulad saTqmel saferxulo simRerebTan erTad uf-
ro gviani movlena unda iyos, saubrobs maka xarZiani 
Tavis disertaciaSic (xarZiani 2007:128, 138). 
24cxadia, mxolod sityvier teqstze dayrdnobiT Jan-
ris gansazRvra SeuZlebelia. magaliTad, Sesrulebis 
formis gaTvaliswinebiT aslaniSvili adgens, rom 
„xevsuruli sagmiro simRerebi odesRac sakulto sim-
Rerebs warmoadgendnen... magram sagvareulo wyobis 
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ridas" xelmZRvaneli, gurgen gurCiani (eqspe-

diciis masalebidan, maisi, 2015) CvenTan sau-

barSi ambobs, rom simRera bibliur abraams 

ki ara, svan sardal abrams unda eZRvnebo-

des, mravalricxovan mterTan brZolaSi ga-

marjvebis ukvdavsayofad. orive SemTxvevaSi 

Sinaarsis teqsti erT simReraSia gaerTiane-

buli da swored kompleqsuri kompoziciuri 

formiTaa warmodgenili. svanebi miwa-wylis, 

Temisa da ojaxisaTvis brZolas saRvTo saq-

mis dar mniSvnelobas aniWebdnen. brZolis 

win Semweobas locviT (galobiTa da ferxu-

liT) iTxovdnen. sabrZolo da sagmiro moti-

vebi svanur sasimRero SemoqmedebaSi uxvadaa 

da am tipis simRerebs or nawilad vyofT: 

saweso (sabrZolo) himn-ferxulebi da sagmi-

ro baladebi. Sexe abram swored pirvel 

jgufs ganekuTvneba da Sesabamisad, sagalo-

bel (sadidebel) Sesavalsac Seicavs fer-

xulTan da cekvasTan erTad25.  

                                                                                                                     
gaqrobasTan dakavSirebiT, isini hkargaven sakulto 
xasiaTs da sagmiro an istoriul xasiaTs iReben" (as-
laniSvili 1954:214). 
25aRsaniSnavia, rom swored gurgen gurCianis mier aR-
dgenil nimuSSi Cans naTlad simReris Tavdapirveli 
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SemoTavazebuli diskusi da argumentebi 

iZleva sagulisxmo daskvnebis gakeTebis sa-

Sualebas; kerZod: 

- svanuri sasimRero repertuaris didi 

nawili saweso ritualis mTavar mizans emsa-

xureba da sinkretuli saritualo perfor-

mansis erT-erTi wevri da aqtioria; Sesabami-

sad, iseTi saSemsruleblo formebi rogori-

caa, himnuri kompozicia da ferxuli, sari-

tualo msaxurebis formebs warmoadgenen; 

- zogierTi ferxuli da himni, rogori-

caa magaliTad riha da laguSeda, qalTid 

da iav qalTi, lile da Saida lile, miuxe-

davad imisa, rom dRes cal-calke sruldeba, 

vfiqrobT, garkveul etapze erT kompleqss 

warmoadgenda da konteqstis cvalebadobis 

kvaldakval calke saSemsruleblo forme-

bad iqca; konteqstis cvalebadoba unda asa-

xuliyo agreTve simReraze Sexe abram, rom-

lis saferxulo nawilis sityvieri teqsti 

himnuri Sesavlis teqstTan Seusabamo teq-

stiT Canacvlda; 

                                                                                                                     
forma. amave tipis simRerebs mivakuTvnebT Sgarida 
laSgars. 
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- ramdenadac daskvnebis gamotanisas 

sityvieri teqsti yovelTvis ver iqneba erTa-

derTi dasayrdeni wyaro, saWiroa Sesrule-

bis konteqstisa da musikaluri teqstis gaT-

valiswineba, romelic xSirad inaxavs dale-

qil informacias da rudimentis saxiT gasa-

Rebs iZleva sakiTxis gasarkvevad; amis maga-

liTia qalTidis „rihoseuli" versia;  

- konteqstis gabundovanebisa da bunebi-

Ti, pirveladi daniSnulebis dakargvis nimu-

Sia agreTve „laJRvaSi", romlis kompleqsu-

ri analizi avlens mis calsaxad sakralur 

bunebas; ufro metic, saferxulo moZraobeb-

ze dakvirveba amJRavnebs saferxulo -locvi-

Ti performansis stadialuri ganviTarebis 

uadres formebs.  

mravalplanianma diskursma saSualeba 

mogvca gamogveTqva zogierTi mosazreba sa-

Semsruleblo formebis transformaciasa da 

SesaZlo mizezebze; vfiqrobT, Semdgomi 

Rrma, konteqstualuri kvlevebi am mimarTu-

lebiT SesaZlebels gaxdis Janrul klasifi-

kaciasa da saSemsruleblo formebTan dakav-

Sirebuli problemebis gadawyvetas svanur 

sasimRero repertuarSi.  
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avtorisagan: madlobas vuxdiT qarTuli 

kulturuli memkvidreobis dacvis britanul 

fonds (FaRiG Fund), romelmac saSualeba mog-

vca Cagvetarebina savele samuSaoebi svanur 

eko-migrant soflebsa da geografiul sva-

neTSi. winamdebare kvleva aRniSnuli proeq-

tis erT-erT mokrZalebul Sedegs warmoad-

gens.  

agreTve, madlobas vuxdiT eTnolog ma-

dona Camgelians svanuri sasimRero teqste-

bis Targmnasa da savele samuSaoebis orga-

nizebaSi gaweuli daxmarebisaTvis.  

 

 

gamoyenebuli literatura 

 

1. arayiSvili d., svanuri xalxuri simRere-

bi, „xelovneba", Tb., 1950. 

2. aslaniSvili S., narkvevebi qarTuli xal-

xuri simRerebis Sesaxeb. I tomi. xelovne-

ba, Tbilisi 1954. 

3. axobaZe vl., qarTuli svanuri xalxuri 

simRerebis krebuli, Tb., ,,teqnika da Sro-

ma" (qarTul da rusul enebze), 1957. 



 

 

 262 

4. svanur xalxuri dReobaTa kalendari. 

(ssrk mecn. akademiis saq. filialis ga-

momcemloba), Tb. 1939. 

5. gabisonia T., „qristianuli kvali svanur 

himnur simRerebSi", moxseneba eTnologi-

ur samecniero konferenciaze arqauli 

elementebi saqarTvelos mTis eTnokul-

turaSi, ilias saxelmwifo universiteti, 

2012 (ibeWdeba). 

6. eTnografiuli werilebi svaneTze, [Semdg.: 

b.avaliani avaliani avaliani, g.zurabiani]. 

gv. 7-46; sssr sax. gamomcemloba, Tbilisi, 

1973. 

7. TaTaraZe a.,ZveliqarTuli (svanuri) fer-

xulebi. gamomcemloba „ganaTleba", Tbi-

lisi-1976. 

8. kapanaZe o .,qarTulisaferxulosimRerebi: 

musikalurienisTaviseburebebi, xelovne-

baTmcodneobisdoqtorisakademiurixaris-

xismosapovebladwarmodgenilidisertacia, 

Tb. 2014. 

9. mJavanaZe n. ,da Camgelianim., „svanuri sim-

Rerebis asemantikuri teqstebis sakiTxi-

saTvis", (samecniero statia wardgenilia 

dasabeWdad JurnalebSi Anthropological 
Linguistics და Cadmos). 



 

 

 263 

10. faliaSvili z., (Camweri), qarTuli xalxu-

ri simRerebis krebuli (imeruli, guru-

li, raWuli, svanuri da qarTl-kaxuri), 

tfilisis qarTuli filarmoniuli sazo-

gadoebis gamocema, # 5, (qarTul da ru-

sul enebze), 1910. 

11. xarZianim., nadirobis Tema svanur musika-

lur folklorSi, musikologiis doqto-

ris akademiuri xarisxis mosapoveblad 

warmodgenili disertacia, Tb., 2009. 

12. Земцовский И., «К теории жанра в фольклоре», 
Сов. музыка, №4, M., 1983. 

13. Лукина Ангелина, Традиционные танцы саха: 
идеи, образы, лексика,xelovnebaTmcodneobis 

doqtoris akademiuri xarisxis mosapoveb-

lad warmodgenili disertacia, avtorefe-

rati. Москва, 2005, 
http://www.dslib.net/iskusstvo-teatra/tradicionnye-
tancy-saha-idei-obrazy-leksika.html. (06/09, 
2015Highwater Jamake, Dance: Rituals of 
Experience, Methuen Publication, Toronto, Canada, 
1978 
 

savele eqspediciebi: 

latali: 2014, 2015 



 

 

 264 

uSguli: 2015 

dmanisi: 2015 

 

 



 

 

 265 

 
 

 
Nana Mzhavanadze (Georgia) 

 
Performance Forms in the Svan Singing Repertoire  

 
Study of the Svan singing repertoire as one of the 

living traditions in Georgia reveals a process of the 
transformation of performance forms according to changes 
in context. Such transformation leads to a rethinking and 
modification of the genres too. Examination of verbal and 



 

 

 266 

musical texts, as well as ethnographical data, discloses 
examples of modified performance forms and explores the 
correlation of the changes with the context.  

Study of the Svan singing repertoire shows that the 
process of the transformation of singing forms is directed 
towards the heterogenic forms being fragmented into 
smaller pieces and moved from the sacred ritual context to 
the space of stage esthetics.  

Although many songs are performed separately 
today, we believe that they were sung together to make 
more complex forms. We argue that the majority of round 
dance songs would always be preceded by a hymn-type 
introduction. Indirect evidence of this postulation are those 
songs which have been preserved in two (sometimes three) 
part forms sharing a common verbal-musical content, title 
and performing context. This hypothesis is strongly 
supported by an interesting version of the hymn Kaltid 
(Riho ensemble), which after a final cadence suddenly 
grows into a round-dance construction but after the first 
phrase returns back to the hymn “frame” and ends with the 
typical “hymn” cadence again. 

Thus, we conclude that: 
- Most Svan songs serve the main purpose of sacred 

act in which they function as one of the members and 
actors of syncretic ritual performance; therefore, we 
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believe that the performance forms such as hymns and 
round dances are forms of ritual service;  

- Some round dances (Lagusheda, Shaida Lile) and 
hymns (Lile, Riho), despite being performed separately 
would be part of a complex forms and have became 
separated as a result of the changes in context;  

- Since verbal texts cannot always be the ultimate 
basis for drawing conclusions, it is the performing context 
and sometimes only the musical texts preserving old 
remnants that can serve as keys to find answers (Kaltid); 

- Complex analysis of some songs reveals their 
sacred nature (Lazhghvash). Furthermore, examination of 
round dances shows signs of early forms of stage 
development of circle dance with a sacred (ritual) 
character. 

 
Multidimentional discourse has allowed us to make 

few hypotheses on the transformation of performance 
forms and possible ways they occur. We believe that 
further deep contextual studies will help solve the issue of 
genre classification and identification of performance 
forms in the Svan singing repertoire.  
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nino naneiSvili (saqarTvelo) 

 

musika da misi Semsruleblobis sakiTxebi 

qarTvel ormocdaaTianelebSi 

(Tbilisisa da dedofliswyaros magaliTze) 

 

qarTuli musikaluri azrovnebisaTvis 

pirveladi maxasiaTebeli mravalxmianobaa, 

ZiriTadi religiuri mrwamsi _ marTlmadi-

debloba. winamdebare kvlevisaTvis saintere-

soa, qveynis kulturis, istoriis, politiki-

saTvis ganmsazRvreli Taviseburebebidan „ga-

daxvevis“ analizi. winamdebare statia or 

aseT mniSvnelovan ,,gadaxvevas“ _ ormocdaa-

Tianelobas da maT musikas exeba. es sakiTxe-

bi eTnomusikologiuri midgomebiTaa Seswav-

lili. aqcenti musikis rolze, funqciaze, 

saxeobasa da Semsruleblobaze keTdeba, ara 

mxolod musikis struqturis analiziT, ara-

med socialuri datvirTvis kvleviTac. 

 kvlevis mizani da amocanaa gamokveTos:  

1.  musikis daniSnuleba ormocdaaTianeleb-

Si.  

2.  ormocdaaTianelTa religiuri musikis 

saxeebi.  
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3.  saSemsruleblo xerxebi da maTi warmo-

mavloba. 

 

meTodologia 

 

kvlevis meTodi CaRrmavebuli interviue-

bis, satelevizio gadacemebisa da moyvaru-

lebis mier gadaRebuli video masalis ana-

lizia. msaxurebebze daswreba eTnografiul 

dakvirvebasac moicavs. am etapisTvis 9 siR-

rmiseuli interviua Catarebuli. ZiriTadi 

asakobrivi jgufi 20-35 welia. dakvirvebis 

obieqtia ormocdaaTianelTa msaxureba Tbi-

lissa da dedofliswyaroSi. 

vemyarebi istoriul-SedarebiT meTods; 

agreTve, musikaluri koncefciis, qcevisa da 

xmovanebis meriamiseul Teorias 
(Merriam:1964); i. Jordanias „socialuri mra-

valxmianobis“ Teorias (Jordania:2004), i.zem-
covskis mosazrebas HOMOPOLYPHONICUS-is 
(mravalxmianad moazrovne) - „eTnosmenis“ ma-

tarebeli adamianis Sesaxeb (zemcovski, 2002; 
2004) da m. hudis „bi-musikalobis“ koncefci-

as (Hood:1960).  
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ormocdaaTianelobis dabadebis oficia-

lur TariRad 1906 wlis 14 aprili iTvleba 

(papuaSvili:2008). saqarTveloSi pirveli or-

mocdaaTianelebi 1914 wlidan Cndebian, xo-

lo pirveli qarTuli eklesia 1942-45 wleb-

Si yalibdeba. ormocdaaTianelebi Tavis 

Tavs ,,saxarebis rwmenis eklesias“ uwodeben. 

saxeli maTi mrwamsis sayrdenidan - saxare-

bidan momdinareobs, xolo meore saxelwode-

ba - ormocdaaTianeloba maT Teologiur aq-

centze mianiSnebs, suliwmidis mofenasTan 

dakavSirebiT (sulTmofenobas qristianebi 

aRdgomidan ormocdameaTe dRes aRniSnaven). 

niSandoblivia, rom am rwmenis mimdevrebi-

saTvis umniSvnelovanesia suli wmidis „niWe-

bis“ moqmedeba.  

dReisaTvis saqarTveloSi ormocdaaTia-

nelTa eklesiis saerTo ricxvi 120-s aRema-

teba. morwmuneTa raodenoba 10 000 s aRwevs 

(papuaSvili:2008). 
 

musikis datvirTva qarTvel ormocdaaTia-

nelebSi  
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alan meriamis definiciis mixedviT, mu-

sikis Sinaarsis gasagebad, am musikis Semoq-

medis - xalxis damokidebulebebi, rwmenebi 

da Rirebulebebi unda gaanalizdes. vfiq-

rob, rom musikis Semsrulebloba, romelic 

winamdebare kvlevis mTavar interess warmo-

adgens, pirdapir gamomdinareobs musikis Si-

naarsidan. 

Tavisi bunebiT ormocdaaTianelTa musi-

ka Zalze socialuria. igi mrevlis musika-

lur moTxovnilebebs da SesaZleblobebs 

iTvaliswinebs. sagaloblebis Seqmnac, kompe-

tenciis miuxedavad, mrevlis nebismier wevrs 

SeuZlia. Tbilisisgan gansxvavebiT, sadac 

musikaluri repertuari garkveul SerCevas 

eqvemdebareba, dedofliswyaroSi axali sim-

Rerebi SeuzRudavad daiSveba: „rac gulidan 

mosdis adamians, imaSi suli wmidis moqmede-

baa da ar vereviT“ (64 wlis zeinabi, dedof-

liswyaroeli pedagogi).  

sityvieri da musikaluri teqstis mixed-

viT ormocdaaTianelTa sagaloblebi SeiZ-

leba or jgufad daiyos:  

1. qeba-didebis, e.w. ,,ganzogadebuli“, ro-

melic mrevls RmerTis gandidebisken mouwo-
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debs da mxiaruli ganwyobisaa (audio mag. 

#1)26. 

2. Tayvaniscemis, romelic „uSualo“, ga-

momsaxveli frazebiT da lirikuli melodi-

urobiT xasiaTdeba (audio mag. #2). 

 ormocdaaTianelTa sagaloblebi (rom-

lebsac umetesad avtorebi asruleben) Tana-

medrove, dedaqalaqisa Tu raionebis pop mu-

sikis intonaciebzea agebuli. isini stilu-

rad, musikaluri eniT saero simRerebisgan 

ar gansxvavdebian. am maxasiaTeblebidan ga-

momdinare sagaloblebis Semsrulebloba 

msgavsia saero, pop-musikis Sesrulebis xer-

xebisa da gamomsaxvelobisa. 

rogorc cnobilia, ormocdaaTianelTa 

musikis Tavdapirveli da ZiriTadi Janri 

gospelia, romelic afro-amerikeli monebis 

ritmo-intonaciidan iRebs saTaves. qarTvel 

ormocdaaTianelTa musikaluri realobisaT-

vis ucxoa amerikuli gospelisaTvis damaxa-

siaTebeli mZafri emociuri TviTgamoxatva. 

Tumca, maT msgavsad, sityvieri teqstebi mor-

                                                            
26ilias saxelmwifo universitetis eTnomusikologiis 
mimarTulebis laboratoriis saarqivo masala. eqspe-
dicia, 2014-2015. dedofliswyaro (kaxeTi, saqarTvelo). 
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wmuneTa sulier gasaWirs gamoxataven. niSan-

doblivia, rom am stilis simRerebi dedof-

liswyaroeli ormocdaaTianelebis repertu-

arisaTvisaa damaxasiaTebeli. Tbiliseli 

ormocdaaTianelebis musikaluri saxis gan-

sazRvra met CaRrmavebul kvlevas moiTxovs, 

Tumca Tanamedrove qarTul saestrado musi-

kasTan kavSiri TvalsaCinoa. aseve, xSiria 

ucxouri simRerebis „gadmoqarTulebis“ Sem-

Txvevebi. 

aRsaniSnavia, rom qalaqsa da sofels 

sxvadasxvagvari TviTgamoxatvis formebi 

aqvs, rac maTi socialur-kulturuli piro-

bebidan gamomdinareobs.  

 

musikaluri azrovnebis tipebi 

 

mniSvnelovani sakiTxia ormocdaaTia-

nelTa musikis xmovanebis tipis gansazRvra. 

saqarTveloSi, sadac muzicireba umetesad 

qarTuli tradiciuli musikisaTvis damaxasi-

aTebeli mravalxmianobis principebiT xdeba, 

erTxmiani musikaluri azrovneba garkveul 

“ucnaurobad“ aRiqmeba. es “ucnauroba“ miT 

ufro dasafiqrebelia, rodesac Semsrule-



 

 

 274 

belTa jgufs, tradiciuli musikis Sesaxeb 

garkveuli codna da gamocdileba aqvs. sain-

teresoa, rom aRniSnuli religiuri umcire-

sobis sagaloblebi umetesad, gundis mier, 

erT xmaSi sruldeba.  

ormocdaaTianel momRerlebSi arsebuli 

e.w. ormagi identoba menTal hudis meoradi 

eTnosmenis Teorias esadageba (Hood:1960), ro-
melic SesaZlebelia qarTvelebis Tanamed-

rove musikalur azrovnebaze ganvazogadoT. 

am Sedegs axleburi religiuri azrovneba 

da globalizaciis procesi ganapirobebs. 

kvlevis am etapisaTvis Seswavlili masala 

ar avlens kavSirs tradiciul religiur mu-

sikalur kulturasTan da damoukidebel 

plastad yalibdeba. TviTmyofadia Semsru-

leblobac. ormocdaaaTianelebis sagalob-

lebis saSemsruleblo stili identuria sae-

ro (qalaquri, satrfialo, patriotuli) sim-

Rerebis paTosisa.  

ormocdaaTianelebis Sesrulebis for-

mas ioseb Jordanias mier Teorizebuli e.w. 

,,socialuri mravalxmianoba“ miesadageba 

(Jordania: 2002). am cnebaSi avtori ,,mraval-
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xmianobas“ moiazrebs, romelsac ramdenime 

xmis funqcia ar aqvs. musikalurad unisonSi 

- ramdenime Semsruleblis mier xolo socia-

luri kriteriumiT - mraval xmaSi srulde-

ba. igi aRniSnavs, rom: ,,mravalxmianobis fe-

nomens aqvs ori faqtori, romelTa gauTva-

liswinebloba Zalian calmxriv Sexedule-

bas gviqmnis mravalxmianobaze, rogorc mov-

lenaze. esenia socialuri faqtori (anu mra-

valxmianoba aris jgufuri simRera, socia-

luri urTierToba simReris saSualebiT) da 

musikaluri faqtori (anu mravalxmianoba 

aris ori an meti bgeris erTdrouli JRera-

doba).  

 

daskvnebi  

 

ormocdaaTianelebis mReris saxeoba um-

ravles SemTxvevaSi socialuri kriteriumiT 

- mravalxmianobiT, xolo musikaluri kuT-

xiT - erTxmianobiT xasiaTdeba (Jorda-

nia:2004). calke ganxilvis Temaa sakravieri 

Tanxleba, romelic meore xmis funqcias 

iTavsebs, magram igi iSviaTad vrceldeba vo-
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kalur mravalxmianobaze. sainteresoa, rom 

erTi da igive „aqtorebi“, anu qarTveli or-

mocdaaTianeli Semsruleblebi sxvadasxva 

musikalur saxes, gansxvavebul saazrovno 

principebs warmoadgenen, rogorc musika-

lur-socialuri kriteriumis, aseve mxatvru-

li Rirebulebis mxriv (mag. msaxurebis dam-

TavrebisTanave momRerlebma mravalxmiani 

qarTuli xalxuri simRerebi wamoiwyes). or-

mocdaaTianelebis saRvTismsaxuro muzicire-

bisas Homo polyphonicus - is mravalxmiani az-

rovnebis unaris „socialur mravalxmiano-

bad“ gardaqmna meore smenis, „bi musikalo-

bis“ aSkara arsebobaze miuTiTebs, rac am 

religiuri umciresobis musikaluri azrov-

nebis maxasiaTebel niSnad ikveTeba. 

SeiZleba iTqvas, rom dedofliswyaroe-

li da Tbiliseli ormocdaaTianelebis ga-

lobis Sesruleba emociuri datvirTviT, ga-

momsaxvelobiT saero simRerebis Semsruleb-

lobas emsgavseba. amis safuZvels saero mu-

sikis msgavsi musikaluri ena da sityvieri 

teqsti iZleva. am ukanasknelis safuZvels ki 

religiuri damokidebuleba da msoflmxedve-

loba - maTTvis qriste aris cocxali Rmer-
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Ti, romelTan urTierTobisTisac morwmune 

adamians ar Wirdeba arc xati, arc sanTeli 

da arc moZRvari. aseve, zedmetia gansakuTre-

buli musikaluri formebis Zieba - ormocda-

aTianelebi galoben ise, rogorc SeuZliaT 

da qmnian iseT sagaloblebs risi resursic 

aris Tavad mrevlSi. 

dakvirvebidan gamoikveTa, rom dedof-

liswyaroeli mgaloblebi sagaloblebs gi-

taris, sinTezatoris da fanduris Tanxle-

biT asruleben. saSemsruleblo gamomsaxve-

loba, lirikul nimuSebSi (e.w. „Tayvanisce-

mis“), satrfialo simRerebis Sesrulebis 

msgavsia _ emociur-eqspresiuli, gancdiT 

savse (audio mag. #3). es maxasiaTeblebi Tva-

lebis daxuWvaSi, Tavis rxevasa da intonire-

baSic gamoixateba. mxiaruli ganwyobis saga-

loblebSi (e.w. „qeba-didebis“) - Sesruleba 

metad msubuqi da ritmulad mowesrigebulia, 

ZiriTadad axlavs tanis, xelebis Tavis rxe-

va, cekvis elementebi, taSi (audio mag. #4). 

Tbilisis msaxurebis musikaluri suraTi 

ufro erTgvarovania. umetes SemTxvevaSi, 

axalgazrda gogonebisagan Semdgari gundi 

ramdenime sakravis - bas-gitaris, ,,klaviSis“, 
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,,udarnikis“ TanxlebiT galobs (audio mag. 

#5). gundidan erTi an ori solisti gamoi-

yofa. sagaloblebis ganwyoba ZiriTadad si-

xaruls, aRtacebas, RmerTis qeba-didebas an 

Tayvaniscemas gamoxatavs. simRerebi umetesad 

aqac erT xmaSi sruldeba. Semsrulebloba 

sakoncerto gamosvlebis stilSi warmodge-

nil nomrebs gavs. gundi da solistebi sa-

gangebod mgalobelTaTvis gankuTvnil sce-

naze dganan. Semsruleblebis Jestikulacia 

(daxuWuli Tvalebi, xelebis moZraoba, sxeu-

lis ritmuli rxeva) maT emociur mimarTe-

bebs ganasaxierebs. 

rogorc kvlevidan gamoikveTa, meriamise-

uli musikaluri koncefcia, qceva da xmova-

neba erTmaneTTan mWidrod dakavSirebuli 

mocemulobebia. isini avseben, ganapirobeben 

erTmaneTs da religiuri subkulturis gan-

sakuTrebul musikalur saxes ayalibeben.  
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Nino Naneishvili (Georgia) 
 

Music and performance issues in the Pentecostals 
 
The study of religious minorities and their musical 

culture has attracted little academic attention in Georgia. 
In contemporary Georgian society the main focus has been 
on the traditional orthodox religion and its musical 
expression, while the other forms of religious expression 
are regarded as intrinsically less valuable. The goal of this 
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article is to study Georgia’s diverse religious and musical 
picture which I present on the example of the Pentecostals. 

The first signs of the Pentecostal movement, 
originated in the end of the 19th Century in the USA, 
appeared in Georgia as early as 1914. 

The basic methodology used for the research is an 
ethnographic method that involves attending religious 
services, observations, in-depth interviews and musical 
material analysis.  

I use the theoretical framework of so called Homo 
Polyphonicus and Ethnohearing theory of Izaly 
Zemtsovsky (Zemtsovski, 2002, 2004) as well as “bi-
musicality” of Mental Hood (Hood, 1960)and the idea of 
“Social Polyphony” by Joseph Jordania (Jordania, 2004) 
to study the musical thinking of Georgian Pentecostals . 
This analysis, based on a combined use of various 
theoretical and methodological approaches, reveals that 
Georgian Pentecostals, apart from polyphonic singing , are 
characterized by “ bi musicality. “ 

This phenomenon combines vocalization of 
Georgian three part polyphony as “social polyphony”.  

The results of this study illustrate that one of the 
religious minorities in Georgia, the Pentecostals, are 
characterized by a deviation from Homo Polyphonicus in 
musical thinking. They actively change their form of 
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musical worship to secondary ethno hearing –bi 
musicality. This outcome is determined by both new 
religious thinking and the process of globalization. A 
significant principle behind this form of worship is the use 
of forms during worship which are acceptable and 
accessible to all. This naturally leads to the development 
of modern forms.  

The material obtained by me does not demonstrate a 
connection between traditional religious music in general. 
It rather represents an independent domain. 
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ekaterine oniani (saqarTvelo) 

 

saSemsruleblo xerxebis gamovlenis  

sakiTxisaTvis nevmur damwerlobaSi 

 

saeklesio galobis tradiciuli Semsru-

leblobis sakiTxi dRemde aqtualuria. Ses-

rulebis auTenturobis problemebi didi xa-

nia musikismcodne-mkvlevarebisa da mgalo-

belTa interesebis sferos moicavs. proble-

mis sxvadasxva kuTxiT gaSuqebisas yuradRe-

bis miRma ar unda darCes uZvelesi samusiko 

xelnawerebi, romlebSic hangis dafiqsirebi-

sas TavisTavad aisaxeboda sxvadasxva saSem-

sruleblo xerxebi da niuansebi. cnobilia, 

rom galoba, rogorc profesiuli musikis 

sfero, eqvemdebareba fiqsacias. IX-X sauku-

neebidan, zogadad dasavleT da aRmosavleT 

saqristianoSi sagaloblis hangi iwereboda 

samusiko niSnebis _ nevmebis saSualebiT. Ca-

weris aseTi meTodi dRemde did Tavsatexs 

uCens mkvlevarebs. marTlac, Tu xuTxazian 

sanoto sistemaSi garda imisa, rom bgeris 

zusti simaRle gansazRvrulia, xolo dina-

miuri, agogiuri da sxva mTeli rigi saSem-
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sruleblo niuansebis meSveobiT kompozito-

ris Canafiqris zusti realizeba uzrunvel-

yofilia, da miuxedavad amisa, nawarmoebis 

interpretaciis mravalgvari varianti arse-

bobs, raoden idumalebiTaa moculi nevmebi, 

romlebic, galobis zepir tradiciaSi mxo-

lod hangis gasaxsenebel saSualebas warmo-

adgendnen. paralelurad, isini Tavis TavSi 

moicavdnen aramarto hangis zogad kontu-

rebs, aramed ritmul da, gansakuTrebiT sa-

Semsruleblo elementebs, rasac, rogorc 

Cans, aranaklebi mniSvneloba eniWeboda. bi-

zantiuri da dasavleTevropuli nevmuri sis-

temebis kvlevis Sedegebi am faqtis naTeli 

dadasturebaa. 

Suabizantiur nevmur notaciaSi, rome-

lic damwerlobis diastematur saxeobas 

warmoadgens, anu TiToeul intervalur 

svlas Tavisi niSani, an niSanTa kombinacia 

Seesabameba, eqvsi niSani gamoiyeneba mxolod 

erTi intervalis _ aRmavali sekundis gad-

mosacemad. erTi da igive intervaluri 

svlis aseTi mravalferovani gamosaxvis mi-

zezi Semdegia: miuxedavad erTnairi interva-

luri sididisa, isini gansxvavdebian erTma-
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neTisagan artikulaciiT. es niSnebi - soma-

tebi27 (garda oligonisa), intervalur da-

niSnulebasTan erTad, specialur saSemsru-

leblo funqciasac iTavseben, gamoxataven 

sxvadasxva Strixs (stakato, maxvili, msubu-

qi aqcenti), rasac moklebulia danarCeni 

niSnebi. sxva intervaluri svlebis artiku-

laciasTan dakavSirebiT bizantiur notacia-

Si mkacri wesebia SemuSavebuli, romelTa 

Tanaxmadac, garkveuli niuansebis mqone so-

matebTan Seqmnili kombinaciebiT yvela in-

tervalur svlas SeeZlo mieRo Sesabamisi 

saSemsruleblo elferi.  

artikulaciuri feradovneba ucxo ar 

iyo dasavleTevropul nevmur notaciaSi. 

eJen kardinim, romelmac adreuli Suasauku-

neebis nevmebisadmi axleburi midgoma Seimu-

Sava, gamoyo ori SedarebiT damoukidebeli 

disciplina _ grigoriseuli paleografia 

da grigoriseuli semiografia.Tu paleogra-

fiis qveS igulisxmeboda misi tradiciuli 

                                                            
27somas (sxeuli) jgufSi Sedis aRmavali da daRmava-
li sekundis aRmniSvneli nevmebi, xolo intervalebi, 
romlebic ufro met manZils – naxtoms gamoxataven, 
erTiandebian pnevmas (suli) jgufSi.  
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amocanebi28, semiologiuri analizis mTavari 

mizani gaxda niSnebis mravalferovnebis mi-

zezebis kvleva himnis auTenturi Sesrule-

bis ZiriTadi principebis gansazRvrisaT-

vis.Tavad kardini da misi mimdevrebi yurad-

Rebas umTavresad amaxvilebdnen grigoriseu-

li galobis ritmikasa da artikulaciaze, 

naklebad bgeraTsimaRlebriv mxareze. SeiZ-

leba iTqvas, rommelodiis zusti simaRleb-

rivi parametrebi Suasaukuneebis gadamwere-

bis mier ignorirebuli iyo da ufro meti 

mniSvnelobamelosis artikulaciur aspeq-

tebs eniWeboda. niSanTa grafikis mravalfe-

rovneba mkvlevarTa mier, dakavSirebulia 

swored saSemsruleblo niuansebTan. sidneis 

konservatoriis profesoris, nil makkevonis 

leqciaSi29, romelic miZRvnilia dasavleTev-

ropuli nevmuri notaciisadmi, yuradReba ga-

                                                            
28damwerlobis istoria, misi grafikuli formis gan-
viTarebis kanonzomierebis, uZvelesi damwerlobis 
Zeglebis Seiswavla maTi wakiTxvis mizniT. xelnawe-
ris avtoris, Seqmnis droisa da adgilis dadgena. 
asoebis konfiguraciis, maTi evoluciis, Semadgeneli 
elementebis proporciulobis, Sriftebis saxeobebis 
dadgena. 
29https://www.youtube.com/watch?v=ul3jVNPmwEg 
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maxvilebulia niSnebis saSemsruleblo as-

peqtebze. leqciidan gamovyofT niSan torku-

lusis grafikuli variantebis Sesabamis 

mniSvnelobebs ( ), sadac Cans, rom aRniSnu-

li grafemis TiToeul variantTan gansakuT-

rebuli artikulaciuri da dinamiuri niuan-

sia dakavSirebuli – erT sunTqvaze talRi-

seburad Sesruleba, melodiuri naxazis mci-

redi danawevreba msubuqi aqcentebiT, dinami-

kis gaZliereba. es ukanaskneli dakavSirebu-

lia niSnis gadidebul formasTan. am sakiT-

xebze yuradRebas vamaxvilebT imis gamo, 

rom Tu gaviTvaliswinebT qarTulis Tanad-

rouli bizantiuri da laTinuri nevmuri 

sistemebis Taviseburebebs da gaviziarebT 

maTi kvlevis gamocdilebas, eWvgareSe dad-

geba nevmebis meSveobiT saSemsruleblo mane-

ris gadmocemis SesaZlebloba qarTul nev-

mur sistemaSic. 

sazogadod, nevmur notaciaSi, nevmebis 

grafikuli variantuloba qmnis saSiSroebas, 

rom erTi da igive niSnis sxvadasxva grafi-

kuli nairsaxeoba, an kombinaciuri erTeuli 

damoukidebel niSnad iqnes ganxiluli. es 

movlena iwvevs niSanTa ricxvis xelovnur 
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gazrdas da garkveul uxerxulobas uqmnis 

mkvlevars. meores mxriv ki aris imis saSiS-

roebac, rom erTmaneTis msgavsi nevmebi, mxo-

lod erTimeoris grafikul variantad, an 

nevmatoris Secdomad miviCnioT, maSin, rode-

sac realurad maT SeiZleba sxvadasxva mniS-

vneloba hqondeT. amitom, niSanTa klasifika-

cia erT-erTi upirvelesi amocanaa, raTa ga-

moiyos arsebiTi araarsebiTisagan.vinaidan 

jer kidev amoucnobia nevmebis mniSvneloba, 

SeuZlebelia romelime detalis ugulvebel-

yofa. savaraudod niSnis moxazulobis yo-

vel Strixs Tavisi gansakuTrebuli daniSnu-

leba eqneboda. 

qarTul nevmur damwerlobaSi gamoiyofa 

erTsaxovani niSnebi, romelTac saerTo aqvT 

ganzogadebuli grafika (striqonzeda da 

striqonqveda or, sam, mravalkbiliani nevme-

bi, rkalebi, almiseburi niSani), magram er-

TmaneTisagan gansxvavdebian detaluri moxa-

zulobiT, mag.: niSnebis mokle da dagrZele-

buli fexiT. SesaZloa es mxolod nevmato-

ris kaligrafiuli saxecvlis, an sxvadaxva 

gadamweris individualuri kaligrafiis Se-

degic iyos, magram aseTi grafikuli varian-
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tebi Cven gvxvdeba qarTuli nevmuri sistemis 

Semcvel gansxvavebul ZeglebSi, gansakuTre-

biT ki miqael modrekilis iadgarSi, romlis 

niSanTa “sisworeze da ucTomelobaze” Ta-

vad miqael modrekili miuTiTebs (ix. danar-

Ti mag. #1). SemTxveviTi ar unda iyos isic, 

rom qarTul nevmur damwerlobaSi, niSnebis 

calkeul StrixebSi didma mgalobelma, wm. 

filimon qoriZem swored saSemsruleblo ni-

uansebze miTiTeba dainaxa: „dididapatarani-

Sanisityvaze Tu sityvis qveS aRniSnavs daba-

lis da maRalis xmebis wynarad da mZlavrad 

gamoTqmas. musikaluradamashqvian: fortepia-

no, msxvili da wvrili niSnebi aRniSnavs 

bansa da maRal xmebs, grZeli da mokl niS-

nebi _ grZlad da mokled xmebis warmoebas... 

niSani, romelic iwyeba dablidgan wvrilis 

xaziT da gadauxvevs marjvniv msxvilis xa-

ziT, aRniSnavs, rom xma daiwyeba sustad da 

gadava uecrad mZlavrs xmazed“ (qoriZe, 

1891:3). amrigad, savsebiT dasaSvebia, rom qar-

Tul nevmur sistemaSic saSemsruleblo 

funqcias swored niSnebis grafikuli saxes-

xvaobebi iTavsebda. 
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dasavluri nevmuri notaciis mkvlevare-

bi erTxmad aRiareben, rom xazovan sistemaze 

gadasvlis Sedegad mravali artikulaciuri 

niuansi daikarga, romlebic SesaniSnavad 

iyo aRbeWdili nevmur damwerlobaSi. mTeli 

rigi ornamentuli niSnebisa specialurad 

gankuTvnili iyo xmis gansakuTrebuli moZ-

raobis Casawerad _ glisandireba, simaRlis 

cvalebadoba mikrotonuli intervalis far-

glebSi, vibracia da sxv. bevri maTganis zus-

ti mniSvneloba ar aris dadgenili. rogorc 

aRvniSneT, kvadratul grafikaSi ornamentu-

li nevmebis semantika ikargeba da isini xSi-

rad erTi da igive aRniSvnebiTaa gadatani-

li. yuradReba minda gavamaxvilo ornamen-

tul niSanze qvilizma _ romelic mie-

kuTvneba erT-erT yvelaze gavrcelebul ni-

SanTa jgufs. Zveli periodis xelnawerebSi 

igi, savaraudod, gamoxatavda xmis aRmaval 

glisandirebas mikrotonebis gamoyenebiT. 

kvadratul grafikaSi es niSani qreba da ic-

vleba podatusiT, an skandikusiT, anu niSne-

biT, romlebic gamoxataven ori an sami Tan-

mimdevruli tonis safexurebriv moZraobas. 
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amrigad, nevmebSi ganuyofeli intonaciuri 

erTeuli xazovan sistemaSi danawevrda cal-

keul Semadgenel erTeulebad. 

garegnulad qvilizma emsgavseba qarTu-

li nevmuri sistemis mravalkbilian ni-

Sans , romlis savaraudo mniSvnelo-

baze gasuli saukunis dasawyisis moRvaweebi 

TiTqmis erTnair mosazrebas gamoTqvamdnen. 

am nevmebTan mimarTebaSi xSirad meordeba 

azri, rom isini iubilaciasTan _ xmis „ga-

kankalebasTan“ arian dakavSirebuli – ase 

gansazRvravs aRniSnul niSnebs ioane bato-

niSvili, mose janaSvilis mosazrebiT ki es 

,,RelviT mimavali” xazi“ albaT [igi] „sarak-

rako“ xmas aRniSnavs“ (janaSvili, 1891:50), fi-

limon qoriZis mixedviT: „daklaknili (niSne-

bi aRniSnavs) _ xmis TrTolvasa da mRelva-

rebas” (qoriZe, 1891:3). Zalian Znelia dRes 

konkretuli mosazreba gamoiTqvas am sakiT-

xTan dakavSirebiT, magram naTlad Cans aSka-

ra msgavseba erTgvarovani niSnebis savarau-

do semantikaSi. 

gansakuTrebiT aRsaniSnavia dasavleTev-

ropul nevmur sistemaSi erT-erTi sonoruli 
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efeqti, romelic, msgavsad sxva niuansebisa, 

xazovan samusiko damwerlobaSi ver damkvid-

rda. es aris naxevradvokaluri nevmebi, ro-

melTa daniSnulebac teqstis fonetikuri 

organizaciis specifikuri aspeqtebis fiqsa-

ciaa. grigoriseul paleografiasa da semio-

logiasTan mimarTebaSi xSirad iyeneben ter-

mins “likvescenturi nevmebi”30, romlebic Sem-

degi saxiTsruldeba: melodiuri brunvis 

dasruleba xdeba cxvirismier Tanxmovanze _ 

m, an n, ori Tanxmovnis SeTanxmebaze, an dif-
Tongze. am dros gaimRereba an sakuTriv 

cxvirismieri Tanxmovani, naxevrad xmovani 

bgera, warmoqmnili ori Tanxmovnis zRvarze, 

an difTongis meore elementi. grigoriseul 

qoralSi cxvirismieri an naxevradxmovani 

bgerebis gamRereba misi sonoruli organiza-

ciis erT-erT ZiriTad komponents warmoad-

gens. xazovan samusiko damwerlobaSi ki teq-

stis am elementebis vokalizeba aRar xdeba. 

msgavsi saSemsruleblo manera _ Tan-

xmovnis gamRereba Cveuli movlenaa qarTul 

sagalobo xelovnebaSic da me-19 saukunis sa-

                                                            
30laT. liquere _ Semcireba, Sesusteba 
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noto Canawerebi mkafiod avlenen Sesrulebis 

aseT xerxs, roca notze gadanawilebulia 

ara xmovani, aramed Tanxmovani (xSirad es 

Tanxmovnebia m da n) (ix. danarTi mag. #2).  

nevmur damwerlobaSi es saSemsruleblo 

xerxi, vfiqrobT Semdegnairad unda iyos ga-

mosaxuli: qarTul nevmur sistemaSi, ro-

gorc zogadad sxva damwerlobaSi, niSnebi 

ganlagebulia xmovnebze, magram iSviaTad 

gvxvdeba SemTxvevebi, rodesac niSniT aRbeW-

dilia Tanxmovani. aseTi SemTxveva SeiZleba 

mcire uzustobis Sedegic iyos da realu-

rad niSani xmovans ekuTvnodes. grafikuli 

formulis konstruqciaSi, sadac marcvalTa 

raodenoba, vfiqrobT, arcTu umniSvnelo 

rols asrulebs, ra Tqma unda, xmovani bge-

ra aiTvleba raodenobaSi, magram, mis gver-

diT mdebare Tanxmovanze niSnis moTavseba 

SesaZloa swored am Tavisebur sonorul 

xerxs _ Tanxmovnis gamRerebas gulisxmob-

des (ix. danarTi mag. #3). 

amrigad, rogorc vxedavT saSemsruleb-

lo manera mniSvnelovan faqtors warmoad-

genda sagalobo xelovnebaSi da igi nevmebis 

saSualebiT saguldagulod fiqsirdeboda, 
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ufro guldasmiTac ki, vidre bgeraTsimaR-

lebrivi komponenti. Sesabamisad, nevmuri 

damwerlobis saSemsruleblo kuTxiT kvleva 

mniSvnelovnad Seuwyobs xels auTenturi ga-

lobis feradovani saSemsruleblo palit-

ris warmoCenas. 
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Ekaterine Oniani (Georgia) 

 
Performing Methods in the Neume Notation 
 
The issue of traditional performance of ecclesiastical 

chants still remains an actual topic. Researchers and 
church singers are greatly interested in authentic 
performance of chants. Since the musical signs - neumes 
depict not only the contours of tunes, but also the method 
of its performance the ancient musical manuscripts should 
not be left out from focus during the research.  

The paper deals with the identification of specific 
features of performance manner in Byzantine and 
Gregorian chant notation and compares those two in 
Georgian musical writing. 
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Ольга Путятицкая (Украина) 
 

ОСОБЕННОСТИ ИСПОЛНИТЕЛЬСКОГО 
РЕПЕРТУАРА ДРЕВНЕЙ УКРАИНСКОЙ 

ЦЕРКОВНОЙ МОНОДИИ В ИРМОЛОЯХ КОНЦА 
XVI – XVIII ВВ.: ИСТОЧНИКОВЕДЧЕСКИЙ 

АСПЕКТ 
 
Украинская церковная монодия в кон. XVI – нач. 

XVII вв. испытывает невероятный кульминационный 
подъем. Со второй же половины XVII – XVIII вв. 
наибольшего расцвета достигает украинская духовная 
многоголосная музыка, которая в это время по своему 
высокому художественному уровню не уступает 
музыке западноевропейского барокко. Но параллельно 
с партесным пением в церковно–певческой традиции 
продолжает устойчиво бытовать унисонное.  

Среди песнопений, которые фиксируются в 
рукописных нотолинейных источниках этого периода 
– Ирмолоях, часто встречаются песнопения с 
атрибуцией ”болгарский”. Для освещения вопроса 
исполнительского репертуара болгарского распева в 
украинской церковно–певческой традиции на 
протяжении длительного времени с конца XVI и 
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вплоть до XVIII веков в данной работе был 
использован метод сравнительного анализа. 

В исследовании были использованы рукописные 
песнопения болгарского распева (из 120 
рукописей31XVIII века и 5 печатных Ирмолоев32, 
хранящихся в библиотеках Киева; песнопения, 
собранные из 21 Ирмолоя конца XVI–XVII вв., 
опубликованные в сборнике Л. Корний ”Болгарский 

                                                            
31 А именно, из рукописных Ирмолоев шифра: ДА 89 Л.; 
ДА, 96 Л.; Ф. 30, №23; І, 1743; І, 5584; І, 7475; ДА, 93 Л.; І, 2863; 
І, 2830; ДА П.352; І, 5389; І, 2828; ДА, 152 Л.; Ф. 160, №426; 
Ф. 177, №66; І, 7469; І, 2884; І, 5565; КПл 34 П./25; І, 7477; 
Ф. 177, № 68; І, 5392; І, 5394; І, 5396; І, 5385; І, 5585; ДА 102 Л.; 
ДА, 103 Л.; І, 2731; ДА 98 Л.; ДА 99 Л.; ДА 100 Л.; ДА 101 Л.; 
ДА 113 Л.; Соф. 114/644; Ф. 30, № 16; Ф. 30, №19; Ф. 177, № 70; 
І, 1661; І, 2829; І, 2831; І, 2835; І, 2896; І, 3868; І, 5573; І, 6691; 
І, 7463; І, 7464; І, 7467; І, 7473; І, 7478; І, 5512; І, 5577; 
Ф. 28, №764; Ф. 28, №789; І, 3994; І, 2730; ДА, 104 Л.; ДА, 111 Л.; 
ДА П. 348; І, 5447; КПл, 35 П.; І, 2834; ДА П. 347; ДА 86 Л.; 
ДА 106 Л.; Ф. 177, № 74; І, 2833; І, 3860; І, 3954; І, 4069; І, 5578; 
І, 7471; І, 7476; І, 7520; Ф. 30, №17; ДА 108 Л.; І, 3867; КПл 38 П.; 
ДА П. 351; І, 7470; І, 7465; І, 5552; І, 7474; ДА 349 П.; 
Ф. 177, №67; Ф. 28, №791; Ф. 30, № 14; І, 7468; Пуст.-Мик. П.555; 
І, 5386; КПл 40 П.; ДА 107 Л.; І, 4070; Ф. 177, №72; І, 2911; 
І, 5395; І, 5575; І, 5576; І, 5586; І, 6486; ДА 109 Л.; Ф. 30, №20; 
Ф. 30, №15; І, 7466; Универс. Ф. VIII 21 М/183; ДА П. 648; 
І, 5390; Пуст.–Мик. 552 П.; Ф. 177, №71; І, 5457; Ф.228 оп.1, од. 
зб. 35, №139.  
32 Изпечатных Ирмолоев шифр: Кир.639; Ф.739, оп. 1, од.зб. 312; 
Ф.739, оп. 1, од.зб. 112; Ф.739, оп. 1, од.зб. 96; Ф.228 оп. 1, од.зб. 
35, №139. 



 

 

 301 

распев из рукописных нотолинейных Ирмолоев 
Украины”. 

Церковно–певческая практика Украины конца 
XVI–XVII вв. вмещает основной репертуар 
болгарского распева с его богатой жанровой палитрой. 
Здесь широко представлены такие жанры: стихиры на 
различные праздники, песнопения из Литургии, 
причастники, полиелей, осмогласие (”Славы”, ”Бог 
Господь” с тропарями, ”Блаженны”, ”Господи, 
воззвах” и стихиры, евангельские стихиры, Догматики 
и Богородичные), припевы праздников Господних и 
Богородичных, тропари воскресные, троичные песни, 
каноны, кондаки, ирмосы. В целом, репертуар 
болгарского распева этого периода насчитывает около 
211 песнопений (согласно изданию Л. Корний). В 
XVIII в. положение болгарского распева в украинской 
церковно–певческой исполнительской практике 
кардинально меняется. Из всех известных циклов в 
Ирмолоях XVIII в. полностью фиксируется только 
цикл «Бог Господь» на 8 гласов. 

Кроме того, были также найдены еще 
2 песнопения из Всенощной и кондак Рождеству 
Христову, полный цикл Богородичных тропарей на 
8 гласов, стихира на постриг иноков, стихира 
Вознесению и кондак. Эти произведения не были 
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зафиксированы в рукописных Ирмолоях конца XVI –
XVII вв. (Таб. 1). 

Таблица 1. 

№ Песнопение Жанр 
шифр 

Ирмолоя 
Страница 

1. Бажен муж 
На 
Всенощной 

ДА 109Л 3 об.– 4 об. 

2. Благослови душе 
моя Господи 

На 
Всенощной 

І, 5457 95 об. 

3. 
Взыде Бог во 
воскликновении, 6 
гл. 

стихира 
Вознесению 

І, 6691 316об. — 317 

І, 7469 7 об. — 8 

І, 5565 7–15 об. 4. 
Вся паче смысла 
вся преславная 2 
гл. 

богородичный 
тропарь 

І, 5396 
200 об. – 207 
об. 

І, 7469 6 об. — 7 об. 

І, 5565 7–15 об. 5. 
Гавриилу 
провhщашему ти 
Дhво 1 гл. 

богородичный 
тропарь 

І, 5396 
200 об. – 207 
об. 

6. 
Дева днесь 
пресущественнаго 
раждает 

Кондак 
Рождества 

І, 5457 87 об.–88 

І, 7469 10 — 10 об. 

І, 5565 7–15 об. 7. 
Иже 
благословенную 
матер 6 гл. 

богородичный 
тропарь 

І, 5396 
200 об. – 207 
об. 
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І, 7469 11 — 11 об. 

І, 5565 7–15 об. 8. 
Иже нас ради 
рождейся от Дhви 
8 гл. 

богородичный 
тропарь 

І, 5396 
200 об. – 207 
об. 

9. Объятія отча 
отверстии 

Стихира на 
постриг 
иноков 

КПл 34 
П/25 

225 – 225 об. 

І, 7469 9 

І, 5565 7–15 об. 10.
Иже от вhка 
утаhнноh и 
ангелом 4 гл. 

богородичный 
тропарь 

І, 5396 
200 об. – 207 
об. 

І, 7469 9 об. — 10 

І, 5565 7–15 об. 11.
Радуися двери 
Господня 5 гл.  

богородичный 
тропарь 

І, 5396 
200 об. – 207 
об. 

І, 7469 8 — 8 об. 

І, 5565 7–15 об. 12.
Тебе ходотайцу 
спасенhя рода 
нашего 3 гл. 

богородичный 
тропарь 

І, 5396 
200 об. – 207 
об. 

13. Явился hси днесь 
вселеннhй 

кондак І, 4070 205 

І, 7469 10 об. 

І, 5565 7–15 об. 14.
Яко нашему вос-
кресенhю 7 гл. 

богородичный 
тропарь 

І, 5396 
200 об. – 207 
об. 
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В печатных Ирмолоях XVIII в. находим 
зафиксированные с атрибуцией ”болгарский” новый 
цикл «Господь воцарися» и цикл стихир на 8 гласов 
(Таб. 2). 

Таблица 2. 

№ Песнопение жанр 
шифр 

Ирмолоя 
 Страница 

1. 
Возшел еси на 
Крест, гл.8 

стихир
а 

Ф.739, оп. 1, 
од.зб. 312 

195 об . 

2. 
Воскресл еси из 
гроба, гл.7 

стихир
а 

Ф.739, оп. 1, 
од.зб. 312 

165 об . 

3. 
Воскресеніє Твоє 
Христе Спасе, гл. 
2, гл.6 

стихир
а 

Ф.739, оп. 1, 
од.зб. 312 

59 об . 
154 об . 

4. 
Господь воцарися, 
на 8 гл.  

заспів 
Ф.739, оп. 1, 
од.зб. 312 

35 об., 59 
об., 77 об., 
108 об., 
125 об., 
154 об., 
154 об., 
195 об. 

5. 
Господи возшед 
на Крест, гл.4 

стихир
а 

Ф.739, оп. 1, 
од.зб. 312 

108 – 108 
об.  

6. 
Да радуется тварь 
Небеса, гл.1 

стихир
а 

Ф.739, оп. 1, 
од.зб. 312 

35 об. 

7. 
Прийдите вси 
согласно 

стихир
а 

Ф.739, оп. 1, 
од.зб. 312 

200 

8. 
Страстію Твоєю 
Христе, гл.3 

стихир
а 

Ф.739, оп. 1, 
од.зб. 312 

77 об. 

9. 
Тебе 
воплощеннаго 
Спаса 

стихир
а 

Ф.739, оп. 1, 
од.зб. 312 

12 –125 об. 
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Из всего известного репертуара в рукописях 
XVIII в. фиксируются только отдельные песнопения и 
далеко не всех жанров. В основном это стихира, 
подобен, кондак, полиелей, псалом, седален, припев, 
светилен. Приводим их в алфавитном порядке с 
указанием на жанр: 
1. Ангельскія предидhте сылы — подобен, глас 6; 
2. Ангельскія сили на гробh — тропарь на ”Бог 

Господь”, глас 6; 
3. Бог Господь на 8 гласов; 
4. Возбранной воєводh — кондак Пресвятой 

Богородице; 
5. Возшел еси во церков— стихира на вход в церковь 

архиерея; 
6. Да веселяться небесная — тропарь на ”Бог 

Господь”, глас 3; 
7. Да познаєм братіє тайны силу — стихира на 

постриг монахов; 
8. Днесь благодать Св. Духа — стихира на Вербное 

воскресенье, глас 6; 
9. Днесь Христос восходит во град — стихира на 

Вербное воскресенье, глас 2; 
10.  Доме Єфратов — подобен, глас 2; 
11.  Достойно єсть яко воістину — на Литургии; 



 

 

 306 

12.  Егда снишел єси к смерти — тропарь на ”Бог 
Господь”, глас 2; 

13.  Ідеже осhняєт благодать — стихира на собор 
Архистратига Михаила, глас 5; 

14.  Исповhдайтеся Господеви — полиелей; 
15.  Камени запечатану — тропарь на ”Бог Господь”, 

глас 1; 
16.  Кая житейская пища — стихира на похорон, глас 

1; 
17.  На рhцh Вавилонстей — псалом в неделю 

Блудного сына; 
18.  Повелhнноє тайно приєм — подобен, глас 8; 
19.  Премудрости на перси — седален 8 гласу; 
20. Пречистая Богородительнице — припев; 
21.  Прийдhте, людиє — стихира на Сошествие 

Святого Духа; 
22.  Прийдhте ублажим Иосифа — стихира в 

Великую Субботу; 
23.  Раби, раби Господа — полиелей;  
24.  Радуйся, обрадованная Маріє — припев на 

Рождество Богородицы; 
25.  Раздруши еси крестом — тропарь на ”Бог 

Господь”, глас 7; 
26.  С высоты снизшел еси — тропарь на ”Бог 

Господь”, глас 8; 
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27. Светлую воскресенія проповедь — тропарь на ”Бог 
Господь”, глас 4; 

28. Слава ти, Тройце — припев; 
29. Слави — 1 глас; 
30. Собезначальное слово Отцу — тропарь на ”Бог 

Господь”, глас 5; 
31. Тебе одhющагося — стихира в Великую Пятницу; 
32. Учеником зрящим — светилен на Вознесение 

Господне; 
33. Хвалите имя Господне — полиелей; 
34. Царю небесный — стихира на Сошествие Святого 

Духа. 
 
Сравнительное исследование источников позво-

лило обозначить следующие особенности исполни-
тельского репертуара украинской духовной музыки 
XVI–XVII и XVIII вв. 

1. Основной репертуар болгарского распева 
вошел в Ирмолои Украины конца XVI–XVII вв. 
Именно на этот исторический период приходится 
процесс интенсивного усвоения болгарской церковной 
монодии украинскими певцами.  

2. В XVIII в. из большого массива болгарского 
репертуара нотированными оказались лишь 57 
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песнопений (48 – в рукописных Ирмолоях и 9 – в 
печатных). 

Переписчики Ирмолоев в Украине фиксировали 
неодинаковое количество песнопений болгарского 
распева: в одних рукописях содержатся единичные 
песнопения, а в других — десятки образцов. На 
частоту фиксации песнопений этого распева в 
Ирмолоях XVIII в., очевидно, влияет и временной 
фактор. Наибольшим наполнением произведениями 
болгарского распева отмечаются Ирмолои именно 
первой трети XVIII в., а с течением времени их 
количество в рукописях постепенно уменьшается и к 
концу XVIII в. уже встречаются лишь единичные 
образцы. Среди рукописей, в которых фиксируется 
только один образец болгарского распева, наиболее 
популярными являются: 

— стихира «Тебе одhющагося» — ДА, 89 Л.; І, 
7473; І, 7468; Универс. Ф.VIII. 21 М/183; Ф.228 оп. 1, 
од.зб. 35, №139; 

— кондак «Взбранной воєводh» — І, 5389; І, 
7463; І, 5586; 

— стихира «Прийдіте ублажим Іосифа» — І, 
3867;  

— запевы на «Бог Господь»на все 8 гласов — 
І, 2911; на отдельный глас — І, 5575 (4 глас), І, 5576 
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(4 глас), Ф.30, №20 (4 глас); или запевы вместе с 
тропарями на «Бог Господь»на 8 гласов — І, 5386; ДА 
107 Л. 

Наиболее распространенными песнопениями 
конца XVI–XVIІ вв. являются:«Тебе одhющагося», 
«Возбранной воєводh», «Прийдhте, ублажим Іосифа» 
и «Прийдhте, людіє». Именно они (кроме последнего) 
были наиболее употребляемыми в певческой 
исполнительской практике и в течение всего XVIII 
века. 

Такое популярное произведение XVII в. как, 
стихира в Цветное воскресенье «Днесь благодать Св. 
Духа» в XVIII в. переходит в категорию редко 
употребляемых песнопений и фиксируется только два 
раза, а известный прокимен в Великую Субботу 
«Воскресни, Боже» болгарского распева и вовсе 
исчезает из обихода в рукописях.  

Исследователь прот. И. Вознесенский в конце 
XIX в. в своем труде ”О церковном пении 
Православной Греко–Российской Церкви: большой и 
малый знаменный роспев” (Рига, 1890) отмечает: 
”Сейчас в церковном использовании из болгарского 
распева известны лишь: II глас ”Бог Господь”, 
”Благообразный Иосиф” и V глас ”Тебя одеющагося”, 
переведенные и в гармоническом виде. Менее 
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известные распевы гласов ІІ и ІІІ. На ІІ глас иногда 
исполняются: ”Ныне силы небесные”, и ”Достойно 
есть”, на ІІІ глас: кондак ”Дева днесь” и ”Плотию 
изволению божию” [2, с.94].  

Указанные И. Вознесенским популярные в 
исполнительской практике конца XIX в. песнопения 
«Ныне силы небесные» и «Плотию почил», до сих пор 
не найдены среди сохранившихся рукописей 
кон. XVI – XVIII вв. Этот факт является еще одним 
подтверждением того, что исследованный корпус 
песнопений болгарского распева в украинской 
духовной музыке до сих пор еще не является 
исчерпывающим. 

В ходе исследований был найден кондак «Дева 
днесь» (ДА П.351; І, 5457), зафиксированный без 
атрибуции. Для выявления принадлежности этого 
песнопения к болгарскому распеву помогла известная 
версия в трактовке Д.С. Бортнянского для 
четырехголосного смешанного хора, для которой 
композитор взял за основу мелодию болгарского 
распева. Детальный анализ этого произведения и его 
сопоставление с кондаком знаменного и греческого 
распевов осуществлены музыковедом 
В. Протопоповым [16].  
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О большой популярности цикла песнопений на 
«Бог Господь» и кондака «Взбранной воєводе» 
свидетельствует не только наибольшая частота их 
фиксации. Встречаются и такие случаи, когда в 
произведении выписан не весь словесный текст, а 
только начальные буквы, либо только первое слово 
этого песнопения. Как, например, в Ирмолое І, 5396 в 
цикле песнопений на «Бог Господь» на 8 гласов, где 
изложены запевы, тропари и Богородичные тропари 
(стр. 200 зв. — 207 зв.). В этой же рукописи кондак 
«Взбранной воєводе» (стр. 210 зв.) записан не до 
конца. Очевидно, переписчики рукописей учитывали 
такое чрезвычайно глубокое проникновение этих 
песнопений в украинский церковно–певческий 
исполнительский репертуар, и поэтому не считали 
целесообразным тщательно выписывать уже хорошо 
известный материал. Видимо, по этой же причине в 
Ирмолоях XVIII в. среди песнопений болгарского 
распева, которые зафиксированы без атрибуции или с 
атрибуцией ”иного распева” чаще всего встречаются 
именно «Тебя одеющагося», «Прийдите ублажим 
Иосифа», кондак «Взбранной воєводе» и цикл 
песнопений на «Бог Господь». Как исключение, 
встречается неатрибутированным и редко 
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употребляемый в рукописях светилен «Учеником 
зрящим тя вознесен». 

Таким образом, последовательное сравнительное 
рассмотрение исполнительского репертуара в 
Ирмолоях кон. XVI – XVIII вв. дает возможность 
определить текстовые доминанты различных 
исторических эпох, проследить эволюционный ракурс 
бытования болгарского распева в украинской 
церковно-певческой исполнительской традиции в 
течение длительного периода. 
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Olga Putiatytska (Ukraine) 
 

Features of performing repertoire of old Ukrainian 
Church monody in Irmoloy in the XVI – XVIII 

centuries:  Source studies aspect 
 
Ukrainian Church monody in the end of the XVI and 

beginning of the XVII centuries was experiencing an 
incredible climax. From the second half of the XVII – 



 

 

 316 

XVIII cc Ukrainian sacred polyphonic music reached the 
greatest prosperity, which at that time was not inferior to 
the music of West European Baroque with its high artistic 
level. But in parallel with partes singing in Church– 
unisono singing tradition continued steadily to prevail. 

Among the Psalms which are recorded in notolining 
manuscript sources of this period, Irmoloy we often 
encounter chants with ”Bulgarian” attribution. The work 
will exploit the method of comparative analysis to 
illuminate the question of the performing repertoire of the 
Bulgarian tune in Ukrainian Church singing tradition over 
a long period of time from the end of the XVI century 
until XVIII century.  

In the study of handwritten canticles of Bulgarian 
tune the following sources were used: 120 manuscripts 
from XVIII century and 5 printed Irmoloy stored in the 
libraries of Kiev; hymns, collected from 21 of Irmoloy in 
the end of the XVI–XVII centuries published in the 
collection of L. Korniy ”Bulgarian chant from manuscript 
notolining Irmoloy of Ukraine”.  

Church–singing practice in Ukraine in late XVI–
XVII centuries contained the basic repertoire of Bulgarian 
tune with its rich genre palette. Among them were: 
canticles for various holidays, hymns from the Liturgy, the 
communicants, polyeleos, the osmoglasie, the choruses of 
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the feasts of the Lord and the Theotokos, troparia Sunday, 
Trinity songs, canons, kondak, the odes. Overall, the 
repertory of Bulgarian tune in that period had about 211 
chants (according to the edition of L. Korniy). In the 
XVIII century the situation of the Bulgarian tune in 
Ukrainian Church singing performance practice changed 
dramatically. Well- known Irmoloy of the XVIII century 
consists of several cycles. However, "Bog Gospod" in 8 
echos is the only full cycle there.  

A comparative study of the sources has allowed us to 
identify the following features of the performing repertoire 
of the Ukrainian sacred music of XVI–XVII and XVIII 
centuries. 

1. The basic repertoire of Bulgarian tune entered 
Irmoloy in Ukraine in late XVI–XVII centuries. This 
historical period is the intensive process of assimilation of 
the Ukrainian singers by Bulgarian Church monody. 

2. In the XVIII century from a large array of 
Bulgarian repertoire only 57 songs (48 – in handwritten 
Irmoloy and 9 in print) were recorded.  

The most common chants of the end of the XVI–
XVIІ centuries were: "Tebe odeyuschagosya", 
"Vozbrannoj voevode", "Prijdite, ublazim Iosifa" and 
"Prijdite, lyudie". They (except the last) were mainly used 
in vocal performance practice during the XVIII century. 
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Thus, consistent comparative discussion of the 
performing repertoire in Irmoloy of the end of XVI – 
XVIII centuries allows us to determine the dominant text 
of different historical periods and to trace the evolutionary 
perspective of the existence of the Bulgarian tune in 
Ukrainian Church singing performance traditions over a 
long time period. 
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baia JuJunaZe (saqarTvelo) 

. 

mesxuri musikaluri tradiciis  

SenarCunebis sakiTxisaTvis 

 

`istoria Sedevrebis gamofenaa” – es ga-

monaTqvami karl dalhauzs ekuTvnis da is 

naTlad asaxavs im maqsimalistur midgomas, 

romelic arc XXI saukunis kvlevebSi kar-

gavs aqtualobas. rodesac qarTul tradici-

ul musikaze msjeloben, aqcenti, ZiriTadad, 

mravalxmianobasa da mis urTulesi formeb-

ze keTdeba. magram ra vuyoT im memkvidreo-

bas, romelic `reliefisa da fonis~ dualo-

baSi – fonis funqciamde davida?  

ramdenadac qarTul tradiciul musika-

Si mravalxmianoba reliefur, xolo mono-

fonurobis gamovlinebebi meore planis mov-

lenadaa miCneuli, ukanasknelisadmi intere-

si samecniero da saSemsruleblo wreebSi 

metad mcirea. Tumca, isic faqtia, rom mtkiv-

neuli istoriuli procesebis Sedegad sa-

qarTvelos ara erT kuTxeSi (vgulisxmob is-

toriuli saqarTvelos teritoriebs) saqme 

gvaqvs mravalxmiani musikaluri praqtikis 
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wyvetasTan. amis erT-erTi yvelaze naTeli 

gamoxatuleba mesxuri musikaluri dialeq-

tia. 

i. Jordania miuTiTebs, rom mravalxmia-

nobis gaqroba kvlevis iseTive mniSvnelova-

ni sakiTxia, rogorc misi gaCena; da Tu XX 

saukunis tendenciebiT vimsjelebT. upirate-

soba pirvelis mxaresaa (Jordania, 2006: 201). 

`Cvevas an SesaZleblobas adamiani, . . . ro-

gorc sazogadoebis wevri iZens” - wers tai-

lori da, albaT kargavs, rogorc amave sa-

zogadoebis wevri. kulturis uwyvetobis 

idealisturi xedvis miRma, xSirad vxdebiT 

Semdeg movlenas: praqtika an artefaqti, ro-

melic miRebuli iyo rogorc kulturis na-

wili, Tavis funqcias kargavs da qrobad 

mxatvrul movlenad transformirdeba, rac 

mis maqsimalur Semcirebas an saboloo gaq-

robas iwvevs (netli, 2015:205-214). mesxur mu-

sikalur dialeqtSi swored aseT movlenas-

Tan gvaqvs saqme. 

musikis qristianuli da islamuri kon-

cefciebi. Tu erTmaneTs or musikalur rea-

lobas SevupirispirebT _ musika qristianul 
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da islamur mesxeTSi _ radikalurad gan-

sxvavebul mocemulobas miviRebT. aq ara 

mxolod musikaluri azrovnebis ori formis 

_ mravalxmianobisa da monodiurobis inter-

kulturul gadakveTasTan, aramed musikis 

or Tvisobrivad gansxvavebuli koncefciis 

SepirispirebasTan gvaqvs saqme.  

frangi anTropologis – lui diumonis 

mier SemuSavebuli Rirebulebebisa da maT 

mier warmoebuli kulturuli elementebis 

struqturuli ierarqiis koncefciis Tanax-

mad, kulturis radikaluri cvlileba xdeba 

maSin, roca axali Rirebulebebi an Rirebu-

lebebis axleburi gadafaseba qmnis kultu-

ruli elementebis axal ganlagebas. marTa-

lia, zogierTi am elementTagani tradiciu-

lia, magram ierarqiaSi arc erT maTgans 

aRar uWiravs is adgili, rac manamde hqonda 

(Robbins, 2008:85). Cemi azriT, mesxeTis islamu-

ri memkvidreobis diumoniseuli koncefciiT 

kvleva SesaZlebels gaxdis CvenTvis mniSvne-

lovan kiTxvebze pasuxis gacemas.  

ra droidan qreba mravalxmianoba mes-

xeTSi? maRraZis mier gamokiTxuli eqvsi 
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soflis 18 uxucesi adasturebs 1890-1920-iani 

wlebis CaTvliT mesxeTSi or da samxmiano-

bis arsebobas. mis mier dafiqsirebuli au-

dio masalis udides nawili monofonuri 

simRerebia. mravalxmianoba aq mxolod mci-

redi narCenebiTaa warmodgenili. am narCeneb-

Si bani minimaluri saxiT, zeda xma ki mas-

Tan SedarebiT xSirad gvxdeba. 

mesxuri sasimRero folkloris sityvie-

ri teqstebis pirvel Semkreb ivane gvarama-

Zis garda, misi sxva Tanamedroveebic miuTi-

Teben, rom XIX saukunis 70-iani wlebidan 

moyolebuli mesxeTSi tradiciuli simReris 

Sesruleba Zalze gaiSviaTebuli yofila 

(froneli, 1991: yazbegi, 1995).  

XX saukunis meore naxevri. rodesac sa-

ubari am periods exeba, gansakuTrebuli 

mniSvneloba or pirovnebas unda mivakuTnoT 

– SoTa alTunaSvils, rogorc mesxeTSi 

moRvawe erTaderT profesional lotbars 

da valerian maRraZes – mesxuri musikaluri 

folkloris mkvlevar-Semkrebels. Tumca, 

rogorc cnobilia, maRraZemde am kuTxeSi 

ori mosinjviTi xasiaTis eqspedicia Catarda 
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(1930 wels Salva mSveliZis, 1949 wels ki – 

grigol CxikvaZis xelmZRvanelobiT).  

1961 wlidan moyolebuli 1983 wlis CaT-

vliT valerian maRraZis xelmRZRvanelobiT 

mesxeTSi 11 eqspedicia moewyo, romelSic ad-

gilobrivi musikosebi da eTnografebic 

iRebdnen monawileobas. am eqspediciebSi da, 

zogadad, mesxeTis saSemsruleblo cxovre-

baSi gansakuTrebul aRniSvnas imsaxurebs 

SoTa alTunaSvilis roli. is 1955 wels, 

Tbilisis konservatoriis sagundo-sadiriJo-

ro fakultetis damTavrebis Semdeg samuSa-

od axalcixeSi gaanawiles. am kuTxeSi misi 

moRvaweoba 50 wels moicavs.  

2005 wels mqonda saSualeba, vyofiliya-

vi iuneskos programis farglebSi tmksc-s 

mier mesxeTSi mowyobili eqspediciis wevri. 

am eqspediciis farglebSi TinaTin Jvaniam 

alTunaSvilTan bolo interviu Cawera (ba-

toni SoTa swored 2005 wels gardaicvala). 

kiTxvaze _ riTi gamoarCevda mesxur simRe-

rebs sxva kuTxis simRerebisgan? alTunaSvi-

li pasuxobs: `meore-mesame xma, mainc gvianaa 

`mikerebuli~, aRdgenili. es, ra Tqma unda, 

ar exeba orovelebs, guTnurebs, romlebic 
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isedac erT xmaSi sruldeba” (tmksc-s biu-

leteni N.5, 2005:23). 
rogorc vxedavT, alTunaSvili Tavadve 

aRniSnavs, rom meore-mesame xma `mikerebuli~ 

anu damatebulia. es damateba ZiriTadad exe-

ba bans da zeda xmas. alTunaSvili aqve miu-

TiTebs im Taviseburebaze, rac maRraZis 

mTel rig CanawerebSic iCens Tavs _ Semsru-

lebeli xSirad jer qveda tesituraSi iw-

yebs simReras, Semdeg ki zeda tesituraSi 

gadadis. rac imaze mianiSnebs, rom is sava-

raudod erTdroulad orive – Sua da zeda 

xmis partiebs asrulebs. Tumca aq Semsru-

leblis mxridan xmebis gaazrebul funqciur 

gansxvavebaze namdvilad ver visaubrebT. 

 

mesxuri xalxuri simReris xelaxali 

gamravalxmianeba. 

 

XVI saukunidan am kuTxis mosaxleobis 

islamizaciam mesxur musikalur dialeqtSi 

mravalxmianoba erTxmianobiT Caanacvla. am 

cvlilebas Tavis ideologiuri da Rirebu-

lebiTi safuZveli gaaCnda, razec, reglamen-
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tidan gamomdinare, axla ar SevCerdebi. sa-

qarTvelos gasabWoebis Semdeg regionis po-

litikur-kulturuli realoba ufro damZim-

da. rogorc cnobilia, sabWoTa mTavrobam 

1944 w. es teritoria mahmadiani mosaxleobi-

sagan erT RameSi gaiwminda, radgan misTvis 

yvelaferi is, rac osmalur gavlenas ukav-

Sirdeboda, antisabWoTa konteqstis matare-

beli iyo. sazRvrispira regionSi es aqcia, 

faqtobrivad, sabWoTa kavSirsa da TurqeTs 

Soris politikuri da kulturuli sazRvris 

gamijvnisaken iyo mimarTuli.  

mogvianebiT, saxelmwifos ideologiuri 

da erovnuli interesebis Tanxvedram xeli 

Suwyo mesxebSi winaprebis tradiciuli musi-

kalur-kulturuli Rirebulebebis aRorZine-

bisaken swrafvas. XX saukunis 60-iani wlebi-

dan iwyeba mesxuri simRerebis xelaxali gam-

ravalxmianeba. amgvari paraleli SegviZlia 

movZebnoT lazur dialeqtSic. saqarTvelo-

TurqeTis sazRvarze mdebare sofel sarfis 

qarTul nawilSi mcxovrebi lazebis sim-

Rerebi, romlebic dRes sam xmaSi imRereba, 

XX saukunis 60-70-iani wlebis mijnamde aseve 

erTxmiani iyo. maTi gamravalxmianeba aWa-
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reli musikis maswavleblebis moRvaweobis 

Sedegia (kraveiSvili, 2015:307-325). 

msgavs movlenas hqonda adgili mesxeT-

Sic. SoTa alTunaSvilma CvenTan pirad sau-

barSi aRniSna, rom misi xelmZRvanelobiT 

60-70 wlebSi am regionis gundebi sistema-

tiurad iRebdnen monawileobas respublikur 

olimpiadaSi, sadac warmodgenili reper-

tuari zogadi tendenciebis gaTvaliswinebiT 

unda SerCeuliyo (tmksc-s eqspedicia, 2005). 

aqedan gamomdinare gaCnda monofonuri va-

riantebis xelaxali gamravalxmianebis 

saWiroebac (audiomag. 1, 1a). 

rac Seexeba valerian maRraZes, misi 

gamravalxmianebis sferoSi saqmianoba ufro 

samecniero interesebs efuZneboda da 

mxolod Semdeg maT praqtikul realizebas.  

maRraZe –alTunaSvilis gadamuSavebebSi 

warmodgenili reCitaciuli burdoni, Sua da 

zeda xmas Soris terciuli kordinacia am 

nimuSebs qarTl-kaxur dialeqtTan akav-

Sirebs. zogadad araerTi mecnieri aRniSnavs, 

rom mesxuri melodika mTeli rigi maxa-

siaTeblebiT msgavsebas amJRavnebs qarTl-
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kaxurTan. savaraudod, am or dialeqts 

Soris kavSirebi mravalxmianobis tipebSic 

unda yofiliyo asaxuli. marTalia, mesxi 

uxucesebis Canawerebi mravalxmianobis 

romelime konkretuli tipis Sesaxeb fa-

qtobriv codnas ver gvaZlevs, magram Ta-

vianT gadamuSavebebSi maRraZe – alTuna-

Svilma arCevani swored reCitaciul 

burdonze SeaCeres. qarTl-kaxuris gavlena 

Tavs iCens gamravalxmianebuli nimuSebis 

Sesrulebis maneraSic. 

 

mesxuri tradiciuli simReris Taname-

drove saSemsruleblo problemebi.  

 

dRevandeli mesxeTis sasimRero praqti-

kaSi sami plasti gamoiyofa.  
1. tradiciulad qceuli monofonuri sim-

Rerebi, romlis matarebelicaa magaliTad: 

mesxuri tradiciebis cocxal enciklopedi-

ad aRiarebuli eTnofori _ mariam JuJunaZe 

(maro babo).  

2. XX saukunis 60-80-ian wlebSi gamraval-

xmianebuli nimuSebi (alTunaSvili-maRraZis 
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musikaluri memkvidreoba), romlebsac asru-

leben regionaluri ansamblebi.  

3. yofaSi gavrcelebuli repertuari, ro-

melic XX saukunis bolo aTwleulebamde 

ZiriTadad aRmosavluri hangebiT iyo war-

modgenili. amJamindel mesxeTSi, saqarTve-

los sxva kuTxeebis msgavsad, salxino Tav-

yrilobebze sayovelTaod gavrcelebuli Ta-

namedrove tipis simRerebi sruldeba, ro-

melTac Tanxlebas an dol-garmoni an klavi-

Sebiani eleqtro sakravi uwevs. 

rac Seexeba Tbilisur ansamblebs, mes-

xuri sasimRero repertuari aq minimaluri 

saxiTaa warmodgenili. am ansamblebSi moRva-

we qarTveli eTnomusikologebis mier gamra-

valxmianebul variantebSi SeiniSneba musika-

luri teqstisadmi maqsimalurad frTxili 

midgoma, Tumca, bunebrivia, saavtoro elemen-

tebs es nimuSebic Seicavs (audiomag. 2). 

unda aRiniSnos, rom monofonuri saxiT 

SemorCenili mesxuri simRera gamravalxmia-

nebis gareSe scenaze faqtobrivad ar srul-

deba, rac met wilad sasceno esTetikis moT-

xovnebiTaa nakarnaxevi. Tanamedrove saSem-

sruleblo praqtikaSi fexi ver moikida 
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verc am kuTxis calfa Sromis simRerebma, 

romlebic udaod imsaxureben Semsrulebel-

Ta mxridan met interess. 

 

ra perspeqtiva aqvs saarqivo CanawerebSi 

dacul monofonur nimuSebs? 

 

balkaneTis qveynebis gamocdilebas Tu 

gaviziarebT, romlebmac saqarTveloze ufro 

xangrZlivi osmalTa batonobis xana gamoia-

res, am qveynebis mTeli rigi regionebis yo-

faSi dResac cocxali saxiT vxdebiT mono-

fonuri tipis simRerebs, romelTa intonaci-

ur wyobaSi aSkarad SeiniSneba aRmosavluri 

gavlena. am repertuars sasceno cxovrebaSic 

aqvs sakuTari adgili (videomag. 1). 

sasceno esTetika gverdiT rom gadav-

doT, monofonuri simReris Sesrulebisas 

unisonurobis problemis winaSe vdgebiT, 

rac mravalxmian nimuSebze aRzrdili qar-

Tuli tradiciuli musikis Semsruleblis-

Tvis teqnikurze metad, mentaluradaa rTu-

li dasaZlevi. xazs vusvam, sworedac rom 

mentalurad. vfiqrob, zemoT ganxilul sxva 

danarCenTan erTad es kognituri SeuTavseb-
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lobacaa imis mizezi, rom monofonuri xal-

xuri simRerebis unisonur Sesrulebas qar-

Tul sasceno praqtikaSi ar vxdebiT. 

Cemi msjelobis dasasruls isev dalhau-

zis sityvebs davubrundebi. Tu scena `Sedev-

rebis gamofenaa~, maSin msmeneli gamofenaze 

mosuli koleqcioneria, romelsac gasayid 

lotad dazianebul eqsponats ver SevTava-

zebT. maS ra bedi aqvs gasayidad gamousade-

gar nimuSs? rogorc wesi, is saarqivo mem-

kvidreoba xdeba, romlis mimarTac mxolod 

mecnierebi iCenen interess. Tuki gvsurs, rom 

mesxuri xalxuri simRera saarqivodan `gasa-

yid lotad~ vaqcioT, man uciloblad res-

tavratoris xelSi unda gaiaros? es gza 

ewinaaRmdegeba eTnomusikologTa mier sayo-

velTaod aRiarebul avTenturobis cnebas. 

meore mxriv ki, zemcovskis aseve Zalian cno-

bili fraza `folklori midis, folkorizmi 

modis~ am tipis `lotebs~ gadarCenis gzas 

usaxavs. erTi ram faqtia, romeli gzac ar 

unda avirCioT, amgvar nimuSebs arqivSi ki 

ara `gamofenaze~ unda movuZebnoT Tavisi ni-

Sa.  
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moxsenebis masStabebidan gamomdinare Ce-

mi msjelobis dasruleba aq momiwevs. vime-

dovneb, drois am mcire monakveTSi SevZeli 

warmomeCina is mniSvnelovani movlenebi, ra-

sac `reliefi-fonis~ dualobaSi `fonad qce-

uli~ konteqsti inaxavs. interkulturuli 

gadakveTebis TvalTaxedvidan mesxuri tra-

diciuli musika kvlevis metad saintereso 

obieqtia, romelic udavod imsaxurebs saTa-

nado Seswavla-popularizacias. 
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audiomagaliTebi: 

 

1. avTandil gadinadira – valerian maRra-

Zis saarqivo Canawerebi. 60-70 wlebi. 

2. avTandil gadinadira – ansambli “tao” 

3. avTandil gadinadira – ansambli “erula” 
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videomagaliTebi: 

1. doina maramureSidan (18.09.2015) 
https://www.youtube.com/watch?v=81SaYYzHp00&list=P

L110CEB1079B8D882&index=20 
 

 
 
 
Baia Zhuzhunadze (Georgia) 

  
Preservation of Meskhetian Musical Tradition 

 
Over the grave historical processes in Georgia, 

polyphonic practice was discontinued in several provinces 
(historical territories of Georgia are meant here). One of 
the most evident expressions of this is Meskhetian musical 
dialect.  

In their conversation with Valerian Maghradze 18 
elderly people from 6 villages confirmed the existence of 
two- and three-part songs in Meskheti until the 1890s-
1920s. The biggest portion of the audio material is 
monophonic songs. However, the traces of polyphonic 
singing are obvious in them.  

Due to the islamization of local population from the 
16th century polyphony was replaced by monophony in 
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Meskhetian musical dialect. Three layers can be 
distinguished in contemporary singing practice of 
Meskheti: I – former polyphonic songs transformed into 
monophonic ones. This layer is presented by the 
ethnophor Mariam Zhuzhunadze (Maro Babo) – 
recognized as a live encyclopedia. II -polyphonized 
examples (those of Altunashvili and Maghradze) of the 
1960s-1980s performed by regional ensambles. III – the 
repertoire of everyday life, basically presented with 
oriental tunes until the last decade of the 20th century. 
Nowadays in Meskheti, like in other provinces of Georgia, 
modern type songs accompanied by traditional musical 
instruments: doli, garmoni and electric piano are 
performed at festive gatherings.  

As far as the layers of Meskhetian songs have not 
been classified until now, this paper is the first attempt to 
raise this issue.  
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Teona ruxaZe (saqarTvelo) 

 

Wibonis Semsruleblobis sakiTxebi 

 

gigi garayaniZis saxelobis folkloru-

li da sasuliero musikis IX saerTaSoriso 

festivalis samecniero sesiaze, Cemi moxsene-

bis Tema iyo Casaberi sakravi gudastviri da 

misi tradicia aWaraSi. sakiTxTa farTo wri-

dan gamomdinare moxseneba zogad xasiaTs 

atarebda. gasul wels dawyebul kvlevas am-

jeradac vagrZeleb. konferenciis Tematikis 

gaTvaliswinebiT winamdebare publikacia Wi-

bonis Semsruleblobis ramdenime konkre-

tul sakiTxs Seexeba. es sakiTxebia: meWibo-

neTa saSemsruleblo stili, manera, reper-

tuari, sakravis gamoyenebis formebi tradi-

ciul yofasa da sasceno folklorSi. 

aWaruli Wibonis pirveli xmovani Canawe-

rebi Salva mSveliZes ekuTvnis da 1931 wliT 

TariRdeba33. dasakravebs xulos raionis so-

fel kvatiaSi mcxovrebi, 62 wlis edehem sur-

                                                            
33 ix. kompaqturi diski _ xmebi warsulidan. qarTuli 
xalxuri musika fonografis cvilis lilvakebidan 
(2007), Salva mSveliZis koleqcia. aWara (1931). 
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maniZe, metsaxelad qoCaxela asrulebs.igi sa-

mi wlis Semdeg aleqsandre farcxalaZesac 

Cauweria34. istoriulad xulos raioni meWi-

boneobis tradiciiT Zalze mdidaria, magram, 

rogorc Cans, TiTqmis saukunis winandeli 

audioCanawerebidan, am etapze CemTvis cno-

bilma arqivebma mxolod qoCaxelaseuli da-

sakravebi Semoinaxes. Tumca, xsovna am raio-

nis araerTi saxelovani meWibonis Sesaxeb, 

aWaraSi dRemde cocxalia. magaliTad, xixaZi-

ruli xorumis saukeTeso Semsruleblad aqa-

urebi mexdial gorgaZes asaxeleben35, gansa-

kuTrebuli saWibone dasamRereblebiT yofi-

lan cnobilni sofel RurtaSi mcxovrebi se-

lim gelaZe da memed xozrevaniZe, dakvris 

stiliT aseve gamoirCeodnen boZaureli mir-

za SanTaZe, riyeTeli ramiz gorgaZe36 (msxa-

laZe, 1969:13,30,42-45), kvatieli isa beriZe37 da 

                                                            
34 ix. kompaqturi diski _ xmebi warsulidan. qarTuli 
xalxuri musika fonografis cvilis lilvakebidan 
(2008), aleqsandre farcxalaZis koleqcia. aWara (1933). 
35 cnoba momawodes ansambl `bermuxas~ xelmZRvane-
lebma iaSa xalvaSma da givi gabaiZem 2014 wels. 
362014 wels aWaraSi eqspediciisas Sevxvdi maT STamo-
mavlebs. 
3785 wlis isa beriZes piradad vesaubre, 2014 wels. 
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sxv. Tumca, xalxis mexsierebaSi qoCaxela ma-

inc darCa am kuTxis mTavar da erT-erT yve-

laze unikalur Semsruleblad. 

 e. surmaniZis repertuari mravalricxo-

vani da mravalferovani dasakravebisgan Sed-

geba. miseuli  `yolsamas~, `xoronisa~ Tu 

`qurTbaris~ yoveli axali Sesruleba vari-

antulad gansxvavebulia. es zepiri tradici-

is samyaroSi moazrovne SemoqmedisaTvis sav-

sebiT bunebrivia. improvizaciis am unariT 

qoCaxela namdvili xalxuri mTqmelis ad-

gils imkvidrebs qarTuli xalxuri musikis 

SemsruleblobaSi. zustad igive SeiZleba 

iTqvas aWaris sxva raionebSi warsulSi da 

dRes moRvawe meWiboneebzec. 

saWibone repertuaris ganxilvisas, ar 

SeiZleba ar aRiniSnos, masSi damkvidrebuli 

aRmosavluri warmoSobis dasakravebis arse-

boba. magaliTad: `yarabaRi~, `qurTbari~, 

`Tamzara~, `baRdaduri~ da sxv. amgvari nimu-

Sebi surmaniZis repertuarSi solidur ad-

gils ikavebs. Cemi azriT, aRmosavluri musi-

kis gavlena zogjer ara mxolod specifi-

kur melodikaSi, aramed misi dakvris manera-

Sic igrZnoba, rac upirveles yovlisa Warb 
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melizmatikaSi gamoixateba. Tumca, Sesrule-

bis amgvar xerxs qoCaxela yovelTvis rodi 

mimarTavs. miseuli melodiebi zogjer gaci-

lebiT sadaa. rogorc Cans meWibonis cnobie-

rebaSi arsebobda erTgvari zRvari or musi-

kalur enas Soris. igi survilisa Tu saWi-

roebis Sesabamisad iyenebda gadmocemis gan-

sxvavebul xerxebs.  

kidev erTi Tavisebureba, romelsac Se-

iZleba surmaniZis individualuri stilis 

niSani davarqvaT, aris misi erTob ucnauri 

damokidebuleba banis bgerebTan. zog Sem-

TxvevaSi, igi sakravis mTel diapazons _ ro-

gorc banis, ise yivanis (maRali xmis) bge-

rebs _ ZiriTadi melodiis gadmosacemad iye-

nebs. aseT dros sayrdeni funqciis mqone xma 

TiTqos meore planze gadadis. amis naTeli 

magaliTia misi erT-erTi cnobili dasakravi, 

romelsac zogjer `qoCaxelasac~ uwodeben.38 

dasawyisSi sakmaod didi xnis ganmavlobaSi, 

bani epizodurad Cndeba. sainteresoa rom 

amave dasakravis bolo nawilSi, gandaganas 

                                                            
38dasakravi momawoda levan veSapiZem, inaxeba mis pi-
rad arqivSi, gacifrebulia Zveli firfitidan. saxel-
wodeba da gamocemis weli ucnobia. 
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melodiis Sesrulebisas es xma mis funqcias 

xan ibrunebs, xan kvlav kargavs. msgavsi ram 

sxva aWarel meWiboneTa SesrulebaSi ar 

gvxvdeba. piriqiT, CemTvis cnobil yvela Sem-

TxvevaSi bani ZiriTadi melodiis sayrdenia.  

rogorc cnobilia, Wibonze Tavisufla-

daa SesaZlebeli orxmiani faqturis mqone 

nimuSebis Sesruleba. Tumca, sakravis SesaZ-

leblobebi amiT ar Semoifargleba. masze 

samxmiani vertikalebis aJRerebac ar aris 

iSviaTi. amaSi advilad vrwmundebiT aWaru-

li Wibonis kidev erTi didostatis _ vaso 

iremaZis mosmenisas.  

ra SeiZleba vTqvaT am TvalsazrisiT 

qoCaxelas Sesrulebaze? mis dasakravebSi 

samxmianobis STabeWdileba iSviaTad, isic 

melodiuri figuraciebis xarjze iqmneba. es 

garemoeba SesaZloa garkveulwilad xulos 

sasimRero tradiciasac ukavSirdebodes. miu-

xedavad samxmiani simRerebis (maT Soris sak-

maod saintereso variantebis) arsebobisa, 

aWaris am nawilSi orxmianobas, rogorc 

tradicias didi adgili uWiravs.  

kidev erTi, Zalze mniSvnelovani figura 

aWaruli Wibonis Semsruleblobis istoria-
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Si qedis raionis sofel dandalos mkvidri, 

zemoT ukve xsenebuli v. iremaZea. mis Sesa-

xeb mSobliur mxareSi bevrs hyvebian. dRes-

dReobiT qedis raionSi da mis farglebs ga-

reT mcxovrebi meWiboneebis umetesoba mas 

piradad icnobda. zogierTi maTgani Tavs 

iremaZis mowafedac miiCnevs. jer kidev 1967 

wels igi ivet grimosa da grigol CxikvaZes 

CauweriaT39.  

qoCaxelas msgavsad, iremaZe improvizaci-

ulobiTa da Zlieri SemoqmedebiTi bunebiT 

gamoirCeva. misi saSemsruleblo manera sag-

rZnoblad gansxvavebulia. mis artikulacia-

sa da gadmocemis xerxebSi ar igrZnoba uc-

xo musikaluri kulturis elementebi. meWi-

bone samxmiani vertikalis misaRebad maqsima-

lurad iyenebs sakravis SesaZleblobebs. 

teqnikuri xerxebis flobis TvalsazrisiT 

mas badali ar hyavs. iremaZis dakrulSi xSi-

ria epizodebi, sadac ZiriTadi hangi, bansa 

da masze kvintiT daSenebul maRal xmas So-

ris viTardeba. maRali xma, banis msgavsad 

                                                            
39masala inaxeba qarTuli xalxuri musikaluri Semoq-
medebis laboratoriis arqivSi. (amis Semdeg qxmSl). 
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burdonulia, zogjer ritmulad danawevre-

buli. es yvelaferi mis stils ganumeorebel 

elfers sZens.  

aRsaniSnavia, rom v. iremaZem Wiboni er-

Tgvari eqsperimentis sagnadac aqcia. ostat-

ma sakravs daumata kidev erTi dedani da 

Seqmna samnaviani (samxmiani) Wiboni. Tumca, 

sakravis aseTma saxeobam Wibonis Semsruleb-

lobaSi adgili ver daimkvidra. rogorc 

Cans man tradiciul Wibons konkurencia ver 

gauwia.  

sayuradReboa rom imave i. grimos eqspe-

diciam, qedaSi kidev erTi meWibone, v. irema-

Zis biZaSvili, cxmoriseli osman iremaZe Cai-

wera. erT periodsa da erT raionSi moRvawe-

obis miuxedavad, o. iremaZis Sesrulebis 

stili, v. iremaZisagan sagrZnoblad gansxvav-

deba. am SemTxvevaSi melodiebi meti sisada-

viT gamoirCeva, dakruls gansxvavebul el-

fers sZens Cveulze dabal registrSi awyo-

bili Wiboni, orxmini JReradobis siWarbe, 

SedarebiT neli tempi.  

aqve unda vaxseno kidev erTi meWibone, 

romelic qronologiurad ufro adre, 1958 
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wels Cauweria vladimer axobaZes40. misive 

krebulis qarTuli (aWaruli) xalxuri sim-

Rerebis SesavalSi, avtori dasZens, rom kre-

bulSi notirebuli saWibone dasakravebis 

Semsrulebeli vinme m. cincaZea (axobaZe 

1961:34). xmovani da sanoto masala erTmaneTs 

emTxveva. amitomac eWvgareSea, rom xsenebul 

eqspediciaSi Cawerili da krebulSi naxsene-

bi adamiani, erTi da igivea, magram ucnobia 

romeli raionidan gaxldaT igi. 1969 wels 

gamocemul wignSi _ qarTuli xalxuri sak-

ravieri musikis istoriidan aleqsandre 

msxalaZes moxseniebuli hyavs baTumis raion-

Si mcxovrebi meWibone memed cincaZe. 2014 

wels, aWaraSi eqspediciis dros, Sevityve qe-

deli meWibonis muhamed cincaZis arsebobis 

Sesaxeb. Tumca, damatebiTi cnobebi masze 

ver movipove. amdenad axobaZis mier Caweri-

li cincaZis zusti vinaoba jerjerobiT ga-

urkvevelia. misi stilidan da Sesrulebis 

maneridan gamomdinare cxadia, rom is sakra-

vis iSviaTi ostati da virtuozi Semsrule-

                                                            
40 vladimer axobaZis 1958 wlis eqspedicia aWaraSi. 
firi # 064-is 01-09. masala inaxeba qxmSl arqivSi. 
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belia. teqnikuri SesaZleblobebiT misi dak-

ruli, zogjer iremaZisa da sxva qedeli me-

Wiboneebis dakruls mogvagonebs. 

sainteresoa ramdenad imoqmeda v. irema-

Zis stilma meWiboneTa momdevno Taobebze. am 

mxriv albaT, pirvel rigSi, misi erT-erTi 

mowafe murad TavarTqilaZe41 unda davasaxe-

loT. TavarTqilaZe Wibonze bavSvobidan uk-

ravs. mas es unari genetikuradac mosdgams. 

Wibonze dakvra misTvis mamas _ mexdial Ta-

varTqilaZes uswavlebia. mogvianebiT ki, igi 

am saqmeSi iremaZesTan daostatebula. mis 

dakrulSi sagrZnobia iremaZiseul stilTan 

siaxlove. am stilis erTgvar gamgrZeleble-

bad SeiZleba aseve miviCnioT misi vaJi goCa 

iremaZe42, qedeli meWiboneebi _ Temur arZena-

Ze43 da biWiko diasamiZe44, maWaxleli jaba 

                                                            
41meWibone Caviwere 2013 da 2014 wels. masalebi inaxeba 
qxmSl arqivsa da saqarTvelos folkloris saxel-
mwifo centris arqivSi. (amis Semdeg sfsc). 
42meWibone Caviwere 2014 wels. masala inaxeba sfsc ar-
qivSi. 
43iqve. 
44meWibone Caviwere 2013 da 2014 wels. masalebi inaxeba 
qxmSl da sfsc arqivebSi. 
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malaymaZe45. Tumca am gavlenis miuxedavad, 

TiToeuli maTgani sakuTari variantebiTa da 

Sesrulebis maneriT sruliad gamorCeuli, 

unikaluri individia.  

individualobiT aseve gamoirCevian Sua-

xeveli meWiboneebi _ zurab xilaZe46 da 

aron diasamiZe47. maTTvis Sesrulebis ufro 

dinji tempi da mSvidi maneraa damaxasiaTebe-

li, riTac zogjer raWvel mestvireebsac 

mogvagoneben. sakuTari stili aqvT Caqvel _ 

Temur dumbaZesa48 da guram beriZes49. es uka-

naskneli cdilobs Tavisi dakruli saxelo-

vani babuis, Seban beriZis dakruls miamsgav-

sos. samwuxarod, S. beriZiseul Canawerebs 

jerjerobiT versad mivakvlie. amdenad babu-

isa da SviliSvilis Sedareba am etapze Se-

uZlebelia. 

                                                            
45iqve. 
46iqve. 
47iqve. 
48meWibone Caviwere 2014 wels. masala inaxeba sfsc ar-
qivSi. 
49ix. bmulebi:https://www.youtube.com/watch?v=qmq_gAMxMiw 
(guram beriZe _ xorumi da gandagana), 
https://www.youtube.com/watch?v=WlKvUytZ_Wg (guram beri-
Ze _ melodiebi Wibonze). 
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msurs mokled Wibonis diapazonis sa-

kiTxsac Sevexo. specialur literaturaSi 

aRniSnulia, rom sakravis diapazoni didi 

seqstaa (msxalaZe, 1969:33, SilakaZe, 1970:75). 

aWarel meWiboneTa dakrulSi, diapazoni 

marTlac arsad scildeba didi seqstis far-

glebs. am Temaze CemTan saubarSi ansambl 

anCisxatis wevrma, eTnomusikologma da Wi-

bonis erT-erTma saukeTeso mcodnem, levan 

veSapiZem aRniSna, rom dakvris specifikuri 

xerxis meSveobiT, Wibonze SesaZlebelia meS-

vide, maRali septimuri bgeris aRebac. amis 

sailustraciod man konkretuli nimuSi, an-

sambl anCisxatis mier Sesrulebuli aWaru-

li popuric momasmenina50. Tavis droze leva-

nis es aRmoCena v. iremaZesac Zalze moswone-

bia da uTqvams, ase dakvra Tavadac unda 

vcadoo. am SemTxvevaSi saqme SemoqmedebiTi 

Ziebis procesSi, sakravis axali, metad sain-

tereso SesaZleblobebis aRmoCenasTan 

gvaqvs. 

                                                            
50ansambl `anCisxatis~ 2010 wlis venis koncertis Ca-
naweri. inaxeba l. veSapiZis pirad arqivSi. 
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sasceno folkloris gaCenis pirvelive 

wlebSi, yofidan scenaze Wibonmac gadainac-

vla. iqidan gamomdinare, rom Wiboni funqci-

urad pirvel rigSi cekvis Tanmxlebia man 

qoreografiaSic daimkvidra adgili. gasuli 

saukunis iseT jgufebSi51, romelTa saSem-

sruleblo principebi Zalze axlosaa pirve-

lad SemsruleblobasTan, Wibonis adgilic 

mniSvnelovania. Tumca, ukve mogvianebiT di-

di Semadgenlobis qoreografiuli ansamble-

bis musikalur TanxlebaSi Wiboni da doli, 

garmonma da dolma Caanacvla. dResdReobiT 

aseT ansamblebs musikalur Tanxlebas ara 

mxolod dol-garmoni, aramed mravalferova-

ni Semadgenlobis bendebi uwevs. aseT jgu-

febSi eTnikurTan erTad eleqtrosakravebic 

gamoiyeneba. rac Seexeba Wibons, igi am Sem-

TxvevaSic darCa kuTxuri koloritis xaz-

gasmis saukeTeso saSualebad. Tumca, aq man 

ukve Sablonis saxe miiRo. specialurad cek-

vis garkveuli monakveTis TanxlebisaTvis, 

musikaluri citatis saxiT CarTuli monakve-

                                                            
51ix. bmuli:  

https://www.youtube.com/watch?v=ng0rvAeUfzk(aWaruli xoru-
mi).  
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Ti, bunebrivia moklebulia im Tvisebebs 

(pirvel rigSi improvizaciulobas), rac mas 

yofaSi dRemde gaaCnia52.  

dasasruls msurs kvlav tradiciis sa-

kiTxs davubrunde. aRsaniSnavia, rom publi-

kaciaSi xsenebul meWiboneebs zogjer sasce-

no koleqtivebTanac uwevT SemoqmedebiTi mu-

Saoba, magram maTi yoveldRiuroba scenas 

ar ukavSirdeba. vfiqrob, am sferosagan dis-

tancireba mniSvnelovnad ganapirobebs maT 

SemoqmedebiT Tavisuflebas. aqauri qoreog-

rafiuli ansamblebis xelmZRvanelebs, Cem-

Tan pirad saubarSi araerTxel aRuniSnavT 

meWiboneebTan muSaobis sirTule. maTi 

TqmiT, meWiboneebis umetesobas, rogorc we-

si, Zalian uWirs musikis im ritmsa da Tvla-

Si Casma, rac qoreografiul naxazs moce-

mul momentSi sWirdeba. cxadia amis mizezi 

zepiri tradiciis kanonebia. tradiciisa, sa-

dac ar arsebobs dawerili teqstebi, sadac 

musikis yoveli Sesruleba, mis xelaxla 

                                                            
52ix. bmuli: https://www.youtube.com/watch?v=IDE1tUuqvbc (an-
sambli erisioni _ gandagana), 

https://www.youtube.com/watch?v=35VxH_VzMn8 (ansambli 
erisioni _ xorumi). 
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qmnadobasac gulisxmobs (Земцовский, 2002:100-
110).  

amgvarad, XX saukunidan tradiciuli 

qarTuli musikis SemsruleblobaSi momxda-

ri cvlilebebis miuxedavad, meWiboneoba Se-

iZleba iTqvas dRemde misTvis specifikuri 

kanonebiT ganviTarebuli, gasaocrad saRad 

Semonaxuli tradiciaa. 
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Teona Rukhadze (Georgia) 
 

Some issues of performance on Chiboni 
 
The paper deals with the following issues of 

performance on Acharian bagpipe, Chiboni: performance 
style and manner, repertoire, forms of the instrument 
application in traditional mode of life and stage folklore. 

In the art of Acharian bagpipers (Chiboni players) 
mutual influence was a frequent occurrence. Despite these 
interinfluences, each of them was formed as an individual 
and authentic performer. That was primarily determined 
by the regularities of oral tradition.  

In Georgia, together with the appearance of stage 
folklore,Chiboni became connected with secondary 
performance with different forms of its application.  

Despite the changes in Georgian traditional music 
performance playing the Chiboni is a surprisingly well-
preserved tradition.  
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monozoni nino samxaraZe (saqarTvelo) 

 

mcxeTis samTavros wmida ninos dedaTa  

monastris samgaloblo tradiciis  

zogierTi sakiTxi 

 

mcxeTis samTavros wmida ninos dedaTa 

monasteri saqarTvelos erT-erTi umTavresi 

savaneTagania, romelic dRemde Rirseulad 

inarCunebs ,,deda monastrad” wodebis pativs. 

samTavros monastris istoria yovelTvis 

gansakuTrebul yuradRebas imsaxurebda ar-

qeologTa, istorikosTa da xelovnebaT-

mcodneTa sazogadoebaSi, magram monozonTa 

galobis sakiTxi, romelic aseTi mniSvnelo-

vania TiToeuli monastris istoriaSi, aras-

dros gamxdara musikismcodneTa Seswavlis 

sagani. kvlevisaken gvibiZga gasul wels mo-

nastris arqivSi moZiebulma wmida eqvTime 

kereseliZis sanoto xelnaweris Teoriulma 

analizma, ris Semdegac araerTi sakiTxi 

jer kidev kiTxvis niSnis qveS rCeba53. Tu ra 

                                                            
53moxseneba - `wmida eqvTime kereseliZis xelnawerTa 
aRweriloba~ wakiTxul iqna baTumis g. garayaniZis 
saxelobis folkloruli da sasuliero musikis me-9 
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kavSirSia xelnaweri dedaTa galobasTan, 

amaze mogvianebiT mogaxsenebT. 

winamdebare moxseneba samTavros dedaTa 

monastris samgaloblo tradiciiT dainte-

resebis pirvel mcdelobas warmoadgens. 

kvlevisas ZiriTadad monastris arqivSi da-

cul istoriul-dokumentur masalebs vey-

rdnobiT. Tumca aRsaniSnavia, rom samTavros 

dedaTa monastris istoriis masalebis ume-

tesoba saqarTvelos erovnul arqivSia da-

culi, magram fondTa mouwesrigebeli sac-

nobaro sistemis gamo jerjerobiT saisto-

rio sabuTebi bolomde miukvlevelia. 

saarqivo dokumentur masalebSi naTlad 

Cans, rom wmida ninos savaneSi galoba gansa-

kuTrebul saqmed iTvleboda. aRsaniSnavia, 

rom samTavroSi galobda yvela iRumenia. 

kerZod, saqarTvelos erovnul arqivSi da-

culi cnobis Tanaxmad54 iRumenia daria (fa-

Rava) `aRsarebas ityvis da wmidas saidum-
                                                                                                                     
saerTaSoriso konferenciaze 2014 wels, xolo `wmida 
eqvTime kereseliZis notirebuli krebulis Teoriuli 
analizi~ - Tbilisis sax. konservatoriaSi, 2015 wels 
meeqvse saerTaSoriso studentur konferencia-kon-
kursze. 
54 24, f. 489, # 2721, 1835 weli, gv. 108 
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los miiRebs oTxsav marxvaSi yovels weli-

wads, icis qarTulsa enasa zeda saRmrTo 

werili, wera, kiTxva da galoba~. msgavsi ti-

pis informacia gvxvdeba iRumeniebis: minado-

ra furcelaZis, nino amilaxvrisa da nino 

ciciSvilis formularebSi. maTi daxasiaTe-

bisas miTiTebulia, rom `icis qarTulsa ena-

zeda saRmrTo werili, kiTxva, wera da ga-

loba~. aseve galobs monastris amJamindeli 

winamZRvari iRumenia qeTevanic (kopaliani), 

romelic Rirseulad agrZelebs ori sauku-

nis winandel tradicias.  

monastris tipikonis Tanaxmad winam-

ZRvarTan erTad galobda yvela monozoni. 

iRumenia qeTevanis cnobiT, nino amilaxvris 

`formularSi~, romelic amJamad dakargu-

lia, pirdapiri miTiTeba iyo imis Taobaze, 

rom monozvnad ar ikurTxebodnen Tu maT 

saRvTismsaxuro tibikoni da galoba ar eco-

dinebodaT. am cnobas safuZvels umyarebs 

monastris arqivSi daculi iRumeniebis: mina-

dora furcelaZisa da nino ciciSvilis 

wliuri formularuli siebi, sadac TiToe-

ul monozonze aRniSnulia, rom icis `wera, 
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kiTxva, wminda werili, saeklesio tibikoni, 

galoba da xelsaqme... uswavlia ama monas-

tersa Sina~55. rig maTganze ki miTiTebulia, 

rom tipikons da galobas amJamad swavlobs. 

amdenad, cxadi xdeba, rom samTavros monas-

terSi galoba iseTive ganuyofeli nawili 

iyo wminda werilisa da saeklesio tibiko-

nis Seswavlisa, rogorc TviT galobaa ganu-

yofeli RvTismsaxurebisa. orive maTganis 

codna ki sayovelTao valdebulebas warmo-

adgenda monozonTaTvis. Cveni azriT, samTav-

ros tibikonSi aRniSnul moTxovnaSi ufro 

didi da Rrma mniSvneloba unda iyos Cadebu-

li, vidre ubralod galobis codnaa. SesaZ-

lebelia igi niSnavdes moSurneobas, gul-

modginebasa da mudmiv swrafvas RvTis mad-

lis misaRebad. aseT moRvawes ki ufali ux-

vad ajildovebs sxvadasxva talantiT da 

maT Soris, galobis niWiTac. Cvens mosazre-

bas kargad exameba erTi Zveli qarTuli an-

daza: `xelovani yvela ver gaxdeba, magram 

xelosnobis Seswavla ki yvelas SeuZliao~. 

aqedan gamomdinare, samTavros tibikonis mi-

                                                            
55samTavros arqivis dokumentebi: #32, #79, #138 
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xedviT: iyo monozoni - niSnavs galobde, aR-

niSnul sakiTxTan mimarTebaSi aRar iwvevs 

gaugebrobas. 

iRumeniisa da monozvnebis saeklesio ga-

lobis codnis aucileblobasTan erTad, 

qarTuli galobis swavleba savaldebulo 

yofila samTavros monasterTan arsebul 

`obol gogonaTa saswavlebelSic~. igi 1866 

wlis 29 marts gaixsna, romlis mmarTvelad 

ruseTis wmida sinodis gadawyvetilebiT 

saswavleblis damaarsebeli iRumenia nino 

amilaxvari (umcrosi) dauniSnavT. swavleba 

sam klasad dawesebula - dawyebiTi, saSua-

lo da umaRlesi. swavlebis vada eqvsi weli 

iyo. saswavlo programa orenovani gaxldaT, 

romelic maRal profesiul doneze iyo Sed-

genili. mxolod saganTa CamonaTvalic ki 

naTlad warmoaCens saswavlo programis aka-

demiurobas56, sadac 16 savaldebulo saganTa 

Soris qarTuli galobac iswavleboda. sas-

wavlebelSi, sadac pedagogebi ZiriTadad 

monozvnebi iyvnen, rasakvirvelia im saga-

                                                            
56 24, f. 489, # 24668, gv. 4-10 
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loblebs Seaswavlidnen, risi galobis tra-

diciac monasterSi iqneboda. 

mogexsenebaT, samTavros dedaTa monas-

teri 1820 wels daarsda, maSin roca ukve ga-

uqmebuli iyo qarTl-kaxeTis samefo (1801w.) 

da saqarTvelos marTlmadidebeli samociqu-

lo eklesiis avtokefalia (1811w); idevnebod-

nen qarTveli sasuliero pirebi, ingreoda 

da nadgurdeboda qveynis umTavresi taZrebi, 

rasac Tan erTvoda monastrebTan arsebuli 

saganmanaTleblo kerebis moSlac. aseT 

rTul viTarebaSi, samTavroSi, romelic ukve 

aRar warmoadgenda saepiskoposo saydarsa 

da qarTlis erismTavris rezidencias. Rvaw-

lmosilma dedam nino amilaxvarma ramdenime 

dasTan erTad gaudaburebuli monastris ad-

gilze daaarsa dedaTa savane. iRumenia ninom 

axali sunTqva STabera wmida ninos adgil-

samyofels da mTeli ZalisxmeviT Seudga 

samTavroSi monastruli cxovrebis aRorZi-

nebis saqmes. mis kvals gahyvnen monastris 

momdevno iRumeniebi: daria (faRava, iRumenia 

- 1805/8-1853ww); minadora (furcelaZe, iRume-

nia - 1858-1863ww); nino (amilaxvari, monastris 

damaarseblis, ufrosi nino amolaxvris Zmis-
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Svili, iRumenia - 1865-1904ww); nino (ciciSvi-

li, iRumenia - 1909-1941ww.); anusia (koWlama-

zaSvili, iRumenia -1950-ian wlebSi); qeTevani 

(gonglaZe, iRumenia - 1960-ian wlebSi); zoi-

le (dvaliSvili, iRumenia - 1970-ian wlebSi); 

ana (aWaiZe, iRumenia - 1980-ian wlebSi); qeTe-

vani (kopaliani, iRumenia 1991 wlidan dRem-

de). 

XIX-XX saukuneebis mijnaze Zveli qar-

Tuli tradiciuli saeklesio galoba dakar-

gvis gardauvali saSiSroebis qveS dadga. am 

periodSi Seqmnil viTarebaze, saqarTvelos 

marTlmadidebeli eklesiis avtokefaliisaT-

vis mebrZoli dekanozi nikita TalakvaZe gu-

listkiviliT aRniSnavda: `Cvens samrevlo 

eklesiebSi soflad Tu qalaqad wirva-loc-

va sruldeba metismetad daudevrad, usasod 

da uSnoT. vinRa icis CvenSi tibikoni! TviT 

aRar aris Cvens eklesiebSi dRes galoba da 

Tu sadme kidev galoben qarTulad, - es 

iseT waryvnil, areul-dareuli kiloTi, rom 

yurTa smena aRar aris aseT mgalobelTagan 

da eseni sasoebis nacvlad iwveven morwmune-

Ta Soris samarTlian sayvedurs da gulis 
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wyromas~57. swored am dros ki samTavros de-

daTa monasterSi tkbili qarTuli galoba 

ar mohklebia mlocvels. iRumenia nino ami-

laxvrma Tavisi ormocwliani winamZRvrobis 

Jams mraval sasikeTo saqmes Cauyara safuZve-

li. maT Soris, misi yuradRebis miRma arc 

qarTuli saeklesio galoba darCenila. ga-

zeTma `iveriam~ 1890 wlis 3 oqtombris no-

merSi samTavros monozonTa galobaze sain-

tereso cnobebi Semogvinaxa. redaqciam iRu-

menia ninos (amilaxvari) winamZRvrobis 25 

wlisTavTan dakavSirebuli dResaswaulis 

sazeimo viTareba Semdegnairad aRwera: `2 

oqtombers, rogorc daniSnuli iyo, mcxeTis 

dedaTa monasterSi gaimarTa didi dResaswa-

uli iRumenia ninos 25 wlis moRvaweobisa. 

didZali xalxi daeswro am dResaswauls. 

TviT tarosma, diliT civma da qarianma, 

wirvis dros gamoibrwyinva da ar SeuSala 

xeli saerTo da sayovelTao mxiarulebas. 

tkbili qarTuli, qarTulis galobiT Semku-

li wirva daiwyo 10 saaTze. mwirveli brZan-

                                                            
57nikita TalakvaZe. qarTveli qali. 1915 w. 27 aprili. 
anCisxati 
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deboda yovladsamRvdelo episkoposi besa-

rioni, arqimandriti kesariosi da mRvdel-

monazon leonide (SemdgomSi sruliad sa-

qarTvelos kaTolikos-patriarqi - leonide 

oqropiriZe)~58. amave statiis furclebidan 

isic irkveva, rom samTavroSi monazonTa ga-

loba ori gundis mier antifonurad srul-

deboda, radgan aRniSnulia: `aq moismis 

mwyobri galoba oris dasisa~59. rogorc 

cnobilia am dros monasterSi mgalobel de-

daTa ricxvi 35-s aRemateboda da Cans, rom 

mravalricxovnebam maTi or gundad Camoya-

libebac gansazRvra. tradicia dResac coc-

xalia samTavros monasterSi da cdilobs 

antifonuri galobis wesi kvlav daabrunos 

RvTismsaxurebaSi. 

gazeT `iveriis~ igive nomeri gvawvdis 

informacias imis Sesaxebac, rom iRumenia ni-

nos iubilesaTvis sxva mgaloblebic mouwve-

viaT. maT Sesaxeb aRniSnulia: `didi yurad-

Reba miiqcia am wirvazed mwyobrad da sasia-

movnod mgalobelma winamZRvrianT skolis 

                                                            
58gazeTi “iveria” 1890 w. 3 oqtomberi. nino amilaxvris 
winamZRvrobis 25 wlis iubile. 
59dasaxelebuli wyaro. iqve 
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mowafeTa xorom. TviT jiuti kritikosi im 

naklis mets veras SeniSnavda, rom igi er-

Tob patara iyo, sul xuTi-eqvsis kacisgan 

Semdgari~. 

erT-erTi yvelaze saintereso sakiTxi, 

rac samTavros monozonTa samgaloblo tra-

dicias Seexeba, aris is, Tu ra tipis da sa-

xeldobr, romeli skolis sagaloblebs as-

rulebdnen isini. ramdenime faqtori gvaZ-

levs safuZvels gamovTqvaT varaudebi, rom 

1) samTavros monasterTan sulieri da teri-

toriuli siaxlovis gamo es iyo `sveticxov-

lis skola~; 2) amilaxvarTa gvaris warmo-

madgenlebi ganaTlebas sveticxovelSi daar-

sebul sakaTalikoso skolaSi iRebdnen60 da 

SesaZloa samTavros damaarsebels nino ami-

laxvarsac am saswavleblis sagaloblebi 

Seeswavla ojaxSi, romelic Semdgom mis ir-

gvliv Semokrebil monozvnebsac SeaTvisa; 3) 

Zveli monozvnebis zepiri gadmocemis Tanax-

mad dedebi galobdnen imas, rac sveticxo-

velSi igalobeboda; 4) yovelive zemoT aR-

                                                            
60 p. karbelaSvilis piradi fondi 1461, #56. amilax-
varTa istoria. 
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niSnulis damadasturebel sabuTad gamodge-

ba monastris arqivSi daculi wmida eqvTime 

kereseliZis sanoto krebuli, romelSic 

`sveticxovlis samgaloblo skolis~ (gasul 

wels Catarebuli kvlevis Sedegi) sagalob-

lebia calxmad Cawerili. aqedan gamomdina-

re, SegviZlia Tamamad vTqvaT, rom iRumenia 

nino amilaxvris iubileze dedebi `svetic-

xovlis skolis~ sagaloblebs galobdnen. 

samTavroSi rom Zvel tradiciul saek-

lesio sagaloblebs galobdnen da ara ru-

suli partesuli galobis zegavleniT Seq-

mnil axali stilis sagaloblebs, monaster-

Si daculi erTi uTariRo dokumenti mow-

mobs. xsenebuli sabuTi - `moZRvreba blaRo-

Cinisadmi monasterTa~ uaRresad saintereso 

cnobebs gvawvdis XIX saukunis Sua periodis 

monastris samgaloblo tradiciaze. mecnie-

ri gia WaniSvili miiCnevs, rom dokumenti 

1855 wels unda daweriliyo, radgan mas 

xels awers arqimandriti geronti, `blaRo-

Cini monasterTa~, romelic amave wlis 19 

seqtembers saqarTvelos egzarqos isidores 

mamaTa monastrebisa da samTavros dedaTa 

monastris `blaRoCinad~ daeniSna (WaniSvi-
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li, 2008:77-78). `monastris moZRvrebaSi~ erT-

erTi qveTavis saxiT RvTismsaxurebis ganawe-

sia ganxiluli, romelic 6 muxlisgan Sedge-

ba da misi gansakuTrebuli mniSvnelobis ga-

mo rigiT pirveli adgilic uWiravs. xsenebu-

li qveTavis me-3 da me-4 muxlebSi galobas-

Tan dakavSirebiT aRniSnulia: 

 1) `raTamca ekklesiurTa kiTxvaTa da 

galobaTa Sina ara iqmnebodes miSvebul arc 

mciredi orxmaoba, aramed raTa Semdgomad 

srulebiT Sesrulebisa erTisa daiwyebodes 

meorei~; 

2) `raTa Zveli saeklesio galoba da-

cul iqmnebodes gulsmodginebiT da ara gan-

ryvnil axlad SemoRebulebiTa, Seumsgavse-

belTa simdablisaTana da lmobierebisa, vi-

Tarnica ufroe Seesabamebian monastrulsa 

RvTismsaxurebasa”. 

aqedan gamomdinare cxadi xdeba, rom ru-

suli koloniuri reJimis pirobebSic ki, ro-

desac qarTuli galobis TavSesafari zogi-

erTi gvari da ojaxi aRmoCnda, Zveli saek-

lesio galobis tradicia samTavros monas-

terma ucvlelad SeinarCuna. wmida ninos sa-
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vane gaxldaT is adgili, sadac monastruli 

cxovrebis wes-gangeba da Zveli qarTuli sa-

eklesio galoba saukuneebis ganmavlobaSi 

ar Sewyvetila.  
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Nun Nino Samkharadze (Georgia) 
 

Some issues about singing tradition at Mtskheta  
Samtavro Saint Nino Convent 

 
The history of Samtavro Saint Nino Nunnery has 

always attracted the attention of archaeologists, historians 
and art critics, but the issue of chants sung by Nuns has 
not been studied yet. However, this topic is very important 
in the history of the monastery. 

The present work is the first attempt to study the 
monastic singing traditions; therefore it consists of some 
important and newly discovered materials. During the 
research we use the historical-documental material kept in 
the Archives of the Nunnery. As a result, we have drawn 
important conclusions that will be equally interesting for 
the researchers of church songs, clerics, as well as lay 
men.  

The discussion of the Archival material revealed that 
the singing of chants was very important in Samtavro 
Nunnery. During its two-century history of the monastery 
its all Superiors sang and nowadays Heghumeness 
Ketevan (Kopaliani) sings also. All Nuns were familiar 
with chants. According to the formulary of Hegumenness 
Nino Amilakhvari (the younger) the member of the 
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convent had to know Tibikon and singing in order to get 
consecrated (to become a nun). This rule was kept strictly 
in the Nunnery under the leadership of subsequent 
Hegumennesses: Minadora Purtseladze and Nino 
Tsitsishvili. Formularies state that every nun at the 
monastery had to study Ecclesiastical Tibikon and singing.  

The tradition of studying singing was kept in the 
female college, which was opened in 1866 by Mother 
Superior Nino (Amilakhvari), where the girls studied 
Georgian Liturgical Songs among 16 compulsory subjects. 

Nun`s singing tradition got mentioned in the 
newspaper `Iveria`. It says that On October 3, in 1890 on 
the day of the 25-th anniversary of Hegumenness`Nino 
Amilakhvari (the younger) the Liturgy began at 10 o`clock 
with Georgian sweet chants. The newspaper also 
mentioned two groups of singers in Samtavro monastery 
singing alternately. One of the most significant issues is 
the style of the songs; According to the conducted 
research we conclude, that the nuns sang chants of 
“Svetitskhoveli school.” 
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Наталия Сербина (Украина) 
 

НЕКОТОРЫЕ АСПЕКТЫ НАРОДНОГО 
ИСПОЛНИТЕЛЬСТВА ЦЕНТРАЛЬНОЙ 

УКРАИНЫ: ЗАМЕТКИ ЭТНОПЕДАГОГА И 
ИСПОЛНИТЕЛЯ 

 
Проблема народного исполнительства для со-

временной науки важна минимум в двух аспектах: 
исполнительская практика самих носителей традиции, 
поскольку именно исполнительские приёмы часто 
оказывают влияние на формообразование, структур-
ные варианты и отражают специфику конкретной 
региональной традиции. С другой стороны, изучать 
народное исполнительство приходится городским 
преемникам традиции, и здесь возникает много 
вопросов, касающихся глубины восприятия материала 
вторичными исполнителями, его понимания и 
исполнительского мастерства.  

В украинской этномузыкологии тема изучения 
традиционного исполнительства была поднята Е. 
Линёвой и К. Квиткой в начале ХХ века, а с развитием 
вторичного фольклорного движения – с 1960-х годов. 
В украинских и русских этномузыкологических 
исследованиях поднимаются темы структуры 
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ансамбля, психологии его участников, тембральности, 
местной терминологии (названия голосов-партий и 
исполнительских приёмов), широко исследуется 
вопрос исполнительской эстетики.  

В начале ХХI века актуальными становятся 
вопросы восприятия и передачи традиции из села в 
город. В песенном исполнительстве споры ведутся 
главным образом вокруг того, насколько скрупулёзно 
и точно необходимо воспроизводить полевые записи. 
Возникают вопросы о тембре, ладовых харак-
теристиках, интонационной стороне, сохранении 
мелизматики, темпа как составляющей «старого» 
мироощущения, необходимости исполнения всего 
«длинного» поэтического текста либо его сокращения, 
а также сохранения диалектных особенностей самого 
поэтического текста. Кроме того, в процессе ис-
торического развития песенная традиция претерпевала 
разного рода изменения, а потому необходимо 
ориентироваться на более ранние записи народных 
исполнителей, поскольку в поздних уже ощутимо 
влияние СМИ, массовой городской культуры и, как 
следствие, традиция представлена уже в угасающей 
стадии.  
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Тембр. 
В среде украинских этномузыкологов принято 

считать, что основной массив традиционных песен 
Центральной Украины, как календарно-обрядовых, так 
и лирических (кроме колыбельных), нужно исполнять 
«грудным», глубоким звуком. Исключение 
составляют, пожалуй, колыбельные и отдельная 
партия тончика – верхнего голоса в обрядовых и 
лирических песнях Левобережья (аудиопример). 
Вместе с тем собиратели народных песен находят 
образцы исполнения песен сельскими жителями в 
головном регистре (аудиопример – песня из Вин-
ницкой области). В этом случае людям, только 
начинающим знакомиться с традицией, я объясняю, 
что необходимо учитывать два фактора: «моду» на 
конкретных исполнителей, звучавших по радио и ТВ 
(например, на Нину Матвиенко), и возрастной фактор: 
не все пожилые люди имеют силы петь так, как в 
молодости.  

 
Лад.  
Как известно, желающие спеть песню в 

аутентичной манере берут экспедиционную запись. Но 
дальше важно расшифровать слышимое, не 
приспособив музыкальный текст под «привычное 
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себе», а учесть своеобразие лада народной песни (в 
истории были случаи «выпрямления» мелодий с 
необычным для академического музыканта-
собирателя ладом). В своей практике я неоднократно 
сталкивалась как с изменением лада вторичными 
исполнителями, например заменой VII-йнатуральной 
ступени в миноре на повышенную. Слушая старые 
записи украинского Полесья (не позже 1990-х годов), 
современный городской исполнитель часто осознает 
невозможность буквального воспроизведения этих 
образцов (аудиопример – «Ой, доле моя»). В таком 
случае можно попытаться прослушать песню на 
замедленной скорости, поскольку без привычки к 
подобной музыке расслышать сразу все украшения 
бывает тяжело.  

 
Текст. 
Что касается поэтических текстов народных 

песен, то часто вторичные исполнители, 
использующие чужую полевую запись (а иначе они бы 
знали диалект и либо вспомнили песню, либо 
заглянули в полевую тетрадь с текстами), не могут 
разобрать текст. В итоге происходит замена слов 
другими. Конечно, в истории традиционного 
исполнительства тоже были случаи замены слов, но 
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они имели другие причины и носили совершенно 
другой характер. Еще один момент, связанный с 
текстами, – это количество куплетов в песнях. 
Поскольку вторичные исполнители, как правило, 
оторваны от сельской среды и естественного 
бытования песен, их исполнительская деятельность 
обычно связана со сценой. Вполне логично, что при 
изменении песенного контекста что-то меняется и в 
тексте. Двадцать четыре куплета лирической песни, 
которую пожилые женщины поют дома, не имея 
других развлечений, лучше сократить на сцене, ведь 
время концерта ограничено. Все это касается и 
лирницкого исполнительства. В начале ХХ века 
лирники и кобзари пели на рынках по полдня, им 
нужны были длинные песни, поскольку слушатели 
подходили на несколько куплетов и уходили. А вот с 
концертной сцены слушать сорок куплетов уже 
тяжело. Сцена – это скорее презентация песни, а не 
самого исполнителя (применительно к фольклорной 
песне). Возможно, секрет здесь в мастерстве 
исполнителя, который должен «заворожить» и увлечь 
слушателя настолько, чтобы он забыл о времени и 
месте. Но все это формальные моменты отношения к 
тексту. Есть и более глубинные. В экспедициях мы все 
отмечали богатую вариантность как в запевах 
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исполнителей, так и, к примеру, в верхней партии. 
Народная песня из уст народного исполнителя всегда 
«живая», она интересна своей «неожиданностью». То 
есть слушатель никогда не может предугадать, что же 
будет дальше, какой вариант певица споёт в 
следующем куплете. Отсюда еще один вопрос: стоит 
ли просто копировать народных исполнителей или, 
освоив комплекс интонаций данного стиля, 
импровизировать самому? (Ответы на этот вопрос 
содержат статьи о фольклорном исполнительстве 
Е. В. Ефремова). 

 
Эстетика. По сравнению с предыдущими этот 

аспект исполнительства наиболее сложный для 
вторичных исполнителей, будучи при этом 
суммирующим. Поскольку без тембра, лада, диалекта, 
на мой взгляд, нет старинной песни. Главная тема для 
размышлений современного исполнителя: как 
понимать народную песню? Как образец для строгого 
и буквального воспроизведения либо как отправную 
точку для своего творчества? Здесь методы и 
результаты зависят от конечной цели: сохранить 
песню как исторический артефакт либо показать себя 
как исполнителя, аранжировщика.  
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Один из главных вопросов – каким голосом петь. 
Почему мы должны петь как бабушки, мы же 
молодые? Почему мы должны петь «старыми» 
голосами, если у нас есть свои? В ответ на эти 
вопросы возникает закономерный ответ: а зачем 
художники копируют картины великих в начале 
своего обучения вместо того, чтобы сразу «начать 
писать своё»? Наверное, чтобы получить некие 
базовые навыки. Впитав основы, художник 
постепенно вырабатывает собственную манеру. То же 
самое в академическом пении. То же – в среде 
литераторов. Все люди искусства начинают с 
подражания, а затем, с приходом личностной 
зрелости, находят своё «лицо». В нежелании осваивать 
аутентичную манеру кроются предрассудки и лень, 
ведь легче спеть народную песню в эстрадной манере, 
живя в окружении эстрадного звучания в быту, 
нежели тратить годы на обучение народному пению. 

Что касается непосредственно аутентично-
гонародного исполнительства, хочу привести два 
примера из двух разных местностей. В первом 
полесская исполнительница в разное время и для 
разных собирателей поёт одну и ту же песню, но по-
разному (аудиопример – «Зеленая дубровонька). 
Примечательно, что для записи на компакт-диск в 
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«громком» звучании она поёт «мажорную» терцию, а 
вечером, «для своих», исполняет ее же более 
приглушенно и уже с малой терцией. 

Другой пример – ансамблевое исполнение одной 
песни. Один и тот же поэтический текст, одна и та же 
мелодия у двух разных ансамблей, записанных с 
небольшим временным разрывом, получает разное 
стилистическое воплощение. Остаётся лишь гадать, 
упростилась ли песня за десятилетие либо в этом селе 
так и пелась – под влиянием стиля солдатских песен 
(аудиопример – «Ни тучки, ни хмарки»). Во втором 
примере более размеренный темп, политекстовость, 
исполнительские приёмы, свойственные мужской 
казачьей традиции: глиссандо, резкая подача звука. 
Возможно, более глубокая исполнительская трактовка 
песни объясняется более старинным текстом, который, 
вероятно, не претерпел существенных изменений в 
консервативном сознании исполнителей. 

Данная статья отнюдь не претендует на полноту 
охвата всех проблем народного исполнительства 
украинских песен, а лишь затрагивает некоторые его 
аспекты. Народное исполнительство – явление 
бесконечное, и даже сейчас можно записать 
талантливых певцов и инструменталистов, которые 
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дадут пищу для размышлений как ученым, так и 
исполнителям.  
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Natalya Serbina (Ukraine) 

 
Some aspects of national performance in Central  
Ukraine- ethno pedagogue and performer’s notes 

 
This article is devoted to a very important aspect of 

traditional performance of folk music. E. Linyova and K. 
Kvitka were the pioneers to initiate the study of this issue 
in Ukrainian ethnomusicology at the beginning of the 20th 
century, while the studies of the development of secondary 
folklore process began as late as 60-ies of the XX Century.  

At the beginning of the 21st century the issue of 
transmitting the tradition from urban to rural residents has 
become quite acute. The article discusses such tradition 
performances as timbre modus poetical and also deals with 
the performance aesthetics of musical texts in folk songs 
in urban environment. This article does not pretend to 
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present the whole spectrum of the problems connected 
with tradition performance of Ukrainian songs; it rather 
concerns some aspects. Traditional performance is a 
never-ending process. Even nowadays, it is possible to 
record some talented singers and instrumentalists which 
will give food for thought to both scientists and artists. 
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lolita surmaniZe (saqarTvelo) 

 

Suaxevis raionis tradiciuli musikis  

Semsruleblobis zogierTi sakiTxi 

 

aWaris regionSi ramdenime aTwleulis 

manZilze damkvidrebul saSemsruleblo ten-

denciebs Tu gadavxedavT, folklorisaTvis 

damaxasiaTebeli tradiciuli sinkretuli 

kavSirebis Sesustebas, mis profesiul xe-

lovnebasTan miaxlovebasSevamCnevT, rac Zi-

riTadad sasceno kulturis moTxovnebis 

gaTvaliswinebiT mxolod zogierTi Janris 

simRerebis Sesrulebasa da Zveli nimuSebis 

gadakeTeba-damuSavebaSi vlindeba.  

mogexsenebaT, rom aRniSnuli procesi 

zogadad tradiciuli musikis pirvelad Tu 

meoreul SemsruleblobaSi momxdari cvli-

lebebis gamoZaxilia. XIX saukunis miwuru-

lidanqarTuli xalxuri simReris scenaze 

gadanacvlebam, simReris socialuri funqci-

is dakargvam, xalxur nimuSebze sagundo mu-

sikis gavlenam, sasceno-sakoncerto moTxov-

nebis gaTvaliswinebam,qarTveli kompozito-

rebis xelSewyobiT respublikuri olimpia-
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debis praqtikis danergvam soflis auTenti-

kuri ansamblebic saerTo kriteriumebs mo-

argo, ris gamoc bevrma maTganma pirveladi 

saxe dakarga. 

marTalia, folkloris meoreuli si-

cocxle, transformaciis sxvadasxva forma 

da drosTan adaptacia pirveladi mniSvnelo-

bis saxecvlas moiazrebs, magram meoce sau-

kuneSi gardaqmnis ZiriTad formad fol-

kloris profesiul musikasTan miaxlovebai-

yo miCneuli, ramac araerTi nimuSis tradi-

ciuli saxis dakargva ganapiroba. 

tradiciis sicocxlisunarianoba mis uw-

yvet ganviTarebas, masSi Tanamedroveobis 

SeRwevas gulisxmobs, Tumca amavdroulad 

misi safuZvlis SenarCunebasac moiazrebs. am 

ukanasknelis gauTvaliswineblobam, xSir 

SemTxvevaSi tradiciuli nimuSebis saintere-

so variantebis gaqroba gamoiwvia. 

dResdReobiT, zogierT raionSi tradi-

ciis matarebeli eTnoforebi folkloris 

saxeliT moixsenieben rogorc folklorul, 

aseve, arafolklorul nimuSebsac da samwu-

xarod, xalxur simRerebs faqtobrivad aRar 

asruleben. xSir SemTxvevaSi repertuari 
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Sedgeba fsevdoxalxuri simRerebisagan, an 

sxva kuTxis popularuli nimuSebisagan. 

ramdenime Tvis win ansamblebisaTvis 

aWaruli tradiciuli simRerebis swavlebisa 

da maTTvis musikaluri folkloris saSem-

sruleblo principebis gaziarebis mizniT 

muSaoba daviwye aWaris erT-erTi maRalmTia-

ni raionis _ Suaxevis kulturis centrSi. 

bunebrivia, davinteresdi am raionis tradi-

ciuli musikis SemsruleblobiT, ansamble-

bis repertuariT, raionis soflebSi gavrce-

lebuli saSemsruleblo tendenciebiT. movi-

Zie kulturis centris arqivSi arsebuli au-

dio-video nimuSebi, sxva gamoqveynebuli sa-

noto Tu audio Canawerebi. Semsruleblobis 

Sesaxeb mniSvnelovani informaciuli masala 

sxvadasxva soflis mkvidri eTnoforebisgan 

Caviwere. 

Cems xelT arsebuli masalebis Seswav-

lam da ansamblebTan praqtikaSi muSaobis 

dros warmoCenilma niuansebma cxadyo, rom 

qarTuli tradiciuli musikis Semsruleb-

lobaSi momxdari zemoaRniSnuli cvlilebe-

bi Suaxevis raionis ansamblebis Semsruleb-

lobaze naTlad aisaxa. mdidari sasimRero 
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Tu sacekvao tradiciebis matarebeli raio-

nis folkloris auTentikur Semsruleblo-

baze, xSir SemTxvevaSi, sagundo musikis 

principebis damkvidrebam, respublikuri 

olimpiadebis moTxovnebisa da sasceno-sa-

koncerto kriteriumebis gaTvaliswinebami-

qonia mniSvnelovani gavlena. 

GaTwleulebis ganmavlobaSi, simRerisa 

da cekvis ansamblebis gaerTianeba, fol-

kloruli nimuSebis damuSaveba, fsevdofol-

kloruli nimuSebis Sesruleba, xalxuri 

simRerebis diriJoroba, simReraSi xmebis ga-

ormageba, vokaluri maneriT mRera, nimuSebis 

Tanxlebad ramdenime xalxuri sakravis gamo-

yeneba, SemsrulebelTa mravalricxovneba, 

simReris procesSi momRerlebis statikur 

mdgomareobaSi dgoma Cveulebriv wesad iyo 

miCneuli da damkvidrebuli.yuradsaRebia, 

rom dRes Suaxevis craionSi qoreografiu-

li nimuSebis gandaganas da xorumis mraval-

ferovani nimuSebia warmodgenili da xalxu-

ri musikis nimuSebisagan gansxvavebiT, am 

cekvebis mravali varianti Tu araerTi indi-

vidualuri Semsruleblis ileTia SemorCe-

nili. aqve unda iTqvas, rom sakoncerto 
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praqtikaSi satrfialo-s saxelwodebis mqone 

araerTi folkloruli nimuSi swored cekva 

gandaganas simReriT gasaformeblad damu-

Savda-gadakeTda.  

cnobili eTnomusikologi izali zem-

covski folkloris sceniuri interpretaci-

is 3 tips gamoyofs: 

1. eTnografiuli ansamblebis tipi, ro-

melSic TviTon xalxuri Semsruleblebi mo-

nawileoben; 

2. folkloruli ansamblebis tipi, xal-

xuri simReris mcodne, specialuri ganaTle-

bismqone pirebi, romlebic interpretirebis 

dros folklorul tradiciebTan miaxlove-

bas cdiloben; 

3. simRerisa da cekvis saxelmwifo an-

samblebi, akademiuri gundebi da sxva mxat-

vruli koleqtivebi, romlebic e. w. gadamu-

Savebul folklorul nimuSebs asruleben, 

ar cdiloben folklorisaTvis adeqvaturi 

saSemsruleblo principebis dacvas.  

Tu Suaxevis raionis ansamblebs zemox-

senebuli zemcovskiseuli definiciiT ganvi-

xilavT, am SemTxvevaSi, aRniSnul raionSi 

ukanasknel periodamde Warbobda e.w. mxat-



 

 

 381 

vruli koleqtivebi, romlebic damuSavebul 

folklors sagundo musikis principebiT as-

rulebdnen. Tumca maT gverdiT arsebobda 

auTentikuri jgufebi, eTnografiuli ansam-

blebi, romelTa arsebobas adasturebs sxva-

dasxva informaciuli Tu audio-video wyaro 

(surmaniZe, 2008:384). am eTnografiuli ansam-

blebis Semsruleblobis Sesaxeb Salva mSve-

liZis cvilis lilvakebis, nawilobriv, vla-

dimer axobaZisa da Suaxevis kulturis cen-

tris videoarqivSi daculi xmovani, sanoto 

Tu video masalebis mixedviT SegviZlia vim-

sjeloT. 

gansakuTrebiT aRsaniSnavia Wvanis xeo-

bis musikaluri folklori da misi Semsru-

lebloba, arqivebSic swored am xeobis nimu-

Sebis xmovani Canawerebi Warbobs. eTnofo-

rebs (mTqm: xasan xilaZe sof. naRvarevi; ta-

riel bolqvaZe sof. xabelaSvilebi;) axsovT 

xeobis ramdenime auTenturi jgufi _ Wvanis 

xeobis, sofel cxemlisis uxucesTa, sofel 

xabelaSvilebis uxucesTa ansamblebi (es 

ukanaskneli 1988 wels e. garayaniZes Cauwe-

ria, misive iniciativiT borjomis festival-

Si monawileobda). Wvanis musikaluri fol-
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klori Suaxevis raionis sxva xeobebis tra-

diciuli musikisagan gansxvavebulia. sxva 

lokaciebis mkvidri Semsruleblebic (oTar 

daviTaZe, daba Suaxevi; avTandil darCiZe, 

sof. oladauri;) aRniSnaven, rom Wvanelebit-

radiciuli simRerebis saintereso varian-

tebs asrulebdnen.mniSvnelovania, isic rom 

ansamblis wevrTa raodenoba 7-8 adamians ar 

aRemateboda. eTnoforebis cnobiT, xSir Sem-

TxvevaSi, simReris ansamblebis wevrebi cek-

vebis xorumisa da gandaganas Zveli ileTe-

bis Semsruleblebadac gvevlinebodnen. 

Wvanis xeobis folklori maRalmTini 

aWaris sxva tradiciul nimuSebTan Sedare-

biT gamorCeulia im TvalsazrisiT, rom 

msgavsebas avlens gurul da nawilobriv 

imerul sasimRero nimuSebTan, rac Cemi az-

riT xeobis geografiuli mdebareobiTa da 

migraciis procesebiTaa gamowveuli. Wvanis 

xeoba osmalTa batonobis dros da Semdegac 

xeobebs Soris gamaval gzas warmoadgenda. 

mas xulos raionTan brtyelias mindor-gada-

sasvleli, qobuleTTan _ perangas uRelte-

xili, CoxataurTan _ mTa meriayeli, ozur-

geTTan ki jvarimindoris gadasasvleli 
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akavSirebda (Salikava,2009:15). rogorc Wvanis 

xeobis eTnoforebi (nanuli beJaniZe sof. 

Wvana; xasan xilaZe sof. naRvarevi) amboben, 

xSiri mimosvla hqondaT, dResac aqvT moze-

beli raionebis mkvidrebTan da erTmaneTis 

tradiciebis urTierTgacvlasac axdenen. aq 

samcxe-javaxeTidan, samegrelodan, imereTi-

dan, guriidan wamosuli mosaxlebac cxov-

robs. 

AWvanis xeobis tradiciuli musikaluri 

nimuSebi aWarulsa da gurul folklorul 

nimuSebs Soris gardamaval xasiaTs atarebs, 

Tanac inarCunebs misTvis saxasiaTo musika-

lur plasts. 

zemoT xsenebuli sakiTxis Seswavla da-

viwye, razec calke moxsenebas vamzadeb, mag-

ram Semsruleblobis TvalsazrisiT minda 

aRvniSno, rom Wvanis xeobis simRerebSi gu-

ruli da zogjer imeruli musikaluri fol-

kloris niSnebis gamovlena xdeba rogorc 

sasimRero repertuarSi, aseve simReris musi-

kalur kanonzomierebebSi, saSemsruleblo 

maneraSi,gansakuTrebiT moZaxilis melodia-

Si, romelic improvizaciul xasiaTs ata-

rebs da guruli simRerebis zeda xmisaTvis 
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saxasiaTo elementebs Seicavs. yuradsaRebia, 

rom Wvanis xeobaSi simRerebi Conguris Tan-

xlebiTac sruldeboda, swored am xeobis 

warmomadgenelia saxalxo mTqmeli Tofia qa-

TamaZe, romelic Congurze epikur nimuSebs 

daamRerebda (da aramxolod is, misi winapre-

bica da STamomavlebic epikuri nimuSebis 

Semsruleblebi, cnobili saxalxo mTqmele-

bi iyvnen).  

DdResdReobiT, Suaxevis raionis kultu-

ris centrSi ramdenime simReris ansambli 

moqmedebs, esenia: Suaxevi, qalTa ansambli, 

dRvanisa da uCambis Temis Sereuli jgufebi, 

mareTisa da Wvanis xeobebis ansamblebi. me 

rogorc am centris folkloris ganyofile-

bis xelmZRvanels SesaZlebloba maqvs aR-

niSnul ansamblebs tradiciuli saSemsru-

leblo principebi gavuziaro, am principebis 

gaTvaliswineba movTxovo, metwilad aWaru-

li an maTi xeobis simRerebis aRdgenisa da 

sinkretulobis dacvisaken movuwodo. ramde-

nime ansambls am principebiT (Suaxevi,qalTa 

ansambli, Wvanis xeobis ansambli) aWarul 

tradiciul nimuSebs TviTonve vaswavli. zo-

gierTma maTganma ukve daZlia Zveli samuSao 
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principebi, daTmo statikur mdgomareobaSi 

simReris Sesruleba, xmebis gaormageba, qro-

matiul sakravebze dakvra, simReris dros 

ramdenime erTgvarovani xalxuri sakravis 

gamoyeneba, sxva kuTxis simRerebis popula-

rizacia, Tumca wlebis ganmavlobaSi dam-

kvidrebul profesiuli musikis saSemsru-

leblo stilTan Widili sakmaod rTuli 

procesi aRmoCndarogorc Semsruleblebi-

saTvis, aseve maTi xelmZRvanelebisTvisac. 

problemas warmoadgens vokalurad mReris 

manera, ris Camoyalibebazec wlebis manZil-

ze ansamblebis xelmZRvanelebi specialurad 

muSaobdnen. swored imitom, rom interpreti-

rebisas warsulSi diriJor xelmZRvanelebze 

iyvnen damokidebuli, dRes sakoncerto ga-

mosvlisas Semsruleblebs maT gareSe simRe-

ris xasiaTis, simReris tempisa da dinamikis 

CvenebauWirT. 

unda aRvniSno, rom qarTuli xalxuri 

simReris saSemsruleblo principebis dacvi-

saTvis saqarTvelos folkloris saxelmwi-

fo centris mier bolo aTwleulis manZil-

ze gaweulma saqmianobam (vgulisxmob ansam-

blebis konsultacias), SemsruleblebTan 
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folkloruli nimuSebis sinkretuli saxiT 

aRdgenaze muSaobam, sxvadasxva satelevizio 

gadacemebis, folkloruli proeqtebisa Tu 

turistuli saagentoebis mxridan daintere-

sebam ansamblebs kuTxis musikaluri tradi-

ciebis SenarCunebisaken ubiZga. amaJamad, mi-

viwyebuli folkloruli nimuSebis gacoc-

xleba arsebuli fonoCanawerebis, ukeTes 

SemTxvevaSi moxuci eTnoforebis mexsiereba-

Si daleqili simRerebis meSveobiT, zogjer, 

am ori saSualebis erTobliobiTac, jer ki-

dev SesaZlebelia. amis magaliTad SemiZlia 

davasaxelo kulturis centrSi 2015 wels 

Seqmnili mareTisa da Wvanis xeobis ansam-

blebi.  

statia Suaxevis raionis tradiciuli 

musikis Semsruleblobis ganxilvis pirveli 

mcdeloba gaxlavT. vfiqrob, am sakiTxis uf-

ro detalur kvlevas, raSic raionis kul-

turis centris mier samomavlod dagegmili 

eqspediciebic damexmareba. agreTve, Seswav-

las saWiroebs sxvadasxva saxalxo dResas-

waulis musikaluri tradicia, romelmac 

folkloruli musikis Sesmruleblobaze 

mniSvnelovani zegavlena moaxdina. 



 

 

 387 

gamoyenebuli literatura: 

 

1. axobaZe v., qarTuli (aWaruli) xalxuri 

simRerebi. sanoto krebuli. Tb., 1961. 

2. garayaniZe e., qarTuli xalxuri musikis 

Sesmrulebloba. Tb.,2007. 

3. surmaniZe r., (mT. redaq.) Suaxevi (istori-

ul-publicisturi narkvevebi). baT., 2008.  

4. Salikava m., Wvanis xeoba (istorul-eTno-

logiuri gamokvleva). baT.,2009. 

5. Suaxevis kulturis centris arqivi (mim-

dinareobs arqivis aRwera) 

6. xmebi warsulidan., qarTuli xalxuri mu-

sika fonografis cvilis lilvakebidan 

(diski 6),Tb., 2007. 

7. Земцовский И., Современные черты советской на-
родной музыкальной культуры. Социалистическая 
культура и фольклор. 1982. 
 

 
 



 

 

 388 

Lolita Surmanidze (Georgia) 
 

General issues of Shuakhevi region traditional  
music performance 

 
If we look through the tendencies established in 

performance during the last decades in the region of 
Adjara you can see weakening of syncretic (i.e. union of 
words, music and movements) connections which are 
common for folk and find its approach to more 
professional field which is basically revealed in the 
process of remaking-processing the old works.  

Viability of traditions means its constant 
development, implementation of modernity in it but at the 
same time it means keeping its foundations and roots. The 
fact of not taking the least into consideration often led to 
disappearing of interesting versions of traditional works.  

Changes occurred during the last century in the 
performance of traditional music has adjusted even village 
authentic ensembles to common criteria.  

I recently started to work in Shuakhevi Cultural 
Centre of mountainous region of Adjara to teach Adjarian 
traditional music and share musical folk performance 
principles. It is natural that I was interested in traditional 
music performance of this region. According to the 
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materials I studied and during the woks with the ensemble 
it was clear that during the decades following was 
regarded as a normal pattern: union of singing and dancing 
ensembles, procession of folk works, performance of 
pseudo-folk works, conducting the folk songs, duplication 
of voices in the songs, singing in the vocal manner, 
accompaniment of the works with some folk instruments, 
multiplicity of performers, static display of singers during 
performance. Though authentic groups existed as well 
from which Ensembles of Seniors of different villages of 
Chvana valley is noteworthy. Performance manner and 
folk of Chvana valley differs from musical traditions of 
other valleys of Adjara with its similarities with Gurian 
and partially Imeretian songs which in my opinion is 
caused by geographic location of the valley and migration 
processes.  

Currently there are several singing ensembles in 
Shuakhevi regional Cultural Centre. I, as a leader of folk 
department of the centre have opportunity to share 
traditional performance principles of these ensembles, 
require consideration of these principles and to call for 
protection and restoration of Ajarian or their valley songs. 
Some of ensembles already overcame the old working 
principles though fighting with wrong performance style 
established during the years came out to be hard.  
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Together with the all abovementioned it is also 
important that it is possible to revive the folk works on the 
stage by existing records, songs kept in senior ehtnofors 
and sometimes by unity of these two.  
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magda suxiaSvili (saqarTvelo) 

 

qarTuli saeklesio galobis Semsruleb-

lobis zogierTi sakiTxis Sesaxeb 

 

saeklesio galobis tradiciis aRdgenis 

procesis fonze dRes gansakuTrebuli aqtu-

alobiTaa wamoWrili SemsruleblobasTan 

dakavSirebuli sakiTxebis Seswavla da 

kvlevis Sedegebis samgaloblo praqtikaSi 

danergva. miT ufro, rom dRes samgaloblo 

xelovnebis srulyofisken araerTi gundi is-

wrafis.  

cnobilia, rom memkvidreobiTi codnis 

zepiri gadacemis uwyeti tradiciis moSlam 

qarTuli saeklesio musikis Semsruleblo-

basTan dakavSirebuli araerTi sakiTxi gaxa-

da bundovani. maTi cxadyofa xangrZliv da 

siRrmiseul kvlevas moiTxovs. amdenad, wi-

namdebare nakvlevi galobis Semsruleblo-

bis sakiTxebs srulad ar moicavs. am etapze 

Cveni mizani mxolod zogierTi maTganis wa-

moWra da maT gadasaWrelad swori gzebis 

Ziebaa. Ziebisas mTavar gzamkvlevs warmoad-

gens wyaroebi, romlebic Zveli fonoCanawe-
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rebis, sxvadasxva saarqivo dokumentebis, li-

turgikuli xelnawerebisa Tu presis masale-

bis saxiTaa daculi.  

xsenebuli masalebis safuZvelze ikveTe-

ba galobis tradiciul SemsruleblobasTan 

dakavSirebuli araerTi sakiTxi. maT Sori-

saa mgalobelTa gundis moculobis, struq-

turis, Semadgenlobis, damwyebi xmis, galo-

bis warmarTvis, Sesrulebis formebisa Tu 

manerasTan dakavSirebuli sakiTxebi. 

pirvel yovlisa mivmarTavT wyaroebs, 

romlebSic saubaria gundis moculobis, mi-

si Semadgenlobis, calkeuli xmis Semsrule-

belTa raodenobrivi maCveneblis Sesaxeb.  

cnobilia, rom wmida filimon mgalo-

belma (qoriZem) qarTuli saeklesio saga-

loblebis mis mierve notirebuli nimuSebi 

araerTxel warudgina sazogadoebas gansas-

jelad. erT-erTi aseT wardgena Sedga 1884 

wlis 29 Tebervals quTaisis TeatrSi (e. w. 

„xazarovis" Teatri), sadac didi momRerlis 

mier momzadebuli TxuTmetkaciani gundi 

partituris mixedviT galobda. im dRes wmi-

da gabriel episkoposis miwveviT TeatrSi 

Tavi moiyares dasavleT saqarTvelos saxel-
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moxveWilma mgaloblebma, romelTa gamoxmau-

rebebi presaSi daibeWda. werilebSi gamoxa-

tulia didi sixaruli qarTuli sagaloble-

bis xuTxazian sistemaze gadatanis gamo, mag-

ram maTSi mokrZalebul SeniSvnebsac amoi-

kiTxavT.  

 ai, ras wers didi mgaloblis, daTa gu-

gunavas, Svili, Tavadac cnobili mgalobeli 

simon gugunava: „qarTuli galoba unda Ses-

dges samis pirisagan: pirveli aris mTqmeli, 

meore – maRali bani da mesame – bani. ... SeiZ-

leba oTxmac igalobon, magram ori maTgani 

bans unda ambobden erT-xmad ise, rom msmene-

lis yurSi maTi bani gancalkevebulad ar 

unda ismodes. Tu ori banis mTqmelni miuT-

visebelni Seiqmnen xmebiT, maSin galobas Ta-

visi Sno dakarguli eqneba" (mwyemsi, 1884#8). 

msgavsi azria gamoTqmuli gamorCeuli mga-

loblis, jambakur gurielis mierac. misi 

sityvebiT, „...zepiri galoba sami-oTxi kaci-

sagan iTqmis da, ra Tqma unda TxuTmeti ka-

cis TqmulTan SedarebiT, mcirea" (iveria, 

1897, 6 ivlisi). 
samgaloblo gundis mcire Semadgenlo-
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baze yuradreba wmida mRvdelmTavarma, ste-

fane (vasil) karbelaSvilmac gaamaxvila. man 

SeSfoTeba ver dafara, rodesac qaSueTis 

eklesiaSi zaqaria faliaSvilis mier oT-

xxmaSi damuSavebuli sagaloblebi ocdaxuT-

kaciani gundis SesrulebiT moismina da cno-

bil kompozitors SeuTvala: „xeli aiRos ma-

gisTana galobaze da xorozed. es xoro da-

awyos oTx xorod (e. i. daaxloebiT eqvska-

ciani Semadgenlobis gundebad - m. s.) samxmi-

ani galobiT, Zveleburi Cvenis kiloTi da 

daagzavnos qalaqis eklesiebSi. ufro mad-

lobis Rirsi iqneba, vidre exla!" (karbelaS-

vili vasili, xelnaweri 142. f. 2).  

gundis Semadgenlobasa da TiToeuli 

xmis SemsrulebelTa raodenobaze andrea be-

naSvilic wers. misi sityvebiT, „eklesiur 

galobas ambobs sami xma: Tqma, moZaxili da 

bani. Bbani SeiZleba bevrma erTada sTqvas, 

magram Tqmasa da moZaxils ki ufro TiTo-

TiTo xma ambobs... garda amisa, Tu eklesiaSi 

bevri mgalobelia, maSin mgaloblebi or-da-

sad iyofebian da galobas xan erTi dasi am-

bobs da xan meore" (benaSvili, 1886: II). 
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damowmebuli wyaroebis Tanaxmad, samxmi-

ani sagaloblis zeda or xmas TiTo kaci as-

rulebs, xolo banSi xmebis gamravlebaa Se-

saZlebeli61. gamonakliss warmoadgens saga-

lobelTa Sesrulebis forma, romelic saR-

vTismsaxuro wes-gangebiTaa gansazRvruli 

da gundis moculobis zrdas ganapirobs 

(igulisxmeba RvTismsaxurebis garkvrul mo-

nakveTebSi ori gundis gaerTianeba da ama 

Tu im sagaloblis erToblivi Sesruleba). 

sagaloblis ori gundis mier Sesrule-

baze liturgikul wignebSi damowmebuli Se-

niSvebi miuTiTeben. erT-erTi aseTi SeniSvna-

dasturdebasabawmindis wes-gangebaSi (XIII s.). 
igi macxovris Sobis sadResaswaulo dRee-

bis (dResaswaulis wargzavnamde) piveli Ja-

mis dasdeblebs axlavs. „...pirvelsa Jamsa ze-

                                                            
61MZvel tradiciebze aRizrdilXIX-XX saukuneebis 
mijnis mgalobelTagan mxolod dekanozi raJden xun-
daZe wers qarTul samgaloblo praqtikaSi didi Se-
madgenlobis gundis (Sesabamisad, samxmiani sagalob-
lebis zeda xmebis jgufur Sesrulebis) daSvebis Se-
saZleblobis Sesaxeb (Teatri da cxovreba, 1918 #12 
(2 seqtemberi). savaraudoa, rom es Tvalsazrisi qar-
Tul samgaloblo kulturaSi imxanad SemoWrili axa-
li tendenciebis zegavleniT warmoiSva. 
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da vityÂT samTa dasdebelTa qriste-Sobisa-

Ta or-orjer,erTgan SekrebiTa orive sam-

xroÁ"62, _ vkiTxulobTwes-gangebaSi (koWla-

mazaSvili, giunaSvili 2005: 56). rogorc amo-

narididan Cans, qristes Sobis dasdeblebis 

Sesrulebisas gundebi erTiandebian63.  

gasaTvaliswinebelia isic, rom Zvelad 

marcxena da marjvena gundis funqciebi mka-

fiod iyo gansazRvruli. amas msaxurebaSi 

sruli wesrigi Sehqonda. xsenebuli wes-gan-

gebidan irkveva isic, rom didi marxvis peri-

odis Jamnobisas marcxena da marjvena gun-

dis mier fsalmunTa Sesrulebis Tanmimdev-

robas tipikoni gansazRvravda. „...samCroman, 

romelman daiwyos ciskrisa aqebdiTi, manve 

daiwyen kanoni pirvelisa JamisaÁ, da meequse-

sa - kualad pirvelisamanve.... xolo mecxresa 

Jamsa daiwyos sxuaman xoroman fsalmune-

baÁ...", _ vkiTxulobT wes-gangebaSi (koWlama-

zaSvili, giunaSvili 2005:94). am amonaridi-

dan Cans, rom erT-erT gunds, romelsac sa-

                                                            
62 `samxro~ Zveli qarTuli terminia da mgalobel-
TaTvis gankuTvnil adgils, kliross niSnavs. 
63amave saxiT sruldeba e. w. katavasiebi anu dasafa-
reblebi. 
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ciskro „aqebdiTsas" Sesruleba evaleboda, 

masve unda egaloba pirveli da meeqvse Jamis 

kanonebi, xolo meore gunds _ mecxre Jamis 

fsalmunTa kanonis galoba ekisreboda. 

calke ganxilvas saWiroebs sagalobel-

Ta eqvs xmad galobis tradicia. amasTan da-

kavSirebiT erT uaRresad saintereso cnobas 

gvawvdis arqimandriti benediqte barkalaia. 

Mmisi TqmiT, „TviToeulTa moxsenebulTa 

xmaTa galobs uTuod sam-sami mogalobe kaci 

da am nairad gundi (xora) Sesdgebis Tvrame-

ti mogalobeTagan. ZvelTa samefoTa da saka-

TalikoTa soboroTa Sina miRebul iyo ori 

gundi Tvramet-Tvramet kacTa, erTi gundi 

marcxniTa da meore marjveniT, sul ocda-

Teqvsmeti mogalobeni“ (droeba, 1880 #128).  

arqimandriti benediqte xmaTa „sam-sami 

mgaloblis" mier SesrulebaSi TiToeuli 

xmis jgufur Sesrulebas rodi gulisxmobs. 

unda vivaraudoT, rom mgalobelTa eqvs-eqvs 

xmad dayofili gundebi sagaloblebs monac-

vleobiT ambobdnen. samRvdelmTavro wirva 

Zvelad ufro xangrZlivi iyo, rac, „memxre-

Ta" (taZris sxvadasxva mxares ganlagebul 

mgalobelTa - m. s.)urTierTSenacvlebis sa-
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Wiroebas ganapirobebda; Sesabamisad, RvTis-

msaxurebaSi ori an sami gundi iRebda mona-

wileobas.Aam mxriv sagulisxmoa poetisa da 

musikis mkvlevris, daviT maCablis (1814-1874), 

gadmocema. Mmisi sityvebiT, `qarTuli galo-

ba igalobebis esreT: Tqma iwyebs, maRali ba-

ni mosZaxis, bani ubanebs da akavSirebs Tqmas 

moZaxilTan, dvrini grgvinavs da axuevs er-

Tad samTave. zili Tqmasa da maRal bans Sua 

saSuals wmidas xmad misdevs, adgil-adgil 

mTqmels, xolo krini xmis awev-dawevis, gan-

gdebis da gankidurebis dros Zalian wmidas 

xmas Seewumasnis mTels galobas xansa da 

xanze iq sadaca aqus alagi mas Sewumasnisa~ 

(maCabeli, 1864: 40-73).  

daviT maCablis Tanaxmad, eqvsxmad ga-

lobisas eqvsive xma yovelTvis erTdrou-

lad ar JRers. `damatebiTi~ xmebi (saxel-

dobr, zili da krini) solistebad gvevline-

bian da ZiriTad xmebs (Tqmas, moZaxilsa da 

bans) iq uerTdebian,sadac `alags~ ipovnian. 

Uudaoa, rom poetis sityvebSi yuradReba xma-

Ta Sewyobis zepir weszea gamaxvilebuli, 

rac calkeul xmaTa jgufur Sesrulebas ga-

moricxavs. amdenad, SeiZleba vivaraudoT, 
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rom eqvs xmad galobis tradiciisTvis xmaTa 

gaormageba-gasammagebis principi ucnobia.  

sagalobelTa Sesrulebisas mkafiod 

iyo gansazRvuli isic, Tu romel xmas eniWe-

boda damwyebis funqcia. quTaisis TeatrSi 

filimon qoriZis gundis xsenebuli gamos-

vlis Semdeg mgaloblebma da saeklesio ga-

lobaSi gaTviTcnobierebulma pirebma am sa-

kiTxzec gaamaxviles yuradReba. `…... erTi 

ram unda SevniSnoT baton qoriZes _ misi 

mgaloblebi: damwyebi, moZaxili da bani yve-

lani erTad iwyeben galobas, maSin, rodesac 

namdvilad ese ar aris. CvenSi galoba-simRe-

raSi jer iwyebs damwyebi, Semdeg mohyveba 

moZaxili da bolos _ bani~, _ wers ucnobi 

avtori „gareSe mayurebelis" fsedonimiT 

(qoreli, 1949:92). msgavsi azria gatarebuli 

simon gugunavasa da akaki wereTlis sagaze-

To werilebSi. simon gugunava aRniSnavs: „... 

dawyebis rigi ekuTvnis mTqmels da maRalma 

banma da banma mignebulis xmebiT unda Seew-

yon damwyebs" (mwyemsi, 1884 #8). akaki wereTe-

li ki wers: „galobas mxolod erTi mcire 

ram SevniSneT, romelic advili gasasworebe-

lia: samive xma erTad iwyebs da es winaar-
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mdegia qarTuli galobisa: `moZaxili~ mitom 

hqvia erT xmaTagans, rom meore unda daexma-

ros. sazogadod mTqmeli iwyebs, maRali bani 

mosZaxebs, krini abams, bani mxars aZlevs, 

dvrini agvirgvinebs da Zili atkbobs... amaT 

yvelas Tav-Tavis dro aqvs da Siga-da-Sig 

gamoscemen SeerTebulad (xazgasma Cvenia _ m. 

s.) xmas da kidec amaSia Cveni galobis 

tkbil-xmovanebis saidumlo", _ wers igi 

(droeba, 1884, 22 Tebervali). 

yuradsaRebia, aseve, episkopos stefane 

aRmsareblis (karbelaSvilis) sityvebi: „wi-

neT ki komertoni iyo damwyebis xma da yve-

la Tavis kvalSi Cadgoma da imas Sevscqero-

diT, Tumca moZaxili Seayenebda xolme Tavi-

sis misaqcev-mosaqcevis Sesasruleblad", _ 

wers igi (karbelaSvili, 1897: IX). zeda xmis, 

damwyebis, am funqciis Sesaxeb xom daviT ma-

Cablis zemoT moyvanili sityvebic mowmobs 

(`Tqma iwyebs, maRali bani mosZaxis...~).  

moxmobili wyaroebidan naTlad Cans, 

rom sagaloblis damwyebi xma aris e. w. 

`Tqma~. asrulebs ra kamertonis funqcias, 

swored is aris pasuxismgebeli sagaloblis 
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xmovanebis „simaRleze". moZaxili da bani ki 

„mignebuli xmebiT" (simon gugunavas gamoT-

qma) uerTdebian mas. sagalobelTa Sesrule-

bis am kanonzomierebas dasavluri Tu aRmo-

savluri samgaloblo tradicebis amsaxveli 

araerTi saarqivo Canaweri mowmobs. maT So-

risaa „TerTmet margalitad" wodebuli 1949 

wlis Canaweri, romelSic artem erqomaiSvi-

lis, varlam simoniSvilisa da dimitri pata-

ravas xmebia gacocxlebuli (qarTuli galo-

ba, 2004), levan muRalaSvilis gundis 1952 

wlis fonoCanaweri (ix. Tbilisis sax. Kkon-

servatoriis saeqspedicio Canawerebi. kaxeTi 

1952) da sxva nimuSebi. es is Zvirfasesi wya-

roebia, romlebic kidev erTxel gvarwmune-

ben, rom saukeTeso samgaloblo tradiciebis 

aRdgena mxolod did winaparTa kvalze 

svliT aris SesaZlebeli.  
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Magda Sukhiashvili (Georgia) 

 
Some Issues of Georgian Chants Performance 
 
Literary sources and archive records preserved up to 

present reveal some characteristics related to traditional 
performance of Georgian church music – uniformity of the 
chorus, ensemble nature, forms of performing of the 
chants and so on.  

According to the chant traditions of the Western and 
the Eastern Georgia two higher parts of three-part chants 
(so called primo and high bass) were performed by one 
singer, while several singers were performingthe bass. 
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However, exceptional forms of performance, joint 
chanting of two choruses, were used for certain chants at 
the time of service that resulted in doubling of the higher 
parts. 

Studies of literary sources showed that the initiating 
party was the highest one – primo while the high bass and 
bass joined the first part through “tuning”.  
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ekaterine yazaraSvili (saqarTvelo) 

 

qarTuli saeklesio galobis dacvisa  

da Semsruleblobis problemebi 

 

(dekanozvasil karbelaSvilis saarqivo  

xelnawerebis mixedviT) 

 

XIX-XX saukuneebis mijna gardamtexieta-

pi iyo qarTuli tradiciuli galobis gadar-

Cenisa da dacvis gzaze. amdenad, uaRresad 

mniSvnelovania TiToeuli cnoba imis Sesaxeb, 

Tu ra keTdeboda am udidesi kulturuli 

memkvidreobis SenarCunebisaTvis da vin iyvnen 

is adamianebi, romelTac aseTi TavdadebiTa 

da siyvaruliT moitanes Cvenamde qarTuli 

sagaloblebi. wminda stefane karbelaSvilis 

(igive dekanozi _ vasil karbelaSvili64)pi-

                                                            
642012 wlis 20 dekembers saqarTvelos eklesiis wmin-
da sinodma xuTi Zma karbelaSvili, saqarTvelos ek-
lesiis siwmindisa da misi kulturuli faseulobe-
bis, tradiciuli simRera-galobis SenarCunebis da 
dacvisaTvis, wmindanTa rigebs SeuerTa. wminda mowa-
meebis _ petresa da andrias, wminda aRmsareblebis _ 
stefane, polievqtosisa da filimonis xsenebis dRed 
saqarTvelos eklesiam 6 seqtemberi daawesa. 
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rad arqivSi daculwerilebzedayrdnobiT 

warmovadgenT mis xedvas galobis Semsruleb-

lobasTan dakavSirebul sakiTxebze.  

qarTuli galobis Sesrulebis tradici-

is dacva dResac iseve aqtualuria, rogorc 

XX saukuneSi. XX saukunis dasawyisSi upir-

velesad qarTuli galobis gadarCena da 

swori saxiT fiqsireba iyo mTavari sazruna-

vi, saukunis Semdeg ki, Cawerili nimuSebis 

sworad aJRerebisa da taZarSi adgilis dam-

kvidrebis problema dadga. vakvirdebiT, ra 

ori saukunis (XIX-XXI saukune) ganmavlobaSi 

qarTuli galobis irgvliv Seqmnil suraTs, 

vrwmundebiT, rom problemur sakiTxTa wre 

TiTqmis ar Secvlila. 

wminda stefane aRmsarebelis pirad ar-

qivSi mravlad aris qarTuli galobisadmi 

miZRvnili werilebi, romlebic naTel war-

modgenas gviqmnian galobis notebze Caweris 

istoriisa Tu zogadad, XIX-XX saukuneSi 

saqarTveloSi galobis mdgomareobis Sesa-

xeb. dRes ki, qarTuli galobis sferoSi mo-

muSave mkvlevarT am periodisJurnal-gazeTe-

bisa, Tu piradi arqivebis SeswavlissafuZ-
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velze saSualeba eZlevaT paraleli gaav-

lon dRevandel problemebsa da saukunis 

win qarTul galobaSi mimdinare procesebs 

Soris.  

wminda stefanes werilebSi naTlad ikve-

Teba galobasTan dakavSirebuli Semdegi 

problematuri sakiTxebi: 

• Semsrulebloba _ akademiuri (evro-

puli) sasimRero maneris samgaloblo 

tradiciaSi damkvidreba.65 

• gamravalxmianebisken swrafva (saga-

loblebis gaoTxxmianeba) 

• kilos siwmindis dacva;  

dRes am sakiTxTa wres emateba: 

• sanoto xelnawerebis sworad redaq-

tirebis problema (erTi da igive sa-

galobeli redaqtirebulia sxvadas-

xva mixrilobaSi, xSirad redaqtoris 

musikaluri gemovnebiT); 

• `qarTuli galobis~ saxeliT cnobi-

li, Tanamedrove avtorTa mier Seqmni-

                                                            
65dRes ki aqtualuria rogorc akademiuri manerisken 
swrafva, aseve piriqiT, folkloruli elementebis 
SeWra samgaloblo maneraSi. 
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li arakanonikuri sagaloblebi da 

e.w. fsevdobizabtiuri sagaloblebi. 

orive mimarTuleba did SfoTs iwvevs 

rogorc mgalobelTa, ise sasuliero 

pirTa Soris.  

vidre zemoT CamoTvlil sakiTxebs gan-

vixilavT, mokled SevexebiT wminda stefane 

aRmsareblis biografiul cnobebs. karbe-

laSvilebis ojaxi, sadac vasili eqvs da-

ZmasTan erTad izrdeboda, sanimuSo iyo 

erovnuli da saganmanaTleblo tradiciebis 

dacvis mxriv. momavalma episkoposma farTo 

ganaTleba miiRo, maT Soris musikaluric66. 

Ggasakviriar aris misi mravalmxrivi pedago-

giuri moRvaweoba sasuliero seminariasaATu 

sxva tipis saswavleblebSi.igi gvevlineba 

rogorc sasuliero piri, pedagogi,publi-

cisti, mkvlevari. 

cnobilia, rom qarTuli saeklesio ga-

loba devna-Seviwroebis pirobebSi, mgalo-

belTa sagvareulo kerebSi agrZelebda si-

                                                            
661882 w. 10 ivliss wavedi moskovSi, sadac erTi weli-
wadi vswavlobdi musikas professor kaSkinTan; mag-
ram raki 1883 wlis maiss gamogvistumres, wamove-
di(dok. #87) 
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cocxles. karbelaSvilebis ojaxi erT-erTi 

mniSvnelovani sayrdeni iyo maT Soris, sa-

dac qarTulma simRera-galobam daido bina. 

saeklesio galobasa da xalxur simReras pa-

tara vasili goris mazris sofel qvemo Wa-

laSi mamisgan _ mRvdel grigol karbelaS-

vilisgan eufleboda.  

sainteresoa, qarTl-kaxeTSi aqtiurad 

moRvawe bodbeli episkoposi stefanes bav-

Svobisdroindeli mogonebebi. episkoposi 

stefane pirad werilSi igonebs _ `ena simRe-

ra-galobaSi amomadgmevina mamam da mSvenieri 

gundi iyo Cven ojaxSi. me vambobdi pirvels, 

polievqtosi _ meores, andro da sidonia ki 

_ mesames. ded-mama da filimoni ki yurs 

gvigdebdnen da tkbebodnen am xmaSewyobil 

gundis galobiT[...].mere samTavisis saepisko-

pozo taZari iseTi ram mSvenieria da iseT 

xmas iZleva, rom CurCuli xmamaRlad gamo-

dis, Cven galobas guguni gahqonda gumbaTSi 

da TviT Cvenc gvsiamovnebda xolme [...]. me vi-

yav 6 wlisa, rom Tavisuflad vgalobdi 

sul mTlad wirvis wess dauxmareblad da 

Tavisuflad simRerebsa~ (xelnawerTa erov-
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nuli centrSi daculi vasil karbelaSvi-

lis arqivis xelnaweri #68. gv. 77 67.).  

cnobilia, rom saeklesio galoba XIX 

saukunis II naxevarSi didi safrTxis winaSe 

aRmoCnda. ikargeboda galobis Zveli tradi-

cia, mcirdeboda srul mgalobelTa ricxvi. 

amasTan, evropidan Semovida axali musika-

luri talRa. kompozitorebi, romelTac ev-

ropuli musikaluri ganaTleba hqondaT mi-

Rebuli, cdilobdnensaukuneebgamovlili, 

upirtesad zepiri tradiciiT moRweuli qar-

Tuli tradiciuli galoba, evropul yaida-

ze “moeqciaT”.wminda episkopos stefanes pi-

radi arqivi Tu im drois periodika qarTve-

li kompozitorebisadmimimarTul ara-erT 

kritikul werils inaxavs.eseni arian: zaqa-

ria faliaSvili, niko sulxaniSvili, ia kar-

gareTeli, dimitri arayiSvili da sxva. Ziri-

Tadi wuxili da mowodeba werilebSi galo-

bas exeba. igi ambobs _ `jer rac aris, imas 

unda movla-patronoba, imisi mofenaa xalxSi 

saWiro, rom saZirkveli ardaekargos galo-

                                                            
67.SemdgomSi xsenebuli arqivis xelnawerebis damowme-
bisasmivuTiTebTmxolod xelnawerisnomers. 
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bas, merme raki saZirkveli an kedlebi gamya-

rebuli eqneba, misdeqiT da imdeni hleseT 

vidre mogewyinebaT~ (#131, gv.5). rogorc ir-

kveva, mravlad iyvnen musikaluri ganaTle-

bis mqone is pirebi, romelTac surdaT Tavi-

si kvali daemCniaT qarTuli sagaloblisaT-

vis.amas wminda stefane ver urigdeboda _ 

`visac esmis galoba da Caxedulia misi wyo-

bilebis wesSi, is didis sifrTxiliT eqceva, 

vinc ar icis, imisTvis arafrad ar Rirs is 

`vandalizmoba~, romelsac sCadian da kadru-

loben kidec. TiToeuli xma aSenebulia mZi-

vis krialosaniviT sakuTars wyobilebis 

weszed, romlis Secvla, Sekveca an erTi 

marcvliT meorezed gadatana, amaRleba an 

dadableba, SeuZlebelia. Tu amas ar mivaq-

cevT yuradRebas, raRa ufleba aqvs vismes 

sTqvas, rom ama da am xmazed vgalobo~. ai b. 

sulxaniSvilic ase moiqca, es ra sakadrisia, 

ese masxrad agdeba qarTulis galobisa?! sa-

ca unda mosWris, Seamoklebs, marcvals Ses-

cvlis, iq dasvams xmis niSnebs sadac im xma-

Si ar ixmareba da sxva~ (#139. gv,2).  
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1910 wlis 31 oqtombers, qaSveTis taZris 

kurTxevis dRes, vasil karbelaSvilis yu-

radRebis arealSi sxva mniSvnelovan faqteb-

Tan erTad z. faliaSvilis `xoroc~ moeqca. 

werili, romelic `saxalxo gazeTis~ redaq-

ciisadmi iyo miwerili, samwuxarod ar dai-

beWda da farTo sazogadoeba mas mxolod 

vasil karbelaSvilis pirad arqivSi Tu ga-

ecnoba. es werili (#131, gv.1-9) Zalian mniS-

vnelovania, vinaidan saeklesiogalobis Ses-

wavlisa da Sesrulebis problemasTan dakav-

Sirebul ramdenime sagulisxmo faqts exeba.  

pirveli, razec episkoposi stefane 

wuxs, arisis, rom saqarTveloSi aRar arian 

`namdvili~ galobis mcodne pirebi. misi Ta-

namedrove, qarTuli da evropuli musikis 

mcodneni ki uaryofen galobis zepiri tra-

diciiT swavlebis meTods da mas `wvalebas~ 

an `daxavsebuli swavlebis meTodsac~ uwo-

deben, xolo notebiT galobis swavlas `ra-

cionalurs~. episkoposi stefane aRniSnavs, 

rom `im Zvelma zepirobam galoba-simRerisam 

SeunarCuna qarTvelTa gansakuTrebuli xasi-

aTi. zepir gadacemaSi moswavleni eCvevian im 

xmaTa damaxasiaTebel TvisebaTa, romelnic 
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vropulad aRzrdil yurisaTvis Seuwynarebe-

lia da barbarosoba!~(#131. gv.3). 

wminda stefane aRmsarebeli werilSi 

#142 exeba e.w. `diplomian musikosebs~ (zaqa-

ria faliaSvils, ia kargarTels, gr. Cxikva-

Zes da sxv.), romelTac `galoba ar icodnen 

da ar ician~. zaqaria faliaSvils moixseni-

ebs rogorc didi niWisa da energiis mqone 

axalgazrda moRvawes, Tumca aRniSnavs, rom 

`qarTul galoba-simReraSi meti sustia~. sa-

interesoa misi argumentebi am SefasebasTan 

dakavSirebiT: 

 1. `xalxis yuris mosatyueblad saga-

lobelsP`romeli qarubimTa~-s gundi iwyebs 

jer samxmiani galobiT, Semdeg emateba meoT-

xe xma da ase grZeldeba bolomde~.es ris 

momaswavlebelia? imis momaswavlebelia, rom 

SesavalSi unda miipyros msmenelis yuri da 

CaawveTos rom es qarTuli galoba ariso, 

Semdeg ki iwyeba, iwyeba oTx xmiani galoba!!! 

RmerTman Seinaxos magnairi galoba! arafris 

kanoni qarTuli galobisa, magaSi ar mos-

Cans, stilistika qarTuli galobisa sul 

mowyvetilia da gadamaxinjebuli. [...] karbe-

laSvils miaCnia, rom `meore xmis sarbiels 
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aviwroebs oTxxmiani galoba da frTas hkve-

cavs~.[...] `galoba faliaSvilisa atkbobs 

yurTa smenas, magram qarTuli galobis ma-

givrobas ki ver gaswevs~ (#142. gv.2). 

2. stefane karbelaSvili miiCnevs, rom 

faliaSvili sityvier teqsts amaxinjebs max-

vilebis araswori dasmiT, saxeldobr: `al-

liluia~, `da cxovelsmyofelisa~, `kaci~, 

`kakali~ da sxv. karbelaSvili uaryofiTad 

afasebs qarTuli enisadmi aseT araswor da-

mokidebulebas.  

3. episkoposi stefane urCevs faliaS-

vils, `xoro~ daawyos oTx xorod samxmiani 

galobiT, Zveleburi Cvenis kiloTi da daag-

zavnos qalaqis eklesiebSi. ufro madlobis 

Rirsi iqneba, vidre exla!~ (#142; gv.4).  

mRvdelTmTavris am mosazrebebs exmiane-

ba cnobili moRvawis, sasuliero pirisa da 

qarTuli galobis moamagis dekanoz raJden 

xundaZis mosazrebebic. 1911 wels gamocemu-

li krebulis winasityvaobaSi mama raJdeni 

wers: `sircxvilia CvenTvis, dRes, meoce sau-

kuneSi, am didebuli gamogonebis xanaSi, 

ZvelTagan da dRemdis mowevnili galoba 
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rom davkargoT. es galoba Cveni, qarTveli 

xalxis gulidan amoRebuli himnia;……[...] am 

mxriT gulsaklavia dRes galobis mdgomare-

oba CvenSi. qarTuli xmebi waryvnes, gadaama-

xinjes [...] vinc oriode noti Seiswavla, Ca-

igdes xelSi sacodavi wirvis wesi da jij-

gnian!... yvela mondomebulia sxva da sxva 

gvari saxe misces, Tavis gemoze gadaakeTos 

e. i. qarTuli sityvebi miuweros slavianur 

sxva da sxva galobaTa xmebs. am simaxinjiT 

Tavi moswonT da sircxvilaT ar miaCniaT is, 

rom erTi ubralo tropari ar ician qarTu-

lad galobiT~ (erqvaniZe, m; 2004:16).  

rogorc irkveva, XX s-is I naxevarSi 

kompozitorebi, romelTac evropuli musika-

luri ganaTleba hqondaT miRebuli, cdi-

lobdnen, ZirZveli samxmiani galoba evro-

pul yaidaze `moeqciaT~. es ki gulisxmobda 

sagaloblis gamravalxmianebas (oTx da met 

xmaze damuSavebas), himnis struqturaSi Care-

vas, evropuli akademiuri sagundo maneris 

damkvidrebasa da Sereuli gundebis Camoya-

libebas. vasil karbelaSvili mouwodebs `nu 

gaamravalxmianeben (gaaoTxxmianeben, gaaeq-

vsxxmianeben) samxmian tradiciul galobas, 
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radgan es arRvevs qarTuli galobis buneba-

sa da kilos. `iseve sjobia, rom jer sam 

xmazed gavrceldes mkvidrad, ara marto 

wirvis wesi, aramed mTeli rva xma tropar-

doRmatikebi da sZlispirebi, SevaswavloT, 

SevayvaroT Cvens Svilebs Zala da mniSvne-

loba galobisa. mivceT saWmeli masala rom 

kvlav aRedginoTimaT qarTuli galoba wi-

nandeburad aTs, cxrasa, rvasa da eqvs xma-

zed (#104, gv.2). 

70-wliani pauzis Semdeg, 1990 wlidan, 

qarTuli marTlmadidebeli eklesia daubrun-

da mamapapiseul tradicias. qarTuli tradi-

ciuli galoba TandaTanobiT imkvidrebs sa-

Tanado adgils _ eklesia-monastrebSi. mniS-

vnelovania isic rom, galobis mimarT did 

interess iCens sxvadasxva Taoba. jer kidev 

1987 wlidan ansambli `anCisxati~ da Semdeg 

ki mTeli rigi sxva gundebisa iwyebs qarTu-

li galobis Seswavlas, gamokvlevas, taZarSi 

danergvas, romelic RvTis SewevniT dResac 

grZeldeba. sasixarulo da saimedo ki is 

aris, rom axalgazrda Taobaa yvelaze metad 

am saqmiT dainteresebuli da didi enTuziaz-

miT ekideba qarTuli galobis Sesrulebisa 
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da Seswavlis saqmes. komunisturi reJimis 

Semdeg qarTuli tradiciuli sagalobeli 

RvTismsaxurebaze pirvelad 25 wlis win aJ-

Rerda, Tumca garkveuli dabrkolebebi kvlav 

SeiniSneba rogorc mgalobelTa, ise RvTis-

msaxurTa rigebSi. karbelaSvili ambobda _ 

`mova dro, rodesac TviT xalxi moiTxovs: 

mRvdels _ mamapapiseuli wesiT miwire da mi-

galobe eklesiaSio, Tu ara da gamecaleo. 

exla xalxSi iRviZebs eg Segneba da aba maSin 

nu mihyvebian mamapapiseul wirvas, galobasa 

da anderZs~(#160, gv.6). vfiqrobT es dro ukve 

dadga da eric da beric swavlobs winaprebis 

danatovar saunjes.  

rac Seexeba dRes galobis Sesrulebis 

Zveli tradiciiT aRdgenis saqmes, Cveni az-

riT, mxolod Zveli fonoCanawerebis mosmena 

da winaparTa danatovaris Seswavla dagvaye-

nebs swor gzaze. isic unda aRiniSnos, rom 

am SemTxvevaSi Zveli mgaloblebis mibaZva 

erTaderT gzad ar gvesaxeba. mgalobelTa 

gundi cocxali organizmia da sxvadasxva 

Semadgenloba, erTi konkretuli sagalob-

lis Sesrulebisas, gansxvavebul xmovanebas 
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gvaZlevs, rac damokidebulia mgalobelTa 

SemRerebasa da maT musikalur-esTetikur po-

ziciaze. yvelaze mniSvnelovania, davicvaT 

qarTuli galobis maxasiaTeblebi, rogori-

caa - xmaTa mimoxvra, kilos siwminde, musi-

kaluri azris gamoTqmis Tavisubureba, bu-

nebrivi _ qarTuli enisaTvis damaxasiaTebe-

li artikulacia.  

moxsenebas davasrulebT wminda aRmsare-

beli stefanes sityvebiTve `Cveni Zveli kilo-

ebi rom sxva romelsame ers hqonoda, Tavmom-

woneobiT gaufrTxildeboda da Seinaxavda 

saSviliSvilod. gamoiyenebda yovelTvis eris 

sulierad aRfrTovanebisaTvis da gansawmen-

delaT. Zveli qarTuli galobis daviwyeba da 

dakargva aravis epatieba~ (dok.#56, gv.97).  
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Ekaterine Kazarashvili (Georgia) 
 

Georgian Psalm Tradition Preservation and  
Performance Issues (in accordance with Basil 

Karbelashvili’s archival manuscripts)  
 
Activities carried out by clerics mainly aimed at 

preserving traditional Georgian Psalm. Karbelashvili 
brothers were not exceptions from this point. They greatly 
contributed to the rescue of Georgian chants. In the private 
archives of the saint Stephane Aghmsarebeli large amount 
of letters are kept which are dedicated to Georgian church 
singing. They significantly enrich our knowledge about 
transcription of Georgian chants into European notation 
and overall conditions of Georgian church singing during 
the XIX-XX centuries.  

As it is known liturgical singing in the second half of 
the XIX century was facing a huge challenge. Old 
tradition of chanting was almost lost. Number of 
choirmasters was decreasing while a new musical wave 
was invading from Europe. The composers with European 
education were trying to adapt multi-centennial Georgian 
chants, which were orally passed from generation to 
generation over centuries, to the European mode. This 
meant to convert three-part chanting into polyphony and to 
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revise the structure and harmony of the chant. This 
aroused the necessity of experiments to establish mixed 
choirs. Basil Karbelashvili’s polemics on the 
unacceptability of such novelties were reflected in his 
private correspondence. The aim of the report is to gather 
the most important issues related to the performance of 
Georgian chants. My research is based on the letters kept 
in the private archives of Stephane Aghmsarebeli 
(Karbelashvili).  
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Tamar CxeiZe (saqarTvelo) 

 

„SuaRamisani“ -s Sesrulebis Taviseburebe-

bi qarTul saRvTismsaxuro tradiciaSi 

 

qarTulma liturgikulma praqtikam ga-

lobasTan dakavSirebuli metad TviTmyofadi 

da ganviTarebuli terminologia SeimuSava. 

liturgikul-musikaluri terminebi, romle-

bic Zvelma qarTulma xelnawerebma Semogvi-

naxa sxvadasxva rigisaa. isini aRniSnaven sa-

galobelTa Janrebs (ibako, oxiTa, wardgoma, 

dasdebeli), konkretuli ritualis, an saga-

loblis sawyisi sityvebiT saxeldebul sa-

galoblebs (xelTbanisaჲ, siwmidisaჲ, eris 

gantevebisaჲ, ganicade, aRavse), sagaloblis 

Sesrulebis wessa da formebs (gardamoT-

qmaჲ, Tquan, ityodian, waTquan, uqcion, mi-

mogdebiT), xmaTa saxelebs (mzaxri, Jiri, ba-

mi). vxvdebiT cnebebs, romlebic ukavSirdebi-

an rva xmis, an sagalobelTa hangebis urTi-

erTmimarTebis sistemas (TviTavaji, Zlispi-

ri, uZlispiro), an sagaloblis Semadgenel 

struqturul erTeulebs (saqcevi/saqcevni, 
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muxli/muxlni); musikalur niSnebsa da saga-

lobelTa fiqsaciis sistemas (mexurni, 

WrelTa nusxa), galobis musikalur stils 

(sada, gamSvenebuli, Wreli) da sxva. uaRre-

sad mniSvnelovania galobis swavlebis sis-

temasTan, Tu sakompozitoro procesTan da-

kavSirebuli terminebis diferencireba (ჴmi-

Ta saswavleli swavlaჲ, mgalobelTuxucesi, 

dasdeblis mecnierebaჲ, mexeli, xelovan-

TmTavari, mniSvneli, sruli mgalobeli). 

es mokle CamonaTvalic cxads xdis qar-

Tuli samgaloblo terminologiis mraval-

ferovnebasa da simdidres. amasTanave, Cvenam-

de moRweuli zogierTi terminis mniSvnelo-

ba garkveuli araa, nawili - dazustebas sa-

Wiroebs. vimedovnebT, zogierTi krebulebSia 

daunjebuli da gamomzeurebas elis. Sua sa-

ukuneebis saqarTveloSi galobasTan dakav-

Sirebuli terminologiis AaseTi mraval-

mxrivoba, Tavad sagalobo xelovnebis ganvi-

Tarebis maRali safexuris maCvenebelia. ter-

minologiuri sistemis Seswavlas cnebebis 

mniSvnelobaTa garkvevasTan erTad sagalo-

belTa Janrebis evoluciis da maTi Sesru-
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lebis tradiciis, zogjer ki, msaxurebaTa 

ganviTarebis Taviseburebebis gamovlenasTan 

mivyavarT. swored aseT SedegTan migviyvana 

Zvel qarTul xelnawerebSi dadasturebuli 

liturgikuli terminebis - „SuaRame“, „Sua-

Ramisanis1“ Seswavlam. moxsenebaSi warmova-

denilia `SuaRamisanis~ jufis sagaloble-

bis Sesrulebis tradicia saqarTveloSi. 

VIII-X saukuneebis qarTul liturgikul 

ZeglebSi2, „SuaRamisani“-s saxeliT moxsenie-

bulia qristeSobis, gancxadebisa da didi 

paraskevis msaxurebis sagaloblebi. Zveli 

saRvTismsaxuro tradiciiT aRniSnul dReeb-

Si mwuxris nacvlad aResruleboda sagange-

bo msaxureba saxelwodebiT `SuaRame~, rome-

lic Seicavs specialuri dasdeblebisa da 

fsalmunuri muxlebis galobas da wminda 

werilis kiTxvas. swored am dasdeblebis sa-

xelia `SuaRamisani~.  

SuaRamis dasdeblebs sagangebo adgili 

eTmobaT uZvelesi iadgaris nusxebSi (uZve-

lesi iadari, 1980) am krebulis mixedviT Su-

aRamis dasdeblebi nusxebSi liturgikuli 

wlis mniSvnelovan dReebSi gvxvdeba da Sem-

degi komentarebi axlavs: Sobas - „SovaRa-
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miTgan iwyon sakiTxavTa kiTxvad da amaT 

dasdebelTa ityodian:“. teqsti grZeldeba 

TerTmeti dasdebeliT, romelTa Soris 

fsalmunis muxlebia mocemuli. dasdebelTa 

galoba mTavrdeba rubrikiT „da ikiTxon sa-

xareba“.gancxadebis dResaswaulze rubrikas 

_ „SuaRamisani:~ mosdevs TerTmeti dasdebe-

li, romlebic fsalmunur muxlebTan monac-

vleobs. did xuTSabaTs:`SuaRamisani:~ da 

mosdevs 7 dasdebeli. vnebis paraskevs: `pa-

raskevsa SuadRiTgan ityodian:~ mosdevs 

Tormeti dasdebeli. maT Soris, me-9 dasdeb-

lis Semdeg rubrikaa `da ikiTxon saxare-

baჲ~.  
`SuaRamis dasdeblebi~ ufro adreuli 

xanis wyaroSi, ierusalimuri leqcionaris 

nusxebSic vxvdeba. aq `SuaRamisanis“ parale-

lurad, dasdeblebis aRsaniSnavad gamoyene-

bulia termini _ „aTormetni“, rac dasde-

belTa raodenobiTaa ganpirobebuli. mag., 

leqcionaris teqstSi vnebis paraskevis msa-

xurebasTan dakavSirebiT vkiTxulobT: „did-

sa paraskevsa [7 vnebissa] 6 JamiTgan Seikri-

ben winaSe wmidisa golgoTasa: yon kuereqsi 
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da locvaჲ da ityodian aTormetTa [a dasde-

beli ჴmaჲ b guerdi:] dRes damoekidebis Zel-

sa: fsalmuni: netar ars kaci romeli ara:. b 

dasdebeli ჴmaჲ b guerdi: viTarca cxoari 

klvad: fsalmuni: rad aRizrnes warmarTni:. 

g dasdebeli ჴmaჲ d guerdi: esreT etyoda 

o~i: fsalmuni ufalo rad ganmravldes:. d 

dasdebeli ჴmaჲ d guerdi: SiSisaTჳis huria-
Ta:. yon kuereqsi da locvaჲ muxlTa-modre-

kiT da iwyon sakiTxavTa amaT:.~ (Кекелидзе, 

К., 1912). 
SuaRamis dasdeblebis qarTul saRvTis-

msaxuro praqtikaSi Sesrulebis Tavisebure-

bebis kvlevisken am dasdeblebis ufro gvia-

ni periodis samgaloblo repertuarSi Car-

Tulobis Taviseburebebma, kerZod, sagalo-

belTa krebulebSi - e.w. „WrelTa nusxebSi“ 

dasdeblebis damoukidebel ciklad arsebo-

bam gvibiZga. 

CvenTvis cnobil `WrelTa nusxis~ Sem-

cvel yvela xelnawerSi1 Sesulia sagalo-

belTa ciklebi saxelwodebiT: „aTormetni 

Sobisani“, „aTormetni gancxadebisani“, 

„aTormetni didisa paraskevisani“. XIX-XX sa-
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ukuneebis mijnaze notebze gadatanili masa-

la, sagalobo repertuarSi am dasdeblebis 

raobisa da msaxurebaSi misi adgilis, fun-

qciis Sesaxeb srul warmodgenas ver gviq-

mnis. radgan isini ciklad araa amoyofili, 

aramed sxva dasdeblebTan erTobliobaSia 

mocemuli. sanoto CanawerebSi mxolod didi 

paraskevis dasdeblebia gamoyofili. `Wrel-

Ta nusxebi~ saSualebas gvaZlevs Tvali ga-

vadevnoT aTormetni dasdeblebis ganviTare-

bis istorias dasabamidan XX saukunemde, da-

vakvirdeT sagaloblebis intonaciuri agebu-

lebis Taviseburebebs hangis verbaluri gan-

martebis pirobebSic ki. amdenad, WrelTa 

nusxebi metad Zvirfas wyaros warmoadgenen 

ara mxolod damwerlobis Taviseburebebis, 

rva xmis sitemis Taviseburebebis Seswavli-

saTvis, rogorc adrec aRvniSnavdiT4, aramed 

galobis istoriisa da tradiciis Seswavlis 

TvalsazrisiTac; msgavsad me-19 saukunis mi-

wuruls notebze gadatanili sagaloblebi-

sa, romlebic warmodgenas gviqmnian ara mxo-

lod sagaloblebis musikaluri enis Tavise-

burebebze, aramed, qarTuli liturgikuli 

praqtikisa da galobis tradiciebzec. 
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WrelTa nusxebSi `aTormetni dasdebel-

nis~ poeturi teqstebisa da musikaluri mxa-

ris ganmartebebis Seswavlam gviCvena, rom 

aRniSnuli dReebis (Sobis, naTlisRebis da 

didi paraskevis) SuaRamis dasdeblebis han-

gebi erTmaneTTan did msgavsebas amJRavnebs, 

rac maTSi saerTo musikaluri muxlebis ga-

moyenebiT dasturdeba.5 saerTo musikaluri 

hangi ki sagalobelTa poeturi teqstebis 

stereotipuli msgavsebiTaa gamowveuli, ra-

sac xSirad taepebis marcvlebis Tanxvedrac 

axlavs xolme. magaliTisTvis mogvaqvs gan-

cxadebisa da didi paraskevis SuaRamis das-

deblebis poeturi teqstebi, ganmartebebi-

TurT (mag N1). motanil magaliTSi naTlad 

Cans poeturi formebisa da, rac mTavaria, 

hangis Semadgeneli muxlebis msgavseba. han-

gis ganmartebebSi orgvar SemTxvevasTan 

gvaqvs saqme: a) sxvadasxva dasdeblebis poe-

turi taepebis fragmentebi erTmaneTs gan-

martavs (didiparaskevis pirveli dasdebelis 

pirveli muxli - `dRes taZrisa igi~ unda 

igalobos, rogorc `dRes wyalsa igi~, da 

piriqiT, gancxadebis dasdeblis pirveli 
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muxli - `dRes wyalsa igi~, rogorc `dRes 

taZrisa igi~. b) gvxvdeba poeturi taepis han-

gis ganmartebad sakuTari poeturi teqstis 

gamoyeneba, rac am taepis musikaluri mux-

lis, rogorc ritmul-melodiuri formulis 

_Mmodusis mniSvnelobaze metyvelebs (mag. N2). warmodgenil magaliTebSi (mag. N1, N2) 

aseT mniSvnelobas iZenen muxlebi: `qriste 

meufeo~, `usjuloTagan~, `codvaTa CvenTaT-

vis kacTmoyvare~, `da viTarca kravi uman-

koჲ~, `kretsabmeli~, `usjuloTa maT.~ 

amrigad, Sobis, naTlisRebisa da didi 

paraskevis `aTormetni dasdeblebis~ 

poeturi formebisa da hangebis siaxlove am 

msaxurebebis saerTo struqturiTa da 

liturgikuli SinaarsiTaa ganpirobebuli. 

Sobisa da naTlisRebis dResaswaulebi 

macxovris amqveynad movlinebas ukavSirdeba 

_ xorcielad Sobas da RmerTad 

gancxadebas, xolo vnebis paraskevi mis 

jvarcmas. Soba-naTlisReba dasabamia, didi 

paraskevi ki _ amqveyniuri cxovrebis 

aRsasruli. amiT unda iyos ganpirobebuli 

liturgikuli wlis am sam mniSvnelovan 
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dRes erTnairi msaxurebis daweseba, saerTo 

formularebiTa da saerTo hangis mqone 

`SuaRamisanis~ dasdeblebis galobiT. me-11 

saukunidan aRniSnuli dasdeblebi 

safuZvlad edeba sameufeo Jamis msaxurebas, 

sadac dasdeblebi ukve Jamebis msaxurebis 

Sesabamisadaa gadanawilebuli.  
dasdeblebis musikalur agebulebaSi ze-

moaRniSnuli kanonzomierebebis dadgenis 

Semdeg sagalobelTa notirebuli xelnawe-

rebis analizs mivmarTeT. paraleluri teq-

stis mqone sagalobelTa moZieba sanoto 

xelnawerTa aRwerilobis safuZvelze gan-

xorcielda (SuRliaSvili d., 2013). sanoto 

xelnawerebis mixedviT dasdeblebis xmaTa 

mikuTvnebulobaze da hangis Sedgenilobis 

Taviseburebebebze dakvirvebiT dadinda, rom 

dasdebelni aTormetnic, troparis xmebzea 

agebuli (msavsad dasdeblebis sxva saxeebi-

sa, rogorc es gamoikvlia daviT SuRliaS-

vilma (SuRliaSvili d., 2007). magram, maT 

igive verbaluri teqstis mqone, WrelebiT 

ganmartebul sagaloblebis musikalur age-

bulebasTan saerTo ar aRmoaCndaT. aRsaniS-

navia, rom sagalobelTa sanoto krebulebSi 
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gvxvdeba „Wreli“-T saxeldebuli sxva teq-

stis mqone dasdeblebi. marTalia, notire-

bul “Wrel“ dasdeblebs Soris ar daiZebna 

WrelTa nusxaSi mocemuli aTormetni dasde-

belni-s poeturi teqstis mqone nimuSebi. 

Tumca, fiqsirdeba Wreli dasdeblebis ram-

denime varianti, romlebic igive xmebzea, 

rac zogierTi aTormetTagani6.  

notirebul `Wrel~ dasdeblebs Soris 

aSkarad ikveTeba me-7 xmis dasdebelTa sim-

ravle. magaliTad, meSvide, z-xmisaa Semdegi 

dasdeblebi xelnaweridan Q-693: „romelman 

saqmeman gyo Sen iuda“ (№ 228); „pirmSoman 

Cemman Zeman israilman“ (№229). xelnawerSi Q-
690 ufro mravladaa warmodgenili z-xmis 

Wreli dasdeblebi. maTi ricxvi ToTxmets 

aRwevs. amave xelnawerSi Wreli dasdeblebi-

dan vxvdebiT a-xmis erT sagalobels da b-

xmis 3 sagalobels („raJams gardamoxsna Ze-

lisagan“, „raJams daidev saflavad Sina“, 

„raJams daidev saflavsa xorciTa“). aseT pi-

robebSi WrelTa nusxebis aTormet dasde-

belTa Soris davZebneT da gavaanalizeT z-

xmis mqone dasdeblis struqtura intonaciu-
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ri agebulebis TvalsazrisiT. aRmoCnda, rom 

aRniSnul xmazea didi paraskevis meaTe da 

gancxadebis mecxre dasdeblebi, erTnairi 

dasawyisi muxliT `saSinel iyo xilvad~ 

(mag. N 3); xolo b xmisaa _ didi paraskevis 

me-11 dasdebeli `odes juarsa SemsWuales~, 

gancxadebis me-10 dasdebeli `raJams wina-

morbedman ixila~, Sobis me-7 dasdebeli 

`odes ioseb mwuxarebasa Seepyra~ (mag. N 4). 
verbaluri ganmartebebis qveS nagulis-

xmevi JReradobis arcodnis pirobebSic ki, 

SesaZlebeli xdeba hangis intonaciur agebu-

lebaze msjeloba. ganmartebad gamoyenebuli 

muxlebis analizidan irkveva, rom Wreli 

dasdeblebis hangi rvaxmis sistemiT wesrig-

deba. rogorc sazogadod, erTi saxeobis sa-

erTo xmis mqone sagaloblebisTvisaa damaxa-

siaTebeli, SuaRamis dasdeblebSi saerTo 

xmis sagaloblebSic hangis ageba msgavsi in-

tonaciuri modelebiT xdeba (mag. N3, mag. N4). es principi saxezea saerTo xmis mqone 

yvela dasdebelSi. motanili magaliTi-

danN4karad Cans, rom muxlTa Tanxvedra gan-

sakuTrebuli stabilurobiT gamoirCeva ram-
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denime dasawyis da damaboloebel muxleb-

Si.am sagaloblebis poetur teqstebSic-

vxvdebiT saerTo, stereotipuli formule-

bis gamoyenebas. 

am droisTvis saerTo xmis Wreli das-

deblebis SedarebiTi analizi (WrelTa nus-

xebsa da sanoto versiebis safuZvelze) jer 

ar Catarebula. da es Cveni kvlevis Semdgom 

etaps warmoadgens. miuxedavad imisa, rom 

jer ver xerxdeba Wreli ~SuaRamisanis~ das-

deblebis verbaluri ganmartebebis musika-

luri identificireba, mainc SevZeliT gar-

kveuli daskvnebis gamotana.  

1. rogorc gamoirkva SuaRamianis dasde-

belebis msaxurebis transformacia ganxor-

cielda sameufeo Jamis msaxurebad, sadac 

dasdeblebi Jamebis mixedviTaa gadanawile-

buli. Tumca isini Tavis pirvelad formas-

Tan (aTormetTa ciklTan) kavSirs mainc av-

lenen saxelwodebis SenarCunebiT: WrelTa 

nusxis xelnawerebSi maT isev Zveli saxeli 

- `aTormetni dasdebelni~ ewodebaT. 

2. WrelTa nusxebSi `aTormetni dasde-

belnis~ moxvedra sagalobelTa ciklis gan-

sakuTrebuli mniSvnelobiT unda iyos ganpi-
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robebuli. ganmartebebis Seswavla adastu-

rebs dasdebelTa jgufis SigniT specialu-

ri muxlebis Caketili sistemis arsebobas. 

3. weliwadis 3 sxvadasxva msaxurebaSi 

CarTuli dasdeblebis poetur teqstebsa da 

hangebSi saerTo formulebis arseboba ar 

aris SemTxveviTi. mas Rrma fesvebi aqvs da 

dakavSirebulia msaxurebaTa saerTo Zireb-

Tan. Sobis, gancxadebis da didi paraskevis 

msaxurebebis saerTo liturgikul Sinaar-

sTan. 

4. leqcionarisa da iadaris `dasdebelni 

aTormetni~, gansakuTrebiT ki didi paraske-

vis gangebaSi Sesuli dasdeblebi TiTqmis 

ucvlelad, mxolod gansxvavebuli kombina-

ciebiTaa (TanmimdevrobiTaa) Sesuli WrelTa 

nusxebSi da sameufeo Jamis msaxurebebSi. 

dasdeblebis xmebze ganawilebis principebic 

umeteswilad SenarCunebulia VIII-dan XIX sa-

ukunis CaTvliT arsebul wyaroebSi.  

5. ̀ aTormetTa~ Soris saerTo xmis das-

deblebis hangi msagavsi agebulebisaa, ro-

gorc sazogadod xmis kompoziciisTvisaa ti-

piuri. gansakuTrebuli stabiluroba sawyisi 

muxlebisa da damaboloebeli muxlebis Tan-
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xvedraSi igrZnoba. igive formulebis gamoye-

nebis, dasesxebis SemTxvevebs sxvadasxva xmis 

sagaloblebSic vxvdebiT, rac umeteswilad 

damaboloebel muxlebs exeba. 

amrigad, `SuaRamisanis dasdeblebis~ 

qarTul saRvTismsaxuro praqtikaSi Sesru-

lebis Taviseburebebis Seswavlam kidev er-

Txel daadastura qarTul samgaloblo 

praqtikaSi tradiciebisadmi erTguleba da 

pativiscema. es ki, Tanamedrove msaxurebaSi 

VIII saukunidan TiTqmis ucvlelad motanili 

dasdeblebis galobiT Sesrulebis da 

RvTismsaxurebaSi maTi gacocxlebis buneb-

riv survils aCens.  

 

SeniSvnebi: 

 
1. es termini ar aris dakavSirebuli sadRe-

Ramiso ciklis erT-erTi msaxurebasTan 

`SuaRamiani~, romelic win uZRvis cis-

kars.  2. igulisxmeba ierusalimuri leqcionarisa 

da uZvelesi iadgaris nusxebi. 
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3. dRes CvenTvis cnobilia WrelTa nusxis 

Semcveli eqvsi xelnaweri. oTxi maTgani 

daculia xelnawerTa erovnul centrSi (H -2282 (XIXs); Q- 298 (XIXs); Q -103 (XVIIIs); Q-104 (XVIIIs)) da ori quTaisis eTnografiu-

li muzeumis xelnawerTa ganyofilebaSi (N 467 (XVIIIs); N 368 (XVIIs)).  
4. ix. Cveni Sroma: „rva xmis sistema WrelTa 

nusxebSi“. krebulSi: sasuliero musika. 

musikismcodneobis sakiTxebi. Tbilisi: 

Tbilisis sax. konservatoria, 2007. 
5. musikaluri muxlebis igiveobis dadgena 

ganmartebad gamoyenebuli teqstebis fra-

mentebis erTmaneTTan SedarebiT da iden-

tificirebiT gaxda SesaZlebeli.E 
6. xmebze miTiTebas ar Seicavs WrelTa nus-

xebi, Tumca dasdebelTa xmebze mikuTvne-

bulobis Sesaxeb informacias gvawvdis 

ierusalimuri leqcionari , uZvelesi iad-

gari. ufro gviani wyaroebidan Jamni da 

sanoto xelnawerebi.  
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gamoyenebuli literatura: 

 
1. gvaxaria v., SuRliaSvili d., razmaZe n. 

qarTuli saaloblebis xelnawerTa aRwe-

riloba da anbanuri katalogi. Tb., 2013. 

2. Кекелидзе, Корнилий. Иерусалимскийканонарь 

VII века (грузинскаяверсия). Тб. 1912 

3. uZvelesi iadgari. gamosacemad moamzades, 
gamokvlevada saZieblebi daurTes e. met-

revelma, c. Wankievma da l. xevsurianma, 

Tb., 1980. 

4. SuRliaSvili d., rva xmis sistemis 

struqturuli Taviseburebebi qarTul ga-

lobaSi. krebulSi: sasuliero musika. mu-

sikismcodneobis sakiTxebi. samecn. Srome-

bis krebuli. Tbilisis saxelmwifo kon-

servatoria. Tb., 2007.  

5. xelnawerebi: quTaisis eTnografiuli mu-

zeumis xelnawerTa ganyofilebaN 467; N 368; xelnawerTa erovnuli centri Q-690, Q-693. 
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magaliTebi 

mag. N 1. 

didi paraskevisa gancxadebisa 

dasdebeli a 

marcvle-

bis rao-

denoba 

dasdebeli a

mar-

cvlebis 

raode-

noba 

dRes wyalTa 

igi1 
 dRes taZris 

igi 

 

dRes taZris 

igi 

 

5 dRes wyal-

Ta igi  

5 

Kretsabmeli  kretsabmeli  

kretsabmeli  4 bunebaჲ wmi-

daჲ iqmnebis 

10 

da ganaT-

ldebis 

 samxilebe-

lad ganipo 

 

samxilebe-

lad ganipo  

8 da ganaT-

ldebis ior-

dane 

9 

usjuloTa 

maT 

 usjuloTa 

maT 

 

usjuloTa 5 RvTivSvenie- 5 
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maT rad  

 

da TvisTa 

RelvaTa di-

nebasa 

 da mzeman 

brwyinvale-

baჲ 

 

da mzeman 

brwyinvale-

baჲ Tჳisi da-
ifara  

14 da TvisTa 

RelvaTa di-

nebasa daa-

yuedrebs  

14 

rameTu Tana 

gxedvides 

naTlisRe-

bad; 

 

 

rameTu 

ufalsa 

gxedvides 

jvarcmulsa 

 

rameTu 

ufalsa 

gxedvides  

jvarcmulsa 

12 rameTu Tana 

gxedvida 

naTlisRe-

bad;  

12 

 

 

1  daxrili SriftiT magaliTebSi mocemulia 

xelnawerSis teqstSi wiTeli feris melniT 

aRniSnuli ganmartebebi: Tu romeli saga-

loblis framentis msavsad unda Sesruldes 

mocemuli taepi. aqve motanili cifrebiT 
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warmodenilia taepebSi marcvalTa raodeno-

bis Tanxvedris SemTxvevebi. 

 

mag. N 2. 

didi paraskevisa gancxadebisa 

dasdebeli b 

 

 

mar-

cvlebis 

raode-

noba 

dasdebeli b mar-

cvlebis 

raode-

noba 

viTarca kaci 

mdinared Su-

as iqiT oini 

 viTarca cxo-

vari 

 

viTarca cxo-

vari klvad 

miigvare  

11 viTarca kaci

mdinared mo-

xued 

11 

qriste meu-

feo 

 qriste meu-

feo 

 

qriste meu-

feo  

6 qriste meu-

feo  

6 

da viTarca 

kravi 

 da viTarca 

kravi 

 

da viTarca 

kravi umankoჲ 

10 da monebrivi-

sa naTlisRe-

bisa  

11 



 

 

 440 

qriste meu-

feo 

 qriste meu-

feo 

 

da emsWvale 

jvarsa  

6 geneba miRe-

baჲ 

7 

usjuloTa  usjuloTa  

usjuloTagan 5 saxiero ioa-

nesgan  

9 

codvaTa Cven-

TaTvis kac-

Tmoyvare 

 codvaTa 

CvenTaTvis 

kacTmoyvare 

 

codvaTa Cven-

TaTvis kac-

Tmoyvare  

10 codvaTa 

CvenTaTvis 

kacTmoyvare  

10 
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mag. N 3. 

 ზ - ჴმისდასდებლები 

 didi paraskevis 

me-10 dasdebeli  

gancxadebis me-9 

dasdebeli  

 netar ars kaci netar ars kaci 

1 saSinel iyo xil-

vad 

saSinel iyo xil-

vad 

 qriste meufeo qriste meufeo 

2 caTa da queyanisa caTa da queyanisa 

 da ganaTldebis 

samxilebelad 

samxilebelad 

3 Semoqmedi Zelsa 

damokidebuli  

Semoqmedi mdinaresa 

Sina ganSiSvlebu-

li  

 Tavi netar ars ka-

ci bolo dRes 

qriste iSvebisze 

gaTavdebaჲ 

viTarca cxovari 

4 mze dabnelda  romeli naTlisRe-

basa miiRebda; moni-

sagan Cuenisa cxov-

rebisaTvis 

 Tavi da dRe da rameTu Sen gesavT 
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Rame gufarav 

5 moxued da gan-

scxaden 

da krebulni ange-

losTani  

 da dRe kualad 

Ramed gardaiqca 

viTarca cxovari 

6 Tavi dRes qriste 

iSuebis bolo 

odes jvarze ga-

Tavdebaჲ 

gankჳirvebul iqmnes 

SiSiT da sixaru-

liT 

 da queyanaჲ dafa-
rulTa guamTa 

qriste meufeo 

7 da mzeman brZyinva-

lebaჲ Tჳisi (dRes 
taZrisa igidan 

aris)  

romelTa Tana 

 ganuteveb da mku-

darTa 

TayvanisvscemT 

8 TayvanisvscemT  romelTa Tana Ta-

yuanisgcemT qriste 

guacxovnen Cuen 
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mag. N 4. 

xma -

Bb 

I II II
I

IV V V
I

V
II

V
II
I

IX X X
I

X
II

X
II
I

X
IV

X
V

X
V
I

X
V
II

X
V
II
I

didi 

pa-

ras-

kevis 

me-11 

das-

debe-

li -

odes 

ju-

arsa 

 

A b c d e f g h b x d x x
1 

d f h d k 

gan-

cxa-

debis 

me-10 

ra-

Jams 

wina-

mor-

A b c x e
1 

f d x x d * f h d k  
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bed-

man  

So-

bis 

me-

7ode

s io-

seb 

mwu-

xare-

basa 

Seep-

yra 

 

A c d f g h x b d *
1 

*

2
f h d k

 

rogorc winamdebare cxrilidan Cans sa-

erTo xmis sagaloblebSi msavsia kompozici-

uri principebi: muxlTa Tanmimdevroba da-

sawyisi da damaboloebeli muxlebisa, aseve 

nagebobis SuaSi umetesad d , b muxlebis ga-

moyeneba. x da * simboloebiT aRniSnuli 

muxlebi kombinirebuladaa ganmartebuli da 

jer maTi sruli identificireba ver moxer-
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xda. maT gareSec xmis kanonzomierebis dacva 

saxezea.  

 
 
Tamar Chkheidze (Georgia) 

 
Peculiarities of the performance of Shuagamisani” 

 in the Georgian divine service 
 
The Georgian liturgical practice worked out a very 

original and developed terminology connected with 
chanting. Studying of terminological system together with 
clearing up in the meanings of notions leads us to the 
manifestation of evolution of chant genres, tradition of 
performance, sometimes peculiarities of the development 
of services. In the report the tradition of troparion 
mentioned by the name of “Shuagamisani” in old 
liturgical sources.  

The parallel term of “Shuagamisani” is “twelve 
troparion” which is proved in the sources of the middle 
ages (VIII – X) as well as in the ones of the later period 
(XVII-XIX) - in so called -the List of Chreli). By this 
name are mentioned chants entering the services of three 
important liturgical days - Christmas, Epiphany and Good 
Friday, which manifest closeness to each other of poetic 
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forms as well as from the point of musical structure 
(similar melodical stanzas). The similar existence of 
service, and closeness of poetic and musical forms of these 
three days of the year are conditioned by deep liturgical 
connections. 

The service of troparion of “Shuagamisani” was 
formed in the XI century as the service of the Lord’s 
Canonical Hour, where the hymns are distributed 
accordingto CanonicalHours(three - on each). Not-
withstanding of such transformation, mentioned troparion 
maintain the connection with the initial form (twelve 
troparion cycle), which is manifested in the retaining of 
the name “twelve troparion” before XIX century, in the 
action octoechos system and intonation unity of chants, 
characteristic to cycle.  
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eka WabaSvili (saqarTvelo) 

 

ramdenime Tanamedrove qarTveli  

kompozitoris sagaloblis JReradobis  

saSemsruleblo mravalwaxnagovneba  

 

galoba mkacrad sasuliero xelovnebaa. 

qarTuli galoba-simRera Cveni eris sulieri 

saganZuri da siwmindea. XX-XXI saukunis sae-

ro musikaSic gaCnda interesi saeklesio mu-

sikis mimarT. sxvadasxva qarTveli kompozi-

tori sakuTar SemoqmedebaSi ara marto re-

ligiur Tematikas mimarTavs, aramed qmnis 

saeklesio sagaloblebsac, sadac, umetesad, 

darRveulia is kanonika, rac uZvelesi ga-

lobis xelovnebas axasiaTebs da rasac aR-

weren qarTveli himnografebi. kompozitorTa 

yuradReba mipyrobilia Tavisufal stilze, 

zogjer evropuli sistemebis gavlenis qve-

Sac eqceva maTi nawarmoebis esa Tu is monak-

veTi, an mTlianad sagalobeli, zogjer ki 

sakmaod axlosaa Sua saukuneebSi Seqmnil 

qarTul sagaloblebTan.Tanamedrove saga-

loblebis erTi nawili Sevida ramodenime 
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wlis win gamocemul krebulSi bizantolo-

giis Sesaxeb.  

wignSi Sesulia kaTolikos-patriarqis 

ilia II-s, nodar mamisaSvilis, ramaz kemula-

rias, maka virsalaZis, qeTevan daviTaSvilis, 

eqvTime koWlamazaSvilis da eka WabaSvilis 

sagaloblebi. 

swored krebulSi Sesuli zogierTi av-

toris nawarmoebis magaliTze visaubrebT 

statiaSi, rac eZRvneba Tanamedrove kompozi-

torebis mier Seqmnili sagaloblebis mimo-

xilvas da analizs XX-XXI saukunis sakom-

pozicio azrovnebisa da teqnikis WrilSi.  

n. mamisaSvilis statiaSi „roca yvela 

gza taZarSi midis“ vkiTxulobT: `sagalobe-

li, marTlac rom sulieri kulturis auci-

leblobaa. wminda mamebis genialoba swvde-

boda RvTiur informacias da maT Seqmnes 

bgeriTi modulebis iseTi ukvdavi formebi, 

romlebsac hqonda mudmivi ganviTarebis po-

tencia da SesaZlebloba, rom yovel ers am 

modulTa SemweobiT Tavis TviTmyofad uni-

kalobaSi epova bazisi sulierebis gadarCe-

nisa. magaliTad, bizantiur Tu siriul saga-

loblebSi erTxmian melodiaTa ,,horizonta-
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lis harmoniam“ hpova Secnoba aRsavlisa“ (ma-

xaraZe, 2009:1037). es sityvebi, vfiqrob, axali 

sagaloblebis avtorTa mimarTac SeiZleba 

iTqvas.  
n. mamisaSvilis, rogorc saeklesio mu-

sikis mkvlevaris, sagaloblebi gamoirCeva 

qarTuli samgaloblo weris wesebis saTana-

do codniT. aRsaniSnavia, rom Cvens mier 

warmodgenili misi sagaloblis „JamTa gada-

saxedi“ bolo nawilSi kolaJis saxiT gamo-

yenebulia ori fragmenti mgalobeli mamia 

pataravas mier notebze gadatanili saga-

loblidan „dRes saRmrToman madlma“ (qar-

Tuli saeklesio da salxino sagaloblebi, 

guruli kilo Tbilisi, 2003w. saqarTvelos 

sapatriarqosTan arsebuli saeklesio galo-

bis centri). 
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nimuSi. 1n. mamisaSvilis „JamTa gadasaxe-

di“ da kolaJi„dRes saRmrToman madlma“ 

 

 

 
 

mamisaSvilis azriT: „zogjer xalxuri -

simRerebis da galobis mosmenisas, ucxoels 

rCeba STabeWdileba, rom isini metismetad 

hgvanan erTmaneTs... sinamdvileSi sagalobe-

li xalxuri simRerisgan 27 mniSvnelovani 

gamomsaxveli tipiT gansxvavdeba: gamRereba 

sonorul Tanxmovanze, gamRereba `usimaRlo~ 
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Tanxmovanze tonis koloristuli gafarTo-

vebiT (namatirTulitoni), xmaTa gadajvare-

dinebis forma, sadac erT-erTi gaZliere-

bul rezonansul `RiRina“ eqosaviT srulde-

ba, modulsSi da modulacia da a.S.“ (maxara-

Ze, 2009:1038). 

batoni nodarisTvis saeklesio Janri mi-

si sulierebis gamovlinebaa, esaa misi loc-

va, romelsacmusikalur enaze warmoTqvams. 

n. mamisaSvilis sagaloblebis saSemsru-

leblomanera axlos dgas avTentur, Zvel-

qarTul sagaloblebTan. musikalur siste-

mas da sakompozicio teqnikas, romelsac av-

tori iyenebs, bunebrivad mivyavarT avTentu-

ri Sesrulebis aucileblobasTan. Tumca mi-

si „JamTagadasaxedi“ gaJRerebula evropuli 

sagundo musikis saSemsruleblo stilSic. 

uwmindesi da unetaresi, sruliad saqar-

Tvelos kaTolikos-patriarqi ilia II brZa-

nebs: `... RmerTma yvela ers misca madli, xo-

lo Cven, qarTvelebs mogvca Tavisi gansa-

kuTrebuli Tviseba _ udidesi siyvaruli, 

romelic, pirvel rigSi, Cvens uZveles xal-

xur simRerasa da saeklesio galobaSi Cans. 

qarTuli galoba aris siyvaruli uflisad-
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mi, xolo qarTuli xalxuri simRera – siyva-

ruli moyvasisadmi, musikaSi aJRerebuli da 

gadmocemuli.... SeiZleba Tamamad iTqvas, rom 

Zveli qarTuli galoba aris saeklesio tra-

diciis wmindad damcveli, Seuryvneli, uZve-

lesi da amasTan Sua saukuneebis marTlmadi-

debel eklesiaTa sagaloblebs Soris erTa-

derTi mravalxmiani, analogis armqone po-

lifonia, rac mis unikalurobas ganapiro-

bebs~ (locvani 2007: 239).  

zogierT Tanamedrove sagaloblebSi -

vxvdebiTlaTinuri teqstisa da evropuli -

polifoniuri faqturis gamoyenebis faqtebs, 

romlis pirobebSic araqarTuli kilo-harmo-

niuli wyoba ikveTeba. Sesabamisad, aseTi sa-

galoblebi Sesrulebis TvalsazrisiTac ev-

ropuli xasiaTisaa da sakmaod daSorebuli-

aqarTuli tradiciuli sagaloblis JRera-

dobisgan. aseTi nimuSebis moZieba SesaZlebe-

lia kaTalikos-patriarqis ilia II-s saga-

loblebs Sorisac. unda aRvniSnoT, rom igi 

erTaderTi avtoria, romlis sagaloblebic 

sruldeba saeklesio musikis farglebSi, 

ris safuZvelzec, SegviZlia davaskvnaT, rom 

suliereba, romliTac gajerebulia misi sa-
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galoblebi gacilebiT ufro mniSvnelovania, 

vidre sakompozicioteqnikuri baza da Zveli 

modelebis SenarCuneba. 

nimuSi.2 

kaTalikos-patriarqi ilia II-is  

`kirie eleison“ 

 

 
 

kompozitor maka virsalaZis azriT, 

`Tuki erovnulobas ganvixilavT, rogorc a-

ramxolod Semoqmedebis zedapirze ganTavse-

bul ama Tu im detals, aramed rogorc gene-
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tikurad kodirebul, koleqtiur aracnobi-

erSi arsebul niSan-TvisebaTa erTobliobas 

(es niSan-Tvisebebi ki Tavis mxriv, SeiZleba 

iyos Zalze zogadic da konkretulic – ro-

goricaa saazrovno sistema, temperamenti, 

gancdis unari, arqitipTasaxeebi, msoflmxed-

veloba da a.S.), am SemTxvevaSi SeuZlebelia 

nawarmoebis romelime siRrmiseul SreSi ar 

iyos Cadebuli misi avtoris erovnuloba. 

Tumca arsebobs, rasakvirvelia, iseTi qmni-

lebebic, romelTa Tavad Canafiqri, idea, uk-

ve gulisxmobs erovnulis ama Tu im deta-

lis monawileobas da aq, rogorc zedapirze, 

aseve siRrmiseulad vxedavT erovnebas. Tuki 

ase mivudgebiT sakiTxs, SeuZlebelia Cemi 

nawarmoebebi ar iyos qarTuli, Tundac ro-

melime erTi TvisebiT, Tundac  farulisa-

xiT~ (virsalaZe:2015). 
kiTxvaze, ra azrisaa saeklesio musika-

SiTanamedrove sagaloblebis mniSvnelobis 

Sesaxeb, maka virsalaZe ase pasuxobs: `rac 

Seexeba qarTulisagaloblebis sakiTxs. mi-

Wirs calsaxa pasuxisgacema Tanamedrove 

qarTuli sagaloblebis bedis Sesaxeb. erTi 
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SexedviT kargia, rodesac eklesia xelsuw-

yobs seriozuli profesiuli musikis ganvi-

Tarebas, magram saqarTvelos SemTxvevaSi -

saqme cota rTulad aris. qarTuli marTlma-

didebluri eklesiis mdgomareoba bevrad -

mZime iyo, vidre evropaSi gavrcelebuli ka-

Tolikuri da protestantuli eklesiebis. 

mogexsenebaT, evropaSi eklesia profesiuli 

musikis ganviTarebis xelSemwyobi iyo, qar-

Tuli eklesia ki ara. amis mizezi ki udaod 

is aris, rom qarTuli eklesia ibrZoda e-

rovnuli identobis SenarCunebisTvis. amde-

nad bunebrivicaa, rom sagaloblebis mimarT 

konservatul pozicias ikavebda da ikavebs 

dResac. ZvelqarTul sagaloblebs Tu ara -

eklesia, sxva sivrcerealizaciisTvis ara 

aqvs. es ar unda gvaviwydebodes, Tu ar gvin-

da davkargoT xelovnebis es unikaluri Sre. 

amdenad, Tanamedrove kompozitorebis mier -

Seqmnili nimuSebis da Zveli nimuSebis Tana-

arseboba Zalze frTxilad unda xorcielde-

bodes. me   vfiqrob, dRes kompozitori mxo-

lod Zveli kanonikiT ver Seqmnis, Tumca Tu-

ki eklesiaSi Sesasrulebel nimuSebzea sau-

bari, Ziri, Zveli fundamenti raRac saxiT, 
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unda SeunarCunos TanamedroveobasTan kombi-

naciaSi. nebismier SemTxvevaSi  rTuli sa-

kiTxia da Znelia pasuxismgeblobis aReba 

masze sasaubrod. me piradad, rodesac „wmin-

dao RmerTos“ vqmnidi ar mifiqria imaze, ro-

m eklesiaSi unda Sesrulebuliyo, erTi m-

xriv, ver vbedavdi aseTi ramis gafiqrebas. 

meore mxriv ki, es faqti Tavisuflebas maZ-

levda rogorc xelovans, Semeqmna is, rac -

mindoda da ar mefiqra imaze, ramdenad vi-

cavk anonikas. Tumca akordika, saerTo gan-

wyoba, vfiqrob, qarTul sagaloblebs pirda-

pir exmianeba“ (virsalaZe:2015).  
maka virsalaZis sagaloblebSi vxvdebiT 

rogorc Tanamedrove evropul, aseve qarTu-

li sagaloblebisTvis damaxasiaTebel JRe-

radobas, rac intonaciur-harmoniul WrilSi 

vlindeba. mis sagaloblebSi SeiZleba Seg-

vxvdes evropuli sakompozicio azrovnebis-

Tvis damaxasiaTebeli xerxebic, magaliTad, 

„imitaciis teqnika“, `klasteruli JRerado-

ba“ an sxva. SesaZloa, swored am tipis Tavi-

suflebas gulisxmobs avtori nawarmoebis 

Seqmnis dros CvenTvis mocemul interviuSi. 
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sainteresoa virsalaZis sagaloblebis-

Sesrulebis teqnikac, rac efuZneba Tanamed-

rove sagundo Sesrulebis stils. makas saga-

loblebSi XXI saukunis musikaluri azrov-

neba vlindeba. is sakuTari drois gadasaxe-

didan cdilobs Seqmnas tradiciuli saga-

loblis aluziuri gancda. amas aRwevs so-

noruli JReradobebis xarjze Tanamedrove 

sakompozicio teqnikaSi qarTuli tradiciu-

li sagaloblisTvis damaxasiaTebeli akor-

dikisa da intonaciuri CanarTebis gamoyene-

biT. nimuSi.3 

maka virsalaZis sagalobeli `wmidao Rmer-

To~. 
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Cemi azriT, qarTuli sagaloblebis in-

tonaciur safuZvels ZiriTadad literatu-

ruli teqsti iZleva. am mxriv, TiTqos qar-

Tuli identobis dakargvis saSiSroeba mini-

maluria, radgan zogadad, qarTuli ena e-

rovnuli identobis uZlieresi damcvelia. 

Tumca Tu qarTuli sagaloblebis Seqmnisas 

Tanamedrove sakompozicio teqnikas gamoviye-

nebT (vTqvaT, aleatorika, puantilizmi, mini-

malizmida a.S.), ra Tqma unda, es saZirkveli 

Seiryeva. qarTuli intonaciuri sawyisis miu-

xedavad is daemuqreba musikaluri modelis 

mTlianobas, (am TvalsazrisiT, m. virsalaZe 

didi sifrTxiliT irCevs teqnikas da aRwevs 

mizans). 

qarTul saeklesio musikaSi garda erov-

nuli Rirebulebebisa da qarTuli musika-

luri azrovnebisa, romlis fesvebi qarTul 

folklorSia gadgmuli, aseve qarTuli mar-

Tlmadidebluri samusiko enaa mniSvnelova-

ni. umetesad saeklesio musikaluri ena ra-

dikalurad gansxvavdeba am avtorebisTvis -

damaxasiaTebeli sakompozicio stilisgan. 

da Tu avtoriseuli stili SenarCunebulia -

maT mier Tundac religiur Tematikaze Seq-
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mnil nawarmoebebSi, saeklesio musikis nimu-

Sebis Seqmnisas isini icaven qarTuli saek-

lesio musikaluri enis Rirebulebebs. am 

gziT kompozitorebi ufrTxildebian qarTu-

li tradiciuli sagaloblebis faseulobas. 

swored amitom SeinarCuna Cvenma sagalob-

lebma qarTuli marTlmadidebluri JRera-

doba da dRemde moaRwia, rogorc saganZur-

ma. amgvarad, sxvadasxva epoqebSi arsebuli 

globalizaciis procesebis miuxedavad 

Zvelma qarTulma sagalobelma TviTmyofa-

doba ar dakarga da vimedovneb arc Tanamed-

rove sagaloblebis SemTxvevaSi dakargavs. 

zemoTaRweril principze dayrdnobiT 

Sevecade Semeqmna RvTismSoblisadmi miZRvni-

li 7 sagalobeli, romelTagan ori xsene-

bul krebulSia Sesuli. sagaloblebis Seq-

mnisas vecade iseTive sakompozicio teqnika 

gamomeyenebina, rac damaxasiaTebelia qarTu-

li tradiciuli marTmadidebluri sagalob-

lebisTvis, raTa mimeRwia JReradobis maqsi-

maluri igiveobisTvis. teqnikas, romelsac -

viyeneb zogadad Cems SemoqmedebaSi, vfiqrob, 

aseve amozrdilia arqauli qarTuli musika-

luri azrovnebidan, rac eyrdnoba polifo-
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niuri Sreebis konstruirebas, Tumca gansxva-

veba drosa da sivrceSi musikaluri masalis 

ganTavsebis principSia. qarTul tradiciul 

musikaSi dro koncentrirebulia da ramdeni-

me sivrcul kategoriaSi miedineba (swored 

amas eyrdnoba qarTuli polifoniuri azrov-

neba). musikaluri masala xSirad konstrui-

rebulia erTi drois pulsariT, xmaTa wafe-

nas ki sivrceTa simravle ganapirobebs. Cemi 

da XXI saukunis zogierTi sakompozicio -

teqnikisTvis ki damaxasiaTebelia droiTi 

pulsarebis wafena erT an mraval musika-

lur sivrceSi, rac qarTul sagaloblebSi 

ZiriTadad ar gvxvdeba.  

Cems sagaloblebSi gamoyenebuli arqau-

li JReradobebisTvis damaxasiaTebeli har-

moniuli Tanafardobebi tradiciuli saga-

loblebis JReradobriv elfers cvlis, Tum-

ca intonaciuri baza, rac qarTul leqsikur 

sawyiss efuZneba da tradiciuli sagalob-

lisaTvis damaxasiaTebeli faqtura inarCu-

nebs pirvelyofilobis gancdas. saSemsru-

leblo interpretacia sakmaod mniSvnelova-

nia, radgan mas SeuZlia radikalurad gan-

sxvavebuli ori an meti varianti SemogvTava-
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zos (mReris stili, artikulacia da sxva sa-

Semsruleblo niuansi ganapirobebs qarTul 

Tu evropul saSemsruleblo maneras, Sesru-

lebis mravalvariantuloba ki isedac Cade-

bulia, rogorc tradiciul sagaloblebSi, 

ise Cems musikaSi).  

nimuSi.4 

eka WabaSvili „yovladwmindao RvTismSobe-

lo“ 

 
amrigad, Cvens mier moyvanili Tanamed-

rove sagaloblebi da ara marto isini, aR-

vsilia RvTis siyvaruliTa da sulierebiT, 

ganmsWvalulia mowiwebiT tradiciuli saga-

loblebisadmi da rudunebiT ufrTxildeba -

mas. faqtobrivad, yoveli maTgani inarCunebs 

ZiriTadi modelis vizualursaxes, Tumca 

ufro Rrma analizis safuZvelze aRmovaCenT 

individualur midgomebs da swored es am-

tkicebs, rom avtoriseuli midgomebis miuxe-
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davad SenarCunebulia ZiriTadi marTlmadi-

debluri saeklesio qarTuli sagaloblis -

Seqmnis principebi. 

rac Seexeba saSemsruleblo maneras, 

Zalze rTulia zustad ganvsazRvroT igi, 

miTumetes, mravalsaukunovan epoqalur -

WrilSi, Znelia warmoidgino rogor JRerda 

qarTuli tradiciuli marTmadidebluri sa-

galobeli X-XIII saukuneebSi da ramdenadaa -

daculi misi mReris manera XVI-XVIII sauku-

neSi. miuxedavad imisa, rom musikalur sis-

temas, kilo-harmoniul wyobas Tu musika-

lur formas SeuZlia biZgi misces saSemsru-

leblo interpretacias, mainc Cndeba kiTxva, 

es pirveli Sesrulebis msgavsi iqneba? Tu 

saukuneebs gadavxedavT davinaxavT, rom in-

terpretaciaTa udidesi jaWvia drosa da in-

dividualur midgomebTan dakavSirebuli. 

amis safuZvels gvaZlevs aqamde SemorCenili 

freskebi da xatweris nimuSebi, sadac kano-

nika daculia, magram Sesrulebis manera m-

ravalferovani da zogjer radikalurad -

gansxvavebulic. 

nimuSi.5 „yinwvisisangelozi“, „RvTismSo-

beli“(svanuri), „aRdgoma“ (XXs)  
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sainteresoa, ratom ar Seexo es RvTis-

msaxurebis musikalur nawils, isic xom eq-

vemdebareba cvladobas? 

da bolos, Zalian mokrZalebulad minda 

davsvaori sakiTxi, saWiroa Tu ara Tanamed-

rove avtorebis mier musikis am JanrSi nimu-

Sebis Seqmna, Tu am nawarmoebebis roli saek-

lesio musikis sivrceSi jer kidev ar aris 

gansazRvruli.  

da ra aris marTmadidebluri eklesiis 

mier XX-XXI saukunis saeklesio musikis ni-

muSebis ugulebelyofis mizezi, roca sxva 

yvela sferos _ iqneba es xatwera, arqiteq-

tura, media Tu sxva teqnologiebi, romelic 
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Tanamedrove progresma moitana, da a.S. _ mo-

eZebna adgili qarTul marTlmadideblur 

kulturaSi. 

 

 

gamoyenebuli literatura: 
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2015 
 

 

Eka Chabashvili (Georgia) 
 

Different aspects of sounding of Contemporary 
Georgian Composers' Chants by Variants of 

Performing. 
 
Church songs are holy treasure of Georgian people. 

Composer‘s interest in composition of church music has 
become even stronger in the 20-21st cc. Numerous 
composers use religious themes in their works, but chants 
are absolutely different issue as they belong to a religious 
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genre. Some contemporary Georgian composers try to 
stick to traditional sounding of Georgian chants while 
composing their own works.  

Collection of papers about Byzantine Studies was 
published in Georgia several years ago which included 
several chants by contemporary composers. For our 
research we chose chants of Catholicos-Patriarch of all 
Georgia Illa II, N. Mamisashvili, M. Virsaladze and 
E.Chabashvili. 

The Paper aims at introducing the interest in church 
music in contemporary era; It also presents new works of 
several Georgian composers and their opinions about these 
pieces; In addition, it analyzes the confluence of 
contemporary and traditional art and studies the principles 
of Georgian gene expressions in compositional techniques 
and performance style of contemporary Georgian 
composers.  
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inga xalvaSi (saqarTvelo) 

 

qarTuli xalxuri cekvebisa da  

kinematografis urTierTmimarTebis  

zogierTi sakiTxisaTvis 

 

kinematografi, mogexsenebaT sinkretuli 

xelovnebaa, igi aerTianebs xelovnebis Ziri-

Tadi dargebis gamomsaxvelobiT enas. lite-

raturs, ferweris, arqiteqturis, qandakebis, 

musikis. xSirad mimarTavs qoreografiasac.    

cekva kinoSi ar aRiqmeba rogorc mxo-

lod erTi damoukidebeli nomeri. yoveli 

cekva xelovnebis nimuSad iqceva, romelsac 

esTetikuri mniSvneloba aqvs.  garda amisa, 

calkeuli moZraobebis erToblioba damate-

biT mniSvnelobas asrulebs kadris mTlia-

nobas, saSualebas gvaZlevs ufro Rrmad 

gadmogvces mimdinare movlenebis, mTlianad 

kinosuraTis arsi. 

gamomdinare bunebidan, kinematografs 

aqvs unari daafiqsiros firze qoreografiu-

li monaxazi, Tu mTlianad cekva, rac saSua-

lebas aZlevs Semdeg mkvlevarebs gaanali-
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zon calkeuli cekvebis sawyisi da ganviTa-

rebis etapebi.  

qoreografias xSirad mimarTaven reJi-

sorebi ilustraciuli Tu dramaturgiuli 

funqciiT.  xalxuri Semoqmedeba da kerZod, 

xalxuri cekvebi kinematografis mier gamo-

yenebulia sxvadasxva funqciiT. vinaidan cek-

va eris sulieri Tvisebebis Semkrebia, misi 

ilustraciaa, genetikuri kodis matarebelia, 

mas mimarTaven sulis faqizi moZraobebis, 

grZnobebis, gamosaxatavad da simbolodac 

ki.  

cekva kinoSi ar aRiqmeba rogorc mxo-

lod erTi damoukidebeli nomeri. yoveli 

cekva xelovnebis nimuSad iqceva, romelsac 

esTetikuri mniSvneloba aqvs.  garda amisa, 

calkeuli moZraobebis erToblioba damate-

biT mniSvnelobas asrulebs kadris mTlia-

nobas, saSualebas gvaZlevs ufro Rrmad 

gadmogvces mimdinare movlenebis kinosura-

Tis arsi. 

Cven dRes SevexebiT qarTul kinoSi 

folkloruli cekvebis gamoyenebis sakiTxs, 

ganixilavT ra datvirTvas aniWebs mas reJi-

sori, igi gamoyenebulia rogorc qoreogra-
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fuli CanarTi, rogorc ilustracia, Tu mas 

dramaturgiuli funqcia aqvs miniWebuli.  

kinematografs didi mniSvneloba aqvs cekve-

bis dafiqsirebis kuTxiTac. kinofirs aqvs 

unikaluri Tviseba daafiqsiros drois gar-

kveul monakveTSi ra cekvebi sruldeboda, 

ra instrumentis TanxlebiT, ra CacmulobiT, 

ra moZraobebi sruldeboda, es iyo jgufuri 

Tu individualuri Sesruleba, rac gansa-

kuTrebiT qoreologebsa da qoreografebs 

daainteresebs. 

Cven dRes SevexebiT qarTul kinoSi 

folkloruli cekvebis gamoyenebis sakiTxs, 

ramdenime filmis safuZvelze ganixilavT ra 

datvirTvas aniWebs cekvas reJisori, igi ga-

moyenebulia rogorc ilustracia da qore-

ografuli CanarTi, Tu mas dramaturgiuli 

funqcia aqvs miniWebuli.    

roca vsaubrobT kinofilmze, rogorc 

dokumentur masalaze, Cvens SemTxvevaSi qo-

reografiuli kuTxiT, pirvelive srulmeta-

Jiani dokumenturi filmi unda moviyvanoT 

magaliTad, vasil amaSukelis “akakis mogza-

uroba raWa-leCxumSi”. filmSi aris epizodi, 

romelic 7 wuTis ganmavlobaSi grZeldeba.  
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`ferxuli barakonSi raWis erisTavis ros-

tomis memkvidreebis ezoSi~. mamakacebi da qa-

lebi erTmaneTis gverdigverd, xelgadabmu-

lebi wres uvlian. monawileTa garegnoba, 

moZraobebis magiuroba, gamometyveleba mig-

vaniSnebs, rom cekva avTenturia, rom igi 

sruldeba ara garTobis, aramed, sworedac 

saritualo daniSnulebiT. Semdeg ferxulis 

monawileTa ricxvi izrdeba da yvela ebmeba 

rokvaSi. ori wre keTdeba, erTi momcro, mas 

bavSvebi qmnian, meore wre Seudareblad di-

dia. cetrSi dgas akaki. ferxuliT xalxma 

pativiscema gamoxata poetis mimarT, igi sam-

yaros centrSi moaqcia da mzesaviT ganadi-

da. es epizodi dadgmuli rom yofiliyo re-

Jisor-operatoris mier, SegveZlo gveTqva, 

rom igi kinematografSi cekvisavis drama-

turgiuli datvirTvis micemis pirveli 

mcdelobad Segvefasebina. magram es iqve mox-

da, xalxis spontanuri gadawyvetilebiT da 

poetisadmi maTi usazRvo siyvaruli da pa-

tiviscema gamoxata.    

nuca nino RoRoberiZis filmi “buba” 

ori TvalsazrisiT aris saintereso. sabWo-

Ta kavSiri 20-iani wlebis bolos agitfil-
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mebis gadaRebas Seudga. igi ZiriTadad eT-

nografiuli xasiaTis iyo da agebuli iyo 

Zveli da axali cxovrebis Sedarebaze. “bu-

bac” erT-erTi maTgania. am Sedarebis mizniT 

filmSi dokumenturad aris dafiqsirebuli 

raWis realuri mZime  cxovreba da perspeq-

tiuli momavali. agitfimebis struqturidan 

gamomdinare, gasabWoebamde raWis macxovreb-

lebis mZime cxovreba naCvenebia yofis aRwe-

riT, - adamianebis mZime Sroma da lamis yo-

veldRe sikvdil-sicocxlis zRvarze yofna. 

igi gvawvdis mniSvnelovan eTnografiul 

cnobebs raWis Sesaxeb.  vinaidan aRwers do-

kumenturad 20-iani wlebis saqarTvelos am 

kuTxis cxovrebas. filmSi dafiqsirebuli 

saferxulo cekva, romelsac qalebi da mama-

kacebi erTad asruleben, Sesrulebis avTen-

turobidan gamomdinare saintereso unda 

iyos qoreologebisaTvis.  kinomcodneebisaT-

vis ki sainteresoa xalxuri cekvis drama-

turgiuli funqciiT gamoyenebis Tvalsazri-

siT.   filmSi saferxulo cekva gasabWoebam-

de periodSi sruldeba.   cekvaSi erTad mo-

nawileoben  qali da mamakaci, axalgzarda 

da moxuci, xelebi mtkiced aqvT Cabmuli er-
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Timeoreze. meferxuleebi nayofierebis da 

amindis RmerTebs daxmarebas sTxoven.  cekva 

Zalian STambeWdavia, saSualo da axlo kad-

rebis monacvleoba, saxebisa da fexebis 

msxvili planebi, dafiqsirebuli saxeebi, me-

ferxuleTa gamometyeleba, sruliad avTen-

turi Sesruleba cekva Tavisi masStabiT, mo-

nawileTa simravliT da erTianobiT,  moZra-

obaTa sinqroniT STambeWdav zemoqmedebas 

axdens. da am adamanebis sulis simtkiceze, 

Zlier xasiaTebze migvaniSnebs. romelic 

mZlavrad dgas Tavis miwaze, marTalia gair-

veiT ebrZvis cxovrebas, ibrZvis sicocxli-

saTvis, fesvebi myarad aqvs miwaSi gadgmuli. 

es yovelive cekvaSi ikiTxeba, Semsrulebel-

Ta saxeebSi, TvalebSi vxedavT. filmis fi-

nalSi ki, romelic gviyveba raWis laR cxov-

rebaze sabWoTa xelisuflebis mosvlis Se-

degad, vxedavT patara bavSvebs, erTnairi  

zolebani maisurebiTa da trusebiT, patara 

gogona diriJorobs ”musikosTa jgufs”, ori 

patara- gogona da biWi duetSi cekvavs. sxve-

bi taSs ukraven. iqmneba komikuri situacia, 

anu es dramaturgiuli xerxi gamoxatavs sab-

WoTa sistemisadmi reJisoris ironiul damo-
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kidebulebas, ZarRviani, adamianebis gamaer-

Tianebeli ferxulidan erovnebawaSlili un-

versaluri sabWoTa adamianamde.  

dramaturgili funqciT gamoyenebis mom-

devno magaliTia nikoloz Sengelaias “eli-

so”. am filmze Zalian bevri daiwera da 

yvelgan xazgasmuli iyo finaluri scena, sa-

dac glovisa da cekvis urTierTSepirispire-

ba filmSi STambeWdav emociur suraTs qmnis. 

gaurkveveli momavlis winaSe SiSi Trgunavs 

CeCnebs, maTi sasowakveTa gareT iRvreba  

gardacvalebis gamo  gamowveuli glovis 

dros, romelic isterikaSi gadadis. Temis 

Tavi, astamuri, Tanasoflelebis gons mosa-

gebad, musikosebs sacekvaos dakvras ubrZa-

nebs. am dros aCqardeba filmis tempo-ritmi, 

kadrebi swrafad cvlian erTmaneTs, epizo-

dis kidev ufro dramatizebisaTvis parale-

luri montaJis meSveobiT urTierT-Sepiris-

pirebulad aris naCvenebi gardacvlili qa-

li da cecxlmokidebuli auli. tirili da 

moTqma matulobs, qalebi Tmebs iglejen da 

loyebs ixokaven, mamakacebi moTqvamen da 

gulSi mjiRs icemen. xalxis gadasarCenad, 

maTi sicocxlsaken mobrunebis mizniT au-
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lis mamasaxlisi astamiri musikoebs ubrZa-

nebs sackvao dakran da iwyebs cekvas.  

dramaturgiuli funqcia aqvs cekva “qar-

Tuls” mixeil Wiaurelis filmSi “ukanas-

knel maskaradi”. inglisis elCi iTxovs icek-

vos Tamarma, saqarTvelo simbolom, es moT-

xovna Tu survili iq damswe qarvelebSi 

protests iwvevs, “indoeTSi xom ar ggoniaT 

Tavi? am briyvs axlave xanjalze avageb.” mi-

uxedavad amisa, Tamari sacekvaod mainc gah-

yavT. amisaTvis sakmarisi iyo elCs Seexsene-

bina “ar dagaviwydeT, ser, didi britaneTi 

uars ar aris Cveuli”. adrindeli protesti 

umal qreba da yvela erTxmad, erTdroulad 

taSs ayolebs musikas, amavdroulad parale-

lurad, iwyeba muSaTa demonstraciis darbe-

va, daxvreta. darbevisa da cekvis kadrebis 

paraleluri montaJi amZafrebs konfliqts. 

igi ikiTxeba, saqarTvelos, rogorc saxel-

mwifos instituciis uxerxemloba, rogorc  

monoba ZlierTa ama soflisa mimarT.  

qarTul xalxur qoreografiaSi „xoru-

mi~ saferxiso cekvaTa jgufs miekuTvneba. 

filmSi “narinjis veli” xorumi erTveba 

ferxuls. ferxuli Tavisi astraluri sim-
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bolizmiT, pirdapir ukavSirdeba nayofiere-

bis sawyiss, erT jgufSi gaerTianeba nebas 

aZlevs reJisors es ori cekva erTmaneTs ga-

daabas da gamomdinare epizodSi mimdinare 

qal-vaJis gapaeqrebisa Tu gaSairebisa, vaJi 

qals colobas Txovs da samgierod mTel 

qvenierebas pirdeba, oqros varskvlavs da 

wiTel droSas. duetis ganviTarebasTan er-

Tad icvleba ferxulis xasiaTi- musika da 

moZraobebi da gadadis “xorumSi”.  es cvli-

leba qalisa da vaJis dialogis dramaturgi-

as miyveba. bolos ki ferxulebi icvleba er-

Ti mamakacis cekvT, romelac kolmeurneebi 

aRtyinebiT ukraven taSs. qveteqsti – cxov-

reba samuria. dramatizmis gazrdis motiviT 

Semoitanos xorumi, musikaluri TanxlebiTa 

da Sesabamisi moZraobebiT. erTmaneTisagan 

gamomdinared ganixilos.   

 ,,maci xvitia” (reJisori giorgi Semgela-

ia) gamoyenebulia ferxuli “jansuRo”, es 

cekva sruldeboda TavSeyris dros. xalxis 

silaRe, Tavisufali buneba, Tanasworoba(qa-

li da mamakaci xelixelCakidebulebi cekva-

ven)  am cekviT aris gamoxatuli. cekva mou-

lodnelad  wydeba  mTavaris gamoCenisas. 
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Sewyvetili cekva amzadebs mayurebels cudi 

ambisaTvis da gamoxatavs xalxis damokide-

bulebas mTavris mimarT. 

,,Cveni ezo” giorgi Segelaias sixaruli, 

gamowveuli sapasuxo siyvarulis dadastu-

rebiT, wvimaSi iwyebs cekvas. e qoreogafiu-

li monaxazi yvelaze ukeT gamoscems gmiris 

gancdebis gulwrfelobas da sixaruliT ga-

mowveul aRelvebas. rasa akeTebs, cekvas iw-

yebs uneburad, qarTul ileTebs akeTebs, 

rac sisxlSi aqvs amdari, rasa genetka kar-

naxobs, afeTqbasaviT iRvreba gareT. 

“gaRma napiri” finalSi Sesrulebli 

cekva, romelic erT-erTi yvelaze emocirad 

datvirTulia da dramaturgiuli funqcia 

aqvs. “SaraTini” afxazuri cekva da simRera, 

mas ayolili patara Tedo. cekva omis orTa-

ve mxares aerTianebs, yvela meomari adamia-

nia, sakuTar surviliT aravin ebmeba omSi, 

TiToeulsojaxi hyavs, albaT, isinic eeben 

dakargul axloblebs, omi maTi survilia 

ar aris.  maT mSvidoba undaT. 

qoreografia kinonawarmoebis gasamSve-

neblad aris gamoyenebuli. yofis an drois 

ukeTesad warmoCenisaTvis filmebSi iyeneben 
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folklorul simRerebesa da cekvebs. sxva 

sakiTxia, ramdenad organulia da avTenturi 

Casmuli qoreografiuli nomeri.  

 

daskvna 

 

1. qarTuli xalxuri Semoqmedeba da kerZod, 

xalxuri cekva TviTgamoxatvis eT-erTi 

formaa. igi Tavis TavSi aerTianebs tra-

diciebis, wes-Cveulebebs, sulier faseu-

lobebs.   cekva eris genetikuri kodis 

matarebelia. am TvisebaTa gamo, kinoreJi-

sorebi mas xSirad mimarTaven saTqmelis 

gamosaxatavad. kinematografisa da qore-

ografiis urTieTmimarTebis sakiTxi Se-

saZlebelia ramdenime aspeqtSi ganvixi-

loT 

2. kino, rogorc dokumenti, mkvlevarTaTvis 

aucilebeli informaciis Semnaxveli- una-

ri aqvs firze aRbeWdos calkeuli cekve-

bis Sesruleba drois garkveul monakveT-

Si, daafiqsiros monawileebi, moZraobebis 

xasiaTi Tu musikaluri Tanxleba, rac sa-

Sualebas aZlevs mkvlevarebs Tvali mia-

devnon cekvis ganviTarebis etapebs. 
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3. cekva, rogorc eTnografiuli ilustra-

cia, esTetikuri daniSnulebis CanarTi;  

4. cekva rogorc adamianis sulis faqizi 

moZraobebis, grZnobebis gamomxatveli; 

5. cekva, rogorc dramaturgiuli funqciis 

matarebeli, saxe-xati, simbolo; calkeu-

li moZraobebis erToblioba damatebiT 

mniSvnelobas aZlevs da asrulebs kadris 

mTlianobas, saSualebas iZleva ufro 

Rrmad gadmosces mimdinare movlenebis 

arsi 

 

 

 
Inga Khalvashi 
 

Some of the issues of Georgian National dances and 
cinematography interactions 

 
Georgian folk art and particular national dance is a 
collector of the nation's spiritual treasure, an expression of 
values, traditions and customs, a carrier of genetic code. 
Because of these features, it is often applied by the 
directors to express what they want to say. We can discuss 
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the issue of the relationship between cinematography and 
choreography in several aspects: 

1. Cinema as a document, a keeper of necessary information 
for the researcher – has an ability to tape-record some 
dance performance in certain period of the time, to fix 
participants, character of the movement or musical 
accompaniment, that Allows researchers to keep an eye on 
the development of dance stages. 

2. Dance as an ethnographicl illustration, tab of aesthetic 
destination; 

3. Dance as an expression of the tender movements of the 
human soul; 

4. Dance as a carrier of a dramatic function, face-icon, 
symbol; combination of separate movements gives 
additional meaning and completes the integrity of the 
pictures, allows more deeply express the essence of 
current events.  
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giorgi garayaniZe (saqarTvelo)  

 

mTvaris kultmsaxurebis cocxali  

naSTi da warmarTuli RvTaebis  

niSan-simbolo 

 

istoriis erT adreul etapze qarTvel-

Ta winapari tomebi, sxva Zveli xalxebis 

msgavsad, mnaTobTa religias aRiarebdnen da 

Sesabamisi panTeonic hqondaT, sadac uzenae-

si RvTaebis adgili mTvares eWira (21: 100-

121). 

berZeni geografi da istorikosi stra-

boni (Zv.w.64/63-ax.w..23/24)  albanelTa kul-

tmsaxurebis aRwerisas qarTvelTa uZvelesi 

sarwmunoebis Sesaxeb gvawvdis cnobas: mTva-

ris sakulto taZari iberiis maxloblad 

mdebareobda,  sadac qurumebi sxvadasxva ri-

tualisagan Semdgar kultmsaxurebas aRas-

rulebdnen. aq isini qadagad ecemodnen; mTva-

risTvis Sesawir adamianebs erTi wlis gan-

mavlobaSi kiserze jaWvs adebdnen; zvarakad 

Sewiruls ki ganwmendis mizniT yvela fexs 

adgamda (21: 90) (xazgasma aqac da qvemoTac, 

yvegan Cvenia _ g.g.). 
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saqarTveloSi bolo dromde SemorCa am 

uZvelesi warmarTuli kultmsaxurebis naS-

Tebi. maT qristianul epoqaSi wm. giorgis 

dReobebSi daimkvidres adgili da tradici-

uli wes-Cveulebebis SinaarsiT ganagrZes ar-

seboba,   rac imiTaa mniSvnelovani, rom qar-

Tul xalxur rwmenaSi wm. giorgis warmar-

Tuli mTvaris RvTaebis adgili uWiravs (21: 

88). wm. giorgis taZrebisa da maTTan dakavSi-

rebuli dReobebis simravle saqarTveloSi 

kargadaa cnobili. amjerad CvenTvis sainte-

resoa awyuris TeTri giorgoba, romelic 

specialur literaturaSia aRwerili da pa-

ralelebia gavlebuli strabonis monaT-

xrobTan (21: 92; 17: 10): 

awyuris eklesiaSi qristianuli msaxu-

reba mimdinareobs, paralelurad ki taZris 

gareT warmarTuli ritualebi aResruleba: 

strabonis cnobaSi mTvarisTvis zvarakad 

ganmzadebulTa msgavsad, aqac aqvT wm. gior-

gis ymebs kiserze Semoxveuli Sana, romel-

sac aRTqmuli drois gasvlamde ar ixsnian; 

kiserze mZime jaWvdadebuli qalebi garSemo 

uvlian taZars, romelTagan erT-erTi qada-

gad ecema da amis Semdeg eklesiis karebSi 
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wveba. mas xalxi fexs adgams. waqceuli ki 

gaunZrevlad wevs da xmas ar iRebs, TiTqos 

mkvdari iyos. aq simbolur msxverplSewir-

vasTan gvaqvs saqme, romelic pirdapir msgav-

sebas hpovebs straboniseul aRwerilobas-

Tan. es dReoba, aRniSnuli wesCveulebebi-

TurT, XX s-is 50-ian wlebSic ganagrZobda 

arsebobas. 

msgavsi dReobebi dasturdeba rogorc 

aRmosavleT, ise dasavleT saqarTveloSi da 

isini dResac cocxloben yofaSi. magaliTad, 

aRsaniSnavia mTiuleTSi lomisis wm. gior-

gis dReoba, romelic yoveli wlis ivnisSi, 

petrepavlobis marxvis dawyebamde, oTxSaba-

TobiT imarTeba. yuradRebas iqcevs rkinis 

Zveli jaWvi, romelic salocavSi inaxeba. am 

mZime jaWvs mlocveli kiserze idebs da sam-

gzis Semouvlis eklesiaSi mdgar svets. am 

qmedebis Sedegad, gadmocemis Tanaxmad, 

mlocvels codvebi mieteveba (eqsp., mTiule-

Ti 1997). sagulisxmoa isic, rom legenda 

lomisis salocavis daarsebis Sesaxeb xars 

ukavSirdeba da salocavis saxelwodebac _  

lomisi, am xaris saxelidan (loma) warmom-

dgara (13: 168-171). xari ki aRmosavleTis Zvel 
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xalxebs mTvaris sakulto cxovelad miaC-

ndaT (23: .262, 263).  

yvela am dReobisTvis damaxasiaTebel 

saerTo,  ramdenime ZiriTad detals gamov-

yofT, esenia:  

1. Ramis Teva, rac mTvaris dReobisTvisaa da-

maxasiaTebeli (21: 93). 

2. jaWvi, romelsac msxverplSewirvis atri-

butis datvirTva aqvs. 

3. qadagad dacema. 

4. sakulto simRera, romelic xSir Sem-

TxvevaSi wm. giorgis sadidebel teqsts Sei-

cavs. 

sakulto simReraTagan did yuradRebas 

iqcevs ferxuliT Tanxlebuli "didebis" 

erT-erTi kaxuri variantis Sesrulebis wesi. 

"didebis" ferxuls qalebi asruleben. fer-

xulis wris SuagulSi qalebi naxevarmTvari-

seburad rkalze dganan, romelTac danarCe-

nebi uvlian garSemo (17: 11). es sanaxaoba, 

Cvenis azriT, mTvaris Tvisebas unda gadmos-

cemdes, kerZod: qalebis dgomiT Seqmnili 

rkali naxevarmTvares ganasaxierebs, wriuli 

ferxuli ki _ savse mTvares. saerTo suraTi 

asaxavs mTvaris aRvsebis process, razec 
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mbrunavi wre unda mianiSnebdes. es mosazre-

ba exmianeba iv. javaxiSvilis cnobas, rom-

lis mixedviTac wm. giorgis erT-erTi dReo-

ba mTvaris aRvsebis Rames imarTeboda (21: 

93). 

 aqve unda vTqvaT, rom aRniSnuli sim-

Rera-ferxuli dResac cocxlobs yofaSi. 

2004 wels kaxeTis sofel SildaSi mowyobi-

li eqspediciis dros mivakvlieT qalebs, 

romelTac mTeli Tavisi arqauli bunebiT 

Seasrules aRniSnuli "dideba". rogorc 

Cans, ferxuls droTa ganmavlobaSi tran-

sformacia ganucdia  da wris SigniT, naxe-

varmTvariseburad mdgari qalebis nacvlad, 

ori qaliRa dgas. Tumca, aRsaniSnavia, rom 

imave respondentTa cnobiT, es ferxuli pir-

veli formiTac sruldeba, rodesac wris 

SigniT ramdenime qali dgas (eqsp., kaxeTi 

2004). gamodis, rom am ferxulis Sesrulebis 

wesi araerTgvarovania.  

 am dReobebisTvis damaxasiaTebeli sim-

Reraa agreTve "iavnana", romlis, sxvaTa So-

ris, metad arqauli da iSviaTi, responsoru-

li (solistisa da gundis monacvleobaze 

damyarebuli)  varianti imave Semsrulebel-
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Tagan CaviwereT. "iavnanaze" calke werilSi 

vrclad vsaubrobT (mzaddeba gamosacemad), 

amitom aq amaze sityvas aRar gavagrZelebT. 

mxolod aRvniSnavT, rom "iavnana" RvTaeba 

nanasadmi aRvlenili sagalobelia. specia-

lur literaturaSi nana mzis qalRvTaeba-

daa miCneuli (11: 152-154), rac gaugebars xdis 

am simReris mTvaris dReobaze Sesrulebas. 

amitom, Cveni azriT, is debuleba, rom nana 

mzis RvTaebis saxelia, gadamowmebas saWiro-

ebs:  

CvenTvis cnobilia, rom Sumerul RvTae-

baTa panTeonSi nana mTvaris RvTaebas ewode-

boda (25: 123), igi xaris saxiT gamoisaxeboda 

(6: 14). uZvelesi qarTveluri tomebi ki im 

kulturul arealSi moiazrebian, sadac Su-

meruli da saerTod winaaziuri kultura 

vrceldeboda (15: 91; 16: 372). qarTveluri to-

mebic rom mTvaris RvTaebad miiCnevdnen na-

nas, amis dasturad isic gamodgeba, rom na-

nas himni "iavnana" swored mTvaris dReobaze 

sruldeboda.   

rogorc aRiniSna, xalxur rwmena-war-

modgenaSi warmarTul mTvares qristianul 

epoqaSi wm. giorgi Seenacvla. am Tvalsazri-
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siT, yuradReba unda mivapyroT aRmosavleT 

saqarTvelos mTas, sadac, rogorc cnobi-

lia, mZlavri warmarTuli keris arsebobis 

gamo, qristianoba mTeli istoriis manZilze 

awydeboda winaaRmdegobas. sagulisxmoa 

isic, rom aq umetesi salocavi swored wm. 

giorgisTanaa gaigivebuli (24: 185). es salo-

cavebi xalxs RvTisSvilTa pativsacemad au-

gia, romlebic, qarTuli miTologiuri gad-

mocemis mixedviT, morige RmerTma dev-kerpeb-

Tan sabrZolvelad gadmouSva miwaze da ro-

melTac warmatebiT daumarcxebiaT boroti 

Zalebi (18: 5). mTielebi RvTisSvilebis, igive 

jvar-xatebis saxelze loculoben da maT 

pativsacemad xatobis dResaswaulebsac mar-

Taven, romlis warmmarTveli xevisberia: is 

mTavari kultmsaxuria da jvar-xatis karze 

gamarTul TiTqmis yvela rituals is uZRve-

ba (5: 6).  

CvenTvis sainteresoa, Tu aris aRbeWdi-

li mTvaris kultis kvali aRmosavleT sa-

qarTvelos mTaSi, sadac ase mravladaa wm. 

giorgis saxelTan dakavSirebuli salocave-

bi. amis ufro zustad gasagebad jer unda 
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gamovarkvioT, Tu ras warmoadgens morige 

RmerTi da vin arian RvTisSvilebi. 

qarTuli miTologiis mixedviT, mzisqve-

SeTSi yvelafers morige RmerTi ganagebs. 

mas Tavisi samefo karavi gergeTmyinvars ze-

moT, me-7-e caze aqvs gaSlili da igi mamad 

iTvleba, RvTisSvilebi ki _ mis Svilebad 

(18: 15). sagulisxmoa, rom ricxvi 7 uZvelesi 

drois sxvadasxva xalxebs sakralur ric-

xvad miaCndaT da mas mTvaris ricxvad 

Tvlidnen (1: 115; 14: 106, 107). rogorc vxe-

davT, morige RmerTsac da mTvaresac erTi 

da igive ricxvi miekuTvnebaT. rac gvafiqre-

binebs, rom morige RmerTi sxva saxeliT 

cnobili mTvaris RvTaebaa. es rom ase unda 

iyos, amas adasturebs qarTuli andrezic, 

romelSic devebisagan SeWirvebuli kaci mo-

rige RmerTs sTxovs daxmarebas da mas TeTr 

xars Seswiravs. sayovelTaodaa cnobili, 

rom xari mTvaris sakulto cxoveli gax-

lavT (23: .262, 263), xolo TeTri _ mTvaris 

feri (21: 65). maSasadame, morige RmerTi mTva-

ris RvTaebasTan igivdeba. 

Tu ki RvTisSvilebis mama, morige Rmer-

Ti, igivea, rac mTvare, maSin RvTisSvilebi 



 

 

 487 

mTvaris Svilebi gamodian. am debulebis sis-

wores sxva monacemebic adasturebs. am 

TvalsazrisiT, Cveni yuradReba erTma gare-

moebam miipyro: boroti Zalebis, dev-kerpe-

bis, damamarcxebeli RvTisSvilebi beradac 

iwodebian. magaliTisTvis SeiZleba davasaxe-

loT beri baaduri (4: 283), beri iaxsari (7: 

216), beri kopala (eqsp., fSavi 2001). am Sem-

TxvevaSi CvenTvis mniSvnelovania is, rom sa-

qarTveloSi wm. giorgisTvis (resp. mTvaris-

Tvis) SeTqmul bavSvebs "bers" uZaxian. aseve 

"beri" ewodeba imas, visac wm. giorgisTvis 

samsaxurisa da monobis aRTqma aqvs dadebu-

li (21: 95). maSasadame, raki "beri" mTvares-

Tan dakavSirebuli saxelia, amitom zemoT 

dasaxelebuli RvTisSvilebic mTvares unda 

ukavSirdebodnen. am mosazrebas kidev ufro 

ganamtkicebs erTi TuSuri andrezi: "samas 

samocdasami wm. giorgi yofila. qajebs Seup-

yriaT, uwamebiaT(...) magram verafriT ver mo-

uklavT. amis Semdeg 363 asod daWres _ axla 

mainc ar mokvdebao? Seimosa sulyvela ange-

lozebad da gafrindnen da yvela amas saxe-

li hqvian da yvela wm. giorgis naWrebi ari-

an da imisi moZmeebia, saxelebi imaT hqviaT: 
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kopala, laSari, ÃaÃmate, laR iaÃsaric..." (4:  

425). 

amgvarad, RvTisSvilebi, igive xatebi wm. 

giorgis, anu mTvaris nawilebi, misi Svilebi 

arian. amis dasturad metyvelebs isic, rom 

fSavis erT-erTi Temi (uZilaurTa) samsxver-

plo kuratebs swiravda erTdroulad ro-

gorc Tavis saTemo xats (kopalas), ise _ aw-

yuris TeTri giorgis xats kaxeTSi (3: 28). 

aRmosavleT saqarTvelos mTaSi RvTisSvil-

Ta pativsacemad aRvlenili xatobis dResas-

waulebi ki warmarTuli mTvaris kultmsaxu-

rebis cocxal naSTad unda miviCnioT. amas 

bevri ram adasturebs, maT Soris _ xatobis 

Semadgeneli araerTi wes-Cveuleba, romelic 

pirdapir paralels hpovebs zemomoyvanil 

mTvaris kultmsaxurebasTan. amjerad mxo-

lod ramdenime mniSvnelovan detalze Seva-

CerebT yuradRebas: 

sayuradReboa, rom aqac vxvdebiT jaWvs. 

amis magaliTad zemomoyvanili lomisis dRe-

obac gamodgeba. aseTi didi da masiuri jaW-

vi bolo dromde Semonaxula laSaris sa-

locavSic (3: 21), sadac dasturdeba mTvaris 

dReobebisTvis damaxasiaTebeli CvenTvis 
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nacnobi rituali, rodesac kiserze jaWvda-

debuli xatis mona gars uvlis salocavs 

(iqve: 24). aseve, laSaris jvris Sesaxeb gad-

mocemaSi vgebulobT, rom xmelgorze, sadac 

axla laSaris salocavia, bermuxa mdgara. 

mas casTan oqros Sibi (jaWvi) aerTebda (9: 

56). jaWvis meSveobiT angelozebi Camodiod-

nen cidan da muxis totebze sxdebodnen. 

"beri giorgi mec viyav, 

 cas vebi oqros SibiTa"...     

(8: andrezebi, fSavi, laSari) 

jaWvsa da RvTisSvilebs Soris kavSiri 

sxvaganac myardeba: qarTuli miTologiis mi-

xedviT, morige RmerTma RvTisSvilebi gerge-

Tis mTis Ziras gadmouSva (18: 5). cnobilia, 

rom dasaxelebuli adgilis siaxloves (igu-

lisxmeba adgili yazbegis myinvarTan), beT-

lemis gamoqvabulTan bolo dromde ekida 

Zveli jaWvi (es jaWvi amJamad stefanwmidis 

muzeumSi inaxeba); 

Zveli mTvaris kultmsaxurebis msgavsad, 

xatobazec xdeba qadagad dacema _ qadagi xa-

tis saxeliT winaswarmetyvelebs da xalxs 

xatis nebas ucxadebs (10: 66; 12: 198); aqac 

aResruleba msxverplSewirva, rac pirutyvis 
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dakvlaSi gamoixateba; aqac sruldeba sa-

kulto himni; xatobis dResaswaulic, ro-

gorc mTvaris dReoba, mTel Rames gastans.  

sainteresoa, mTvaris Tayvaniscemis ki-

dev ra detalebi Seinaxes xatobebma. am 

TvalsazrisiT, Cveni yuradReba miipyro xa-

tobebis sakulto himnebma _ "ferxisebma," 

romelTa Sesrulebis ori ZiriTadi forma 

arsebobs: 1. ferxuliT, rodesac wris Sua-

gulSi xevisberi dgas xatis droSiT xelSi 

da wre mis garSemo trialebs (24: 12; eqsp., 

fSavi 1986). 2. msvlelobiT, rodesac meferxi-

seebi droSiani xevisbris winamZRolobiT an 

gars uvlian salocavis nagebobas, an simRe-

ris gauwyvetlad miemarTebian mTis saloca-

vidan (mTawmindidan) baris salocavamde (5: 

7). 

radgan ukve viciT, rom jvar-xatebis sa-

locavebi uSualod ukavSirdebian mTvaris 

RvTaebas, amitom amis gaTvaliswinebiT unda 

davakvirdeT "ferxisaSi" gamoxatul wriul 

moZraobebs; jer vnaxoT msvlelobiT Sesru-

lebuli "ferxisa": 

mTis salocavidan simReriT wamosuli 

meferxiseebi, rodesac baris salocavTan Ca-
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movlen, simReris gauwyvetlad Cerdebian da 

emzadebian axali msvlelobisTvis. Semdeg 

siaruls agrZeleben  erTrigad, erTmaneTis 

miyoliT ise, rom rkalis formas qmnian, xo-

lo amis Semdeg winamZRoli TandaTan wamoe-

weva meferxiseTa kuds, ris Semdegac mefer-

xiseni ukve wres warmoadgenen da ase ganag-

rZoben msvlelobas.     

 aqac igive suraTi ikveTeba, rac ukve 

"didebis" ferxulis dros gvqonda, kerZod: 

meferxiseTa mier gamoxatul monaxazSi Tav-

dapirveli rkali naxevarmTvares gviCvenebs, 

SeerTebuli wre ki _ savse mTvares. da rac 

aseve mniSvnelovania, yovelives gadmocema 

gauCereblad, wriul qmedebaSi xdeba, rac 

mTvaris Sevsebis procesze unda migvaniSneb-

des. bolos ki meferxiseni salocavis, xevis-

brisa da dasturis pirispir dgebian rkal-

ze, _ ase grZeldeba da aseve mTavrdeba sim-

Rera (eqsp., fSavi 1998; eqsp., fSavi 2001).  

 rogorc mTvaris sakulto himnebis 

_"didebisa" da "ferxisas," _ Sesrulebis 

wesze dakvirvebam gvaCvena, orive SemTxvevaSi 

mTvaris gamosaxatavad gamoyenebulia ori 

grafikuli niSani _ rkali da wre. rac imas 
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amtkicebs, rom aq mTvaris gamosaxvasTan 

gvaqvs saqme. radgan martooden wriuli mona-

xaziT Znelia gaarCio mnaTobis vinaoba _ 

wriuli formiT xom mzec gamoixateba (2: 44, 

XX tab., sur.12). 

 axla vnaxoT, ra viTareba gvaqvs "fer-

xisas" ferxulad Sesrulebis SemTxvevaSi:  

grafikuli TvalsazrisiT, aqac 2 ele-

mentia warmodgenili _ wre da wertili 

 _ wriuli ferxuli da mis SuagulSi 

mdgari droSiani xevisberi. 

 rogorc vxedavT, am SemTxvevaSi, wreSi 

moTavsebul rkals wertili cvlis, rac, Cve-

ni azriT, ori mizeziT SeiZleba aixsnas:  

1. advili dasaSvebia, rom, "didebis" 

msgavsad, am ferxulmac ganicada 

transformacia da wris SuagulSi 

rkalis gamomxatvel mamakacTa rao-

denoba erTamde Semcirda. 

2. gamoricxuli arc isaa, rom mTvaris 

RvTaebis gamosaxatavad, wrisa da 

rkalis analogiurad, zogadad ori 

grafikuli elementi gamoiyeneboda _ 

wre da mis SigniT moTavsebuli wer-

tili.  
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 axla vnaxoT, sadme materialur Zeg-

lze Tu dasturdeba aRniSnuli grafikuli 

simbolo-niSani. am mxriv, sainteresoa davak-

virdeT svanur saweso grafikaSi mocemul 

mTvaris gamoxatvis wess. is aq ramdenime va-

riantadaa warmodgenili: zog SemTxvevaSi 

mas wriuli forma aqvs (2: 42, tab. XVI, sur. 

7), zog SemTxvevaSi _ rkaluri (iqve: 37, tab. 

XII, sur.10; 44, tab.XIX, sur. 8). vxvdebiT mTva-

ris spiralisebur gamosaxulebasac (iqve: 39, 

tab. XII, sur. 4). spiraliT gamoxatuli mTva-

re mocemulia svanur puris saWvreTzec, 

romliT dabeWdili purebic, savaraudod, 

mTvaris RvTaebis saxelze iwireboda (iqve: 

39). CvenTvis yvelaze sagulisxmo is aris, 

rom lifanalis mxatvrobaSi mTvaris spira-

lisebur gamosaxulebas centrSi wertili 

uzis (Tumca simbolos aRweris dros moce-

muli naSromis avtori v. bardaveliZe ara-

fers ambobs wris SigniT dasmul wertilze). 

sagulisxmoa isic, rom CvenTvis saintereso 

niSani svanur grafikul xelovnebaSi pirda-

pir mTvared (doSdul) iwodeba (iqve: 39). Cve-

ni azriT, wertilis garSemo Semovlebuli 

spirali brunvas unda warmoadgendes, xolo 
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mTlianobaSi grafikuli niSani mTvaris aR-

vsebis process unda gadmoscemdes, rogorc 

es ferxulis SemTxvevaSi iyo.  

yuradRebas iqcevs svaneTSi gavrcelebu-

li xaris Sewirvis   wesic, romelsac "sta-

rosta" (xevisberi) warmarTavs:  kultmsaxu-

ri iloceba, paralelurad ki daCoqili 

mlocvelis irgvliv xars samjer Semoatare-

ben wreze . rogorc vxedavT, am SemTxvevaSic 

dasturdeba zemoganxiluli niSan-simbolo 

da misi Semadgeneli detalebi (eqsp., svaneTi 

2006). 

 wriTa da masSi moTavsebuli werti-

liT miviReT pirobiTi grafikuli niSani, 

romelic, rogorc kvlevam gviCvena, mTvaris 

RvTaebas unda aRniSnavdes, ufro zustad _ 

misi aRvsebis process.  

am grafikul niSans vxvdebiT nekresis 

naqalaqaris centralur nawilSi aRmoCenil 

qristianobamdel warweraSic. saxeldobr, 

lapidarul teqstSi: 

unda iTqvas, rom misi Sinaarsi arqeo-

logTaTvis ucnobia (20: 44). nekresSi dafiq-

sirebuli niSani CvenTvis imiTaa mniSvnelo-

vani, rom ciur mnaTobTa RvTaebebis kulti 
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jer kidev Zv. w. II aTaswleulidan Cans nek-

resSi. rig SemTxvevebSi ki aRiniSneba mTva-

ris kultis kvali (20: 17,18,20,27). 

aRniSnuli grafikuli simbolos Tval-

sazrisiT, yuradRebas ipyrobs jvar-xatebis 

salocavTa arqiteqturac: salocav-nagebobas 

garSemo wriulad galavani aqvs Semovlebu-

li, romelic sagrZnoblad dabalia, rac ga-

moricxavs mis damcvelobiT funqcias (3: 

104,105; eqsp., fSavi 2001). savaraudoa, rom ga-

lavans, rogorc sakulto nagebobis nawils, 

am SemTxvevaSi ara damcavi, aramed sakralu-

ri mniSvneloba hqondes _ nagebobis sqematu-

ri monaxazi emTxveva zemoganxilul niSan-

simbolos. sainteresoa, rom nekresSi aRmoCe-

nili ciur mnaTobTa  taZari (Zv.w. XIV-XIIss) 

gaxldaT wriuli nageboba SuaSi moTavsebu-

li naxevarmTvarisebri nagebobiT (20: 9). ase 

rom, misi sqematuri monaxazi Cven mier ze-

moT naxseneb meore simbolos emTxveva _ 

wreSi Caxatul rkals, romelic "didebis" 

ferxulSia warmoCenili. 

amrigad, Catarebuli kvlevis safuZvel-

ze ramdenime daskvnis gamotana SeiZleba: 
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1.  morige RmerTi igive mTvaris RvTae-

baa, xolo RvTisSvilebi (xatebi) mTvaris 

Svilebad, mis nawilebad gvevlinebian. 

2. gamoikveTa panTeoni: uzenaesi RvTaeba 

mTvare da masze daqvemdebarebuli misive 

Svilebi (xatebi), romelTac, Tavis mxriv, Ta-

vianTi msaxurebi ("maxavanni". 12: 191)   eqvem-

debarebian. 

3. dRemde SemorCenili xatobebi uZvele-

si warmarTuli mTvaris kultmsaxurebis 

cocxal naSTs warmoadgens. xolo xatobis 

warmmarTveli xevisbrebi mTvaris qurumTa 

memkvidreebad unda CaiTvalon. 

4. gamovlenilia grafikuli niSan-simbo-

lo, romelic mTvaris RvTaebas, kerZod mis 

aRvsebas gamoxatavs.   
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Giorgi (gigi) Garakanidze   (Georgia) 
 

The live remnant of the lunar worship and the  
mark - symbol of the pagan deity 

 
At one of the earliest stages of the history, the 

ancestors of the Georgian tribes, like other ancient people, 
recognized the luminary religion and had the appropriate  
pantheon where the moon occupied place of the supreme 
deity. The Greek geographer and historian Strabo while 
describing the Albanians cult worship gave the 
information on the ancient religion of Georgians, pursuant 
to which the lunar priests performed the cult services 
consisting of various rituals. The study found that the icon 
celebrations preserved in the mountains of the eastern 
Georgia are the analogues to Strabo lunar cult worship and 
alongside with the rituals represent its live remnants.   

The material existing in the science hitherto as well 
as the latest, largely the information obtained in the field 
by the author is used throughout the research. According 
to the Georgian mythology, proverbs and other 
ethnographic materials the research distinguishes the lunar 
pagan pantheon.     

As a result of the study on the folklore music and 
graphic art items, the mark-symbol has been revealed 
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which expresses the lunar deity, in particular expresses its 
filling.  

It appears that the Khevisberebi (leaders of mountain 
tribes) who lead the icon celebrations were the heirs of the 
ancient  priests, and rituals which were the part of the icon 
celebrations whether it was the sacrifice, rules for singing 
the cult songs, rituals related to the chain  or preaching or  
the  architecture of the shrines,- should  be considered as 
the art of the priests.  
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CV 
 

abdula aqaTi - qamanCis saSemsruleblo 

praqtika da mravalferovneba Savi zRvis re-

gionSi TurqeTis dasavleT Savi zRvis regi-

onis farTo arealSi ukraven qamanCaze, ra-

sac kulturuli TvalsazrisiT am regionis-

Tvis didi mniSvneloba aqvs. swored Savi 

zRvis qamanCis mravalferovani saSemsruleb-

lo stili aris moxsenebis Tema. naSromSi 

gaanalizebulia qamanCas gamoyenebis sxva-

dasxva SemTxvevebi. kerZod, misi gamoyeneba 

TurqeTis radiosa da televiziaSi, musika-

lur marketingSi, specialur studiebsa da 

albomebSi, aseve axal musikalur Janrebsa 

da gansxvavebuli Semadgenlobis orkestreb-

Si; sxvadasxva ritualebSi, zeimebsa da fes-

tivalebSi. tradiciuli samsimiani qamanCis 

garda awarmoeben oTxsimian, eleqtro da 

mravalfunqciur qamanCebs. kvlevaSi warmod-

genilia savele da saarqivo audio vizualu-

ri masala. 
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ethnomusicologist, completed his PhD in Musicology and 
Music Theory at the Istanbul Technical University Social 
Sciences Institute in 2010. He worked as a Post-Doc 
Researcher in Berlin Phonogramm-Archiv in 2013, with 
the support of the Scientific and Technological Research 
Council of Turkey (TUBITAK). Fieldworks, publications, 
research projects and presentations are related to the 
Turkey-Black Sea, Caucasian music culture and Crimean 
Tatars music. He has been working as the Director of the 
Karadeniz Music Archive (KARMA) project and the 
Chair of Musicology Department at the Karadeniz 
Technical University State Conservatory in Trabzon, 
Turkey since 2011. 
He plays the kemenche, which is the notable polyphonic 
instrument at the Black Sea coast, in north-east of Turkey. 
It is a three-stringed fiddle and is still the most important 
and most played folk musical instrument among the 
people living in the Eastern Black Sea Region of Turkey. 
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qeTevan baiaSvili - qarTuli xalxuri simRe-

risa da sakravebis saxelmwifo muzeumis uf-

rosi mecnier-muSaki. eTnomusikologi. musi-

kaluri folkloris Semkrebi, mkvlevari, an-

sambl „mzeTamzis" wevri, ansambl „mWelis" 

xelmZRvaneli. interesTa sfero - samglovia-

ro rituali, saqorwino da Sromis rituale-

bis musika, Semsruleblobis sakiTxebi, qar-

Tuli simReris identobebi, sabavSvo musika-

luri folklori da sxva. 

 
ketevan Baiashvili - Georgian folk song and state 
instruments of the museum's senior scientific worker. 
ethnomusiklologist. - Music folklore collectioner, the 
researcher, member-ship of ensemble "Mzetamze" and the 
head of the ensemble "Mcheli". Interest in the field - a 
funeral ritual, wedding and labor ritual’smusic, the 
performance of folklore issues, folk songs of identity, 
children's musical folklore, and more. 
 
 



 

 

 505 

qerolain biTeli- qerolain biTeli - (magis-

tris xarisxi mieniWa oqsfordis universi-

tetSi, doqtoris - uelsis univeristetSi) 

manCesteris universitetis ufrosi maswavle-

beli. misi kvlevis sferoebia: polifonia 

zepir tradiciaSi, folkloris aRdgena-ga-

cocxleba, musikaluri samyaros politika 

da esTetika, koleqtiuri musicireba (eTni-

kuri jufis/Temis musikaluri Semoqmedeba), 

aramaterialuri kulturuli memkvidreoba 

da kulturuli turizmi. misi iniciativiT 

ganxorcielda proeqtebi: Corsican Voices from 
Oral Tradition to World Stage („korsikuli xmebi 

zepiri tradiciidan msoflio scenaze") 

(Scarecrow Press, 2007) da A Different Voice (gan-
sxvavebuli xma), gansxvavebuli simRera: 

Reclaiming Community Through the Natural Voice and 
World Song (adgilobrivi Temis gacocxleba 

bunebrivi xmisa da msoflio simReris saSua-

lebiT) (oqsfordis universitetis gamomcem-

loba, 2014). igi Tanaredaqtoria oqsfordis 

universitetis gamocemisa „saxelmRvanelo 

musikis aRdgenis Sesaxeb". 
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Caroline Bithell - (MA Oxford, PhD Wales) is Senior 
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Manchester, UK. Her research interests include polyphony 
in oral traditions, folk revivals, the politics and aesthetics 
of world music, community music, intangible cultural 
heritage and cultural tourism. She is the author of 
Transported by Song: Corsican Voices from Oral 
Tradition to World Stage (Scarecrow Press, 2007) and A 
Different Voice, A Different Song: Reclaiming Community 
Through the Natural Voice and World Song (Oxford 
University Press, 2014), and co-editor ofThe Oxford 
Handbook of Music Revival (2014).  
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Tamaz gabisonia - musikologiis doqtori, 

ilias saxelmwifo universitetis asocirebu-

li profesori, wminda giorgi mTawmindelis 

saxelobis umaRlesi saswavleblis pedagogi. 

daamTavra Tbilisis saxelmwifo konserva-

toria musikismcodne-folkloristis specia-

lobiT (1986). folklorul ansambl kerias 

xelmZRvaneli.  

misi kvlevis ZiriTadi sferoa qarTuli 

xalxuri mravalxmianobis formebi. aqvs naS-

romebi qarTuli saeklesio sagaloblis Se-

saxebac. monawileoba aqvs miRebuli rig ad-

gilobriv da saerTaSoriso samecniero kon-

ferenciebSi, folkloristul eqspediciebSi.  

 

Tamaz Gabisonia - Doctor of Musicology, Is a teacher at 
the High School of Georgian Church Chant and Song at 
the Theological Seminary. Directs folk ensemble 
“Keria”.The focus of his scholarly interest is the forms of 
Georgian traditional polyphony. He is also the author of 
works on Georgian church chants. Has participated in a 
number of national and international scientific conferences 
and field expedition. 
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nana gogolaZe - daamTavra Tbilisis v. sara-

jiSvilis sax. saxelmwifo konservatoria 

eTnomusikologiis ganxriT (bakalavriati); 

saeklesio musikologiis ganxriT (magistra-

tura). sxvadasxva wlebSi muSaobda saqarTve-

los sapatriarqoSigalobis centris mdivnis 

Tanamdebobaze; Tbilisis wm. miqael mTava-

rangelozis sax. taZarTan arsebul studia-

Si galobis pedagogad; amJamad aris cageris 

grigol mdivnis saxelobis kulturis cen-

tris vaJTa folkloruli gundis `salaRo-

bos” xelmZRvaneli da wm. ilia marTlis sa-

xelobis gimnaziis maswavlebeli. aseve muSa-

obs cageris wm. maqsime aRmsareblis sax. 

saRvTismetyvelo institutSi.  

 

Nana Gogoladze - Bachelor of Ethnomusicology and 
Master of sacred music. In different period - A secretary, 

the centre of singing in Georgian`s Patriarchate. 

Singing`s teacher in st. Michael Angel church`s 

studio.NowA conductor boys of folklore choir 

,,salaghobo” in the centre of cultural named after Grigol 

Mdivani and Singing`s teacher, gymnazy named after st. 
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Ilia; Also teacher in Institute named after st. Maxim 

Confessor.  
nana valiSvili _ eTnomusikologi, fol-

kloris saxelmwifo centris xalxuri musi-

kis mimarTulebis xelmZRvaneli. 1986 wels 

daamTavra Tbilisis saxelmwifo konserva-

toria. sxvadasxva dros muSaobda samusiko 

da zogadsaganmanaTleblo skolebSi da ko-

lejSi xalxuri simReris maswavleblad. mo-

nawileobda ramdenime samecniero konferen-

ciaSi, gamoqveynebuli aqvs sagazeTo statie-

bi sxvadasxva profesiul problemebze. aris 

mravali folkloristuli eqspediciis mom-

wyobi da monawile. gaSifruli da notebze 

gadatanili aqvs mravali xalxuri simRera, 

aris xalxuri simRerebis sxvadasxva krebu-

lis musikaluri redaqtori, zogadsaganma-

naTleblo skolis musikis saxelmZRvanelos 

Tanaavtori (I klasi) da pasuxismgebeli re-

daqtori (II-III klasi), folkloris saxelmwi-

fo centris mier gamocemuli broSurebisa 

da kompaqtdiskebis SemoqmedebiTi jgufis 

wevri. daarsebis dRidan mReris qalTa fol-

klorul ansambl `mzeTamzeSi~. xelmZRvane-
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lobs moxeuri xalxuri simRerebis Semsru-

lebel vaJTa folklorul ansambl `jva-

ruls~ da qalTa folklorul ansambl 

`bolnelas~, aris ediSer garayaniZis saxe-

lobis bavSvTa folklorul-eTnografiul 

studiis `amer-imeris~ pedagogi da Tbilisis 

wminda petresa da pavles saxelobis taZris 

mgalobel-regenti.  
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problems. Organized and participated number of field 
work expeditions. Transcribed many Georgian folk songs, 
is the musical editor of the books of folk songs, co-author 
of the music book for secondary schools (I form), and the 
responsible editor for the music book for secondary 
schools (II-III forms), the member of the creative group of 
the Folklore State Centre of Georgia for brochures and 
CDs. Is a member of the women’s group Mzetamze since 
the day of its inception. Directs the men’s folk ensemble 
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of Mokhevian songs “Jvaruli” and the women’s group 
“Bolnela”, a teacher at the Edisher and Gigi Garakanidzes 
children’s folk-ethnograhic studio Amer-Imeri and director 
and singer of St. Peter and Paul church choir.  
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nino kalandaZe-maxaraZe - eTnomusikologi, 

musikologiis doqtori, ilias saxelmwifo 

universitetis mecnierebaTa da xelovnebis 

fakultetis asocirebuli profesori, Tbi-

lisis saxelmwifo konservatoriis qarTuli 

xalxuri musikaluri Semoqmedebis labora-

toriis specialisti, ganaTlebis saminis-

tros maswavlebelTa profesiuli ganviTare-

bis centris eqsperti (moduli `qarTuli mu-

sika~); qalTa folkloruli ansamblis `mze-

Tamzis~ wevri.samecniero interesebi qarTu-

li tradiciuli musikis semantikis proble-

mebs ukavSirdeba. ikvlevs sabavSvo da bav-

SvTa folklors, qarTul-Crdilokavkasiur 

paralelebs, sakravier musikas. monawileobs 

respublikur Tu saerTaSoriso konferenci-

ebsa da simpoziumebSi, CarTulia saerTaSo-

riso proeqtebSi; aris folkloristuli eq-

spediciebis monawile da xelmZRvaneli. Sed-

genili da gamocemuli aqvs tradiciuli mu-

sikis sanoto krebulebi, diskebi, monografi-

ebi qarTvel lotbarebze. aris satelevizio 

gadacemebis avtori. aqvs ucxoeTSi qarTuli 

xalxuri simReris swavlebis gamocdileba.  
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Nino Kalandadze-Makharadze- Ethnomusicologist, 
Doctor of Musicology, Associated Professor at the School 
of Arts and Sciences of Ilia State University, specialist at 
the Georgian Folk Music Laboratory of Tbilisi State 
Conservatoire, expert at the Ministry of Education of 
Georgia, a member of female folk ensemble Mzetamze; a 
member and leader of folk expeditions, author of scientific 
works on the semantics of Georgian song, the focus of her 
interest is children’s folklore, the problems of ethno-
cultural contacts, instrumental music; has participated in 
national and international conferences and symposia, has 
compiled and published collections of songs, discs, 
monographs on Georgian song-masters; experienced in 
teaching Georgian folk music outside Georgia 
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larisa lukaSenko - xelovnebaTmcodneobis 

doqtori. daamTavra lvovis lisenkos saxe-

lobis musikaluri institutis istoriul-

Teoriuli fakulteti. aris lvovis naciona-

luri musikaluri akademiis pedagogi da mu-

sikaluri eTnologiis laboratoriis mecni-

er-TanamSromeli. aseve folkloruli ansam-

blis ,,qoralis” wevri. xSirad monawileobs 

folklorul eqspediciebSi, aris 40-mde sa-

mecniero statiis avtori da ukrainuli eT-

nikuri musikis kompqt-diskebis redqtori. 

 

 

 

Lukashenko Larysa - graduated M. Lysenko Lviv Higher 
Music Institute, the historical and theoretical faculty. In 
2013 she defended her thesis "Traditional vocal ritual 
folklore of the North Pidlyashshya". works as a Junior 
Researcher at the Problem Research Laboratory of Music 
Ethnology, M. Lysenko Lviv National Music Academy 
(further - LNMA). Since 2001 she is member of the 
ensemble ,,Korali”. Since 2011 she works as a teacher of 
theoretical disciplines at LNMA.Larysa Lukashenko is 
actively engaged in the field research as a music 
ethnologist, in particular exploring western areas of 
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Ukraine. Larysa Lukashenko is the author of over 40 
scientific papers and a monograph book "Traditional songs 
of the North Pidlyashshya Ukrainians". She compiled and 
edited several CDs of Ukrainian ethnic music. 
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Sorena metreveli - 2010-2014 wlebSi swav-

lobda Tbilisis saxelmwifo konservatori-

is bakalavriatSi kompoziciisa da musiko-

logiis fakultetze saeklesio musikis spe-

cialobiT. 2014 wlidan swavlobs konserva-

toriis magistraturaSi igive specialobiT. 

monawileoba aqvs miRebuli adgilobriv da 

saerTaSoriso konferenciebSi. 2013 wels 

gaxda d. arayiSvilis saxelobis stipendian-

ti. 2014 wels gaxda V saerTaSoriso samusi-

kismcodneo konferencia-konkursis gamarjve-

buli nominaciaSi ,,saukeTeso prezentacia”. 

2014 wels gadaeca m. andriaZis saxelobiTi 

premia samecniero naSromisTvis: ,,samRvdel-

mTavro wirvis sagaloblebi RvTismsaxure-

bis qarTul tradiciaSi (musikalur-litur-

gikuli analizi)”.2007 wlidan dRemde aris 

medaviTne da mgalobeli; 2012 wlidan aswav-

lis solfejiosa da musikis istorias q. 

rusTavis folkloris skolaSi; mReris 

,,Tbilisis gogonaTa gundSi”. aris mgalo-

bel-momReralTa gund ,,ialonis" da konser-

vatoriis mgalobelTa studenturi gundis 

wevri. 
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Shorena Metreveli - in years 2010-2014 has studied in 
Tbilisi State Conservatoire, bachelor degree - faculty of 
Composition and Musical Theory with the specialty of 
Church Music. Since 2014 is getting her master degree 
with the same specialty. She has participated in the local 
and international conferences. In 2013 acquired D. 
Arakishvili scholarship. In 2014 became the winner of 
fifth international Musicology Conference-Competition in 
the nomination of “Best Presentation”. In 2014 was 
granted with M. Andriadze award for work: “Chants of 
Episcopal liturgy in Georgian church tradition (Musical-
liturgical analysis)”. 
Since 2007 until today she is reader and chorister in 
church; Since 2012 she is teaching solfejio and history of 
music in Rustavi’s folk school. She is singing in”Tbilisi 
Girl’s Choir”. She is member of ensemble “Ialoni” and 
Conservatoire students choir.  
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nana mJavanaZe - ilias universitetis xelov-

nebaTmcodneobis mimarTulebis doqtoran-

tia. misi sadisertacio kvlevis sagans svanu-

ri saritualo musika warmoadgens. nanas 

pirveli samecniero statia svanuri simReris 

asemantikuri teqstebis sakiTxs exeba. statia 

wardgenilia dasabeWdad indianas universi-

tetis samecniero JurnalSi Anthroppological 
inguistics. nana xelmZRvanelobs arasamTavrobo 

organizacia ‘breiv harts", romlis mizania qar-

Tuli musikis popularizacia. ramdenime we-

lia nana pedagogiur moRvaweobas eweva ev-

ropis qveynebSi, sadac profesionali da 

moyvaruli musikosebis mowveviT aswavlis 

qarTul tradiciul musikas. 

 

Nana Mzhavanadze - is currently a third year doctoral 
student in School of Arts and Sciences at Ilia State 
University. The focus of her field of study is Svan ritual 
music, the origins of which are rather obscure. 2014 – 
awarded a research grant by FaRiG fund on 'Svan Music 
in the context of Ritual'. http://www.farig.org/grants.html 
An article on vocables in Svan music ‘On the Problem of 
Asemantic Texts of Svan Songs’ is due to be published in 
Cadmos. Also, it has recently been recommended for 
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publication in Anthroppological Linguistics. Nana is She 
is an executive director of an NGO, in Tbilisi, dedicated to 
the exploration and proliferation of Georgian music. She 
has lectured and taught Georgian traditional music music 
all over Europe, and in Israel. 
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nino naneiSvili - Tbilisis v. sarajiSvilis 

saxelobis saxelmwifo konservatoriis sa-

suliero musikis fakultetis magistri; 

ilias saxelmwifo universitetis doqtoran-

ti (humanitarul mecnierebaTa fakulteti, 

anTropologia-musikologia). Mmgalobel-mom-

ReralTa gund `ialonis” xelmZRvaneli (ga-

mocemuli aqvT oTxi kompaqt-diski); giorgi 

mTawmidelis saxelobis qarTuli saeklesio 

galobis universitetis xalxuri simRerisa 

da galobis maswavlebeli. saqarTvelos sa-

patriarqos saeklesio galobis centris wev-

ri. aris radiogadacemebisa da sagazeTo 

publikaciebis avtori. ilias saxelmwifo 

universitetis samecniero sagranto proeq-

tis ,,religiuroba qarTvel axalgazrdebSi” 

asistenti (xelmZRvaneli qeTevan gurCia-

ni).organizebas uwevs simRera-galobisadmi 

miZRvnil leqcia-koncertebs. miRebuli aqvs 

monawileoba TxuTmetamde adgilobriv da 

saerTaSoriso samecniero konferenciaSi. 
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Nino Naneishvili - M.A. of Sacred Music, received her 
Master’s degree at Tbilisi State Conservatoire (2009); 
Doctoral student at Ilia state University (Faculty of 
Humanities, Anthropology-Musicology). She is a member 
of various folk ensembles and church choirs, takes active 
part in the concerts of traditional music in Georgia and 
abroad;.A teacher of Georgian folk songs and chants at 
the University of Church Chant; Director of Ialoni – a 
female chanters anf singers ensemble ( which published 
four CD.) Cooperates with the Center for Chant of the 
Georgian Patriarchy. Worked for the newspaper Kartuli 
Galoba (Georgian Chant). Organizes lecture-concerts on 
Georgian song and chant. Has participated in various 
scientific conferences (about 15).Is the author of several 
radio programs and newspaper articles. Assistant of Ilia 
State University’s project – Religiosity in Everyday Life 
among young Georgians (Conductor Ketevan Gurchiani) 
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ekaterine oniani - musikismcodne, xelovne-

baTmcodneobis doqtori. Tbilisis vano sa-

rajiSvilis saxelobis saxelmwifo konser-

vatoriis musikis Teoriis mimarTulebis 

asocirebuli profesori. Tbilisis giorgi 

mTawmidelis saxelobis saeklesio galobis 

umaRlesi saswavleblis saeklesio musikis 

fakultetis asocirebuli profesori. ik-

vlevs Zvel qarTul saeklesio musikasa da 

nevmur damwerlobas, miyavs musikis Teorii-

sa da samusiko paleografiis kursebi. aris 

Tbilisis saxelmwifo konservatoriis war-

momadgenlobiTi sabWos wevri, saqarTvelos 

bizantinologTa erovnuli kavSiris wevri. 

daamTavra Tbilisis saxelmwifo konserva-

toria musikismcodneobis specialobiT (mu-

sikis Teoria 1996). disertacia daicva prof. 

manana andriaZis xelmZRvanelobiT (2004, di-

sertaciis Tema: nevmuri damwerloba da nev-

mirebis sistema RvTismsaxurebis qarTul 

praqtikaSi (X-XI da XVIII saukuneebis xelna-

werTa magaliTze). misi samecniero interese-

bi dakavSirebulia zogadad samusiko pale-

ografiasTan, gansakuTrebiT qarTuli nevmu-

ri sistemis kvlevasTan. avtoria rigi samec-
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niero Sromebisa. gamoqveynebuli aqvs stati-

ebi samecniero krebulebsa da JurnalebSi, 

rogorc saqarTveloSi, ise mis farglebs ga-

reT. monawileobas iRebs adgilobriv da sa-

erTaSoriso konferenciebSi. 

 

EkaterineOniani -Musicologist, Ph Doctor. Associate 
professor of V. SarajiSvili Tbilisi State Conservatoire 
(Department of Music Theory), associate professor of 
Giorgi Mtatsmindeli High School of Ecclesiastical Chant 
(Department of Ecclesiastical Music), researcher of the old 
Georgian ecclesiastical music and neume notation, teacher 
of the subjects of music theory and music paleography, 
member of the Representative Council of Tbilisi State 
Conservatoire, member of the Georgian National 
Committee of Byzantine Studies. 
Graduated from the Musicology Department of Tbilisi 
State Conservatoire (Music Theory, 1996). Defended a 
thesis Neumatic Script and Method of Neumatization in 
Georgian Liturgical Practice (according to the 
manuscripts of 10-11th and 18th centuries) under the 
supervision of Prof. Manana Andriadze (2004). Her 
scholarly interest is focused on music paleography, 
especially on Georgian neumatic notation. Author of a 
number of scientific articles. Has published articles in 
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Scientific Journals both in Georgia and abroad. Has 
participated in national and international conferences. 
olga putiatickaia - ukraina, kievi. musikis-

mcodne, xelovnebaTmcodneobis kandidati, 

ukrainuli musikis kaTedris docenti, isto-

riul-Teoriuli da sakompozicio fakulte-

tis dekanis moadgile. kiTxulobs leqciebs 

ukrainul musikaSi. aqtiurad moRvaweobs 

rogorc pedagogi da mecnieri. misi samecnie-

ro moRvaweobis ZiriTadi Temaa sasuliero 

musika, wyaroTmcodneoba da teqstologia. 

monawileobs saerTaSoriso konferenciebSi. 

 

Putiatytska Olgamusicologist, PhD, associate Professor, 
Ukraine (Kyiv) - lecturer, Department of History of 
Ukrainian music of Tchaikovsky National Music 
Academy of Ukraine; employee the Dean's office on work 
with foreign students of Tchaikovsky National Music 
Academy of Ukraine; O. Putiatytska is a constant 
participant of all-Ukrainian and international scientific-
theoretical and scientific-practical conferences. 
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baia JuJunaZe - 2009 wels warmatebiT daam-

Tavra Tbilisis v.sarajiSvilis saxelobis 

saxelmwifo konseravtoriis samagistro 

programa (musikologiis specialobiT). amJa-

mad, Tbilisis iv. javaxiSvilis saxelobis 

saxelmwifo universitetis kulturis kvle-

vebis mexuTe semestris doqtorantia. staJi-

rebas gadis Tbilisis konservatoriis tra-

diciuli mravalxmianobis kvlevis saerTaSo-

riso centrSi. 2009-2013 wlebSi muSaobda ra-

dio muzasa da folk radioSi, qarTuli 

xalxuri simRerisa da musikaluri sakrave-

bis saxelmwifo muzeumSi. aqtiur monawile-

obas Rebulobs samecniero konferenciebSi. 

2009 wels gaxda studenturi konferencia-

konkursis gamarjvebuli Semdeg nominacieb-

Si: “saukeTeso moxseneba sasuliero musikis 

mimarTulebaSi” da saukeTeso diskusia. da-

interesebulia qarTul da mezobel musika-

lur kulturebs Soris urTierTkavSirebisa 

da urTierTqmedebis sakiTxebis kvleviT. 

 

Baia Zhuzhunadze - In 2009 completed Magistracy studies 
in Musicology at V.Sarajishvili Tbilisi State 
Conservatoire. Currently, third-year Doctoral student 
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(cultural studies) of Tbilisi State University, Intern at 
International Research Center for Traditional Polyphony. 
In 2009-2013 worked at folk and radio Muza (radio of 
classical music), State Museum of Georgian Folk Songs 
and Musical Instruments. Took active part in scientific 
conferences. In 2009 as a participant of the students’ 
competition-conference was awarded in the nominations 
of “the best paper on sacred music” and discussion. Her 
scientific interest is focused on the interrelation and 
interaction of Georgian and adjacent musical cultures.  
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Teona ruxaZe - eTnomusikologi, xelovne-

baTmcodneobis doqtori. saqarTvelos fol-

kloris saxelmwifo centris arqivisa da 

biblioTekis samsaxuris koordinatori, Tbi-

lisis saxelmwifo konservatoriis qarTuli 

xalxuri musikaluri Semoqmedebis labora-

toriis specialisti, amave konservatoriis 

mowveuli pedagogi. 2008-2012 wlebSi iyo 

folkradios musikaluri wamyvani da ramde-

nime eTnomusikologiuri gadacemis avto-

ri.wakiTxuli aqvs moxsenebebi respublikur 

da saerTaSoriso samecniero konferencieb-

ze, gamoqveynebuli aqvs samecniero Sinaar-

sis publikaciebi, aris musikalur-folklo-

ristuli eqspediciebis, eTnomusikologiuri 

proeqtebisa da prezentaciebis monawile. mi-

si sadisertacio naSromis Tema da kvlevis 

ZiriTadi sferoa qarTuli tradiciuli sa-

qorwilo musika.  

 

Teona Rukhadze - Ethnomusicologist, Doctor of 
Arts.Coordinator of the archive and library department of 
the Folklore State Centre of Georgia, specialist at the 
Georegian Folk Music Laboratory of Tbilisi state 
Conservatory, visiting teacher at the Tbilisi State 
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Conservatory. 2008-2012 - musical presenter at the folk 
radio and the author of several ethnomusical programs. 
Delivered reports on republican and international scientific 
conferences, the author of scientific publications, 
participant of musical and folklore expeditions, 
ethnomusical projects and presentations.The theme of 
dissertation work and major research area is Georgian 
traditional wedding music. 
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monozoni nino samxaraZe - Tbilisis v. sara-

jiSvilis saxelmwifo konservatoriis me-3 

kursis studenti (fakulteti-musikismcodne-

oba, mimarTuleba-saeklesio musikologia). 

aqtiurad monawileobs adgilobriv da saer-

TaSoriso konferenciebSi. 2014 wels monawi-

leoba miiRo studentTa samecniero konfe-

renciaSi. 2002 wlidan cxovrobs mcxeTis 

samTavros dedaTa monasterSi da galobs 

mgalobelTa gundSi. samecniero interesebi 

ukavSirdeba saeklesio musikis sferos. 

 

Nun Nino Samxaradze -Nun Nino Samxaradze is the 
third course student of Tbilisi V. Sarajishvili State 
Conservatory (faculty-musical science, course-church 
musicology). Takes an active part in national and 
international conferences. In 2014 she took part in the 
student scientific conference. Since 2002 she has lived in 
Mtskheta Samtavro Convent; She sings in the choir. 
Saientific interests are connected with Church music. 
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natalia serbina-momRerali, eTnomusikolo-

gi, liraze Semsrulebeli, kompozitori. uk-

ve 20 welia agrovebs da asrulebs eTnogra-

fiul memkvidreobas. zrunavs tradiciuli 

Sesrulebis SenarCunebze da acnobs msme-

nels ukrainuli xalxuri musikis silamazes. 

misi moRvaweobis erT-erTi mTavari mxare 

lirikuli simRerebis da ,,lirnikebis” reper-
tuaris Sesrulebaa. fsalmunebi (sasuliero 

teqstebi), kantebi da istoriuli simRerebi - 

sasuliero Sinaarsis simRerebi erT dros 

Zalian gavrcelebuli Janri gaxldaT, rome-

lic aerTianebda xalxuri simReris da ev-

ropidan Semosuli kantis Tvisebebs. auTen-

turi mReris manera da unikaluri repertua-

ri gamoarCevs natalia serbinas gamosvlebs. 

eTnomusikologis mTavari interesi ukraina-

Si liraze Semsruleblobis genderuli as-

peqtia. natalia serbina cnobilia, rogorc 

eTnovokalis gamocdili pedagogi, is ucxo-

eTSi atarebs master-klasebs da auTentur 

ukrainul folklorul simReras aswavlis. 
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Natalia Serbina – is a singer,ethnomusicologist, hurdy-
gurdy player and composer, Doctor of Musicology. Shi 
has been a collector and performer of Ukrainin folk music, 
with the scope of preserving its traditional sound, and 
presenting its beauty to the public. One of the main 
aspects of her work is the performance of solo canticles of 
the ‘lirnyky’ (the itinerant singers – hurdy –gurdy 
players): psalms (spiritual poems), chants and historical 
songs. These sacred songs were once widespread, they 
combined features of folk song with European 
paraliturgical canticle.Serbina’s performances are 
characterized by the unique repertoire and the authentic 
style and manner. Serbina is a passionate and gifted 
musician, she is a tireless student of the riches of 
Ukrainian folklore, always ready to share her knowledge 
and her thoughts about the history of these songs and the 
institution of ‘lirnytstvo’ (the society of these itinerant 
singers), in particular the gender aspect of it.Serbina is 
also experienced pedagogue of the traditional vocal 
technique, and she has given numerous masterclasses of 
authentic Ukrainian singing in many countries. 
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lolita surmaniZe – eTnomusikologiis ma-

gistri, baTumis xelovnebis saswavlo uni-

versitetis musikis fakultetis specialis-

ti, pedagogi, Suaxevis kulturis centris 

folkloris ganyofilebis xelmZRvaneli. 

2007 wlidan Seiswavlis aWaris tradiciul 

musikas, am kuTxis folkloruli nimuSebis 

struqturas, saSemsruleblo problemebs, 

instrumentuli musikis sakiTxebs, saarqivo 

Canawerebs. gaxlavT ramdenime samecniero 

publikaciisa da naSromis avtori.  2007 

wlidan aris qalTa folkloruli ansam-

blis aidio wevri. muSaobda musikis sagnis 

trenerad aWaris maswavleblis saxlSi. aqti-

urad monawileobs sxvadasxva RonisZiebebsa 

da tele/radio proeqtebSi. dainteresebulia 

aWaris tradiciuli musikis saarqivo Canawe-

rebiTa da maTi publikaciiT. 

 
Lolita Surmanidze - Master of Ethnomusicology, 
graduated from Batumi Art Teaching University 
(2012).Works as a specialist at the Batumi Art Teaching 
University, faculty of Music, also, as a Head of Folklore 
Department and singing coach at the Culture Centre of 
Shuakhevi Municipality. Is interested in Georgian 
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traditional music Since 2007have written research, author 
of several scientific publications and articles.Generally 
carries out Georgian, Acharian folk music. Usually she 
writes about folk songs structure, performance problems, 
instrumental music questions, systematizesfolk musical 
samples from archives.Since 2007 have been a member of 
the women’s folk ensemble Aidio. This ensemble is 
popular in Georgia, because it aimed to sing Acharian folk 
songs in the original stylistic manner.Since 2009 works at 
The Art School as teacher and singing coach. Also, 
worked as a teachers’ trainer in Achara Teachers’ House 
(2013-2014). Actively participates in various 
performances and radio/television projects. She’d like to 
make known old funds of Adjarian folk music and to 
publish discus of Ajarian old folk records from same 
funds.  
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magda suxiaSvili - xelovnebaTmcodneobis 

doqtori. Tbilisis sax. konservatoriis pe-

dagogi da saeklesio musikis laboratoriis 

xelmZRvaneli; saqarTvelos bizantinistTa 

erovnuli kavSiris wevri; daamTavra Tbili-

sis v. sarajiSvilis sax. Kkonservatoriis 

Teoriul-sakompozitoro fakulteti (1987), 

Tbilisis sasuliero akademiis qristianuli 

anTropologiis fakulteti (1994); avtoria 

mravali samecniero statiisa da wignisa fi-

limon qoriZe(2004; Tanaavtori: ekaterine sa-

nikiZe). 

 

Magda Sukhiashvili -Doctor of Arts, pedagogue and head 
of the Sacred Music Laboratory of Tbilisi State 
Conservatoire. She is also a member of Georgian National 
Comitee of Byzantine Studies. Graduated from the 
Department of Music History at Tbilisi State 
Conservatoire (1987) and the Department of Christian 
Anthropology at Tbilisi Theological Academy (1994). 
Dr. Sukhiashvili is the autor of many papers and the book 
Philimon Koridze (2004; co-autor: Ekaterine Sanikidze). 
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ekaterine yazaraSvili -xelovnebaTmcodneo-

bis magistri saeklesio musikologiaSi 

(2013). 2007 wels daamTvra Tbilisis a. ba-

lanCivaZis saxelobis III samusiko saswavle-

beli f-nos ganxriT. 2012 wlidan muSaobs 

Tbilisis v. sarajiSvilis saxelmwifo kon-

servatoriis saeklesio musikis mimarTule-

baze - specialistad. 2004 wlidan dRemde q. 

kaspSi mgalobelTa gundis regent-mgalobe-

lia. 2014 wlis noembridan xelmZRvanelobs 

konservatoriis mgalobelTa studentur 

gunds. 2015 wlidan folkloris saxelmwifo 

centris warmomadgeneli kaspis municipali-

tetSi, galobis pedagogi kaspis salotbaro 

skolaSi. mravali konferenciis monawi-

le/organizatori. 2010 wels I saerTaSoriso 

studenturi samusikismcodneo konferencia-

konkursis gamarjvebuli nominaciaSi „sauke-

Teso diskusia", xolo 2011 wels amave konfe-

rencia-konkursis gamarjvebuli nominaciaSi 

`bakalavris saukeTeso moxseneba~ .organize-

bas uwevs qarTul saeklesio galobisa da 

xalxuri simRerisadmi miZRvnil koncertebs 

Tbilissa da regionebSi. samecniero intere-

sebi ukavSirdeba saeklesio musikis sferos. 
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gamoqveynebuli aqvs statiebi eleqtronul 

JurnalSi „Music in Georgia". 
 

Ekaterine Kazarashvili - Bachelor of Arts in sacred music 
(2013). In 2007 she graduated from Tbilisi A. 
Balanchivadze III music school. Since 2012 she has been 
working as a sacred music specialist in V.Sarajishvili 
Tbilisi State Conservatoire. She has been a regent 
chorister in Kaspi choir since 2004. Since 2014 she is a 
head of women chant choir of Tbilisi State Conservatoire. 
From 2015 is a representative of the Folklore State Center 
of Georgia in Kaspi city council, teacher of Georgian 
chant in Kaspi Choirmaster school. She is a participant 
and an organizer of various conferences. She was the 
winner in the nomination ‘The best discussion” at the 
‘First International Students Conference in Musical 
Science’ in 2010. And at the same conference she was the 
winner for ‘ Bachelors’ best presentations’ in 2011. She 
organizes concerts dedicated to the Georgian Chants and 
folk music in Tbilisi as well as in different regions of the 
country. Her scientific interests are related to sacred 
music. She has published several articles in the e-journal 
‘Music in Georgia’. 
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Tamar CxeiZe - musikologi, xelovnebaTmcod-

neobis doqtori, Tbilisis v. sarajiSvilis 

sax. saxelmwifo konservatoriis asocirebu-

li profesori, saeklesio musikis mimarTu-

lebis xelmZRvaneli. mihyavs musikalur-Teo-

riuli disciplinebi, specialobis klasi da 

sxvadasxva saswavlo kursebi saeklesio mu-

sikis mimarTulebiT. 2014 wlidan giorgi 

mTawmidelis saxelobis saeklesio galobis 

umaRles saswavlebelSi xelmZRvanelobs sa-

eklesio musikologiis kaTedras. misi samec-

niero interesebi dakavSirebulia Zveli qar-

Tuli profesiuli musikis (saeklesio galo-

ba) problemebis (sagaloblis formisa da 

harmoniis, samusiko damwerlobis, liturgi-

kuli da musikaluri aspeqtebis urTierTmi-

marTebis sakiTxebi) kvlevasTan. gamoqveyne-

buli aqvs ocdaaTze meti samecniero naSro-

mi, statiebi musikaluri enciklopediisa da 

musikalur-liturgikuli leqsikonebisaTvis. 

sistematurad monawileobs erovnul da sa-

erTaSoriso samecniero konferenciebSi (uk-

raina, didi britaneTi, belgia). miRebuli 

aqvs stipendiebi (DAAD-is - 2014, saqarTve-
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los prezidentis - 2000-2003). CarTulia sxva-

dasxva samecniero proeqtebis ganxorciele-

baSi. aris saqarTvelos kompozitorTa Se-

moqmedebiTi kavSiris wevri; 2011 wlidan ga-

naTlebis xarisxis ganviTarebis erovnuli 

centris programuli akreditaciis eqsperti; 

2013 wlidan - konservatoriis xarisxis uz-

runvelyofis samsaxuris ufrosi. 

 

Tamar Chkheidze -Musicologist, PhD in Art studies, 
Associated Professor, Head of the Church Music 
Department at V. Sarajishvili Tbilisi State Conservatoire 
(TSC). She teaches the musical theoretical disciplines, and 
different study courses in the direction of the church 
music. Since 2014 she is leading church musicology 
department at the St. George Mtatsmindely Church 
MusicUniversity. Her scientific interests are connected 
with the research of Medieval Georgian professional 
music problems (form and harmony, musical writing, 
issues of interrelation liturgical and musical aspects). She 
has published 30 scientific works, articles for musical 
encyclopedia and musical-liturgical dictionaries. She 
participates in national and international conferences 
(Ukraine, The United Kingdom, Belgium).Her research 
was supported by DAAD (2014), Georgian President’s 



 

 

 539 

Scholarship (2000-2003). She is involved in different 
scientific projects. She is a member of the Creative Union 
of Georgian Composers; since 2011 accreditation expert at 
the National Center for Educational Quality Enhancement. 
2005-2012 deputy head, since 2013 Head of the Quality 
Assurance department at the TSC. 
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eka WabaSvili- 90-ianelTa Taobis „axali“ 

qarTuli musikis, erT-erTi TvalsaCino da 

niWieri warmomadgenelia. misi musika msof-

lios sxvadasxva qveyanaSi sruldeba. is aq-

tiurad muSaobs rogorc kino, ise Teatra-

luri musikis JanrSi; amasTanave ikvlevs mu-

sikaluri genetikis problemebs, multi-to-

pofoniur sakompozicio teqnikas da atoma-

lur-birTvul musikalur sistemas, rasac eZ-

Rvneba kompozitoris mier gamoqveynebuli 

mTeli rigi statiebi; gatacebulia ferwe-

riT da literaturiT. musikaluri sazoga-

doebisTviskargadaa cnobili nawarmoebebiT: 

„panorama“ fortepianosTvis, musikaluri ro-

mani `xmauri da mZvinvareba~ hologramuli 

TeatrisTvis, opera/gamofena-„moxetiale su-

lebi“, simfoniuri trilogia `sxeulebi~, ba-

letebi `ciali~ da `ferxuli sikvdilTan~, 

saorkestro nawarmoebebi `andazebi~, `aqsio-

ma“, `mozaika~, sxvadasxva Semadgenlobis an-

samblisTvis Seqmnili musikaluri novelebi 

„msoflios Svidi saocreba“, `qorali~ gun-

disTvis (dajildovda germaniaSi III priziT), 

„difsomania“ solo arfisTvis, multimedia 
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`uflis idea-sferoebi~, ramdenime nawarmoebi 

sakravebis TeartisTvis da sxv. 

Eka Chabashvili - one of the most important and 
interesting representatives of the Georgian professional 
musicians, representative of the Georgian composition 
school of 90th. Her music is performed in different 
countries; she actively works in music for theatre and 
cinema, painting and literature. She researches musical 
genetics and micro acoustics. Also she is author of the 
new multi-topophonic composition technique and atomic-
nuclear musical system.E. Chabashvili’s main 
compositions are well kwon piano piece “Panorama”, 
ballets “Radiance” and “Dance Macabre”, 
opera/exhibition “Wandering Souls” by Kafka’s novellas, 
musical novel “Fury and sound” for holographic theatre 
and other works for instrumental theatre (she established 
experimental instrumental theatre SENSUS in 2000, 
Tbilisi), chamber compositions for different musical 
instruments, plays for orchestra “Axiom”, “Proverbs”, 
“Mosaic”, musical novellas “Seven Wonders of World”, 
Symphonic trilogy “Bodies”, “Chorale” for choir (was 
awarded in German), multimedia “Idea of God - Spheres” 
and etc.  
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inga xalvaSi – xelovnebis Teoriisa da is-

toris akademiuri doqtori. sadisertacio 

Tema: filosofiuri  da stilisturi Ziebebi 

80-ianelTa SemoqmedebaSi (aleko cabaZisa da 

goderZi Coxelis Semoqmedebis magaliTze). 

baTumis xelovnebis saswavlo universitetis 

asocirebuli profesori. 

2005 wlidan dRemde sazogadoebrivi mauwye-

beli aWaris televiziisa da radios Jurna-

listi,  satelevizio gadacemaTa ciklis 

„scena" avtori. 

sxvadasxva wlebSi paralelurad vTanam-

Sromlobdi sxvadasxva periodul gamocemeb-

Tan - „rezonansi", „axali epoqa",  „dilis ga-

zeTi", „baTumi", „aWara", Jurnali „axali 

era". gamoqveynebuli Sromebi: 

1. "goderZi Coxelis kinematografis saidum-

loebebi" "TeatrmcodneobiTi da kinomcodne-

obiTi Ziebani", saqarTvelos Teatrisa da ki-

nos saxelmwifo universitetis gamomcemlo-

ba, Tbilisi 2006 w. # 7.(26) 

2. "goderZi Coxelis kinostilis sakiTxisaT-

vis", 2006, "Teatri da cxovreba" (Semoqmedebi-

Ti kavSiri – saqarTvelos Teatraluri sa-

zogadoeba), gamomcemloba "kolori". 
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3. „aleko cabaZis msoflmxedvelobis zogi-

erTi sakiTxisaTvis", „kritikuli etiudebi" 

gamomcemloba „baTumis universiteti", 2006 w. 

4. "kinematografze egzistencializmis gav-

lenis sakiTxisaTvis", 2008, "xelovnebaT-

mcodneobiTi etiudebi" (xelovnebis Teorii-

sa da istoriis departamentis samecniero 

Sromebis krebuli), gamomcemloba "SoTa 

rusTavelis saxelmwifo universiteti". 

5. "kinoojaxi, rogorc  sazogadoebis cxov-

rebis modeli", baTumi, universitetis gamom-

cemloba; 2009 w. 
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 Inga Khalvashi - PhD in art theory and history.Thesis: 
philosophical and stylistic researches of works  by 
Georgian Cinema Produsers of 80’s  ( on basis of 
Alexander Tsabadze’s  and Goderdze Chokheli’s 
works).Associate Professor of Art Education at the 
University of Batumi.Published works : 
1 "Goderdzi Chokhelis cinematography secrets".  theatre 
and film stady works" 2006. # 7 (26)  The Georgian state 
University  of Theatre and Film  
2 "the issues  cinematography style of Goderdzi chokheli", 
2006, "Theatre and  Life" (Creative Connections - 
Theatrical Society), Publishing House "Color".  
3 ""Some question on Aleko Tsabadze's ideology".," 
"Critical studies" publishing hous  "The University" 2006.  
4 "Influence of existentialism on  cinematography ",  
"Studies in art criticism" #1, 2008  publishing hous  
"Shota Rustaveli State University."  
5 "Cinema family  as  a model of  life",  international 
conference proceedings, Batumi University Publishing 
haus; , 2009. 
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giorgi garayaniZe - istoriis mecnierebaTa 

magistri, eTnomusikologi. Tbilisis andria 

pirvelwo-debulis saxelobis taZarTan ar-

sebuli eTnokulturis kvlevis centris 

xelmZRvaneli; ediSer garayaniZis saxelobis 

eTnomusikis Teatr „mTiebisa" da lurj mo-

nasterTan arsebuli saymawvilo folklo-

rul–eTnografiuli studiis „amer–imeris" 

samxatvro xelmZRvaneli. 

daibada 1982 wlis 14 aprils q. TbilisSi, 

mecnierTa ojaxSi: mama, ediSer garayaniZe – 

cnobili eTnomusikologi, Tbilisis saxel-

mwifo konservato-riis doqtori. deda, nino 

baRaTuria – aRmosavleTmcodne–enaTmecnie-

ri. 

2005 wels daamTavra iv. javaxiSvilis saxe-

lobis Tbilisis saxelmwifo universiteti 

eTnologiis magistris specialobiT. kvle-

vis umTavresi sfero iyo qarTuli xalxuri 

simReris Semsruleblobisa da eTnografiu-

li yofis urTierTkavSiri. iyo  

araerTi samecniero konferenciis monawile; 

sxvadasxva samecniero da sazogadoebriv 

JurnalSi gamoqveynebuli aqvs rva statia. 

2008 wels gamosca sqeltaniani monografiu-
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li gamokvleva - „qarTuli eTnomusikis Te-

atri da misi sawyisebi",  inglisuri reziu-

meTi da videomagaliTebiT. 

 gigi garayaniZe sakuTari iniciativiT mar-

Tavda folklorul–eTnografiul eqspedi-

ciebs: imereTSi (2004, 2005, 2007), svaneTSi 

(2006), qarTlSi (2004, 2010, 2011), kaxeTSi 

(2004, 2010), TianeTSi (2007). 

 1999 wlidan atarebda leqciebsa da qarTu-

li xalxuri simReris masterklasebs saf-

rangeTis, inglisis, Sotlandiis, uelsis 

xalxuri musikis Semsrulebel profesio-

nalTa da moyvarulTa jgufebTan. 

gigi garayaniZe gardaicvala 2012 wlis 11 iv-

niss. dakrZalulia TbilisSi, saburTalos 

panTeonSi. 

sruliad saqarTvelos kaTolikos-patriar-

qis kurTxeviT dafuZnebulma „qarTuli ga-

lobisa da simReris fondma" daawesa gigi 

garayaniZis saxelobis premia, romelic yove-

li wlis 14 maiss – qarTuli galobisa da 

simReris dRes –  gadaecema qarTuli galo-

bisa da xalxuri simReris axalgazrda 

mkvlevrebs. gigi garayaniZis gardacvalebis 

Semdeg tradiciuli saero da sasuliero mu-
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sikis baTumis saerTaSoriso festivals misi 

saxeli mieniWa. 

Giorgi Garakanidze – the Master of the History 
Sciences, Ethnomusicologist. The head of the ethno -
culture research center at Tbilisi St Andrew Cathedral; the 
Art director of Edisher Garakanidze ethno-music theater 
"Mtiebi” and the youth folk - ethnographic studio "Amer - 
Immeri “at Blue Monastery.  
He was born in Tbilisi, on April 14, 1982 in the family of 
the scientists: father, Edisher Garakanidze- a well-known 
Ethnomusicologist, Doctor of Tbilisi State Conservatory. 
Mother,  Nino Bagaturia- an orientalist - linguist. 
In 2005 Giorgi Garakanidze graduated from Tbilisi Ivane 
Javakhishvili State University, the specialty- master of 
ethnology. The main field of research was the 
interrelationship between the Georgian folk song 
performance and ethnography lifestyle.  

He was the participant of a large number of 
scientific conferences and published eight articles in the 
scientific and popular journals. In 2008 he published a 
voluminous monograph - "Georgian ethnic theater and its 
foundations" with the English summary and video 
examples. 

 Giorgi Garakanidze on his own initiative 
conducted the folk-ethnography expeditions: in Imereti ( 
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2004, 2005 , 2007), in Svaneti( 2006) , in Kartli ( 2004 , 
2010 , 2011),in Kakheti ( 2004 , 2010), in Tianeti ( 2007). 

Since 1999 he gave lectures and the master classes 
on Georgian folk songs together with the    professional 
and amateur singer groups of France, England, Scotland, 
Wales. 

Giorgi Garakanidze died on June 11, 2012. He was 
buried in the Saburtalo Pantheon in Tbilisi. 

The "Georgian chanting and singing foundation" 
under the blessing of Catholicos – Patriarch of entire 
Georgia established Gigi Garakanidze Award, which 
annually, on May 14 – the day of Georgian chanting and 
song- is granted to the young researchers of the Georgian 
folk songs and chanting. After Gigi Garakanidze’s death, 
Batumi international festival of the traditional secular and 
religious music was named after him.  
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festivalis saorganizacio jgufi: 
xaTuna managaZe 
qeTevan gogolaZe 
lolita surmaniZe 
Tamar Zvelaia 
gvanca cicagi 
Tamaz biCinaSvili 
 
The Festival Organizers:  
 
Khatuna Managadze 
Ketevan Gogoladze 
Lolita Surmanidze 
Tamar Dzvelaia 
Gvantsa Tsitsagi 
Tamaz Bichinashvili 
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