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FOREWORD

Kukuri Chokhonelidze embodied the qualities of valor, honesty, generosity,
and nobleness. The creed of his life was kindness and doing everything to achieve
it. He founded the modern school of Georgian musical folkloristic studies. The en-
viable feature of his character was to value talented people and do his best for them.
He could notice and hone the main talents of each of his students and direct them
into the right channel. The first thing one learned from him was to love thy neigh-
bor and thy motherland. He taught students to feel proud to be Georgian with its
unique music, and to feel like an inheritor of treasures such as the songs Chakrulo,
Lile, and Khasanbegura. He taught us in such a way that one could not feel the
process of learning. Over time we felt that we were growing, our knowledge was
deepening and accumulating. He did all this in the humble manner characteristic of
him. Everyone who entered the Tbilisi State Conservatoire or the State University
of Culture, all say that it was Kukuri Chokhonelidze who was the bright light there.
He turned the Department and the Laboratory of Folklore into an oasis of know-
ledge and humanism by creating a special atmosphere that attracted everybody.

From the viewpoint of the scholarly study of Georgian folklore, Kukuri
Chokhonelidze had his own deep, exact, and original theory about each significant
problem. He was not a mere scholar; he was a thinker and philosopher in the clas-
sical understanding of the word. Searching for truth was what his soul demanded.
The scholarly structuralism of the twentieth century was alien to him. For him, the
process of cognition was the most important.

For him, it was the contemplation process that was both the goal and the end
itself. It was enough for him to meditate on this or that academic problem to find
the true and substantiated answer; he did not think it important to write it down.
Once, Professor Eduard Alexeev, a renowned Russian musicologist, folklorist, and
colleague, asked him why he did not write down his scholarly discoveries. In an-
swer, Kukuri said with his characteristic humor, because I am Socrates and declare
all my wisdom orally. And, indeed, there was some truth in his humorous retort.

Kukuri Chokhonelidze reminded me of another great Georgian thinker, Me-
rab Mamardashvili. We all know that Merab Mamardashvili, with very few excep-
tions, expressed all his significant theories or contentions orally in his well-known
lectures. His students managed to write these down and publish them. Unfortu-
nately, we were not able to write down all of Kukuri Chokhonelidze’s ideas which
he shared with us at his lectures and during his conversations. He shared them with
great love, exaltation, and enthusiasm.

— 1 -



Kukuri Chokhonelidze left us, and as it is with all great people, he left tre-
mendous emptiness in each of us. Nobody can replace him. He is the only one and
he can never be substituted.

Gia Baghashvili,
Ethnomusicologist

_— 12 —
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KUKURI CHOKHONELIDZE

Evsevi (Kukuri) Chokhonelidze was the Director of the Georgian Folk Music
Department of the Tbilisi State Conservatoire. He held many positions, including
professor, scientific head of the International Research Centre for Traditional Po-
lyphony, Deputy chairman of the Board of the International Centre for Georgian
Folk Song, was one of the founders of the Ekvtime Takaishvili State University of
Language and Culture, head of the musical sector at the laboratory for complex
studies of folklore at the sarne university, Vice-president of the Georgian branch of
CIOFF (International Council of Organizations of Folklore Festivals and Folk Arts),
and one of the founders and a member of the Gordela ensemble in 1961. From the
1980s, he was a supporter and consultant for a new group of ensembles dedicated
to Georgian folklore including: Tsinandali (1985), Mtiebi (1980), Mzetamze (1986),
Anchiskhati (1987), and Basiani (2000). He was also the founder of the Theatre of
Georgian Folklore at the Union of Young Artists (1994).

Chokhonelidze was born in Tbilisi on July 13th, 1940. He finished his studies
at Railway School #7. Later he studied music theory at Z. Paliashvili Music School
#2, at the Faculty of Construction at the Polytechnic Institute of Georgia, and from
1961-1967, he studied folklore in the Theory-Composition Faculty of the Tbilisi
State Conservatoire. In 1970, Chokhonelidze completed his post-graduate studies
under Professor Grigol Chkhikvadze.

Chokhonelidze worked at the Tbilisi State Conservatoire in the Georgian folk
music laboratory from 1964, then as a teacher from 1970 and later as Head of the
Department from 1976 until his passing in 2004. In 1992 he was awarded the de-
gree of docent/ associate professor, and was a member of the USSR Composers’
Union from 1978.

Between 1960-1980, Kukuri Chokhonelidze organized and participated in
several field trips to Achara, Racha, Mtiuleti, Imereti, Samegrelo, Kakheti. He sig-
nificantly contributed to the research and promotion of Georgian traditional music,
including the revival and performance of Georgian ecclesiastical chants.

In the years of Communist ideology, he participated together with Grigol
Chkhikvadze, Kakhi Rosebashvili, and Anzor Erkomaishvili in a project to record
ecclesiastical chants from Artem Erkomaishvili ~ a brilliant representative of the
Gurian-Shemokmedi School of Chant - at the Georgian Folk Music Laboratory of
the Tbilisi State Conservatoire.

Chokhonelidze cared about young scholars; he paved a way for many of them
and was a favorite teacher. Many diploma and dissertation works were prepared
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under his supervision. His scientific activity encompasses the main areas of Geor-
gian folk music history and theory. He is the author of up to forty works, including
about twenty which have been published in Georgian, and other languages such as
Russian and German.

Chokhonelidze collaborated with the Publishing House Kartuli entsiklopedia,
and with them was engaged in the preparation of a dictionary of Georgian folklore
and encyclopedia reference book, as well as methodological textbooks of Georgian
folk music for secondary schools and teacher training.

Kukuri Chokhonelidze participated in local and international forums, was a
compiler and editor of Georgian folk music collections, audio disk collections, au-
dio anthologies, as well as an author of television and radio programs and a con-
sultant at a film studio. Several large-scale projects were initiated under his direct
guidance, such as: Systematization, cataloguing and genre classification of Georgian
folk music examples; and Dialectology of Georgian music - part I (Samegrelo) of a
multi-volume anthology; and page on the internet dedicated to Georgian folk mu-
sic.

Kukuri Chokhonelidze fought against dry, autotelic descriptions in academia.
He was a free thinking man with a wide range of interests, a supporter of innovative
ideas, a man of principle, and an amiable researcher. He was the rare person who
is modest, exigent, and generous with kindness, warmth, and knowledge. He was
honest like a child, a fighter for truth, someone who always helped those in need.
He was truly Orthodox Christian in his life deeds and activities. He praised friend-
ship and loved his spouse, father, and grandfather. He fanatically loved his home-
land, Georgian culture, and his favorite activity: being a faithful person. Singers,
instrument masters, and people interested in folk art from all regions of Georgia
came to consult him; he welcomed them all with joy. During the hard days of the
Civil War in the 1990s, Kukuri Chokhonelidze guarded the archive of the Georgian
Folk Music Department (in the literal sense of this word), to protect the files of the
Laboratory from accidental fire.

The success of the Georgian School of folklore studies at the international
level is a reflection of his merit. Together with other representatives of the older
generation in the Department, Kukuri Chokhonelidze unselfishly served the idea of
protecting his national heritage and identity, and contributed to saving the treasure
of Georgian folk music.

Kukuri Chokhonelidze passed away on March 12th, 2004.
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FROM THE EDITORS

This collection of works by Evsevi (Kukuri) Chokhonelidze, one of the foun-
ders of the new Georgian ethnomusicological school, includes only a selection of
the scholar’s overall handwritten and unpublished works. It touches upon the prob-
lems of history, theory and dialectology of Georgian folk music. The first section of
the book comprises Chokhonelidze’s fundamental studies. In some cases we con-
sidered it appropriate to revise several works on the same topic. For instance, on the
issue of mode, we combined his viewpoints elaborated in separate essays in 1999
and 2001. Separately, we supplemented the discussion about dialectology with
portions of his articles written in 1989, 1992, and 1995. The enclosed or indicated
notated examples in the work are specified in accordance with the original; howev-
er, some of the originals could not be ascertained.

Another section of this collection is dedicated to Georgian sacred chants, table
songs, and writings by colleagues such as Givi Orjonikidze, Otar Chijavadze, and
Kakhi Rosebashvili. Through these articles, readers will have a chance to become
familiar with Kukuri Chokhonelidze’s personal qualities and civil merit.

The publication also includes a list of Kukuri Chokhonelidze’s works. We also
considered it necessary to include a list of diploma and dissertation works prepared
under his supervision because Kukuri Chokhonelidze himself offered themes and
research problems for his students. This list clearly shows the wide range of view-
points and visionary perspectives of this acclaimed scholar and teacher.

The book includes photos from the family archive as well as from the Georgian
Folk Music Laboratory. The video fragments are taken from Merab Kokochashvili’s
and Dimitri Gugunava’s documentary films, as well as from concert recordings by
the Anchiskhati ensemble.

We believe that this collection of essays reveal Kukuri's scientific merit. We
hope that this publication will contribute to the popularization of his viewpoints in
Georgia and abroad.
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Ima 30069800 oboBgMHms o msbadgrtmgg dbngoerato mooengd®gdab
Lobg Bonmm. gmaggmngg gb moen ab@mGonma abob Imdzzgmes m@o (3bo-
©nd, Jommmp ghon abGmGammn ggm@daganb PRHmnghomdsoms RsGRmgdda
306 ogbpgds. 08 8mbobMgdal 3@ 3ngds, Gmd @gdg-gbnb ©a6s6y3-
6700b IGm3qLade ImBgaem smsbBrgymgddn amgdlb Lomoggh s Gmd o3
ndstommydom dofgmmo a3GEsGIbgd0 RMEmnDInb Rsbabgzsdmy 3emb-
©, IqLngomnFmmsb ghome G Jgmmmaann, sbodm3mmmaonFo, ab@m-
Fomenn, mnbagob@ao 35(3B0gMhgdgdnl 8mbadmgaors Bmbdmdalb nobmgl.
30650006 Azgbb 80DsbL 28yg0dsm gdy-gbal @NgxMb(3na3nnb JaMgamoma
3Mm3Lgdabs s oo JAEMBmEmmanbda(3nalb nb@GmBamme 9@3730b ©ar-
3065 BaMBmamagbl, oag0msbag Mbms mgbodbmm, Gmd 336 dmbabAgdal
Jdndmogbain bobinoson 94698, Moogms, Gm3 Jamgaob ombedbaem 58e3dy
36mdmydab LAgmaAsbmgzsbo a5Tmdgds mamgdab dgadimgdgmos. o6 s@bg-
4mdL qrod@mdMagn Bsboems, Bmazngfon bogoobn ogom ab@mGomamogo-
aborgabag jo 36gmno oMol 8mEpmn. sbgmn 33m(3abob obsbgs ngbgd
BaoMggnass, 3oaMsd oy d330M3gdab dgmaasm dgbademgdamn brgds
33 33gammo 3mbobdMgdob RsBmyammadgds, Bgnbn sBnm, ngn wbms gsdmd-
BgaFgLb. dndmogdacn dmbabMgsolb ge8mddgamigds assmgnggdlb ombadby-
mn 3Gmdmgdob 8ndsfaor bbgs 333emggecms 0bBgfgbl, Moy Lodmenmm god-
dn bymb dgubymalb §533s(n@gdob mamaqbasb.

gdg-gbob @aggMgbgooznobs s 58 ImbabAgdals JMmbBmmmanbazo-
abaogab sqy3nmgdgmns, Jbgbe a093gb 8Gagom gnombzgel, dsa ImEnb, bm-
30960 - abgmbsy, Gmdgmn maogmb 339 oo babns 3sbubasygdnmna:
306 oM00b JoMoggmgdo > Gmmnsb Lobmmégh mg3ebogme Lagetomgyg-
meb @gBagmeosdy? 306 sGnob Jofimgda, gobgmgdn, 8ga®gmgdn, byabg-
30, @dsggon, aaGmmgde ©d 9. 3. gobngyFo gamgolb Bomdmdsmagbmgda?
o bamgban® 39380630 08yme3ndast 56 GmAgmn Ramygdo 34mogbgdsb
898 Loobramgglb §McBobgmmab @ GmMEmLE Labrmmdgh bajsfmggmmb 33>
ory 08 agmaBegonm Gnaambdn? Gmeab s G 3nmmdgdda Fodmnbatig-
mdps Bog@onamn 3Gm3gbgda? G bmgeseman, dmmoGoggdn, 9jmbm-
8ogafio, JamEaeuma ©s bbzs bobob dgfndn brgdmes LojsGomggmmadn
s jmb3Pgdmm agmafagone Hganmbgddn, Moy admyd@gdob Bodmga-
Babomgob Boygmggng® Bnooab J3boms? MmamEa agm Jom@pGmmae gmb-
&5J&gdab a03emgbs LagoFmggmmb GgGoGmEinabg J(gbmaFgd Gm3gdbs ms
2567 bLodyaGmb FmMab? ab o BGogomo Lbgs Joobzs ndomgds JoGammmn
FmbogoemmEo gbob Lbgomsbbgs mnomgd@ol dgbbagmnl Mmb. yzgms goorb-
gobg 3abygbol ao(358s nengdnl Fgndmgdgmos, Bog®sd bmgngFon mabygbs
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maoga6n 8bggeemdal bogyndggmby 8a0b(3 Bgndmgds as8mga@sbman.

JoBargmads ab@mnmaagonmds 3g(360gGgded, IgoxgHs B ab@Gma-
gmbo, sggmemmama, sbaBm3mmmams, ggmafogoms, mnbagob@ms s bbgs
Mgl 8g(360gFms 8mbadmgFgdn, own bobns Jabigbin gobs 3936 93 Jaob-
3ob. 353, GoBm8 o6l LagnFm 08s3g Joobgzgdeb @sL3s JeGorgma dqbo-
JoegGo 960b aobz0magdalb ab@mEamen 3Gm3gbgdalb JgbBsgmob AHML?
ad0@m3, Hm3 dmbogorng@o gbs MomMgbar b3gaegaggmas s dabo jo6mb-
Bemdaggdgdob abBmBonmo abob mamagbsd Jgbadmmms, Bagar Joobaslb sb-
3o sbLbs> Imndgdbmb, bamgmo dm3gnbmb Bsgarn dmbmmgeb Lo jnobb.

(3bo@0s, 58 3nobgzgdbg Jobgbob ao(393nbob Bgbngmba-833mggeta Jom-
agmo ob@mBomamogogmn dg(3bogMgdab 30gH mowagbom @od@gdb ¢brs
3YAEObML, od(3o dnmgdamne, JGNGoJNmrIE nymb assdFMgdmme Jo-
on 8mbo3gd9d0 @ songmnb BgBBamom dnbngsergGa Bmbazgdgdn agiqb.
dgbogarma@in 9bo 3Magmnbdmd(zzgme o 3Magmabdmgdgemas, ogo dg3Gam
Matm gmbbg@godmme o ,buggmes”, gamcg badg@ysgemm gbs, 356 393-
Mo vgfm bogmgdo (33emomgds asba(gome.

ob@mGngmn 39N Nmdsfiomdnb ao8m JeGormm 9B yggmydedn 9Ms-
350 Ebm BoMmIm3mdnlb Ln@yzs madjgnmGms. JoGorgmoa dg@yzomyds
bogbgs ds63MndIgdnm @ gbsdn Fomn JgmbBggob IGmzgbo mabag
3®dgmmgdos. o3 bMng JoMorgme Fqbojoman 9bab mgdbogm&o ggmbron
35(30rgdnm RGM @ogneo sm3mBbo..

Jotogm 8gbojomaé 39Byzoemgdedn qabm Lo ygsms, sbm ab@m-
Bo30® gmednmoms gdmdcs bmmmp Jomsgnt gmmjmm&dn dmbas,
A3 ogoon Jomagol gombogan Fgdamagbemmdab bogigmnm sabbbgds. Gagy
dgabgds amaba gmmimeeb — Jetormme 8qbogormyta gbab 334367m-
Lo ©> dnba mybeganco gmbrolb dofamsm Lasdommb, sbgmn asgzmmpbgdabs
> gbmybmdMngn 80baMg3gdnbogob ngn SdbmmuGMMem mogabagsmns.
3339 oboz @bes 3o30bbgbmm, GmA Jaormmas qbajomn@ds gmmgmmm&Gds
FoMdog dgdmagabobs stidsmmo gbogorryn ImmobBgdn, Mo e Jom-
&™ @adg-gbolb 966936 g30b IGm3gbgdalb Fg(36mdodn, oMl Joorg-
o dgbngommmGo sBHM3bgdal aobzomeigdel dmgmo abEmGommoe abob
©oEa7bsdn(y a3gbdamgdo. 380@m3 nggzoRbos, Gm3 Bqbeymb-85(36ngHims
399m33emg3g80 asMgzgnmbomom bymb 3gnbymdb JeGorgem abGmnmams-
@nodn >@©MY 3odmmgddnmmo ImbabAgdgdal 35638 3n(39dsb.

ob@mMogmbos 3mBo(3p8dnm, 98096 30330L00b  GgfnGmtnaby  oros-
8056780 FgoMgdne gofome S3grmm®m g3mdsdn Labermmgdnsb (s3gmaein
dgamgdob ggommn 399mERgBamns bmbwBmeb, Momb-yzatamels bymdgddo,
3ns Jofmendn?). sGJgmmmaonn asmbfgdom 9@ 30(3mgds, Fmd bojsGo-
300mb GgoGmenady dmbobmgmdol abggbbomn 35696l Bgbwab(30s

2 bogomaoggenmb nb@mMonb 603393930 (1970). §. I. gmmngndgnemn gomBan (Bgr.). odoma-
Lo: bodgmans bodoMaggmm. ag.: 85-91.
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3-6. 39L@ngb g3mgodn (Bmo omgmemnan) afgbb gL, orgdis 9396abybym
bs6933n ©356abdn BoBmAmgdymBs sGJgmmmaonMds gombmgdds bgbbozoy-
G godmdobomn 33mgs bmggrmnmdn. ©326nbdn smBmAgboem ogbs «dggmgbn
2@58n96nb J3go yds, GmImab bbngfgds, by m@e, 1,5 domombo Brmaoc
a360babm3Mgdst. dqb@ngl gdmgedn (393bemab 3m3mggds 339 barmaban
Baboo brgds. gmagdsm aoghonsbgdamn Jnfggmymanmo 30306500 ab-
49236 gmmad@ome bomammdal?.

o ©mbgdg ngbgdmme obndbymo 3gommnb s@a8nsbab Bmbingorafa
>bMmgbgds? Bmbngomuy®n 3g;3bogMgdnb gaBommne, smbadbme g3mggddo
mb®d Rababmmoaym mbagomyn 33g6nb, BmamMy aoM3ganma bodsmmob
399(330mnb, ao0dMgds s dg(3bmds. o8 IgFnmmash wMbms nymL mogeg-
nfgdmo 3abngormnmn d3gfMgdnl mdsGEnggba 3m3dnbazogdnls BoMmama-
Bo, Bm3gmaoe Mosmobagnsy 08EGmaebrger ,353mJdgmgdnm IMo]@ngodn”
dofnmomam@ bobngbsmmm obndbumndnbs s dspoyfo bgdmgdgmadnl gnb-
Jaoab 3o@ofgdgmon ngbgdmeo.

By Jormgmmandn® Lagomggmmb BaMo@mGnady s@odnsbyda dntin-
5@ MM 5 d;mnbBabs Gaambgddo Lobrmmdgh. 87gAbymdal 35630~
MdAZd3 (3ommggamn GmImdGngn asgMmnabgdgdalb Asdmysmoadgdsl dgabym
bymn. (36mdamns, Gm8 JoMoggrrao 8meadal JoMggmeme GmBmdMnga
2596Fm00bgdgdn 8(ynyg 3o335L0mbab LadbAHgmams(y sMLgdmde.

Byes Jsmgmmomal BoomBn gg@gds beggmdggmoe Igdbmmama® gum-
@gﬁbb’. 83g0me-0b@al  33dmambgdad LEwmym BooMmdnl  IGHm(3glo,
Fodsy mogob dbMng bgemo BgmBym 580560l Lobogmzbmm JaBmdgdob
a>m3xmdgLgdsb. Aggbn goMommom, @asbmmgdng 33 gdmgedo bms Rodm-
gormndgdmmoym Joforgmo gmdg-gbab nb@mbagngn LsdgsHm, GmBma(y
83069 8mgmenmdab 0b@Gmbazorfn 3mB3mgdLgdeb bobno ¢bms BaMm8mgnma-
nbma (Fogom@n ©60dbgemgdol M- Lo8- ©d mMbdagFnstn 3mBdnba(3ngdo,
a@nMad0bomgol @adsbsbosagdgmn aomBogam-s(3Mgdnon 8mdMHamdgda).

ob@mAngmbos s sBJgmmmmams sdMam, 23s3g gdmgeda oBygds Jmeo-
Safrgm-goboggco 9hm0sbmdnl ©admeb 3Gm3gbe ©d cobmomsbmdom
4od@gds @drgaee gobnygfio xagngde, Gm3rmgdeq dg8rama goggobe-
230 3(gbmgMgdn bambgdal Babsdtigdsm Bmaggamnbgb. Rggbo gotommom, o3
39Fomdn jog3oLnedn d(3bmaFgd BmBgdlb gmompgammgsbo @sdmgamgdnmyds
Mbs 3gmbmpooc 3mbogoma@-dagfnm bodysMmbomeb s dsor dmtinb Mondy

* adags ag-: 91-95.

1 3339605 mgem, 39y 33gbsemma, anb@mbe s6amns (1992). Fsbnbnb ggnobgamogiabysmn
6085660 o53nsbnb J39m0 gdab dgbobgd. Logdemggmmb 8g(36ngFHgdacs d3omgdanb 8a(36y,
dnmemmgonb bgFos, Ne6. 8. 18, a3.: 418-427.

5 bogoBogganmb ab@m&Ganb 6063395930, a3.: 91-95.

¢ ndan. a3 98.
7 ndan, a3-: 108-118.
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8339960 a36Lbgzaggds Ggbadmmo, SH3 aym, 3aMsd dmangfo Jm3Imbgbe) -
30 20633090 bLobgbbgamdab 5Gbgdmds dsmn Lbgasobbgs ndsMorgemgdaoc
356300056330b  Bgbodmmgdemmdabag J8bars. sbgmn Fgndmgdmms ymgnema-
gm, §00J300, ab@GmboyngMa a56300006980b IGm(3gbdn EmBgemndy 0b@gigo-
egtio bob@manb b3ntin 333myqbgds, 8mdAamdnb GmBgrndy dndoorgmydn-
Laovgab 3GnmFnBgBnb dnbaggds, dagFgdal MmIgmady JmBdnbaznalb b3atn
a03mygbgds s Lbg.

Bgmemaonb g3mgade (d3. B-ao VI smabben.) brogds 3dammggdemm-
d0ob s dmbamnigmdnmst 3g(3bmggmomdsls o aBsmdmgdgrgdady csb-
©oMBmBnmn aoabgmst. 3ol 239353985 Bomom baggbm@b smbggh. 3s-
30 ©Gmb RbEIds cmobob Fnfdgmo, 5e8n563s nbbsgms Gogs s Jumgs’.
3930J6Gmdo, 93 93mgadn by as8mnmAgdamnym qbojsemyfin gyndg-gbab
e2gdbeggfe gmben, @yMabGgds Pbrs @Bym Jgmrmennl gaMyzgnm
$0333L. 23 3Gm(39Lnb gdama asbzomagdady Jagdmo a37469ds Ladon.

80Bsndmgdgmgdnbs o 3g(3bmggemgmdelb asbgnamafgdsd 3 j3gofism go-
>9dxmgbo 2adnabob babogmigbemm 3nMimdgda s, 23sbnsd, YRGH™ oo
8oL3Eodab gobogaMo 3ogFmnsbgdgdol Redmysmndgdalb dgnbym bymn. ba-
©n5, 33 25gFmnabgdgdl, badgmMbgm Lod8nsbmdnb gFRmagemgsab gmmBgd-
b ghmom, JomEgemme gfhomdob gm@mdgday wdndagogdom. (36mdn-
mod, GHm3 Jbgmn e gbmyamEnEnme 399MmNnsbydgdab Bocdm3bs3
35335b0530 dmbabemy BmBgdnb Jown3 MHG™ B zamin oggFAgbEnsEns as-
3mnBgns. 98 209Gmn0673330b daGomomn dakmgal ba8ymagmo 330y Jog-
Jobombab LodbGHgone sMbgdgmn GoFMo@mBngdn aym. (3bond, M3 owen
3ab3Bodol 8jmby gobmgnmE A nmmo 359Mcnd6739dab BoB8mJabsb, m3nm-
39tmab gmgemabs, @obmmmgLds Boogbom8s 33330Mgdds dgqbym bgemn. gb
g0 0oL 60dbogh, Hm3 256 39mtm ByFnGmFngddy ReBmysmmndos gfhor-
3356m3360 bm(goomn@-ymanma ao6gdmb, LEdgmAHbym s, Moy Sosgeting,
96mdM030 @> gLngogaco Bymdnl o@sdnsbms gRomdab ao j3gmmmn GmMds.

Fqbogomuyn oG 7Jo03al 3mabBgddy @sggafiggds 8y3bngegdl sayndmg-
d0bgdl, Am3 oggHgbansannb ob@ybbomMn 3Gm(39badn gbsda (na-gqmbb-
dgds Gmammy badg@yggmm, oby dgbogoemaa 350) wmboo obygdamnym
365 Magnabgb IV 2013bBegmemnbs, Gomash d3. B-am Il saobBmgnmabscmgob
3obo a36bbgoggdaemn 60dsb-ognbgdgdn w33y bomom ool godmgemgbo-
0. asBbogmoigdam gb gbgds bLaBabsmdmgdgmm bogdnsbmdobosb @sjog-
Bofgdam Labedmg@m sbaemasl.

 bogoBonggemb ab@m@nab 6563395930, a3. 121.

* adag. a3- 26.

1 53mdgemedgamo ambad, Bmbbymndgemn magnm @ byMamemady eagmo (1986). Jomor-
39€7930. 23530dg ofdgmn (B, Agm.). Jologern bodgmms gb3ngmmmIgens. §. 10. cdagna-
Ln: Jomormemn bodgmae gbgngmmmdgeons. ag. 458-461; 3gmngndzomn gnmign (1965).
bogomongaemmb, goggsbanbo mo dobermdgema smdmbogmaomnb mdzammgbe dmbobemgmdnb
bognoboboogab. mdamabe: 89(36n9Mgd0. a3. 71.
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6o 23 m8n6@gdn 3Gbgdmdl Bzgbo 3oMommolb abad@ yn(3ndmor? s&H-
Jomemango s sbtim3mmmaon@in dogdgdnom 5339 G o(3gdamn,
m3 IV s Il s:0LBrgmmmgdob 8ngbsby bogsGmgammb GgMn@mmnady swo-
anmo Jgmbos 3dmagh BngMogamm 3Gm(3gbgdb!!. 28 IgMamedn nb@gbln-
@@ Ja8rnbomgmdl Lodstmggemmb mgme GgfoBmEool smgabnds s
3ebobemgmdnb gpaGom 3obd@edao gobggbs. 5739 bms gogoblgbmam, Hma

2m8mbagmgo bagsGoggmmdn wdagmglb LOABscdmJdgm JumGnMsb dg.
6. Il soobBmgmmomsb sbommn — 3@33sM-9Gogbab gom@nGe — Jggbs3z-
o' sbarmn gomE ol asgmEgmgdolb s6g LodoMmggmmbagal smdmbag-
tmgor bagoonggmmb Gafngmfnnc Jg8magatigmgdo. Bmameiy (3bmdagmns,
ob 3am@ae rabsgmgo bagsMoggramdo o6 303Mgmgdgms’®. ymggerngy
33°9804Mgdnbgdb, HmB Bgmemomabs s gbgmmomoal dngbsby Batidmgdbaen-
3> JoMznmom8s aEds gobagmMds 3o5Mmnsbydgdds, Gmdgmon doGamo-
©0 dofogob sEanmbsdymggmog ey Joggobombab LsdbMgmnoe dgds-
Ggmds (Loghom Lsdgdygamm @ dgbagorryGe gady-gbom, GmIgmBng
w339 Pobobmmo ogm @ag@gbyna(znobs 60356-0030bdgdn), BeaMagommo
36m(39b700b Bgmgase BBmarmm-5md3mbagmgonbs s Afmnmm-gobegmy-
ool 808sforgmgdno aBygb asEsba3zmgds, Lawsz 39ddbgl mmgscmgo
FNrGnhgda™. 5dag ¥bes °mnbadEmb obogz, Mm3 3B ggoc-o6ajlnl Jom-
&odn 8g360ggdo abrmgzGmdnme Gm3mdMagn asgfonsbydgdol Jaeo-
&ob 3dmogh bogombal ombedbaggh, Mo mobsgemgm ©s smdmbagego
bogoonggmmb GmAmdGng a0gGcnsbgdgdh dmMab dg@n @eggMgbnsiaal
baggdgamb J36nms. bLogagdMgdgmos, Gmd 3qbogsemy® gudg-gbsda seMg
ofbgdmmads 35635bbgaggdgmads 608s6-030bgdg83s jorgg BG™ dgén nb-
®36bngmdoom abygb a36z0maMgds. LEmMgE 98 3Gm(3gLgdL ¥brs v 3380tk-
©13mEaL Mo PBangHmasbbbgeggdgme dgmmmaent Godob bEgmymgarmo
qmdgdab Radmysmmndgds.

o > EmbgL 8oomBos 3o630mefgdals 3Mm(39b3e g3mdy-9653, (30emyg
8bggmmmdnb Logobas, 353628 a3sb 3o ogdgbo, GmI o1y mgb sGbgdmdl
bmgsmgeogme 3qbogscrg@o g6ab (36930, 3aggmglb ymgerabs, ggdg-
960b Byoenmdss. Gmagmeig Rsblb, gndy-gbolb doMamsre b@neratn 3o@gam-
Gogda adrgbor B30 ogm Redmysrmndgdymn, adwrgbie wemn Ladgdl-
Fmgdrm GfsrnEngdo 3sshbos > 0drgbse aym ggbaasdxwatin Jofo-
390 Amadab §mIgdab (36m3agMgdsdn, M3 ngo yggems 878mamda
3qbogormgGo 3m33mdoznab bagadzmer nge-

gomofiegdmes  dgbogscafo sbMmgbyds, Mommegdmes Jormyta

I famkpenunse Tamas, Usanos Bavecnap (1984). Mudoesponeiickuil A3vix u undoesponesiyvi. Tom
IL. T6unucy: NanatenbctBo T6unuccxoro Yuusepcurera. C.: 880-881.

12 hofomonggenmb ab@mBanb bofygas980, az.: 151-171.
¥ ad3, 33- 172i 8gemogadgncn, 1965, a3.: 109-110.
" bogomonggermb abBmeinab bof 393980, 33. 114.
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bagydgempdn, abanBgdmms ab@mbazngn Ladyemm, 3o3Gsd gb yggmoggGa
bmmme Bgbadgbnl Jo@gammnalb as5673m03693mms. gmdy-gbnb bBoemy-
6o bndsb-mgabgdgdo jo o6 JoMasgebgb Lobnzm@bmm dogmob. nbobagy go-
006©g3mEb b, 0(33mnebgb LEdmbl, gg@b, BsaMed o6 n(33emnmbgb SAbLL.
330@md >60b, Gm8 b jormaG-g6mdGngn ;gsmbsbGaboor obgomn sdm-
Agdame dgbogarmgGo @osmad@gdn, Gmamingod, godzem, aacame o
Joform-gobacn, LzsbyMa s> MNdyn, gHonsbe Joomnma 3nbogsemyo
960b Loggmdzambg asbabomgds. 8so gHommdab LbmEge gndy-gbob ¥(33emg-
gmo o6bo J3bob.

aomdmb JsBaembne, 853603 Gagdgns, Hm3, ghmn 8bMng, oGy Ao M-
b, 363 mpmnol, A3 bobobdgg m@ol, Gy mrnemgmb @ >ty Lbgs, Gm-
3gemny abgdogem, JoGommn bambyFo LodmgFab dnbajorrama gbs o dg-
adrgds, BmasmdsGommn dqbogsegma gbob 6n8vdsw Renmgammb, Momasb
3o 3meinb d3g90n aobbbgaggdes; s, 8gmeg dbMng, oo Logymdamgddn
0degbn bogHom bndab-mgabgdss, Gm3 abobn BmgomJsaormma b jormy-
60 booBEMEbm LabBgdnb doBgmm 3m3ImMbabBgdare MbBs 8ngoRbomo. 53n-
&™8 G0l HM3 JoGnggmo gmmymmEnb@gda abgo JMmbGRILE MM s -
@07GnadnMob3ntigdam dnbojomma® gbgdl, Mmdmyda dgbodrmms, bagdab
>6b3n A3 Rambgragds L3gosrab@ads bbgsmabbgs BsGImBagemmdab 34-
Logoema® aboma smngzol, Bbmmmm mrsmnd@ob embydg gobobamsgyb.

Jooggen 9g(3bngtons Bogh omagbormns, Gm3 Il sosbbmgmeab I
Bobygnmsb smBmbagmam LogoGaggmmb Gm3gdal (3bmgHgdsdn o3bagn
39803mEgmbglo bmads. 5580067385 LoigbmgMmadmom daGnmamse dmab-
B0bs > 8anb Mgaembgda s0BRagb™. gb asMgdmgds 63BnmmdFMng 8g@sran-
annbs s moombgdalb ©a31353930b byemmgbgdolb smBsgmmmdab 3ngBgMgds'e.
dgbadmme, gb sbg(z ngmb, o8ge o6 oMnb gdmGagbamo, Gma 306339000
&™3g8ab 8nsda sbgms Lbgo, ormbrosy Imbsogbogy GmAgdals domBmaBmgm-
dab, 367y 53Mgbonb 3gmgang 0gmb (ngngg Bgndemgds nogzeb bLgsbgdeb 8cmadn
abgmnb Jgbobadsz). @emggebogmn byzbaMgdn, gdsgmgda, ondgde, 8on-
nm-aneedeyamadn, dmbggzggde LEmMgm oo FmedmBogmgdam mbms Jo-
30RBomon. Boada sbigmnbob, 3bawns, 8501 0196 gongmmgl ab 8:Lin s - Jye-
G fmen 3mbadmgadingg, HmIgmo(y omdmbagmgo LadsGmggmmb dofnb Gg-
3nmbabaongalb oym ®s3sbaboocgdgmn. Hmam(y w33y 5mgbndbgom, oo mo-
30bo, ombrsz 3sBGM agmaGogngmmo 306mdgdal gsdm ygmgebs @ guem-
&Mab gmbLgMganalb Lamggogbm Ladnaragdel BoMamaagbl. Lbgamalbgs
oMaab dFogommn b3ggasmab@o gsdmmgzedl dmbabHgdal, Gmad LEmMyE
smdmbagmgm LagsMmggmmmb Gongmadds as633gaebomae o jmbbgHggl
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AT THE ORIGINS OF GEORGIAN MUSICAL THINKING
(ON THE METHODOLOGICAL PREREQUISITES FOR THE
STUDY OF MUSICAL DIALECTOLOGY)!

One of the unique and characteristic features of Georgian folk music is its
diversity of regional dialectal expression. Such dialectical expression also occurs in
the musical art of other nations, but in most cases it is not so obvious what distin-
guishes the differentiating features.

In Georgia, a country covering just a small territory, at least twenty musical
dialects can be observed. The differences between these various regional-dialectical
modes of expression are so striking and their musical language so contrasting that
the unsophisticated listener may perceive them as musical examples representing
entirely different peoples.

Due to diverse circumstances propagated through historical, geographical,
political, economic, and social conditions, each Georgian musical dialect demon-
strates its own original features. Each one has its own distinct melodic world, sty-
listic characteristics, specific aspects of texture, and unique performance practice.
There is no doubt that each regional-musical dialect enriched the common Geor-
gian musical language and the treasury of national culture through the creation of
multifarious and diversified local features.

Because the emergence of distinct musical dialects is conditioned by unique
local historical processes, research in this area must pay close attention to problems
of ethnogeny. An ethnic group, in this case, is a unified group of people speaking a
common language and living in close proximity to one another on a defined territo-
ry. Apart from the common language and territory, they also have common histor-
ical, psychological, religious traditions, and daily habits. The highest manifestation
of ethnicity is a nation, expressed in its simplest form as the union of tribal com-
munities. In the Georgian context, there are about twenty tribal units; these form
the basis of the observed musical-dialectal differences. Therefore, without studying
the historical links and differences between these ethnic groups and tribal unions,
it will be impossible to understand their dialectical differences.

In order to understand the common features of the Georgian musical language

! The work includes the articles from 1989, 1992 and 1995. The 1989 and 1992 articles are annual
scientific researches and are preserved at the archive of Georgian folk music Laboratory (hereafter:
AGFML) of Tbilisi State Conservatoire, and the 1995 one - in the family archive; is published for
the first time.
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and its dialectal branches, and also the evolutionary processes that precipitated
these processes over many centuries, it is necessary to consider the original for-
mation of the Georgian nation and the historical conglomeration of its component
ethnic units. Otherwise it will be impossible to thoroughly analyze the fundamental
issues. For instance, to explain why the Khevsurian and Pshavian musical languages
are alike, why they manifest close links with the Kartl-Kakhetian musical thinking,
and why they differ from either the Svanetian or Gurian musical languages, it is
imperative to study the formative processes of the social, political, geographical,
economic, cultural, and other important factors of both the Pshav-Khevsurians and
other groups.

Interest in Georgian musical-dialectal research has been ongoing in folklore
studies since its founding. The first observations were mainly limited to the general
characterization of separate specimens of the songs from each ethnographic pro-
vince. After professional musicians appeared on the stage (in the 1880s), the hori-
zon of study began to expand gradually. Their objects of interest already focused
on either distinct regions, or in some cases the whole ethnographic landscape. The
work of Dimitri Araqishvili and Zakaria Paliashvili is especially noteworthy. Begin-
ning at the turn of the 19th-20th century, they collected audio research materials
in different ethnographic provinces which, in spite of some faults, is of high quality
and remains reliable for research purposes today. In most cases the material they
recorded is accompanied by suitable descriptions and commentaries. In these, em-
phasis is made on the dialectal musical style, song genre, and characteristic musical
features. Thus, the principle of categorizing song material by dialectical-regional af-
filiation became a theme that subsequently is visible through the works of Georgian
folklorists through the following years.

The scholars Grigol Chkhikvadze and Shalva Aslanishvili made a special
contribution to the further development of Georgian musical dialectology. Their
taxonomical works established the basis of study for the musical language of each
dialect: mode, chords, melody, interrelation between separate voice parts, and other
issues such as the study of the problems of mutual influence. The scholars Vladimer
Akhobadze, Otar Chijavadze, Mindia Jordania, Kakhi Rosebashvili, Edisher Ga-
raqanidze and others also produced interesting works dedicated to the problems of
Georgian musical dialectology. In recent years, the introduction of new methods of
intonational analysis provides the possibility to consider musical dialectal problems
in a new light, and to expand the subject of research and to thoroughly study its
deeper layers.

The problem of dialectology in Georgian musical folkloristic studies is so
complicated and significant that the thorough comprehension of its essence and
its fundamental study is almost impossible without working out infallible me-
thodology. Today we cannot be satisfied with ascertaining only the superficial facts,
even with their collation and generalization. For example, when comparing the di-
alects, quite often the following facts are emphasized: in the Gurian musical dialect
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the interrelation of voices is polyphonic while in Kakhetian it is homophonic or ho-
mophonic-polyphonic; the bass part of Gurian songs is movable while in Kakhetian
songs it is a drone; the melodic movement of the voices in Gurian songs is flexible
and laconic while in Kakhetian songs the movement is melodic and constructed on
long breathing; in the Gurian performance of songs the sound formation is strongly
pronounced while in Kakhetian songs it is relatively soft. All of these features are
true, but for the comprehension of the essence of the basic features of each musical
dialect, it is not sufficient to simply list a number of such observations.

I am inclined to think that research into each Georgian musical dialect, first
of all, must be based on melodic analysis over other methods. It is only by means
of melodic analysis that “the musical accents” or musical-linguistic characteristics
of this or that musical dialect can be comprehended. The local specificities and
features of each regional dialect that have evolved over the centuries are first of
all expressed in the melodic sphere. Melodic formulas divided into phrases and
sentences evolved such original forms of melodic expression that, to a great extent,
they condition the linguistic and stylistic characteristics of a whole region or ethnic
group. The study of the specific linguistic and stylistic features of each Georgian
musical dialect needs approaching from different angles and sometimes even a si-
multaneous use of several methods. As I have said above, the method of melodic
analysis should be preferred above other methodologies. Next, discussion from a
historical development perspective will also be important, considering that the for-
mation and development of the stable melodic complexes of each musical dialect
covers hundreds of years, even millennia.

Studying music from a historical perspective is important in Georgian musi-
cal folkloristic studies. This is no wonder because, in general, any humanities sub-
ject is interesting not only in itself but in relation with space and time. All this does
not necessarily mean that the subject cannot be studied abstractly. Quite often the
subject is studied by means of the principles and methods of structuralism. When
ascertaining the structure and the basic parameters of the subject, some scholars
think that they exist only in the present while the past is ignored completely or
is given little attention. I do not exclude such a research method, but in musical
folkloristic studies, the principle of the approach to reality, at least to some extent,
must take into account the transformation through time, and the historical evolu-
tion from its origin. In folkloristic studies such an approach is even more necessary
because in folklore, as in any live organism, new features emerge in the course of
time and their understanding is impossible without determining the causes. Both
may contain “frozen” relic layers that cannot be understood without study from a
historical perspective.

The field of folklore studies includes the study of present-day processes, but
some attention should still focus on the past. Georgian musical folklore, in which
the extremely rich spiritual world of the Georgian people with their boundless fan-
tasy, life ideals, and religious images are pronounced with astounding vigor, is the
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very treasury in which the past is preserved most safely. From this view point it in-
cludes the most precious material for research. The present is also interesting from
a historical viewpoint since it is the result of past traditions, and because quite soon
it will itself turn into the past for the future.

Historical-political factors are considered to be one of the reasons for the
emergence of dialects. In itself this suggestion is correct, but the study of the reg-
ularities of the Georgian musical language proved that the processes of division
into dialects began in the remote past. The units that took shape on the first stage
of such a division should not even be called dialects. But without these process-
es there would never have been such a diversity of dialects observable today. The
analysis of musical languages assures us that originally, the Proto-Georgian musi-
cal dialects were divided into large units which in the beginning may have taken
shape in the root-language and then subsequently divided into two or three units
within each branch. Comparatively large musical units probably emerged, which
were later divided and turned into modern musical dialects. All these processes
took place across a large chronological period, and it is evident that they cannot
be placed within the framework of a single historical formation. In order to prove
the contention that the division of the root-language of Proto-Georgian took place
in the remote past and that the basic musical changes also took place before the
emergence of feudalism, it is necessary to consult the findings of archaeological,
anthropological, historical and linguistic research.

Since the present work is targeted at determining the original processes of the
division of the root language and defining the historical stages of their chronology,
from the outset it should be noted that some of these ideas remain hypothetical.
It should be evident that from the current time, at the present stage of research, it
is almost impossible to thoroughly understand the problem of historical context.
There is no factual material in historiography, thus some issues are unsolved and
vague. It may be too early to even attempt such a task, but if by means of observa-
tion a definite idea could be developed, in my opinion, it should be proposed. It is
my hope that through presenting a hypothetical thesis, my contentions will stir up
other scholars and generate interest in this problem with the goal of further estab-
lishing the truth.

To establish the chronology of the splintering of the root-language, it is neces-
sary to answer a lot of questions. These include some that may have been answered
long ago such as: Who are Georgians, and from what time have they been inhabi-
tants of the territory presently called Georgia? Who are Karts, Kakhetians, Megreli-
ans, Svans, Pshavians, Gurians and so on; are they representatives of separate ethnic
groups? How are they related to one another (or: which of them manifests greater
closeness with others), and from what time have they been living in this or that geo-
graphical region of Georgia? When and under what conditions did the migration
processes take place? What kind of social, political, economic, cultural and other
changes took place in Georgia in general, and in the specific geographical regions,
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which provided the conditions necessary for the emergence of musical-linguistic
dialects? What were the influences of cultural contact with the outer world? These
and many other questions crop up when studying different dialects of the Georgian
musical language. It is almost impossible to answer all of these questions, but in
pursuit of better understanding, some conclusions may be drawn on the basis of
logical reasoning.

Many of these questions were answered years ago. Many conclusions provided
by historians, archaeologists, anthropologists, geographers, linguists, and scholars
working in various spheres of science address these very questions. Therefore, why
is it necessary to answer the same questions when studying the historical processes
of the evolution of the Georgian musical language? It is because the musical lan-
guage is very specific, and when determining the historical road of its regularities
we may find new explanations to many questions and throw light on many vague
issues in the other disciplines.

There is no doubt that when answering these questions researchers in music
should rely on facts confirmed by Georgian historiography, though it is important
to critically interpret these data sources in light of our own musical sources. Mu-
sical language is comprehensive; it is likewise much more conservative and “clean”
than spoken language, as it has undergone less changes. Some evidence of this can
be found in the number of foreign words which have penetrated the Georgian lan-
guage due to a variety of historical tribulations. The Georgian spoken language
abounds in barbarisms, a process of infiltration which continues to this day. By
comparison, the vocabulary of the Georgian musical language proved to be much
more protected.

In one genre, foreign “words” (i.e. foreign melodic formulas) penetrated into
Georgian music. This was the genre of “city songs” (urban folklore), and the phe-
nomenon can be explained by the diversity of the city population. Meanwhile, rural
folklore is entirely free of such influences and foreign admixtures. Rural folklore
is the source of the Georgian musical language and its word-melody stock. Here it
should also be mentioned that the Georgian musical folldore has preserved numer-
ous archaic musical layers which will be very helpful not only in comprehending
the processes of the differentiation within the root language, but also in determin-
ing the evolution of Georgian musical thinking. Therefore I think that the results of
musicological research will to some extent confirm theories proposed in other areas
of Georgian scholarship.

According to researchers, people started to settle in Transcaucasia in the
Acheulian epoch (traces of the Acheulian-era monuments are preserved in va-
rious places such as Sokhumi, in the Rioni-Qvirila gorges, and in Inner Kartli).?
Archaeological excavations show that intensive settlements in Georgia began in the

® Sakartvelos istoriis narkvevebi (Essays on Georgian History). 1970. Vol. 1, Ed, Melikishvili, Giorgi.
Thilisi: Sabchota Sakartvelo. Pp.: 85-91.
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so-called the Mousterian epoch.” But recent archaeological excavations in Dmanisi
caused world-wide excitement with the discovery of the lower jaw of an ancient
man dating to at least 1,5 million years old.* During the Mousterian epoch fire
could already be obtained mechanically and primitive men began collective hunt-
ing.?

How can we imagine the musical thinking of these early epochs? Musicolo-
gists presume that the process of perceiving and comprehending musical sounds
with definite pitches was already present. The emergence of the simplest combina-
tions of musical sounds must be connected with this period; these combinations
in the “creative” practice of that time may have been used as signals and possibly
magical influences.

In the upper Paleolithic® period, people lived chiefly in the lowland regions or
in the foothills of mountains in Georgia. Economic development likely facilitated
the uniting of separate tribes. It is common knowledge that small tribal groups of
Kartvelian origin were also present in the southern region of the Minor Caucasus.
The foundation for the Mesolithic culture’ originated in the upper Paleolithic peri-
od. The invention of bows and arrows assisted the process of hunting, which in turn
improved human living conditions.

The melodic world of the Georgian root language must have taken shape ap-
proximately in this period. This melodic world may be understood as having ma-
gical function, and may be described as having small melodic complexes of two,
three, and four-sounds of descending-downward sliding motions.

According to historians and archaeologists, the process of the disintegration
of cultural-ethnic unions began in the same period and separate ethnic groups,
which subsequently became the ancestors of the peoples living in the Caucasus, was
taking shape during this time. In my opinion the tribes residing in the Caucasus in
this period must have had similar attitudes to the musical-sound world and there
may have been no radical differences, but in some ways the presence of variations
in attitude created conditions for their evolution in different directions. These diffe-
rences can be observed in for instance, the evolutionary process of melodic devel-
opment, the use of a frequent interval jump, the prioritization of a particular direc-
tion of motion, or using some combination of the above.

In the Neolithic epoch (eighth-third millennia BC), a gradual transition be-
gan from living habits based in foraging and hunting to ones of cattle breeding and

3 1bid, pp.: 91-95.

* Gabunia, Leo, Vekua, Abesalom and Justus, Antia. 1992. Dmanisis gvianvilaprankuli namarkhi
adamianis kveda qbis shesakheb (On the Fossil of Dmanisi Human Lower Jaw). Proceedings of the
Georgian Academy of Sciences, biology series, #6, vol. 18, pp. 418-427.

$ Sakartvelos istoriis narkvevebi (Essays on Georgian History), pp. 91-95.
¢ Ibid, p. 98
7 Ibid, pp.: 108-118,
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agriculture.® New technologies evolved such as processing stone tools, earthenware
construction, spinning, and knitting.’ In my opinion, in this period the vocabulary
of the musical root-language must have become wealthier, with definite types of
melodies crystallizing into more specific forms (I discuss this idea further on).

The development of agriculture and cattle breeding changed the living condi-
tions dramatically and facilitated the formation of ethnic unions on a larger scale.
Understandably, alongside with these unions and homogeneous forms of economic
activities, forms of cultural unity were also taking shape. The emergence of such
large ethno-cultural unions resulted in a more dramatic differentiation of the tribes
living in the Caucasus. The location of the basic nucleus of these unions was situ-
ated on the territories to the south of the Minor Caucasus. The emergence of the
large-scale ethno-cultural unions was based on family relationships. Thus, these so-
cial-political groups shared a homogeneous social and economic life, which shaped
their common linguistic and psychological attitudes.

Studying the music of people from this archaic historical layer makes schol-
ars think that the intensive processes of lingual differentiation (both musical and
verbal) must have begun not later than the fourth millennium, as its unique cha-
racteristic features are already present by the third millennium BC.' This is partic-
ularly evident in specific musical genres such as those associated with agricultural
activities.

What arguments are there to corroborate this thesis? First, archaeological and
anthropological research suggests that strong migration processes were underway
in Georgia at the junction of the fourth and third millennia." In this period the
whole territory of Georgia was intensively settled, prompting radical population
growth. It should also be mentioned that in eastern Georgia the most ancient agri-
culture cultures were superseded by the new Mtkvari (Kura)-Araxes culture in the
third millennium BC." This new culture expanded throughout the territory of east-
ern Georgia, but curiously did not spread into western Georgia.'* All of this pro-
vides grounds to infer that the first large ethnic unions that emerged at the turn of
the Neolithic and Eneolithic periods and whose nucleus resided to the south of the

®Ibid, p. 121.

? Ibid, p. 26.

1% Abdushelishvili, Malkhaz, Muskhelishvili, David and Surguladze, Irakli. 1986. Kartvelebi (The
Georgians). In: Abashidze, Irakli (ed.-in-chief). Georgian Soviet Enciklopedia. Vol. 10, Tbilisi: Geor-
gian Soviet Enciklopedia (in Georgian). Pp.: 458-461; Melikishvili, Giorgi. 1965. Sakartvelos, kavka-
siisa da makhlobeli aghmosavletis udzvelesi mosakhleobis sakitkhistvis (On the Ancient Population of
Georgia, Caucasus and Near East). Tbilisi: Metsniereba. P. 71.

" Gambuelidze, Thamaz and Ivanov, Vjacheslav. 1984. Indoevropeiskiy yazyk I Indoevropeytsy (In-
do-European and the Indo-Europeans). Vol. II. Tbilisi: Publishing House of the Tbilisi State Uni-
versity. Pp.: 880-881.

" Sakartvelos istoriis narkvevebi (Essays on Georgian History), pp.: 151-171.
" Ibid, p. 172; Melikishvili, 1965, pp.: 109-110.
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Minor Caucasus mountains (with a common spoken and musical root-language,
which already showed the rudiments of differentiating features), began to move in
the north-eastern and north-western directions as a result of migration. As early as
the third millennium BC these local cultures were already well established.' In the
Mtkvari (Kura)-Araxes culture, scholars find a strong current of the culture of In-
do-European tribal unions; this observation further supports the idea that differen-
tiation between the western and eastern Georgian tribal unions began at this early
period. It may be conjectured that differentiating features, which had existed in the
root-language earlier, began to develop even more intensively. Different melodic
types (in East and West Georgia) must be associated with these processes.

The role of the root-language in the formation of musical evolution calls for
separate examination. Thanks to the root-language, there exists the notion of a
common Georgian musical language. The basic stylistic categories of the root-lan-
guage were so strongly established that the various performance traditions were
so powerful and deeply rooted in the mentality of the Kartvelian tribes that they
provided the foundation for all subsequent musical compositions.

The category of the superstructure of language cannot be underestimated:
musical thinking was evolving, the modal basis of music continued to grow more
complicated, and the melodies continued to improve. The stylistic features of the
root-language never lost their life-giving force; they too were developing, changed
their clothing, color, even while their essence remained the same. This is why such
regional dialects as Gurian, Kartl-Kakhetian, Svanetian, and Tushetian can be dis-
cussed on the basis of the common Georgian musical language even while existing
so distinctly and far-removed when considered from a musical-linguistic view-
point. It is the stabilizing essence of the root-language that accounts for their unity.

It seems to be a paradox, but is instead a fact, that on the one hand, the musi-
cal language of such songs as Chakrulo, Odoia, Khasanbegura, Lileo, and any other
Georgian song can be considered to be a specimen of the common Georgian musi-
cal language, while on the other hand there is a great difference between them. The
foundations of these songs exhibit common features which may be considered the
basic components of the shared Georgian musical thinking system. It is because of
this paradox that Georgian specialists in folklore discuss such contrasting and op-
posing musical languages, which may be perceived as musical languages of different
provenance but only when viewed on the dialectical level.

In answer to some of the questions about evolutionary dating, scholars came
to the conclusion that strange musical metamorphoses must have taken place in the
life of eastern Georgian tribes in the latter half of the third millennium. This may
have had to do with migration. Settlements appeared close to mountain foothills
and mountainous regions,'* which is considered to be a result of the development

W Sakartvelos istoriis narkvevebi (Essays on Georgian History), p. 114.
15 Ibid, p. 201.
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of metallurgy and metal processing.'® Metallurgy was one reason, but it may be also
true that migration into the mountains was driven by defensive strategies, the result
of aggressive (even kindred) tribes advancing on foothill territories. Today’s eastern
Georgian mountain groups, the Khevsurians, Pshavians, Tushetians, Mtiuli-Guda-
magqrians and Mokhevians, must be considered to be their descendants.

When moving up to the mountains, they evidently took their musical-cultural
creations with them, which were characteristic of the eastern Georgian lowlands.
As it has been said, the highlands present the best conditions for preserving ar-
chaic forms of life and culture. Researchers in many branches of science suggest
that it was the eastern Georgian highlanders that preserved the social and cultural
achievements that were characteristic of the lowland regions of that period. The
archaic forms of the spoken language and musical thinking, the oldest ideological
and religious images have been conserved in these mountains. If this hypothesis is
true (there are more arguments to support it than otherwise), the study of the mu-
sical language of the highlanders will render us considerable assistance in compre-
hending the initial forms of those large tribal unions that settled on the territory of
eastern Georgia in earlier epochs. The language of all the musical dialects, present
in the region of eastern Georgia, stemmed from one root. This contention can be
easily proved by the analysis of the melodic and cadential structures of this music,
as well as the textural aspects of its polyphony and the various means and methods
of its expression. Studying the musical language of highlanders, in general, will help
us with understanding the sequential stages of development in Georgian musical
thinking.

As for the western Georgian region, here, from a musical perspective, two lay-
ers may be singled out. Though both layers stem from one and the same root, their
development was conditioned by different stages in which variations occurred. The
musical culture of western Georgia, present today, can be divided into three stylis-
tic units. The first one is based on a closed type of melody, and comprises a finite
number of musical structures. In this style the multi-part texture is characterized
by rhythmic synchronization, and in most cases by the parallelism of the compactly
placed voices. A vivid example of this style is Svanetian music, but it also occurs in
many regions of western Georgia with more or less clarity. The auditory perception
and analysis of this type emphasizes the vertical chord structures of the music, es-
pecially when listening to the synchronous motion of the voices and rhythmic iden-
tity of the recitative of all the voices. The whole song is perceived as a progression of
chords across (horizontal) linear space, thus we define it as vertical.

The second stylistic category can be characterized as having a flexible melodic
type, where the interrelating voices achieve almost complete independence. More
than that - they contrast with each other, and therefore form perfect polyphonic
textures.

' Sakartvelos istoriis narkvevebi (Essays on Georgian History), p. 201,
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The third stylistic unit, which also has a flexible melodic type, is characterized
by the fusion of the stylistic features of the first two categories. I shall again revert
to discussing the melodic types.

It is very interesting that the stylistic features of the Svanetian musical language
become manifest in other stylistic units that have become themselves differentiated.
Even the most highly developed specimens of (West Georgian) polyphonic style
can be considered to be a result of the development of the motions of the so-called
consonances or chord complexes. In the polyphonic style the vertical chords are a
kind of musical skeleton and the spaces between them are filled with free melodic
movements. Such an interpretation of the origin of the Georgian polyphonic style
has its arguments and logic. Some researchers may not only construe but also try to
prove that the stylistic characteristics of the Svanetian musical language are original
and gave birth to polyphony. But in order to confirm this hypothesis, scholars have
to turn towards data provided by other branches of scholarly study. For example,
linguists maintain that the fragmentation of the Georgian root-language began in
the second millennium BC:" at first, the languages of the Svanetian and other Kart-
velian tribes split, and later, in the first millennium, the languages of the Megreli-
an-Chans split again from the Kartvelian. Therefore, the Svanetian language was
the first to separate from the root-language, according to linguists'®. In addition, if
we remember that the lowland regions of western Georgia were settled first by the
Svanetian tribes and later by the Megrelian-Chan tribes,'” the idea that Svanetian
musical culture is older is given further supporting argumentation.

The presence of the Svanetian-stylistic unit among other stylistic units may
be explainea by the following conjecture: one of the branches of the most ancient
large tribal union was moving in the north-western direction and accordingly they
settled on the territory of western Georgia. This tribal union comprised the ethnic
groups of the Megrelian-Chan. By the third millennium a unique cultural group
differing from the Mtkvari (Kura)-Araxes culture had taken shape on this territo-
ry. In this cultural-ethnic group the stylistic features of the musical language of the
Svanetian and Megrelian-Chan tribes must have become homogeneous.

It may be presumed that in the second millennium BC the Megrelian-Chan
tribes greatly oppressed the tribes of the Svanetian origin and made them move far-
ther up into the mountains to the North, to the slopes of the Caucasian mountain
range. The reason for the Svans’ moving into the mountains may have been the

Y Sakartvelos istoriis narkvevebi (Essays on Georgian History), pp.: 335-343.

18 Abdushelishvili, Muskhelishvili, Surguladze...pp.: 458-461; Sakartvelos istoriis narkvevebi (Essays
on Georgian History), p. 341.

19 Sakartvelos istoriis narkvevebi (Essays on Georgian History), p. 341; Melikishvili, 1965, pp.: 63-68;
Gambkrelidze, Ivanov, p. 881.

20 Melikishvili, 1965, pp.: 63-68.
1 Sakartvelos istoriis narkvevebi (Essays on Georgian History), pp.: 340-341.
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same that had occurred in the eastern Georgian regions. Whatever the reason for
the Svans’ retreat into the mountains, it is a fact that the population living in the
mountains became isolated. Due to this reason the new environment must have
facilitated the preservation of ancient musical stylistic features, which had been
common to the Megrelian-Chans earlier. Megrelian-Chans continued developing
actively and enriched their musical culture with new expressive means (while the
Svans did not, due to their isolation).

The ways, methods, and means of academically studying the Georgian musi-
cal dialects are diverse and versatile. I strongly believe that our methods must main-
tain close contacts with other branches of scholarly inquiry. It is impossible to solve
the problems of musical dialectology without a complex and multi-disciplinary
study. Researchers in Georgian musical dialects, first of all, must thoroughly study
the achievements in the field of Georgian linguistics, since the study of the dialects
of the Georgian spoken language remains one of the basic subjects of that field
of research. Such inquiries have been ongoing for a long time and scholars have
accumulated rich material and gained significant experience. On the basis of the
works of Niko Marr, Akaki Shanidze, Arnold Chikobava, Shota Dzidziguri, Ivane
Gigineishvili, Besarion Jorbenadze and many others, the methodological princi-
ples of the dialectological research have been well established; our familiarity with
these methods and principles will prove to be of great assistance to musicologists
researching Georgian musical dialects.

In Georgian folkloristic studies the following expressions often occur: “Geor-
gian speech” or “the Georgian musical language”” In recent years, the term “the lan-
guage” has been questioned for its correctness. Some scholars think that music and
language should not be conflated: that the highly specific character of music and
abstract thinking is quite specific, and that the means and methods of “imagery”
cannot be reconciled by the use of the categories corresponding to the taxonomy
of linguistics. Others see a lot of common features between music and spoken lan-
guage. Therefore, I think it quite correct to introduce similar terms into musicology.
At present this problem is not the goal of my studies so I am not going to dwell on
it. I shall only note that I am inclined to favor the second opinion.

What is meant by the notion of a “Georgian musical language?” It means the
unifying principles of all the musical dialects. First of all such an expression is very
convenient when comparing the Georgian musical culture with the musical culture
of other peoples. For instance when we say that the Georgian musical language dif-
fers from the Russian, Armenian, or Azerbaijani musical languages, we mean that
the distinctive features and basic parameters of Georgian folk music differ from
those of Russians, Armenians, Azerbaijanis, and so on. In such cases the expression
“the Georgian musical language” is both convenient and correct, and can refer to
broadly common characteristics such as mode-intonation formulas, harmony, me-
lody, and other distinctive features.

Most researchers consider vocal music to be the original aspect of musical
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culture. Both in vocal music and speaking the sound formation is connected with
the vocal apparatus. The difference between sounds that are ‘musical’ and those that
are ‘speech’ is that the speech sounds do not have an exact tonic pitch. This feature
is sufficient to suggest that music and speech have definite characteristic traits. We
can resort to other arguments to prove the presence of common characteristic fea-
tures, but I should like to draw your attention to another problem.

Given my support for the introduction of the academic notions of “language”
and “speech” (musical language, musical speech) into musicology, I should point
out that music, as a language, has its own grammatical forms. Is it possible, then,
to draw any parallels between the grammatical regularities of musical and spoken
languages? First, it should be said that Georgian musical speech and Georgian
musical language (if we can differentiate them) signify an extremely rich melodic
world which is based on a unique modal system, and which has passed through a
multi-century transmission process unique to Georgian ethnic groups.

Grammar is the study of structural systems and laws in language. There are
three component parts of grammar: phonetics, morphology, and syntax. These three
are all present in musical language, though, of course, in a very unique and specific
form. We are examining the formation of sound in music and speech. Therefore
phonetics, as a discipline concerned with the production of sound, should also be
accorded its own place in musical studies. Musical phonemes are sounds, each with
a distinct tone pitch.

The foundations for the study of musical phonemes has been already been
established within past civilizations. The research carried out by Pythagoras on the
monochord in the antique period illuminated the acoustic basis for sounds and
intervals. Sound studies also gained a prominent place in the pedagogy of the me-
dieval era as well, as expressed through musical treatises. After the emergence of the
theories about mode, the place and role of each sound in the whole sound system
were determined. In musical studies, significant attention is given to the pitch of a
sound, as well as to its strength, the length of its resonating, and to its timbre. From
the phonetic point of view many parallels can be drawn between musical and spo-
ken languages.

Through aural analysis it is noticeable that both the sound formation and nu-
ances of timbre are different. Along with these differences, other specific local as-
pects of individual dialects become apparent such as the morose, slightly muffled
or subdued sounds characteristic of Svanetian singing. Megrelian singing, on the
other hand, is soft, velvety, and slightly sentimental. The Gurian sound is empha-
tically sharp, and in some cases even slightly rough, with an open timbre. The Ka-
khetian sound is broad and rich, a naturally vibrating sound abundant in overtones.
The Imeretian sound is agile, the technique reminiscent of the pizzicato. All this
gives as grounds to believe that in the process of the formation of the local specifici-
ties of these individual musical dialects, the formation of the sound and the timbral
flavors play a significant role. Even without listening for any other characteristic
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parameters, the timbral features of a Georgian song identify it as being performed
by Svans or Gurians, Khevsurians or Megrelians, Kakhetians or Imeretians.

Musical phonemes are another important aspect of the musical grammar,
which over the course of time, take shape as the stable melodic complexes which
greatly conditioned the language and stylistic characteristics of not only the distinct
musical dialects, but of the national culture as a whole. Such phonetic features must
also be taken into consideration during the dialectal research.

Studying morphological issues is much more difficult. A musical word does
not have a direct or common accepted meaning like a spoken word. It is not as sim-
ple to define its boundaries and limits. In spite of this, it is still possible to discuss
its essence. Boris Asafyev, a well-known composer, musicologist, and theoretician
(and later Zinaida Evald as well), noted that a song becomes a socially important
phenomenon through its melody. Such musical intonation is a sonority of sounds
which are imprinted on our memories in the form of a system of inter-related
sounds. Zinaida Evald aptly concludes that since music is an expression of a de-
fined and specific sound form, the simplest elements are represented not as abstract
categories such as rhythm, meter, tectonic scheme, or the notion of the mode as a
sound arrangement, but as melodic systems that are comprehended in a defined
manner in a given social environment. Therefore the melodic systems of common
sernantics must be taken as a subject of study for each social group ethnic unit un-
der study.”

In my opinion one of the most significant ways that a song is preserved is
the stability of the social function of the song. If through the course of centuries
of time, society’s way of life, religious interrelations, and magic meanings remain
stable, then the ideological-semantic meaning of the song will also stay the same,
unchanged by time. What is significant is that in each musical dialect, the musi-
cal structure of a song is clothed in certain characteristics which may change be-
tween different dialectics. Such structures may present as words which are found in
such genres as dirges, lullabies, songs associated with infectious diseases (Batonebi,
lIavnana, Sabodisho, IaPatnepi), devotional songs (Jgragi, Lile, Kviria, Lazare, Gonja,
Dideba and others), labor songs (Naduri, Odoia, Ocheshkhvei, Urmuli, Orovela),
and other genres as well. Of note here is the research activities of Shalva Aslanishvili
on lavnana-type lullaby melodies, together with labor, devotional songs, and other
genre songs. Research into the “musical-paleontological” character of songs is also
present in the works of musicologists such as M. Jordania and V.-Gogotishvili.

The nucleus of intonational sounds (i.e. “the oldest musical words”), are pre-
served in the form of certain layers of a song and have been associated with incan-
tations and other magical practices. Almost all scholars attribute the origin of such
intonational formulas to the stage of the evolution of musical thinking when musi-

2 Evald, Zinaida. 1934. Sotsialnoe pereosmyslenie zhnivnykh pesen belorusskogo Polesya (Social In-
terpretation of Reapers’ Songs of the Byelorussian Polesie). The journal Sovetskaya Etnographia No
5, p. 19 (in Russian).



cal art had a primarily utilitarian use and its main function was practicing magic.
Such intonational formulas must have emerged in the primitive period. Eugene
Gippius, a famous folklorist noted, “A melody is a certain formula that remains
within certain limits (a quite analogous formula of a charm). This formula of a me-
lody is a clear-cut musical image”.?

Such stable but vivid melodic formulas are most clearly manifested in the song
layers represented by pagan worship or having a magic function. Over time, these
formulas also underwent changes, thus they prove difficult to trace. Despite this, an
attentive researcher is sure to discover the evolutionary process that contributed to
the formation of these melodic formulas. The problems of musical morphology are
very complicated and maintain many secrets. The task of deciphering and compre-
hending them will remain at the centre of the discipline of Georgian folklore for a
long time, which is sure to stimulate future researchers.

As for the problems with musical syntax (in comparison to the morphological
issues), they are much more easily comprehended and solved. In general, in Geor-
gian singing the musical idea is expressed by means of single perfect sentences.
In such sentences, the developmental phases are distinct: beginning, culmination,
and cadence. It is very characteristic for the musical idea to be varied, but this does
change the sentence but along ornaments it with new expressive nuances. The prin-
ciple of constructing the musical sentence varies from dialect to dialect: Khevsurian
differs from Svanetian, Gurian from Kakhetian, Tushian from Megrelian, and so
on. In a number of cases, homogeneous forms have occurred, as in for instance, in
neighboring regions like Kartlian and Kakhetian, Khevsurian and Pshavian, and
Imeretian and Gurian.

I think that even such a brief and somewhat perfunctory discussion shows
that the introduction of the notions of “musical language” and “musical speech”
have a firm foundation in musical studies. In recent years the study of the specific
musical language of Georgian musical dialects has provided a new basis for under-
standing the common features of the Georgian musical root-language. I am already
convinced that the Georgian musical root-language became the basis for all of the
dialects. Even through its long evolution, such basic parameters emerged that are
broader than all of the local level differences and transformations. I consider the
basic components of the Georgian musical-thinking system to consist of these three
basic parameters: the mode-intonation structure, the melodic regularities, and the
polyphonic type.

Before I give a brief characterization of each of these three basic parameters,
I would like to draw attention to a very significant issue. The term “mode” corre-
sponds to a dialect in linguistics, but from here, I use this term in its musical sense
where it denotes the logical interrelation of various sounds defined in a functional
space.

2 Evald, p. 21.
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The Paleolithic period is the longest epoch in the history of mankind.* During
this period, important changes took place in human mentality and consciousness.
It is evident that at a certain stage of their development, primitive people were able
to single out a musical sound from among the general sounds present in nature. It
was here that certain interrelations were established between the sounds, i.e. the
simplest modal relationships were taking shape as a musical consciousness. Thus,
perception is represented in the modes.

The initiation of sound has a magic character and function, while also beinga
component part of labor activities. On the first stage it is not defined yet and is not
an independent unit. The central tone of the sound arrangement becomes apparent
through the course of the song and its function is accentuated at the ending. Mu-
sical compositions, tunes, and melodic formulas can be imagined as a motion re-
turning to tonic. The comprehension of the tonic made the logic of the interrelation
of sounds stronger. As the musical return towards tonic became more frequent, it
acquired a circulating feature, giving us the ostinato character of magic tunes. The
frequent repetition of melodic formulas in music genres having magic character
also gives them a hypnotic character.

In the first musical utterings, the tunes expressed a group psychology, this led
to melodies similar to speech intonations of an incantation character, while rhyth-
mically songs centered around group activities like round dances, rocking rhythms,
and movements which must have been characteristic of lullabies.

These characteristics are present, as it has already been said, in the founda-
tions of the Georgian musical root-language. The evolution of this musical language
seems to have crystallized at such a deep level that the later processes of its dialec-
tical differentiation were incapable of eradicating these deeper layers and rather
maintained them.

The foundation of the root-language musical vocabulary must have emerged
during the Matriarchate period; the original tunes of the cult chants dedicated to
the deity of fertility must be associated with this period. Indeed, these tunes may
be a more complicated, developed variant of the intonational formulas of magical
meaning that had appeared in the earlier epoch. I mean here not only the small
compositions, but also all of the melodies of the dirges and other genres of songs
that have remote historical roots.

1 am inclined to think that the basic principles of the mode organization must
have taken hold in the Georgian musical root-language, these principles being
common to all the Georgian musical dialects. Here I mean the diatonic basis of
the mode, the interval correlation of the basic tones (tonic - antithesis)®, the in-
ter-mode function and acoustic links of the intoning tones. In this connection, the

M Sakartvelos istoriis narkvevebi (Essays on Georgian History), p. 84.

» Kushnariov, Christophor. 1958. Voprosy istorii i teorii armyanskoy monodicheskoy muzyki (Ar-
menian Monodic Music: History and Theory). Leningrad: Gosmuzizdat (in Russian). Pp.: 364, 418.
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role of the fourth and fifth intervals in the internal regulation and stabilization of
the dynamic processes of the mode became especially important.

The tunes of folk music also stemmed from the modes. It is the melody where
the essence of folk music is, since through it the ideological-semantic and emotion-
al worlds are expressed. In spite of the fact that in Georgian folk music harmonic
and polyphonic thinking attained an unprecedented height, still it was the melodic
regularities that functioned as its directing force and impulse. Therefore their thor-
ough study is especially important.

The research carried out in recent years has revealed that the multifarious
tunes of Georgian folk music are built round two basic constructive axes on two
main principles. Accordingly, we can discuss two types of melodies as two forms of
generalized Georgian sung melodies.

The constructive axis of the first-type melody is situated in such a way that
the melody movement mainly takes place at a distance from the tonic centre in
the highest registers. If we do not take into consideration the ending structure (ca-
dence) of the musical idea, the tonic and its adjacent tones do not participate in the
development of such melody types. The melody does not have any contact with the
imaginary tonic. Therefore, such melody types are called non-contacting. The area
of this melody type distribution is in eastern Georgian.

The constructive axis of the other type of melody is situated in such a man-
ner that the tonic and its adjacent second tone take an active part in the formation
of the melodic structure. The basic principle of such melody types is the frequent
approach and contact with the imaginary tonic. This melody type is widespread in
western Georgian regions. Therefore, this type of melody is called contacting, i.e. a
western Georgian melody type.*

The discovery of these two basic principles in the study of Georgian folk mel-
odies facilitated the answering of some of our most significant problems, in partic-
ular how to determine the reasons of the emergence of different types of polyphony
and comprehending the initial processes of the root-language differentiation. In
Georgian musical dialectology both questions are of special importance, therefore
I am going to summarize this problem.

One of the most significant aspects of Georgian folk musical thinking con-
cerns polyphony. It has been proven that multi-voice singing in Georgia is charac-
terized by phase processes and has evolved for many centuries. The essence of folk
polyphony is its diversity and high level of development, which is undeniable proof
of the nation’s talent, great improvisation, fantasy, and creative potential. Research
confirmed that it was the above-mentioned types of the melody that played a deci-
sive role in the emergence of the diversified forms of Georgian polyphony.

¥ These terms were first used in Tamar Chokhonelidze’s graduation essay Kartuli khalkhuri simgher-
ebis poliponiis zogierti dziritadi taviseburebis shesakheb (On some Basic Specificities of the Polyph-
ony of Georgian Folk Songs). 1987. Thbilisi: The manuscript is kept in the AGFML at Tbilisi State
Conservatoire,
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Polyphony also must have been born within the root-language. At the worst,
the potential possibilities of polyphony must have already manifested themselves in
abundance on the root-language level. Polyphony is one of the basic parameters of
every musically differentiated dialect. Therefore it is the most significant and basic
component of the common Georgian musical-thinking process.

On the very first stage of the emergence of polyphony in Georgia the newly
created voice did not serve to ‘thicken’ the melody, as was the case in western
Europe, but instead had a function that opposed and differed from the melody. The
central tone of the mode was the melodic reference point for the new part (bass).

As it has already been said the distribution and development of the east-Geor-
gian non-contacting melodies took place at a distance from the central modal tone,
occuring in high registers which excludes any influence on the newly-created bass
part. Because of the distances between the parts, their interrelation goes on peace-
fully, without any conflicts. All this promoted the immobility of the newly-created
part and its evolution into a drone. The result was a type of homophonic multi-part
singing where the composition method of one drone voice part (bourdon) became
a leading factor. Therefore it is also called drone polyphony.

In the melodic movement of the west-Georgian contacting melodies, the most
widely used pitches are the central tone and the second tone. A certain conflict
emerges between the melody and the new voice part, which is based on the central
tone. Frequent contacts and clashes evoke certain feelings of friction. Like atoms
which have similar charges, the melody and bass tones repel each other at the points
of contact. All this led to putting the new part (bass part) into motion. As a con-
sequence two types of the movable drone polyphony were formed. Due to various
reasons, one turned into the motion of chordal complexes, and in the other case,
it became completely independent. Opposition to the melody facilitated the emer-
gence of polyphonic textures. Here I should like to note that in the available special
literature, I have never observed such diversity in the musical culture of any other
known nations as in Georgia.

From the very beginning, scholars of Georgian musical dialectology paid
great attention to the polyphony factor, since the emergence of the types differing
from one another made the processes of the language differentiation more distinct.
The more diversified the polyphonic type, the greater the difference between the
dialects, and vice versa. By studying the means of the presence or absence of the
polyphonic thinking with their typological similarities or differences, it is even pos-
sible to solve the problems of ethnogenesis as well as the different historical inter-
relations and the provenance from one and the same roots. Unfortunately when
examining the above problems, not a single branch of science takes into consi-
deration the characteristic features of the musical thinking of diverse nations or the
musical-linguistic regularities.

In my opinion, musical data should be given even greater priority, for through
it many secrets may be explained. As an example we can refer to such a phenome-
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non as polyphony.

Polyphony is a specific feature of musical art and in many cases it is characte-
rized by strongly pronounced national traits. Therefore the similarity and difference
between its types not only promoted the processes of uniting and differentiation
within a single national culture, but also defined the degree of similarity, kinship,
and differences in the interrelation among various nations as well. Both the mode
and melodic regularities can be of great assistance in comprehending the differenti-
ating processes emerging within one culture and also in determining the problems
of the historical interrelations of different nations and their provenance from one
or different roots. Questions associated with polyphony are very interesting and can
be answered by studying the presence or absence of polyphony, typological simi-
larities or differences, and in considering problems connected with ethnogenesis.
Such study facilitates drawing more precise conclusions.

Even if we did not have other historical sources and historiographic research-
es about the ethnogenesis of Georgians and Armenians, it would be easy to deter-
mine their heterogeneous origin only on the basis of the analysis of the musical-lin-
guistic data. In this context, the story comes to mind about Leonti Mroveli's legend
about the origin of Targamos’ sons Haos and Kartlos coming from the same root.
The tribes or nations related to one another are sure to manifest similarity of the
musical language root components. But when considering just this one factor, that
Georgians’ musical-thinking system is polyphonic while Armenians is monodic,
we can entirely exclude this argument about the common origins of these peoples.
Therefore Leonti Mroveli’s legend can be used only as a poetic, figurative narration,
since it has no academic value.

In my earlier research, when discussing the musical language of the most an-
cient cult rituals, I came to the conclusion that the Georgian Kartl-Kakhetian song
dedicated to the deity of agriculture Orovel, and the Armenian Orvel have similar
traits, though there are numerous different components among them. The similari-
ty between the archaic layers of the Georgian and Armenian Orovela songs provide
grounds to suggest that Kartl-Kakhetian and Armenian Orovela songs must have
been created in the epoch when these ethnic unions were within the common cul-
tural area.

The Mtkvari (Kura)-Araxes culture must be considered to be such a culture.
As it is usually known the Mtkvari (Kura)-Araxes culture spread all over the eastern
Caucasus, embraced eastern Anatolia and north-western Iran. The influence of this
culture even reached Syria and Palestine.”” Therefore ancient Armenia is within this
cultural area as well. After the disintegration of the Mtkvari (Kura)-Araxes cultural
union, it is evident that these songs developed in different directions. The analysis
of the Orovela songs and their comparison with the songs associated with the west

¥ Sakartvelos istoriis narkvevebi (Essays on Georgian History), p. 176; Melikishvili, 1965, pp.:106-
107.
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Georgian agricultural cycle, provided grounds to conclude that they stemmed from
the basis of different-type melodies.

Basing on the same musical-linguistic data it can be suggested that, in the re-
mote past if the peoples of Vainakh and Apkhazian-Adighean provenance did not
have any definite ties or relationship, at least they must have had very close links
with the tribes of Kartvelian origin. Given only the example of polyphony as a topic
of inquiry, here it becomes clear that when discussing the problems of ethnogen-
esis and the reasons for typological similarity based on the ties of relationship or
cultural connections, the achievements of musicology must be acknowledged in
Georgian historiography.

In recent years many scholarly works have been published about the ethnic
origin of Apkhazians and their original habitat. Research has begun on issues rela-
ting to the Ossetians living in the Ksani Gorge and Samachablo, Armenians re-
siding in southern Georgia, Turks, Russian Dukhobors, Greeks, and others. Some
Union organizations of the press and academic publications even shed doubt on the
Kartvelian origin of Svans and Megrelians. Such unfounded and hostile statements
seem to proliferate about the imperialistic policy allegedly perpetuated by the “Kar-
tlization™ of “smaller” nations like the Apkhazians, Ossetians, Megrelians, Svans,
and Turkish Meskhians.

Georgian historians and experts in various branches of academia answered
these hypotheses with well-founded academic argumentation. I think that the sci-
ence of music can contribute greatly to solving these issues, as the analysis of the
musical language in most cases provides grounds to come to reasonable conclu-
sions. Now I am not going to discuss the above problems in detail, since it is the
subject of special research and should be studied from many angles. I will limit my-
self only to the conclusions that have been reached through the study of the musical
language of the ethnic groups residing on the territory of Georgia. First of all I will
touch upon the problem of Abkhazia.

In the study of history there are two opposing contentions: 1) Apkhazians
have been living in western Georgia since time immemorial, and 2) today’s Apkha-
zians (Apsuas) came to the territory of old Abkhazia in the seventeenth-eighteenth
centuries. In addition, the question of which ethnonym is appropriate is very sensi-
tive: Apkhazian and Apsua.

The analysis of the musical language shows that the Apkhazian musical-struc-
tural and compositional principles differ greatly from each other. This concerns
both the musical-vocabulary stock and the stylistics of the musical sentence build-
ing, especially in cadential structures. I give special emphasis to the latter, since the
national features of the musical-vocabulary are most distinct in the cadential forms,
and separately cadences represent the firmest and steadiest forms of musical voca-
bulary. The difference is especially noticeable in different components of the musi-
cal thinking of today’s Apkhazian and other Kartvelian tribes of western Georgia.
First of all I should like to pay attention to the ideological-thematic foundations
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of the songs, their genre differentiation, the association of the songs with the life
conditions and economic activities of people. All this gives us grounds to infer that
there is difference between the musical thinking of today’s Apkhazians and that of
the other ethnic groups in western Georgia.

In the Apkhazian musical folklore two layers may be singled out. On the one
hand there is the layer whose ancient origin is doubtless, for instance the groups of
the songs included in the genres of devotional-ritual, work songs, and dirges. It is
precisely in the grammatical forms of these songs that the musical language differs
from that of the Georgians.

On the other hand, in a number of cases the facts of typological resemblance
of some musical language component come to the fore (e.g. similarity of some lexi-
cal units of the polyphonic type). As it has already been said such a similarity may
be even the ties of distant relationship. If we recall N. Marr's theory about the his-
tory of the Japhetic people’s moving to different lands, we can conjecture that such
relationships may have been present in the remote past.

I am inclined to think that it would not be correct to consider the distant re-
lationship ties as the reason for the typological similarity of some musical compo-
nents, as in such a case it is the devotional-ritual, work songs, dirges and the gram-
matical categories of the musical language of the initial genres that reveal definite
resemblance.

But I think that the reason of the resemblance of some components is those
cultural contacts that today’s Apkhazians (Apsuas) maintained with the Kartvelian
tribes (especially with Megrelians and Svans). It is the result of such contacts that
some two-part Apkhazian songs carry on the principle of voice additions which are
characteristic of Georgian songs. Building on an additional part introduced cer-
tain corrections into the interdependency of the parts and the whole song acquired
fresh nuances. The tendency of making Apkhazian songs three-part became espe-
cially intensive during the Soviet period. In comparison with old recordings (e.g.
in the collection of song transcriptions by I. Kortua and V. Akhobadze) in the new
recordings (I. Shamba’s and V. Ashuba’s song transcriptions) the melodic lines are
much more complicated.

In some Apkhazian songs the influence of the Georgian intonation can be
noticed. But in the other direction, Apkhazian intonation and glossolalia appeared
in Megrelian singing (Varaida, Osavraida, etc.).

Apart from the naturally proceeding processes, this fusion was also promo-
ted by the activities of some conductors. Dzuku Lolua, for instance, after being
active in Abkhazia for a certain period, introduced some Apkhazian songs into the
repertoire of the ethnographic choruses of Western Georgia. It was Dzuku Lolua
who composed such popular Megrelian songs as Ma do chkimi Araba (Me and My
Bullock-Cart), in whose refrain (“How, raida, varaida, raida”) we hear Abkhaz style
glossolalia and intonation. Though such instances are few, undoubtedly their emer-
gence occurred as a consequence of such cultural contacts.
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The study of the musical language of Georgian ethnic groups has convin-
cingly shown that even in contrasting cases (e.g. Megrelian and Kakhetian musical
languages), they have one basic structural axis and it stems from a common root. If
the musical language of one ethnic tribe contrasts with the musical language of an-
other, it stands to reason that it would be similar or at least resemble the music of its
neighbors living in close proximity (e.g. Megrelians and Gurians, Megrelians and
Svans, Megrelians and Imeretians). It is easy to prove their provenance and kinship.
But in this case, there can be no doubt that the Apkhazian musical language does
not belong to this group. Therefore I think that its musical language is not among
those of the Kartvelian musical languages.

Particular mention should be made of another issue. The chants of all the
Georgian tribes be they associated with the pagan cult or the Christian church
stand out sharply and possess specific features characteristic only to themselves.
When comparing pagan Georgian and Apkhazian devotional-ritual chants, the dis-
tinctive characteristic traits of their musical language are quite distinctive, which
may help explain why today’s Apkhazians (Apsuas) never lived on the present-day
territory and originated from a different cultural environment. This is corroborated
by other circumstances as well. It is known that in the Middle Ages Apkhazians
were Christians (this is evidenced by the presence of numerous Christian chur-
ches on the Apkhazian territory). There is no doubt that in the Christian churches,
chants must have been performed. Georgian-style Christian chant, which based
on pagan singing worked out its own stylistic and linguistic features, influenced
many secular songs (such as secular songs of a choral type).But Apkhazian songs
of today do not bear such traces. The Georgian pagan and Christian chants cannot
have disappeared without any trace, because in general, people’s musical memory
keeps the old repertory unblemished, on the one hand, or creates a new style on the
basis of the old. This observation further supports the idea that today’s Apkhazians
(Apsuas) migrated to Georgia from some other territory.

Our reasoning would be more convincing if the analysis of the musical lan-
guage were more detailed, in-depth, and provided with suitable illustrations, but
I should like to say again that at present this problem is not the subject of my re-
search, neither am I claiming that I have discussed it thoroughly. I only wanted
to show that the results of the research in the musical language can greatly facili-
tate solving such most complicated problems as ethnogenesis, migration, historical
habitat, and others.

Almost the same may be said about the Ossetian musical language. There-
fore we cannot consider the Ossetians as natives to the territory of Georgia. Their
compact settling in the Ksani and Liakhvi gorges began in a later period than the
coming of Apsuas to the territory of historical Abkhazia.

Unfortunately, it is a fact that due to the encouragement on the part of some
“interested” and “invisible” people, separatist tendencies come to the fore from time
to time among the Megrelians, Svans and Acharians. There is a clear attempt to fos-
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ter the idea of a non-kartvelian origin among these local populations. Some argu-
ments are founded on the basis of different languages in the case of the Megrelians
and Svans, while in Achara such arguments are based on the difference of religion.
It is evident that by resorting to such arguments they completely ignore the quite
precise and reliable material provided by linguists and historians, which in academ-
ic circles is not even contested anymore.

There are various methods in linguistics to prove the kinship among langua-
ges. One of them is connected with semantic research and reconstruction. Georgian
linguistics defined such a vocabulary denoting the flora, fauna, zoological world,
and geographical environment which may have stemmed from the root-language
and are preserved in the Svanetian, Megrelian-Chan and Georgian languages in
different forms. Both the Megrelian-Chan and Svanetian languages belong to the
Kartvelian language group. The linguistic-paleontological research yields unques-
tionable evidence that these languages originated from the same root.

It is a challenging task to ponder if, in the absence of linguistic and historical
data, there would be any ground to confirm a close kinship between the Megreli-
an-Chan, Svanetian, and Georgian languages. In my opinion it would still be possi-
ble on the basis of research on musical languages. Even on the modern level of the
study of the musical language of the ethnic groups living on the territory of Geor-
gia, the science of music provides no less significant evidence than linguists and his-
torians about the provenance of these ethnic group originating from the same root.

The validity of this kind of evidence is reinforced with an example from the
Achara region. In Achara, especially in some of its regions, three centuries of rule
by the Turks changed the people’s religious orientation radically. Most Acharians
changed their faith, and the Turkish language was gaining ground as the language
of communication; the Georgian language that had survived in everyday life was
being “enriched” quickly with Turkish vocabulary. But their music showed no trace
of any such “enrichment” As the obtained data reveals, even peasants whose for-
bears had adopted Islam and who spoke fluent Turkish still sang Naduri (The Hel-
pers’ Song) with the corresponding Georgian words when working in the field.
Other songs associated with everyday life were performed in the same manner. It
can be said with certainty that the Turkish musical language failed to exercise any
influence on our common musical language.

Here it seems that when two cultures oppose each other, the one with a higher
stage of development and with deeper traditions ends up dominating the other.

The collation of the linguistic, historical, anthropological, archaeological, and
musical data, as well as other branches of scholarship, will make null and void the
attempts of “the invisible” and “interested” persons or organizations at kindling
separatist tendencies.

All the above convincingly shows how important and interesting it can be to
research musical-linguistic features, and musical-melodic analysis. When conduc-
ting musical-dialectal studies, the issues of ethnogenesis naturally arise in connec-
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tion to their common or distinctive traits. Likewise, the necessity to determine the
sources of the Georgian musical thinking emerges. What was the Georgian musical
root-language like? When did it originate? When did the processes of its differenti-
ation begin? Such questions, and others, inevitably confront researchers interested
in musical dialectology. These questions are very difficult to answer, since no factu-
al, concrete material is available. Here we speak about such a remote past that it is
impossible to comprehend it only by means of musical data and analysis. Only in
the closest relationship with other branches of learning (archaeology, anthropology,
history, linguistics and others) is it possible to draw any type of conclusion. Here it
should also be noted that the branches of scholarship mentioned above must also
take into consideration the achievements made by the science of music, as the mu-
sical language has many such features which can render great assistance in studying
the remote past. The purity and stability of these features may be considered as
such.

Like everything else in folklore, the musical language also changed. There is
no musical language without changes. But it is one thing when the changes occur
under the influence of other languages and quite another when the changes take
place as a result of the development of the potential possibilities present within the
language itself. It is the latter that is characteristic of the Georgian musical language.
The dynamics of the evolution of the language greatly depended on the condition
of the social, economic, political, and cultural spheres. Due to various reasons, even
within the borders of one ethnic space the influence of the above factors is not
similar in every region. And this is the guarantee of the emergence of different
ideas, tempo, dynamics and other specific features in the musical language evolu-
tion, which in the end brings out different degrees of change, and tendencies to-
wards differentiation. This is how the branches of the musical language are formed,
and which subsequently turn into dialects. It is the reconstruction of the above
processes that is one of the tasks facing dialectology. Dialectological research must
determine how far these branches distanced themselves from the root-language,
what local traits they acquired in the process of differentiation, what regularities are
characteristic of the basic parameters of the musical language, and so on.

Other problems may also be solved using the methodological basis of study-
ing the musical dialects; not only within one musical culture, but also in defining
the reasons of the similarity and differences between different musical cultures and
solving the problems of their ties of relationship and accidental coincidence.

When comparing different national musical languages, quite often typological
similarities are found. On the strength of the research and based on the methods
presented at the beginning of the paper, it is certain that it will be possible to collate
these musical languages and come to definite conclusions.

As a consequence of the observation and analysis, three basic issues of typo-
logical resemblance appear:

1. The basis of the typological resemblance may be the ties of relationship
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(even distant) between the nations.

2. The typological resemblance may be the result of long cultural relations.

3. The typological resemblance based on the isomorphic principle, i.e. when
similar phenomena occur independent of one another. As we see through the ana-
lysis of the musical language it is possible to research problems concerning the
provenance of different nations from the same root, or in contrast, of their prove-
nance from different roots.

From the musical-linguistic viewpoint, the differentiated variety gave rise
to an unprecedented diversity of musical culture, enriching the Georgian musical
culture and lending it originality. In spite of the fact that the musical language of
Chakrulo (i.e. the language of the Kakhetian musical dialect) is very highly deve-
loped, elegant, beautiful and expressive, if the features characteristic of only that
one song or of the Kakhetian musical language had been disseminated in every
province of Georgia our national treasure would have suffered great losses. The
division of the Georgian root-language (into first large and then into smaller units
or dialects) promoted the emergence of the diversity of the musical language. New
features developed over millennia from the musical-linguistic viewpoint, helped on
the one hand to diversify these dialects away from one another and, on the other,
made the national musical language surprisingly rich, as it has been said above.
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Jormadingn meaabndaznoo.

sbgmn gammgde Bggh 8096 jmoboginanBigdamng, Gmam3 sGsbGmma
gormmgdn’. s@bgdamn  gommegdab  Ja@gamGnob 8agognomgbgdor saMgmgg
obgo jormmb, EmAmab da9Gemnga(y o EASGMBIM, sGodge doFnmsmoe
2637308mbac Bgnmengdgdbyge sagdgmo (Bsg. 6, 7). sGabEgmo jommgdab
mAdo Jgbbogems 360336gemmz06 obBaMgdab asmbagh 333tmggedlb Jorneb

6 3oempdab gemobagyngogns JoRoger baenby® dgbngede xgM 56 3mBbmos (ymggen 3p8o-
6393530 bLa3y(3605Gm 638MmIn 23 Lognobdy KM oM 333m7agybgduemd). 98ngm3 Jamenmdg-
o gogdbgdom yagere 356n336nbamgab, GmBgmba(y yaMammgdnm 3g30bBagemna.

7 oB3bEHmmo Jommmgdo dgadmads agmb mmbagygbnMnsbn (mas@mbay), bambiggb@nsbn
(336 >@™b0ga), gdgbbogygbnstn (3gjba@mbnga). Jofommm bamba® bLadmpMndde 3bamg-
daon onongdols yagemo Lobab sGabFHngm Jormmb.
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Rodmyaemndgdnbs s aobgnmafigdnl abBmBogma abalb owagbsdn. Rgy
o6 a354ab Ladgamyds, 373Rgfmge bg8mor ombadbygm Lo jombdy, Gowash
Bogemo  yofomgds  aoe@obormn agodal dzombogygbanst  @os@mba®
dagfamfingbg — 3g3B0@mbnjodby.

Joemb, Gmdgmng 3ga3ogLh dznmboggbansh dggGecmEinals, dgndmgds
b&Bmmmn gomer gBmmb. bHyemo jommmsb, Jnfiggm Mngdn, Mbms asdmaymm
abgoa  gognmgdn, Gmdmgdday 3BgnEge ond3zoMgb smanma Jofornm
bomby® Fqbngomma® >sbGmgbgdadn, a9b3gmgb aobzncmatgdol 3FMagsen-
bowgabmgobo abs @ ML nbnbo 3GoLBomaDadymo Loboo a3bzrmgds
Bamba® LobndmgHm 899mgdgmgdadn. sbgon jommgdos: gmeonGo, dog-
benemaagMn, EMGAaTmo © 1:36060‘3@0‘.

396 Bng® BoM3magbomn joemmydo (nmsngfﬁn, EMMomenn, GHgammo,
monn&n, Sojbmmnayfo, gmemonn @ deﬁnmgo) ogmtogmo 8-
BogFgdob dogc ymobogontigdymns, Gmam E3nbroo oo@mbyma jn-
ermgdn. 29 gommmod dagFomGoggdn a39dmmgalb 6306wd os@mBnddal do-
Goode, bagaHoma® Lobgb. 8o mgojmagndnsb jammmgdbary MBmmadab.
28 jommmgdob Igbmdam LoggbyFms os@GmENEn MHmngGo gogdntin aged-
g3b byo o ©° M IsGeMs Ly Nbeob (Mmd@s30b Gomamgdan).

Bgdmo  Rodmangmomo y3gme BogMommafo, 964 ogo@ jemogndnsbe
Jonmb 339Mamfnggdn sEBmmm bmbmMob 3076 gogfonsbgdamos dofggen
3338o@mbngsdn’. 833mggefin ae8mymgl, saMgmgg, Bgmg s dqbady 3g3-
&o@mbn30L. 3gnEboggbminsbn dagGsmingab, 393@EmBaob, sbgon moym-
3o 080 3ol a03mbgggme, Gmd ogmGonma dgndmgds sGbydmdegl
abgmn dzgMsmnge, Hmdgma(y dmmoesbam B3nbrs no@mEnbanb 3Mnb(3nddy
0dbg3> s373mmn (567 Bgnegeab byo o s MB JsGoGs by 6ol ms
oen byynbos AL @nym@s mE Js@as byjnboom) s 93539 AmL
3°6Lb3o30d0 dnfRomamn, ogm 3mogodnsbe jormmgdnb da5MamMoggdnbagsb.
abgoo jommgdol >Gbgdmds amagbormns bbgsmalibgs bagnbos bagambaemy®
39bagoda.

380J6mdo;, Gm3 8bgagbo dmgmgbgdn aabswgds, 2336939, Joformm
bombg® LobedmgMm dgdmg8gmgdadn. oy Joformm bamba® LodmyMgddn
>tbgdam Jommas dzarbaggbafnsbe dagMomnggdn gdobgags dms bog-
J369300L gommo 639MmMnggdlb, 3dob Bzgh goygbgdo 98 jammos Gfs-

' @obagmge bodoGonggmmb LedmgMgddn ambrg@n jemm(3 3abgrmgds. bes smnbadbmb,
3369037, MIGoner @ mnEe& Jommod Jrgdgbdadalb oMLIdMds JoGarme bambyd
3:1Lngodn. a3M33gmm 0bBIAILL nB3agal Indmyommgdel Lajombn, Gmdemab Jgbobyda
353moddamn a35dab Ambadigds 1972 Bennb Beang LadgabngHm 6336m8Ba Jomorgme
bormbuyio bndmgiab yomer3o@dmbagarn  JobmbbdmBng@gdgdal Ddmgogfon  bogaoba,
Hmdgeng nbabgds oby Jbdden sMgngda.

* Coxop Apuonba (1965). O npupode u 8vipasumensvrbix 603mMONHOCmAX duamonuxu. B c6:
Bonpocet meopuu u acmemuxu mysvixu. Boin. 4. Paaber Jles (otn. pep.). Mocksa-Jlenunrpak:
locynapcTBenHoe My3bikanbHoe u3garenbctso. C.: 160-198.
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NG ©bobamgdgdl. 3oaMed Gmamm a063bobmgGma gommm, ory sbgon
330373700 o6 a3bande?

36 d9390a 7800 g39mms 08 Jommb 36ormadl, AmMBgmag megabe dggGnmn
dgagbommdnm  30bBbbgagogds ogedmg (36mdnmma  garmmgdnbogeb 3 o6
3>h60> Ly gnmatn bobgemn, 3oaMed ogombofnbmydabamgal Fadrpgbndgl
Bo3manmagbor.

as6z0bnmo Boemgs 883gemadob Ang® BaBgMnmn bodmgGe gdommn
(8>a. 8).

M30Mggrmgbsm, 3306ms, 5t36086mom nb a06g8mgds, Gm8 gdsnin Lod-
mgHodob  gornmb  Logymdaema @898 gb 3gdabgggedn gfogogme  gnem
33bamwgds. 33 LndmgMgdab Logsobbm @mMG373d0 goMdmdb gfngagmn bog-
(393990, qfingagmo Jormmbamgeb adsbobosmgdgmo nbGmbozngdo.

3Laogl dmgemgboboob agsgdaLb Lsg8y Bgdmor smbadbym LNdmyMado(y.
s@gnrmo@ d5399R6g3m, Bm3 jommb dagGscmMngdo @m ngbnb sMbgdmdad
360336gmmmgbo 396a30Mmds sbammn abGmbsaenMa Lodysmmb ashgbs. jo-
mmb Vi o Il bogggbm@gdnb nb@mBogagmn babgobda, sbomn ob@mbazng6a
baygmgda, gHogommo bojesbbm bagdgggde nb mengebocrato s dgBor
dmmmemGodnmn 35dm8bobggmmdamn Ladyemgdss, Am3gmdsy baymgagmasm
2ndA93s dmaBobs 23 goemmb (8sa. 9).

3333060 398 gbmds dob smbndbogl, GmamA(y gMngoge gnmmb
23smmgdemn bybBror. Jommmb GmBgmndg Loggbael s8ommgds o6 @o-
dmgds Mnmmdmar ©33o330Mgdamos smBgFs(3nsbamsb. Azgba sHEHnm,
88 378mbgg3ede >Bognost dm@gagnoboeb sfs agedal Logdy. em egbe
obgongg LEmEYPmgd0sbo bagggbnFos Jommbo, AmamMg bbgs ©6sMAg6n
Lagygbygdn. @on bgdb@s abgmngy dadgmma, Logadgmosbe 0b®gMgoens,
MPmamtig bbge ab@gMgamgde. oy 3933000 %0 joemmb da9Msmngb,
segnma@ 3n3bgmgdoom, Gmd B3nbrs oo@GmbobIab IGabzndbgs ozgdmenn,
853658 g56bbgagzmgds Gngagmabagsb. bmbmMab mgmGagmn dmbodHgdaesb
353m3@nbay, 53 jarmmb Jgademgds gFngome-EmGagme gabmemo (8-
Mogmcrnmo 339s0396mmmdab 8abgrgem). smbadbaemn 356Lbgaggdab asdm
3basgb Jormgdb bmbmGe 3gmEg Ig3@e@mbagadn 5gMmasbgdl.

JoGorgm 3qbogermad gmergmmGabogsde 38 gommb gdogmboc
@Bmpgdgb. Bggbn sbMom, sbgmn 25685638 adPagdofn @GRgds oo~
Joonggmn L3ggoomabBgdobomazal. goMe 880bs, 9GLYIdMAL adal Babo-
3nMmds, Gm8 bmbmMabyamo 30635G8g3930 @3 §7G3nbmmmgad dogen Lod-
gomo 8gbagmmmanadn 8mngoeadb ggbb.

@fhngamm-pmGogm jommb gbjwgdno 3. 333gemadob dngf RsbgFom
8gomob bodmymada (853, 10).

28 8g@om mFagnborBn gmMmdal 3Jmby LndmgMab 3oMagm dybeda
Jormmb  (335mgdomsboob agadab Logdy. Il o Il §oJ@gddn 8n @agbabe
s md 3g30(nb a3s3mBgbs nb3g3b @Gagommnlb (339madomdal gFngamm-
EmGornem  jommda. 93 Jommb gbgegdom, safgomagg, Lodmgfada dnbrnb
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9605 bemggemn (3sa. 11).

35630boermon  @0dn@gFBa  ssgndgomob Boge RoBgmamn  6obo (3s3.
12). 3abo 3gmmEos Go8rgbndg @Fababogeb dgmagds. Ggbomo bobo dn
®mbogaby 8ovgFimgds. Jnfggm BFMaBdn M d3396b Jg@om Megobgdain
a3y dgdmagab LndmgMedn. ob dnMggemn gyFobab Bgms abGmbazou®
Loyregblb BoMdmomagbl o 8g@Fmmor bodasbdmmas. @m 8g3mab ©s
bmem ogbob Igumemgds amBsgomn Gg@HodmBumo dmdMomdao Y3g-
mady 9gcm Bomgmnsbn, 83369bsMg aBGMBs(30ss, Gog 96n3365rm3bam
3962306m393L Bogemn dgmmmanb moMngmm bobasab (Bnmbgmogaw ndabs,
Amd goemmda 335Jab LIogmBrmma” ByMEns Bmbngomsb, Gng dgdmbggzeda
- babaobdymmog o). 33 LeBmyHada sGbgdaemn Jommb dzqfomfngn dgdmga
bayFoab gaadmgsb' (Bsa. 13).

Fmgmey 9339 >mgbedbgm, bmbmEb owvgobe $96G3aBgde jormmb §gd-
GogmAgmo 3gdsmanbrnmdnmseb 303m3ysgh s sbgo Jomemb emboge-
9memon® jormb Hbmegdl. dgbsdems, 33 Jommb dofbmmnonn@-gmmonia
3obmeme ([BagbmmoegegHo jomm gHo-gRon ,a0ds@mbgdmma”  Jommms
Ptonm bomba® 3qbngsda), gabsnwsb ombogGo > dnjbmmanmEo go-
tmmgdnl 30ggmo Gg@Hsgmrmgdn sdbmmagmGoe j8mbgggs gRcmdsbyob.

Gmam@y gbgoegm, 23 jormmb dagFsmengay B30bms as@Gmbabaab
360b(303B70 03930, M 373560l 2ALYBEMAS 36 BaMAmomagbl sem@gMao-
ob 3gaab. 5308 ma o6 3gndmgds Babn smbndgbs, Amamer(y Bndbmmaammabs
oEsdmgdamo byJu@em. 38 jormmdo 63nbmo @m abgmngy dofgmma bo-
RbaGns gommba, Gmam@y bbgo Laggbagda.

8odbmmomoyM-gmmon@ jommb gbgmpdom, safgogg, bagbyFam
800demmdn (353. 14).

3sFmamng, 0go 0bBmMba3nFam Redmuysmandgdgmons (356bsmofgdan
3nggmn mcn God@n) > b3ob a3nMgab dgmgasm 3gbadmgdgmens, bub-
&g o6 ogmb dagfnmn LoBommygdolb gyndbogns, 3saMed dnMggmo dabmnb
dmmm o6& BogB3n Banb(y Rsbl Angbmmnman-gmmanein jormmb Badbgdea.

3gbadmmms, dndbmenmanf-gmeagio jomm 3mBgmeo asdmdobammag go
aymb Joargm bomba® bodmgMgddn sGLgdyme glm-gHon dmmmemony-
6n bgebnbs (80dbMQOQn‘36 Joeredo VI Lagggbpinl omodmgds, Gmamey
260 §mbom 35300 Bmgra3onb bLadnomyds). dno BB L, ™A 3gndmygds
J93b300 bodmgModn abgor 8m3gb@L, Hm(3s dagdbmmoman@ jormman adem-
©gds VI LogygbGa, Bogmsd o6 brgds Impmmoos ©d bodmgHs ngogg
Jommdn GRgds. obgo 8gdmbgggsade 3gbadmme, 8ndLmmomomM-gmmana
Joenmb 603679335 nhobmb 3o (Boa. 15).

¥ LEyemnam byedgdom 3ng3ohbos aabamgddn mm @ MY ogbeb >ELydMds. mabn maybe
ndob 336036737700, Bmd @. 3Msyndgznmn o3 358mbagazedn amerebbdmdms 3n ogmEl. rnme
b36n> 3G JnEgd e, Hm3 bamba Jnrmmgdb cneddnb oFMogigfo agab LagFoim Bogme-
by LobBBibesb. 3gmég 3gdge@mbngob Jorrmgde defgamsm (33emeb gobamgdde
6n8673nb 208960b GFomnyngm Bgbgmmengdgdb.



8ngbmmmopamm-gmmagmo gormmb 608633 5@sGgdb 8m, crbnbn 360bmar
(8oa. 16) o mawgdo (Bog. 17)".

BoMmong, gL 9 3960b 3650 Bogommomn, nbyzg Fmam(s . >hsyndgnmnl
RaBgfommn 660 (ab. Bsg. 12), sMobgemo gnmmb 608m3L BoMdmomagbl,
80a(08 Jooen bamba® LodmgFgddo sGabEmm Jnmmms dagFomPngdn(y
0oEMBaBAnb 3G0b(303L gdysFigds o smgomn gbadmgdgmoes, sdo(s abgmagy
8mgmgbgdmab 33dmbrgh Lsgdy, Gmam@bsy LEMm Jormpdda gbzmgdao.
o 339330633000 gmEg  Jgd@o@mbool  dagMomingqdl, S@gnmor
99309Rbg3m, BB o ymagrmo sbsmmn 608sbo Gsa(ynyme J3oM@e-3306@7-
&0 BFHoboogab @sdobobnsmydgmn Bobs 60dbab 353m@Emgadab 3g3maa Abmgde.
sby, Bsgomams: gdoymnb dagFsmtingdn >G> agedib @o mogbe @s aby
Mbgdmdb @m ngbo; amgdnl Jormmb dagMemngdn ggodsb dom@Gm dn
dg8memn, g. a. bn 3g8mema aed8mBmggdamos.

Gogemabo 8706y 3g3@o@mbngab Bbasglh jommgdlb asbabnmagb, Gm-
3MA(3 oG FnfMgdnm-pndGmba® Jnmmmgdb ©s ajzg ombadbagl, Gmd sbg-
o0 dmGafond dgBor magabada®, L3gogegn® babosol o@ocgdb. ob
Bo3mngdbgds @no@mbyio boggbaGnb JHEmsgamme babygmom @, Moy
8;o30(ns, dofnmoe Laggba®b Gommnsba 9ba3gmgdL dabo senFntigda-
0 35Gnsb@no. LEm@gro sbgmn Bomasba dg3gms LaggbyGabs aobabbasggdl
Am3gdam sm@gBegnob  JAms@nbBabogsb'l. smgdLabrMy Mmygsbbo
Jo 9gmg 3g3@o@mbagnb 8basgb dagMacMngqdlb dygeaee Lyymbon®
339MPom0390b MBmogdb®.

3730dEmdm, bgdma smbadbym Jnmmgddn boggbaFigdab sMagnme
39(33tmoboob 1 sEGMonobasb o 33043L Logdg. sdn@Gma dngozgozbgdo
3oL Igmhy 393Go@Gmbagsb, Goy 08sb aMrenbbamalL, Gm3 8m(3gdme dag-
GHaomnfnado ymggmn boggbayo daGgmmos o 93 d3gGectingolb ba@yMama®
Lobgb Badmoranbl.

Joorgem bombayd LoB8myMgddn gbgmadom abge gammmgdle(y, GmBgm-
o ENdGMbYMo dajMmtingndng asmn@adaren by nbeeb abggMHgsmb Ign-
(393b. sbgme Jommgda aafiggam nbGamglb 0Bgggl; bdoMom jodsomdgh,
ad@oEydame Lyynbeal nb@mbazns sanmmdfng bosagbg ool Bo-
3madmdaceno oy 358mBebormn, semdmbagemyGo mbogab asgmgboom 33486atmo
amg9g6@ns? Aggh oFo a3od3b Ladgemgds, Gmd mAdsr gogssbsmnbmo
aL Ldgoobo > FPoGOmE Bomdmananbma Rggbn m@ojzaMazgdgdn, dogMad
bodaobdnon Bgagadmns >mgbodbmm, Gmd gb ab@gFgeme swanmmdMngo,

" 38537 gorrmb B0dBRb o@0Mgdl oyfmemn (Bmmm §.) ms Bodmofn (VI @) ab.: Rbaygadg
a®name (1960). Joforgemn bocrbaa bodmyo. | §. adagnoba: bodgmams bogooggene.
ag: 95 mo 314.

2 Tionuu, 1966, c. 109-112.

B Nomwanckuin Anexcaupp (1972). Hexomopeie sonpoces meopuu nada. B c6.: Ipobnemu nada.
IOxnak Kupa (coct.). Mocksa: Mysvika. C. 20,
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JoGorgmn BsB3m3mdobos @d 33330 gdgob Fg@oba@ go dgndmgdgemns'.

Joforgm bomba@ LndmgMsdn aomnrgdnme Lyjnbms bdnFom Jommb
I @s Nl Logggbagdh dmEab BoMmdmngdbgds. 8ob gmggmognb mar8sgsrma
808>Morgmgds 5d3b @, M3 dmagetins, o3 0b@gMgormdn ymagmongab brg-
3> gdob, 9. 0. goemb Il baggbyob babgobds. bdoMow Il baggbae 8og-
@o o333 0bGmMba3onl  LoyFregblh BoM3momagbb. 535bmsb 3306ms
2(36086mm, BmA gomnrgdmo LyyMbrob J3gos dagMs MEb3nsE Jomarmm
LodmgMgddn ymzgmogab goemmb Fgdsgorn GMBMb ghmom YmgMb. S3nb
d9epaoe Bs@dmdmdnmn Ggf(3ns, FmBgmng Jp@Aum-Go@dnmor bob-
3dLaymns, Gmbngodn Bymgds. 8585 Igadragds smnbadbmb, Hmd ymggmngy
bydmogdmmn @ ob abGmbagam&n bggFm, Amdgmng 006 sbemogh sbgo
Jommb, Jodaogmo dgbogal ghm-ghon adsbobromgdgemn gemg8g6@0s.

35630bormmon gdag@o bedmgMs Jognm (Boa. 18). ngn LBGMG M GmE-
8o goomsFimgde. | LBGEmGa g dogbmmaem® jarmmadns, bmenm || LEBmgab
dagMomMngdn Rbrgds aomargdame byynboe.

3°R0@)50mby 3abmesbe jommgdo (33emyg 3gbBogmnlb Logsbns. Lognm-
bo ymzomongeb ®om 0bEAILL 0b3ggms Agbagora® 3g(360gHgdeda.
ol @ENGMmbogeb, Lamo a339J3b asmomgdaemo Lyymbms, 5. Lmbmen
3039P0s@mbngsb (zomemgdnemo ©os@mbags) MbmmydlL, bmmm . ame-
3m3963m — 39653nbm@mBo ol (§mBEobgzMnsbn @as@mbags). gmadGmdam,
3gmMy G9Mdabo g@dm dobamgdns, gnbanwsb agn bablb mbasdl dagmsmnada
asenEgdnee bygmbool sAladmasb.

Bogemnbo sbgo Jammgdl asbobamagh, BmamM(y sm@gMsonol 3gegab
©> Joo >@G9MnMgdam ©NsGMBngsdn 53GmNsBgdL. bodsormosba smbnd-
Bogh 5. bmbmMo, A3 JsM8mBogm Bogm@bs ©d 80bm@3n gsnrgdme
bygmbre dofomoy sm@Bgfonalb Jgrgab BaGdmamagbb, BsaMsd sbgon-
30 3°63>MF 73> sdbmma@Mor oymgdgern 0dbgds smAmbagmyGa dbo-
Jobsogab, bams@ aomnrgdyme byinbes abymngg EmEMs@ommn abghgs-
0o, Gmamiy bbgs obsMAgba'e.

bodmgs Joemmb Il byBmEBa a35J3b Ig6s8abmEmBAGN jomm. 53 jo-
eaemdo 1l bagggbo ©3033mgdamo 3o o6 >Mnb, 26533 abgomngg datgaen,
@adobgammns, Bmamey bbgs Logggbn@gdn. asmnmydaemo by gmbeos abgongy

" 3omnydmbyygbensh Jommadl s, saMgeag, damn BaGam3mdal L gnobgdl Gafimme
asbabamagh  dgbngebdymmby 3. amam@ndgnme BMmBs8a [Twasckue Hapoduvie ucmoxu
cumPonuveckux npoussedenuti U, Mwoenudse (1967-68), GmgemBng >3@mEn Bamamnomgdl
3oenegdgemn bygnbrab smanmmdfing BMamdmdoby. 6:3GmBa nbobgds aby J683m o6-
Jngdn.

2439 2223badbago, Fmd Joargm 3gbngomn ammjerm@3n gbamndam abge LedmgMgdbag,
Amdmgdary 83786nmns smBmbsgmmyFn dgbngab asgengboo.

'* Topkosenxo Anexcarnp (1972). O6 0duoit cucmeme nados ¢ yeenu4enHot cexyndoiz 8 HaPOIHbX
necuax. B c6. Ilpobnemvs nada. I0xax Kupa (coct.). Mocksa: Myswka. C.: 151-180.

¢ Coxop, c. 170.



8330060 nbGgMgammas jnemmbn, GmamB(z bbgs, moo s 3sgoms, bginbrgdn.
nbggg, Pmamy EsG™baMo, Jbsdrbm@mbaGn dagGsmnggdo o0-

Lmeg@Fee ©8myiogdgme BoM3mdmdalss; ababn o6 Bamdmsmagbl

osGmMbyGo dagMHomingnb sen@gfnGgdama Labgaaemnb Jgmgab.

Joorgem bommbo® bndmyFgdda sbgan joemgdnb bs jnobn damasb go-
omp dgndmgds 3089Jogl, Goash dMogambdnsbo Bymds dom mEogn-
Bormg@b brab gormb @s sboma a58mBlLobggme baGbadao s3marMdL
3sL. Boybgmage 08nbs, GM3 Lodmgs Jormmlb I LEHmRde 33343b oo
&9FR30ab 0bGgMgomn &mbnjosb (go-ms), Jomm oF Gm3zgdL Jogmrgem
I9dgdnmygdel; dnfndeo, sbgo Jammgdda dgmmos bamgmasbas, doaMod
mobog gdLaMagbamen ngMb o§oFgdb.

33653nbm@mba@ goramgdl gbgmgdom bbgs Jeorge 3gbogsmy® mo-
.)Qg;j@abang". 3gmég 393@o@mbagabs (JaﬁdMQ @ngamen-pmEonmn jn-
mm) o 39653nbmBmbaMds Jommgdds 38J0ge @3 zrmmalb s@aoa,
23Mgm3g, Jotorgm IGmggbogm 3nbogorrag® 3g3mddgmgdade (Bsemgs 8339~
mndg, Mo csjmagndzamn, Mg3ed momndy @o bLba.). gb aeMgdmgds dga-
obgzggoomn 3 >60b, Gopasb jm3dmbaBmegde sbagmn 30dmdbobggmn bgé-
bgdabo > LdBmorrgdgdnb dagdeb EGmL b3nGom aygbgdgh Go@yMomyo,
63060 no@mbojabogsb 860d36gmmabar aobbbgoggdnm dagomtnggdl.

396580bm@mby  Jormmbob @o3o33aMgdnm bojembgdl omod aoge-
dmdgdon, 30boomeb 3sBLoborggmn ©ag3ARs abgmo os@mERMa dagMmom-
fngndn, Gm3mgdng mJGogob GoMamgdlb Lamegds. dbgm ML blnMawe
bog3g azodab bndsbrmdmagom s 8mamabsbmob: aMmggnmos Gmbgdolb
B3nbs mg@oz0m aomMBo3930Lb 3Gnb(303n. dagMemBngab @g30dYG dagMo-
Lo > dab gBobabymasd GgGEame 339l ImAol dgd(3ncgdnmo md@ogs
Bo8mngd670s. sbgo dag@smogb Rggb goggeMomgdamb gubmegdom. ao-
RBHDnmgdam daghoongb dgagegh Lodmg®e Jogemgamb Joemm'® (Bsa. 19).
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ON THE QUESTION OF DIATONIC MODES IN
GEORGIAN FOLK MUSIC!

Modern musicology has focused particular attention on the modes. Know-
ledge of how the mode and mode systems are represented in modern professional
music is widespread, but it is also well-known that the core inspiration of profes-
sional art is folklore; even today, one can note a great internal connection between
the two. A process of mutual enrichment is often visible where professional art is
created in a diversified national environment. The various aspects of folk music, in
particular its modes and mode systems, take a prominent place in such a context.

In the as yet under-developed field of Georgian musical folkloristic studies,
there is still a lot of material not yet studied, and likewise a number of questions still
unsolved. A difference of opinion among scholars is therefore not only quite possi-
ble, but inescapable. A bold expression of scientific views (even as hypotheses) may
well be beneficial, insofar as it would further define the field of Georgian musical
folkloristic studies.

It is common knowledge that the modes and mode systems are the indispen-
sable foundation of musical language and thinking. The modes and mode systems
play a significant role in folk music art, constituting important factors of the means
of expression, the style and the form. Together with other elements of music, they
significantly shape the specific features and determine the national characteristics
of folk music. Despite the fact that Georgian musicologists have carried out signi-
ficant scientific research, the mode systems have not yet been sufficiently studied.

The mode systems - in all their complexity - are, however, of great value to the
scholarship of Georgian music, and as such, should be examined urgently. In this
paper, I would therefore like to present some points of discussion about the mode
and mode systems found in Georgian folk songs.

The modes of Georgian folk music are diatonic. They are so diverse, including
such interesting tonal compositions and possessing such means of expression that
it is sometimes impossible to understand their essence from a theoretical point of
view. It is comparatively easy to determine the mode bases and the monodic melo-
dies of the monophonic Georgian song, though even here, one might well encoun-
ter phenomena that demand a new approach and explanation. The historical route

' The article is published in the collection of works of Tbilisi State Conservatoire, 1973, Shaverzahvi-
li, Alexandre, Tumanishvili, Ketevan, et al. (Editorial board). Tbilisi: Tbilisi State Conservatoire (in
Georgian). Pp.: 127-143.
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of the mode evolution could in fact be defined entirely through examples of the
monophonic Georgian folk songs.

One of the characteristic features of the diatonic modes of monophonic Geor-
gian folk songs is the manifestation of the intonational environment of the modes.
The intonation of the functional spheres of the mode (first of all the tonic), their
interrelation and fusions all possess rich potential for study. This also concerns
Georgian polyphonic folk songs and generally ensues from the melodic regularities.

The inception and evolution of polyphony enriched the modes with many
new properties, lending them new means of expression. A much more complicated
system serves as the modal foundation of the Georgian polyphonic song, because
in this case, we are dealing with not only the intonation of separate intervalic steps,
but with the intonational fusions of the chordal verticals and the interrelation of the
melodic layers. 1. Tyulin calls such mode systems mode-functional and mode-har-
monic. In Georgian folk music, mode-harmonic systems are very diverse, because
in folk music it is the polyphony that is presented in different aspects (bourdon,
polyphonic, complex polyphony ie. parallel motion of the chordal complexes, and
so on). Considering the myriad forms as well as the various Georgian dialects in
which these systems manifest within the diversified mode organization, not all the
mode-harmonic systems can be viewed in the same manner.

Many Soviet scholars examined the modes: almost all the researchers tried to
define what the mode is. The opinions vary so greatly that a uniform formulation
was never reached in Soviet musicology. L. Mazel correctly notes that describing
the mode entails not only an identification of its scale, but a description of the inter-
related patterns of the pitches, as well.> Examining the worth of each idea expressed
by scholars regarding the modes leads us away from the basic issue at hand. It must
be emphasized that defining the mode based only on its tonal composition will in
most cases invariably cause errors. That type of analytical method renders the es-
sence of the mode incomprehensible, insofar as it debases primary elements such as
the basic tones and the interrelation of the entire tone system. [. Tyulin writes that
the tonal composition (meaning that of the mode) is also a separate system from
that of the mode; it consists purely of tone and cannot be called musical, since the
corresponding interrelation of tones in it is not taken into consideration.!

1 would argue that the scale is a schematic expression of the mode, and that
in the archaic forms of the Georgian folk song, at moments when the scale is not
clearly defined and the interrelation of the tones and the basic scales are undefined
(except the tonic, which ends the melodic line of the musical structure), the mode

? Tyulin, Yuriy (1966). Uchenie o garmonii (Studies on Harmony). 39 edition. Moscow: Muzyka (in
Russian). P. 81.

3 Mazel, Lev (1952). O melodii (On Melody). Moscow: Muzgiz (in Russian). P. 96.

* Tyulin, Yuriy (1971). Naturalnye i alteratsionnye lady (Natural and Alternate Modes). Moscow:
Muzyka (in Russian). P. 9.



represents this melody. The example given below demonstrates how the tonal com-
position can be the leading element of the mode (ex. 1).

Sh. Aslanishvili calls such modes mode-tunes, a term that aptly describes the
nature of the mode of this type of song as well.* Most of the researchers pay great
attention to the inner intonational nature of the mode as the basis of the music. It
would be unthinkable to ignore the intonational nature of the mode at this point in
the evolution of music theory. My hypothesis is that it is the intonation that forms
and crystallizes the mode in the process of its historical development. How the
tone correlations are realized in practice is another question. Quite often, it is the
correlations of these pitches, with its different kinds of intoning of the mode steps,
which most strongly shape the specific features of the folk music of any given na-
tion. Even the normative, crystallized modes that are firmly established in people’s
musical cognition acquire a new life in each song, for these modes are clad in new
intonational garments.

Therefore, 1 would argue that the mode should not be treated as a frozen
scheme of the interrelation between the tonal composition and the different pit-
ches. The mode is a developing historical process, throughout which it is continu-
ously acquiring new features. The mode is founded on man’s psycho-physiological
and acoustic regularities. The sheer complexity of the modes is the reason for no
common formulation of the notion of the mode having ever been put forth to this
day.

My paper aims to offer a common classification of the modes found in Geor-
gian folk songs. Modes can be classified in different ways depending on which ele-
ment of the mode the scholar concentrates his/her attention on. This is a first at-
tempt at this classification, and thus will not be free from error. The brevity of this
paper makes it difficult to thoroughly explain all the issues that can be associated
with the mode classification (according to their diatonic basis), which will result in
a number of problems seeming schematic.

As noted above, the tonal compositions of the modes of Georgian folk songs
are diatonic. According to the content of the degrees, the scales may be divided
into complete and incomplete diatonic compositions. Those whose number of steps
does not exceed six (within an octave) can be considered incomplete, as a complete
diatonic composition has seven degrees.

In Georgian folk music, the incomplete tonal compositions mainly occur in
the primitive songs with an archaic structure. Most of the tunes of those songs are
based upon a definite interval framework, and can be categorized as trichord, tetra-
chord, pentachord and hexachord mode-tunes. The examples given below illustrate

5 Aslanishvili, Shalva (1954). Narkvevebi kartuli khalkhuri simgherebis shesakheb (Essays on Geor-
gian Folk Songs). Vol. 1. Tbilisi: Khelovneba (in Georgian). P. 173.

¢ The classification of the modes in Georgian folk music was not yet made (at least no scholarly work
has been published thus far). I will therefore be very grateful for all the remarks and will study them
very carefully.
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this (ex. 2-5).

The tonal composition, basic tones, correlations of pitches, and the intona-
tional environment in these examples and in all other similar songs are arranged in
a specific mode, which I consider ‘incomplete modes’’ I also ascribe to this mode
category those modes whose tonal composition is based not on a diatonic scale but
chiefly on united anhemitonic scales (ex. 6-7). A thorough study of these ‘incom-
plete modes’ will greatly help researchers in defining the historical development of
determining the formation and evolution of the mode system. This paper, however,
will be concentrated on the seven-step diatonic composition: the so-called ‘hepta-
tonics.

The mode that includes a seven-step tone composition may be called a ‘com-
plete mode. These are firmly established in Georgian folk musical thinking, as they
have passed through many centuries of evolution and can still be clearly heard
today in Georgian folk music. Such complete modes include Eolian, Mixolydian,
Dorian, and Phrygian.®

The modes [ have presented in the examples (lonic, Dorian, Phrygian, Eolian
and Lokrian) are classified by theorists as purely diatonic modes as the tonal com-
positions of these modes give the basic, natural aspect of pure diatonics. They are
also called the ‘white key modes. They consist of five major and two minor second
intervals (within an octave).

A. Sokhor groups all the scales of the natural or white-key modes discussed
above in the first heptatonics.” He also singles out the second and the third hepta-
tonics. The cause of the division of the seven-step tonal composition — heptatonics
- is that there is some theoretical possibility of the existence of a tonal composition
constructed completely on the pure diatonic principle (consisting of five major and
two minor seconds), which is different from the basic, white-key tonal composition.

It seems that a similar phenomenon occurs in Georgian folk singing. If the
seven-step tonal compositions found in Georgian folk songs coincide with the me-
dieval mode tonal compositions, we can use the traditional names of these modes.
But how can we define the mode if such coincidences are absent?

I am not going to analyze all the modes that differ from the modes we have
looked at so far and do not yet have any names of their own, but for the purpose of

7 The incomplete modes can theoretically be two-step (diatonic), five-step (pentatonic), or six-step
(hexatonic). Almost all these kinds of incomplete modes occur in Georgian folk songs.

* In west Georgian songs the Ionian mode also occurs. It should be noted that in Georgian folk mu-
sic there are also elements of Lokrian and Lydian modes. The question of hypomodes is of definite
interest, and I wrote about them in 1972 in my annual scientific work: Kartuli khalkhuri simgheris ki-
lo-harmoniuli kanonzomierebebis zogierti sakitkhi (Some Issues of the Mode-Harmonic Regularities
of the Georgian Folk Song). This manuscript is kept in the AGFML at Tbilisi State Conservatoire.

* Sokhor, Arnold (1965). O prirode i vyrazitelnykh vozmozhnostyakh diatoniki (On the Nature and
Expressive Possibilities of Diatonics). Ed. 4. Moscow-Leningrad: State Musical Publishing House (in
Russian). Pp.169-198.
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clarification, I will provide some examples.

Let us look at the song Pshauri recorded by Sh. Mshvelidze (ex. 8).

First of all, one should note that in most cases, Phrygian tunes, intonations,
and the general characteristic of the Phrygian mode are prevalent in the cadential
forms of songs from the Pshavi region.In this example, one can note that the pre-
sence of the c-sharp in the mode’s tonal composition significantly conditions the
emergence of the new realm of intonation, created by an intonational emphasis on
the sixth and second degrees. New modal soundscapes and cadential models are
original and vivid expressive possibilities that bring prominence to the Phrygian
mode (ex. 9).

Most scholars consider this mode to be Phrygian, which is then augmented by
a sixth. Augmenting or diminishing any mode step is inevitably associated with al-
teration, however, but I would argue that in this case there is no alteration. C-sharp
is equal to all the other mode steps. The major sixth is as basic and significant an
interval as the other ones. If we look at the mode’s tonal composition, it is easy to
see that it is built on the pure diatonic system, yet differs from the Phrygian mode.

Proceeding from A. Sokhor’s theoretical contribution, this mode may be called
Phrygian-Dorian mode (according to the tetrachordal composition). Due to the
aforementioned difference, Sokhor groups similar modes in the second heptato-
nics. In Georgian musical folkloristic studies, this mode is also called “the Pshavi-
an” mode. In my opinion, musical experts who are not Georgian will find it difficult
to understand such an explanation. Apart from that, there are also some prerequi-
sites before such explanations and terminology will become firmly established in all
Soviet musicology.

The Phrygian-Dorian mode is attested in Meitis Simghera recorded by Shal-
va Mshvelidze (ex. 10). In the first stanza of this song, we deal with the changeability of
the mode. In the second and third bars the emergence of the E sharp and A natural cau-
ses the change of the Phrygian into the Phrygian-Dorian mode. This mode is also pres-
ent in the song Bindisperia Sopeli, which was recorded by G. Chkhikvadze (ex 11).

Let us now look at the song, Nana, as recorded by D. Araqishvili (ex. 12). The
tune of this song consists of several phrases. The broken melodic line ends on the
E tonic. In the first phrase, C natural introduces an original nuance into the tune of
the song. It is the upper intonational base tone of the first phrase and is emphasized
metrically. The fusion of C natural and G sharp with the descending tetrachordal
motion evokes a very somber, lamenting intonation which significantly shapes the
lyrical character of the melody (in spite of the fact that in the mode there is the “ma-
jor” third from the tonic which is also emphasizedin a number of cases). The mode’s
tonal composition found in this song looks as follows (ex. 13)."°

19 think that the presence of the C and D sharp in the clef is absolutely superfluous. The four sharps
indicate that in this case D. Araqishvili meant E major, despite the fact that folk modes have noth-
ing in common with the major-minor system. The modes of the second heptatonics fundamentally
change the traditional views about taking the signs out in the clef.
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Sokhor creates his terms from the tetrachordal structure of the mode and calls
this the Ionic-Aeolic mode (Mixolydian mode is one of the “dominating” modes in
Georgian folk music), as the first tetrachords of the Ionian and Mixolydian modes
coincide with each other. The tonal composition of this mode is also built on the
pure diatonic principle, therefore it cannot be denoted by a diminished sixth as in
the Mixolydian mode.

Mixolydian-Aeolic mode occurs in the Khevsuretian song Mtibluri (ex. 14).
Though this song has not taken shape intonationally (especially the first two bars),
thus the perception of the pitches may not be exact as a result of the voice sliding
down; but the Mixolydian-Aeolic mode can still be noticed in the last two bars of
the first stanza.

The Mixolydian-Aeolic mode may even be a distant echo of one of the mod-
ulatory methods found in Georgian folk songs (the lowering of the sixth step as a
means of modulating a tone lower). This may be illustrated by such an instance in
the song where the sixth step is lowered in the Mixolydian mode, but no modula-
tion occurs and the song remains in the same mode. This can be strongly indicative
of the Mixolydian-Aeolic mode (ex. 15).

The song, Mo, Lkhini Vnakhot (ex. 16), bears signs of the Mixolydian-Aeolic
mode, as does the song, Dideba (ex. 17)."" Though it is true that the last example,
like Nana recorded by D. Aragqishvili (see ex. 12), is an example of an incomplete
mode, in Georgian folk songs the tonal composition of incomplete modes are also
based on the diatonic principle; it is therefore possible to hear features that are also
present in complete modes. If we look carefully at the heptatonic tonal composi-
tions, it is easy to notice that here a new sign appears after missing the previous
sign characteristic of the traditional fourth-fifth circle. For instance: in the tonal
composition of the song Pshauri, there is C sharp present without the F sharp; in
the mode’s tonal composition in the song Dideba, there is only E flat, i.e. the B flat
is missing.

I. Tyulin regards the modes similar to the second heptatonics as the altered-dia-
tonic modes; he thereby notes that the alteration has a very specific original charac-
ter. It appears as a result of the chromatic transformation of the diatonic step, and
most importantly, there is a complete change of the basic tone by its altered variant.
This change of the step makes the given alteration different from chromaticism.'? A.
Dolzhanski calls the tonal compositions similar to the second heptatonics the ‘al-
tered second tonal compositions.* I would hold that in the abovementioned modes

' The song Magruli (Bestmen’s song) bears the signs of the same mode (the last bar) and Zamtari
(Winter) (bar six). In: Chkhikvadze, Grigol (1960). Kartuli khalkhuri simghera (The Georgian Folk
Song). Vol. L. Tilisi: Sabchota Sakartvelo (in Georgian and Russian). Pp.: 95, 314.

2 Tyulin, 1966, pp.: 109-112.

B Dolzhansky, Alexander (1972). Nekotorye voprosy teorii lada (Some Questions Regarding the
Mode Theory). In the collection, Mode Problems. Yuzhak, Kira (compiler). Moscow: Muzyka (in
Russian). P. 20.
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the steps are not changed and there is no alteration, which is why I ascribe them to
the second heptatonics. This would mean that in the given tonal composition all the
tones are basic.

In Georgian folk songs we also come across fascinating modes, whose diato-
nic composition include the augmented second interval. Discussions are ongoing
as regards the augmented interval, whether the intonation of the augmented second
is of local origin or whether it has been introduced and is an added element formed
under the influence of Oriental music. The scope of this paper does not allow an
in-depth analysis of this question, but I can testify that the augmented second is
without a doubt of Georgian origin.*

In the Georgian folk song, the augmented second is often formed between the
second and third steps of the mode. It is always descending, and, most importantly,
the root, i.e. the second step of the mode, is always emphasized. The second step of-
ten sets the tone of the whole descending intonation. Here I should like to note that
the lower pitch of the augmented second is always heard together with the entrance
tone of the mode in Georgian two-part songs. The third that emerges as a result is
emphasized metric-rhythmically, and ends in the tonic. The specific tonal mood of
this mode is one of the characteristic elements of Georgian music.

Let us look at the Pshavian song Kalo (ex. 18). The song is developed in a stan-
za form. The first stanza F is in the Mixolydian mode, but the augmented second
appears in the tonal composition of the second stanza.

The augmented second modes must be studied separately, as they have always
aroused great interest in musicology. The diatonic scale with an augmented second
is called hyperdiatonic (augmented diatonic) by A. Sokhor, while A. Gorkovenko
gives it the name henamisotonic'* (a tone and a half diatonic). I think that the se-
cond term is more accurate, because it underlines the presence of the augmented
second in the tonal composition.

1. Tyulin considers such modes to be a result of alteration and therefore groups
them together with the altered diatonics. A. Sokhor correctly notes that the aug-
mented second in the harmonic major and miner is in fact a result of alteration,
but such an explanation would be quite unacceptable in music of Asia, where the
augmented second is the normative interval like all the rest.'*

The henamisotonic mode appears in the second stanza of the song Kalo. The henam-

1 V. Gogotishvili, a musicologist, in his work Pshavskie narodnye istoki simphonicheskikh proizve-
deniy Shalvy Mshvelidze (The Pshavian Sources of Sh. Mshvelidze’s Symphonic Works), thoroughly
discusses the issues of the augmented second modes and the question of their origin (The man-
uscript (1968) is kept in the AGFML at Thbilisi State Conservatoire; in Russian). In this work the
author refers to the local origin of the augmented second.

5 Gorkovenko, Aleksandr (1972). Ob odnoy sisteme ladov s uvelichennoy sekundoy v naradnykh
pesnyakh (On a System of the Modes with the Augmented Second in Folk Songs). In the collected
works, The Questions of the Mode. Yozhak, Kira (comp.). Moscow: Muzika (in Russian). Pp. 157-180.

16 Sokhor. Op. cit., p. 170.
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isotonic tonal compositions, like the diatonic ones, are independent in their origin. They
are not the result of the altered transformation of the diatonic composition.In this mode,
the second step is not diminished but is as fundamental as the other steps. The augrnent-
ed second occupies as solid a place as the other major and minor seconds.

In Georgian folk songs the issue of such modes can be discussed extensively,
since the polyphonic structure makes the mode very original, enriching it with new
means of expression. In spite of the fact that in the second stanza of the song Kalo
the major third from the tonic (F-A) is heard, the mode does not make a major im-
pression. On the contrary, in such modes the melody is sad, though expressively so.

Henamisotonic modes also occur in Georgian musical dialects.!” The mode of
the second heptatonic (Phrygian-Dorian mode in particular) and the henamisoto-
nic mode were firmly established in the Georgian professional music as well (Shalva
Mshvelidze, Otar Taktakishvili, Revaz Laghidze and others). This is not accidental;
when looking for new expressive methods and means, the composers often use
tonal compositions that differ considerably from the natural, pure diatonic mode.

Despite the brevity of this discussion of the henamisotonic mode, we would
like to focus here on the diatonic compositions that exceed the bounds of the oc-
tave. This constitutes a new phenomenon: the principle of doubling the tones by
a pure octave is disregarded, and instead, a reduced octave is formed between the
tenth and third degree of the scale. I call such a tonal composition an augmented
octave. The mode of the song Shavlego includes this augmented tonal composition
(ex. 19)."®

In songs with a wide range, the tenth degree of the scale [ed. implying minor
scale degree] results in the characteristics of the Dorian mode. The musical pattern,
however, spreads and evolves mainly in the Mixolydian mode (as in almost all the
songs with the augmented tonal composition), therefore we can view the augmen-
ted mode as the Mixolydian mode with a trichord and tetrachord superstructure.

The Shaviego melody evolves in the tonal composition mentioned above,
therefore that tonal composition can be considered a single tone system. The mode
of the song Shashvi-Kakabi includes a similar tonal composition (ex. 20)."* In the

¥ Chkhikvadze. Op. cit. Kadini tush bichebisa (The vainglory of Tushetian youth/young men), p.
172; Shetkmuleba Ksniskhevelebisa (Conspiracy of Ksani canyon dwellers), p. 178; Heri ega (Harvest-
er’s Song), p. 97; Aslanishvili Shalva (1956). Narkvevebi kartuli khalkhuri simgherebis shesakheb (Es-
says on Georgian Folk Songs). Vol. IL. Tbilisi: Khelovneba (in Georgian): Shamilis dacheris simghera
(Song of Shamil’s arrest), p. 178, # 21 and others.

" Chkhikvadze. Op. cit. Shavlego, p. 393,

' Chkhikvadze. Op. cit. Shashvi-Kakabi (The Blackbird and the Partridge), p. 319. In this collec-
tion, augmented modes occur in the songs Grdzeli Kakhuri (Long Kakhetian table song), p. 293,
Chonguro (O, my chonguri), p. 300 (Op. cit.); Magruli (Chkhikvadze Grigol. 1971. Kartuli khalkhuri
musikis salekisio kursis sailustratsio masala (1llustrative Material for the Lecture Course in Georgian
Folk Songs), p. 18. The manuscript (in Georgian) is kept in the AGFML at Tbilisi State Conserva-
toire. Similar phenomena may occur in all wide-range songs.
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tonal composition of the mode there is a low tonic and not lowered tenth semitone
step. It is possible that in the augmented modes, the unity of the interval repetition
is not a pure octave but a pure fourth (F-B flat, B flat, E flat-A flat). Augmented
modes can be found not only in Georgian folk music but also in that of other na-
tions.

In conclusion, I have classified the modes by taking into consideration the
diatonic foundations of their tonal composition.

1. Incomplete modes:

a) The incomplete mode - with a pure natural diatonic tonal composition (the
most widespread variety).

b) The incomplete mode - with an anhemitonic tonal composition.

¢) The incomplete mode ~ with the elements of the second heptatonics.

II. Complete modes:*®

a) The complete mode - with the pure natural tonal composition, i.e. the hep-
tatonics (the most widespread variety).

b) The complete mode - i.e. the second heptatonics.

I11. The henamisotonic modes
IV. Augmented modes

The modes I have discussed above are integral to Georgian folk music, lending
it unique means of expression.

 Hypomodes also belong to the complete modes, but the scope of this paper does not allow a com-
prehensive discussion of them.
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Nana (Lullaby, Khevsuretian). Chkhikvadze, Grigol (1960). Kartuli khalkhuri
simghera (The Georgian Folk Song). Vol. 1:8. Tbilisi: Sabchota Sakartvelo (in Geor-

gian and Russian)
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5. 87939 99 3emgb 583030 (3gbbam@o). adgg:431.
Mepe Erekles ambavi (King Erekle’s History, Meskhetian). Ibid.:431,
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9. gdoyfo Joeam. Pshavian mode.
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13. 3g56smfngn. Scale.
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Dideba (Glory, Mokhevian). Ibid.:67.
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BoR ¢330L7d 3> 3m3ogdmmgded Lo gomramo 5BGmgbgdals o~
Mgboe 3G0dnGogmn Gm@agdal JmbLgMgo3ns 308maBgas. dgmeigh Bbag 4o,
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" Tionun H0pwuit (1966). Yuenue o rapmonun. Man. Tpetse. Mocksa: Myapika. C. 85.
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Bogamnonbomgnl 8mgnygebor gfor JgmofMgdab. LgMage byMgdgmge,
530006380 M Godofre gomadggob dndmamgbab, gofymagl dgbojeb Bom-
3mBagrmmdab Ladgyzgmm nbBmbo3ogdnmab s 8ob Lamsggh (39330L gm-
md&n® dgbAymgdadn byeogl, bos3 9dmsgfglb dmdgb@om dmdMomdab
318G ae-Ga@dam 35M3mbasb 20dmymal. dg@Ham-Mogdgmo Jomdmbonb
89803969 63B0mb 3o bbgsmabbgs Lobob d396gda (§o3ab (3985, dgde-
bommadn, 3ogmbo s Lb3.) BsM8momagbms, Gm3gmas a06gdyi3 Sgmsbb-
3930 8mdMomds (3993480 39dmgdgemn ngbgdmes. gbog@ogama dmabmg-

® Masenp, C. 14.
* Ipy6ep Poman (1941). Mcmopus mysvixansmois kynsmypot. T. 1, 4. |. MockBa-Jlenunrpan: Tocy-
JapCTBEHHOE My3biKambHOe uafatenscreo. C. 154,
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Bogmgds 9mdBgmgdal bogaBymn gRomnsbmdals  jmmgd@on®  (39g3%d0
oym LB mo dagfnmn  addmamabgdgdol  Jgmobbdgdammdobsg, g.n.
LENIgmn bdsms 0bGmbozngMn  IoGBmbanbs, abGMbBNGBedn  dzyGam
LoBommgms Jgosbbdgdunmmdnbs, gad@onam — Ybalimbaba. 5Jgwsb amgdl
Lomaggb 8abo oo abGmbsoyns, HmBgmbay bogndggmdn 3s9Bbas oryb-
33 9o dggfs dyatin bodsmemom — 3qbojomafin §mbn, Lodysfg, Mm-
gemo(3, BoMdmarnagbl gmgdnb@etam mMngb®ndb jmmgd@onco ab@mbn-
6900bongab'.

8gmeg 8bfag, 3g(3609Mgdsdn MemMgbie ¢gbdminmadnmns mgmMos
FqbogoemgBa 0bGmbozanlb bsdg@yzgermm 0bGmbo3ngdamsb EsMImBagmm-
3nb gbobad. woM Jomgy IgMdgm@ L3gBbgMnb 3ngH ooy bybor o6~
37996@nModamas Indmogbed Bgbogabs ®s Ls8g@ygzamm 0bGmbs(30gdabs
TOHMgENMBdnb dgbabgd bocobspm aobzomaigds 3dmgs . sbogaggab, o.
Bonmobab, . 3obgmebs @s bbgsms 3Gmdgdda.

R3960 Bbng a3nbms @d3dnbmm, Gm3 ystn dagnmn Lndameggdo
Aoz gbademms, gmegd@onn J8gmgdab gggms bygGmda (sGo Fo-
&™ (3933°30) 8bs@ammo gMc0sbmdab qbog@nguto Imcmbmgbab, dg@Emm-
G0@39mn ,36G3mbonb" bagndggmby ba8mJ8bnrmnym', 3saMe8 53539 @H™L
o3 3gmig abs — Boon Ladg@yzgmm 0bGMbS(30g30@E BoGAmagmmds
803358605 MLEMGmE. YPGMm gdnE. Jofogm bomba® dgbogoma® dg-
dmd3gmdody 0330639893 J0mg3 NBM™ 353308030 MBIghs dyoMa dag-
000 Lodammggdab Ldg@yzaemm 0bBmbognams bygMman Asbobgal dgbabgd.

8bmgmnmb  cnmgddnb yagme 9MBs mgBmg dgdmagnbobs Bsaogmo
®68760b  3008mMbsdmgdn. LogsGmggemmb bbgorsbbgs Jaobgde mmgbsg
3Mogmom dgbgegdom nbgor 3o8mamabgdgdl, Gmdmgdng dsgng@n GEIg6ab
3°@3mbs3;mgdb BaGdmamgqblb (Bogran by, Bystm, gMobggmal gednma,
Logmbemal mogal AmbRba, Bomn (s bba.). 30Mgamgbom,  YgMommgds
Fgerem(3300dg agnbms gogedebgnenmon.

B30 3m@b graogoor 08 sbMabogsb, Gmd dgmm(3ggdds dMagorma
Lo mbggdab B3bdarnby sfogamatn GMBLMATozos o gobozams @
306356gmn Lobno dmomBns B3gbsdmy. 8538 8ngzohbos, Gmd ggms-
3s3nady, Ladg@yagmm 0bBMB(30g3dy REMMS gamsMgdab e byasgmabes
36 B> Imgbrnbs. (3bamns, n(3gmgdmes dgemm(33980b dnbssbn, ogabygdsl
99mgmEs dzgme > dropMEydmes sbama sbam (Bog., SbBRmYMa m@d
JFab@osbymn Hgmnangdnb 603@36001), 8og08 badgBysgmmm abEmba3ngdn
6o 3myd (33emnmmgdal aebn(ymnro.

g jemmcam 9db3greEngddo dgmm3zgdel Rabgmel @AmL yaMee-
©od> JondygBm ghmds ao6gdmgdsd — nbgmMmsBmigdn dgmm(339dL a06-

° Cxpe6kos Ceprein (1973). Xydowecmsennvie npuriunbi Mysvikanvhsix cmuned. Mocksa:
Mysvixa, C.: 25-26.

1 3amo3al 53 a@eddy @oj@mdfngn dobamob Bogmgdmdnb aadm, Bzgbb dmbabMgdgdl oM
398mgodbyMgdon.
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bognogdame 0B@mbygnoo BsH3mmgdasdmbgb. segnma gLadRbggz0s, Hmd
dgmm(3398L agabo a06LoJEgdame nbGmboEenGn bygGmgde 5J3b @o
obobn bojdsmm asbbbgogmgds Ragmmadinga LyIgGygarnm, 869 Lymgnon”
06@mba(3ngdnbagsb. 3sdoboedy, mgoocm 338439tmgd0b  oxgGb(3nazanl
gog@n bLabgbgs - agodab mBa boby Lo8gByagmm  0bGmBo30930bs:
B3gmmgdfinga, 967 ngm@oon® > Momary obama, dnbash asbbbgsggdaame,
Gm3gmbag asbbognmMgdmma 6adsb-mgabgdgdn asshbos. o 60dsb-nga-
bgdgdnd gb? 3nfggen Moado, yaGE@YdsL adyMmdlL Jgmm(3zgdel 0b@m-
6oggnob 8mmdoge .Embarmgn ©mBg", Gmjmg 0BBMbagorto  bLaggaal
ARogompgfomo 2968gmMgds s 3 badaggeb aoMizomm 0bGgMasey®
RosBmdn 8mg33s. Jgmmagzom  0b@mbozagdl  amdsgsm-wo(3nmgdomn
3mdBomds sbabnodgdl (b3otns Bob@mBa 3nbn Jgdamdn Fg3bgdoo). oo
Jgndmgds JnBmdncom ,d030gGa" 838 y3amgdol 06@mbazngdn gnbmemo,
5300 Bovmgab madabsbnsegdamn 60dsb-mgnbadgde bydmo smbadbymn
ba@bAmMbmadob  Boadns dmBm(33bgdaema. abrbn BsM3mddbs  Sodnsbal
33mgenmdsd 3g@yzgmgdolb aobbbgsgadame Gndab dgJdbnbomgol, Gomash
80l BoMBmmagbadn sbgmo dg@ygamgds dsgnya domab d99(339emn nym.

»0530m6n" abBmbo(zngdo Bg8mo smbadbmemn Bodob-mgabgdoo dmngH
dbenmgmgds 3gbngormgo nbBmBagagdab Fobsbnocgdmgdb. obabn dgad-
mads agabsbnoomm, FmamB(y asfmadagarmn baggbmn bodg@yznmm @
qbogomyg® 0b@mbaznoms Imnb. JsmGm 3 bngsy ndLobyMgdes dg-
oemagomn ab@mba(yngdn gaFommgdsb, 3s3Med sdsboeb gfomam ag0bms,
33bndbmm gfon dg@om 86n33bgmmasbo aotindmgds. Bagb BogH Robgam
Bmango Jgemmzgeda badg@yzamm 0b@mbszammn gm&G3mmab baByabn (g
999;b39308n 3meom) 3396 30633590 §mba®n Lodsmmoo aodmadhgge.
3sbby Gmpnb Aghadoonl @nme 6oBormn. s s dgndemgds, o6 dmznambmo
dmfnb sbaggnggol (36mdnmn 3odmigmgas badgdyzgmm nb@mbazngdab 3gbs-
bgd, boeo(g ngn 9bndbagh, Gmd gFio Bmbby abGmbafigds god@nnMom Bof-
dmaggblb Bgbngarny®n ab@mbszonb nMgge mabsb, mmmbe xg® Jorgs
Bommnsbo badygeo 363nHmdgdnmb'. a0Gms Igmm(zgzgdabs, basglb 8mg-
mgbab gbggdnm Lzeby Gaogmmsdng (3. 1).

by0mon ojdmmnmsb gsdmdrnbatyg, dgndemgds 3538 0gmaer, Gmd Jg-
m(33990 ©3 dnbn 8badgln 39bbognmMgdmemn sEndbmEgdel bedg@yggemm
0b@mbo(30g80 3yafin da9M0mn bodammgydob Bamdmgdbob gGm-gon bagynd-
390 by ymgomagm. 235basb @ 3o33nMgdom, 3@ndEmdo, 0b@gfgb-
8mymgdamn o6 ogbgds Ragbo @s3306338930b Igmgaem demgdamn @abyg-
6gd0b 253mabgmEgds.

sedom yzgmelb dmabdghos ol 0bBmBo(3ngdn, GmPmgdary 853330b a-
dobgdabmob 36nb 05353809 mmo @o yagme Jommab ,MA9dgGEmscab” Boham-
20336b. 0bnbn, g @M, 3gdobnemgdl BoGdmamagbl s 8y@y3gemgdab-

12 Acagves Bopuc (1965). Peweoas unmonayus. Mockea: Mysvixa. C. 18.
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006 greegb 3o3306b 385megbgdb. s808md bInGor Jgdsborgdolb 3bLasglb
nbBmbo(309® Lzemgddo dbgmmgds yon dagFncn bndsmenggdnb g3s8mamgbo.
053303939335 (3bseym: Goy PgHem bdaMam asdgmMogds gb 0bGmba(zngdn,
dnon g™ g0 ImGbanyn dgbodmgdmmmds s(bgdmdb ndnbs, GmE Bac-
o 39308Mdbmon gFo-ghon Gmbnb Lndys@g (Bsa. 2).

R3gbn obMnom, Abasgbe Gadob bLydgByzgmm AbGmba3ngddn dysma Gm-
Boma@n Lndsmemolb BamAmJ3bsl bymo gmbym Lsdg@yagmm Bo(zgmnb
P9omdnl 35bsbaMdmnggdad, beemm Bamdmjdbnemn 3a60b BmbEaGn bin-
dommnb 30638 3039350 30 — 3Magampgomds 3odgmMgdad. bagesMsmmoms, Gmd
4m39emn dbarmo 3539mgdabob ,60GR76n madgdronmgdelb” a08m dmbogdmms
8obo nbGmbo(ynyFo B YL@ B, 3mgemmds BybGn ae8gmGgdabs. Mmagms,
Amd IFsgomRgMon addgmmgdolb Mmb nb@mboMgdolb 3Gmzglin abanbgds
©> 383o3egds. dgsMa GmbaGn Lndommob aohgbs mzabmdMnga obomo
3mgmgbos 3@ y3amgdoo nbBmMba(30588n @s o6 Bgademgds dob mvgalin o
3% ©ogLge 33305bab Jn85(36730Bg. sbgm gnoaFgdada yagmes dmbogoemy-
0bBmbo(3nmn ImbBadmgstn 3@33nsbab b3gbabsmgnb gemagabgdam @> Bme-
3s@rger Imgmmgbor Pbee Jugaeaye

033359390, Hm3 3qbngormaein nbgmbagnalb 668mddbalb o ab@m-
Gomm abady aomadbygg@n 360336gmmads bbgo — dbarmn 3gafin dggtama
LoBamemggdob Rsbobgob gboggds. 3o 33gme M6GMBI3ONG MoboggaMemdado
3ymgn ombmsy MMo da9Molb dgmmmgds bogmdagmb gyfeb 3gliogomy@o
0B6@mba(3nab (36935b. ngngg Bgndemgds aovggab gaeomb baggmdzmagdnl 3gbobgd.

8gmg 3ysMa dagfnmn badommab 65G3m73balb smdom dGogomn abo
36Ldmdms. 88 AbMng, Joamggmo Fmbogmbgdob 3ng gmmymmegm gdb-
390(3ngddn 8m3magdamea Bsbams Ladmermgdab agedmyal, Godrgbomdy
Ansbrmmgdne 80063 bodmanmanbma sbamn 8ysn dagfnmn badsmenggdol
Rabobgalb 3Gm(zgba. Bggb 3ngf Jagbmar 8mygsbomn dogomomgdn Mogggmo
35393080b Hq3nGEmoGnEE 33543b smgdymn. 3d3g ag0bms, sm3badbmm,
6md dmgagfion cbgm@ds@menb 3bmdnm, dmzgdnme Gyjb@gde Bbmmme
maIo@o3no, 3. 0. LddgByzgmm nbBmbazngdam bFmmMEIdmEs. 0badbym
Bndmdnd by a33nggds orgamare a3eMbagbadl dsor sbmm bsmgLoy®
J23306%g Ladg@yagmm 0b@mba3gdmsb (3oa. 3, 4).

330bms, ghm aoMgBmgdety Jgzohghmor gaMopmgds. bsbmasmmem,
dagdgos dqbngomyin gmmgmmEiob 338mygbgds Lbgsmabbgs LadgbngGm
©gdNmadob m@abadd agdmom bL3ggosmabBms sbMmo bbgsobbgomadal
0B393L. A396(3 FgBom Ghobomam ggjomgdom 3 bojomblb s bLbgs, PayHm
Baongemn Bagommnogdol gmbemmdolb a08m Godmgbamdy dnsbmmgdmma by-
Gomab BoGImbaagbom dng8omage 8om. sdsbensb, o6 dgodmgds 0d m-
babAgdgdab Mamemgdgmym@oE, Gmdgmnag 93330 gmmmmE b ©o-
39380678000 3GbgdmBL. 3bmdngma WMbaMgmn JMAImBBmEn ©> Gmeg-
mo@ab@o dmem@ob ymmon smbndbogh: ,Peberok B cBoedt mecHe, Tak xe, Kak
M BO BCeM INpoliecce CBOEro PasBUTHA, B KAaKOM-TO Mepe NOBTOPAET MCTOPUIO
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yenoseyecTa" .

03039 3mbogngddy Easb gegetr ewgdbogged Mm@Es Smbedbagl:
»OCO6EHHO NNOAOTBOPHBIM AOMKHO CTaTh U3yHeHUe NpoLeccoB GOpMUPOBAHUA
y neTeit nagoBoro yyBcTBa. [[yMaeTcs, YTO B BONMpPOCAaX reHe3uca HAPONHBIX
MagoB MbI CMOXEM B CKOPOM BPEMEHM B TaKO K€ CTENeHM OMepeThCs Ha
HeTCKOe MeNOoANYeCKoe TBOPYECTBO U AETCKOE CNYyXOBOE BOCIPUATHE, B KaKOi
6110n0TM OCHOBBIBAIOTCA Ha MaTepuanax aMOPHONAOTUM, U3yHas NPOUCXOXKAEHME
M 3BOMIOLMIO OpraHnamMos™™.

306036mmnl  258m dgbodemgdmo 8nagoRbos Azgh dogH Imyzeboe
3ogamomgddy oyHebmda.

mfngg 6034930 (303, 3 o 4) gmg dgada dggnmn bodsemnb B5H3mga-
Bab bamgem dogommamare 3gndemgds Rancgsmmb. o, Bmbm&n Lodsmemoo o-
R3FP963rMgdgm 3agob Fm@ab goMigammn YGHmgMomedm jnrydmmgds
3yoFrogda, My 8500 ab@gHgsrmafo Iggofmgdom, PHmngFmodabamymmda-
M5 0> ,dnbagoba dFdmeanm” as9maboggds. gb LAMdmEs" asafdgmmgds,
306 9Gm-gGhmn 303560 (356@FammmGn dagfinl 360dzbgmmdalb o6 dg-
adnblb, bmmmm dggan dsomn qpnblaonfn aggMnbgnagas 0dbgds.

R3gb 8ngé 8mygzabomon bodndgdamsy 8@joamagds, MM Smo3nsbol oB-
6mabgdnb 20630006530 sGgam Loggba@dy 3g@yggmaodoma s dqbo-
PG abGmba3ngda asbuygmygm ghmgnmgdlb Bo8msmagbb. 53n@md
Jommb Robabobmgobo gm&dgdn gyGebmds abge gbogermae 0b@mbazome
baggdggmb, Fm3gmai ogoo Rsabobs baBg@yagmm 0bGmbagosms bayg&m-
30 > b WFoMmagh Jogdatdn ndymegde.

0. §ogemabo JofMggmomn Jormmadab obobnomadabsl dnmmncmndl, Gma
JommaGo bagfegbgdn BaG8mddbobmsbagy abgo 0b@gMmgorma® mGongH-
@mdsdny, Gm3gmoy agoo badgBysgmm nbGmba(3ngdabocmgal ofab ads-
babosmgdgmn. dsgamomsm, Jormmb 333G@memn s J3obG o boymmgbydal
aohgbob ngo 878 y39mmgdom nbGmba(309330 8o s6bgdmMAL InsBaRb.

39@1dGygomm 0db65dmEs 339806, Em8 abEmGanmn gobznmargdab
3Am(39b3o 3ysMn dagFinmn Lodommggdn BbemmEe Mg, gMMNBgmeal
Bngmemgdno Fbrogdmes. Foboggofggmmns, gedmBaibmmn o6 sGab HoB8ybady
da960mn Lodsmmolb gHmeAenme Bomdmddbsm. wdmegMgba ab ogm, Hmd
52530560l sbHM369d580 dmbros dnfgmma goBsdgbs; 356 Fgnahdbm 33 Mol
@mbaormna Lodommy @ aobobbgags nan Lbgs Lndsmemabogsb. ©3 Mrowghb
dmbadmgomb b bomgmbggdal 8sbdomby 93BJn(30dmd ®@S LI3YHmdoen"
337M98L 30M3390m 2DEMIMng oG Fommgal sdmmgams. sdo@mBa(y nym, Giend
3-L3da 90360 bBOdarMo BaMIMboj3ba doan bbgomsbbgs 3mBdnbanam
Fgaermgdob badgemgds nj@s. bEsdomygtn dagMomngn (qbrsy me-
Lo8339Mns6n) > 8o Ermgn MG YRHNNgR®Jogdntn Bmbosemo abgm-

1> Anexcees Inyapa (1976). Ilpobnemu opmuposanun nada. Mocksa: Mysvixa. C. 190.
" adag. ag- 190-191.

— 108 —



Bozonb  3AnbGomnbognol wBymdms bgeb, Mo, @egob 8bfag, joenmb
Bababobmgobn ggm@dgdnlb BadmJdbel nBggams. b 3gdmga, Moy s08nsbab
3bmafgdadn 8mbmo ,a30bmdMngo BabBmn" Fmamy 339Gsmbamamgdab,
oby 3ol >mdabionsb s 3og3nMindom, dgsn dagfamo Lodsmmggdnb Rababgs
©5 Bomn nbGmMbaznmGa ,a3yBmda”, Moboggntiggmos, dg&o nb@gbLlagmdaom
BoMmodaogdmeo.

aEoemmdgmos, Gmd dgon dagomn bnBomemggdeb, by 3oMggmomo
dagatingalb Bomdmddbab 8Gagomn abs sMbydmal. 56 Bgndmyds, o6 mo-
39096b3mon Gomenbalb 8og@ Rsdmysmndgdaen bLod 3Mnb(3odb, Aormash agoe
900 GmBnmndg gfnb bambame mbageb 603s6-0m30bgd90%g 3o o6 oMab
oggndbgdmmn, oMdgme Bubngormgfa sbMmgbgdol  bmasrbis jozmdmom
Jo6mbbmMBoggdgdl g8ysmgds’. 8g3bogHn of a08mymegl GmBgmndy 3Mab-
3n3b, Amamig 30635l @ 3HognmsB JHamEnBBlL of 2bnggdb Bab:
»B HapogHbIX INeCHAX MHOTAA MOXHO YCMOTPeTb C/efbl TOrO0 MM HHOrO
npuHuMma napoobpasosanus. Ho mpexie Bcero Heo6XOmMMO CYMTATBCA CO

CMellleHMeM M B3aMMHBIM BIVAHMEM BCeX TPéx myTeir“'s,

03039L 530JGm3L Gybamn 8gbagob 833mggeto . Mrdamges. do-
bo sBG0m, Bdagmocmnggdab asgemmgdol yagms Bgbodmm oMb
Rbrmmgdom ghobs > 03v3) RGmb Pbrs BoM8mJdbaragm o JoMs-
e bos asbznmemgdgmaym'.

dnmbgogom 5mbndbyymabs, wbms amgaab, 6m3d o6 3gadmgds dbmmm
88 bLsdn 3GNb(303ncn Jgdmaguamagems, Boeysb dagfomtogolb abGmbszommo
sogabgdab bbgs qamM3g3n0(3 3MLgdmAL.

omgs Sbemsbndgamo smbndbagmo, md ,gormb gobgncmomgdol ygg-
oDy sGggmn Lagygbya sbabmmeas bygbamgamal ghmbdnsk brdmgmMgdde
(3300l bodmgo, bsbs) > daPgmgy nog-6s6ol Lagsmmdeab mdggemgl
35M00689330" 8. LBmMgR bygbuyPaeme ©d @dsgaMe gFcmbdesbe Ladmg-
630l Bogomomgddy oyobmdam 330bms mgsma asgomgibmor gommb
06@mbomgdame dagMmamtnggdeb a56Lbzeggdmm Gdgdl, Jommb boy-
©9bg3nb  Rabiobgabs m@> 3dagMnon Lob@gdol 3nMggmomn mEAgsbabazeab
RoBmysmandgdol gmcagdl.

Johorgm bombe Bmbogemy® 353md8gmgdsde dgmmmonb  dndam-
ormndnb yggmedy maytm gogM3gmadae babgmdoe memdsgsmn dmd@amds
Mbos Bsamgarmmb. ngo a3bzmnds Mmame(z sGjom, obg gobgamsdgdgm
babodmgGm @mMIddn. 28rgbse, mamBsgemo dgmmEanMa dmdGamdoly

15 Gomenbobymmn bsBa IMabzadny: 1. bygbeyFe asgsMamgds, 2. babgman @ 3. Baob-
&mBab by abrycn 3ggbgds.

% TionuH, C.: 90-92.
17 Py6uos, C. 24.

B 3bmabndgoemn Jommgs (1954). 606395580 Joapemn borabyio bodmymgdab dobobgd. 1.
0dnmmnbo: bgmmmgbgds. ag. 173.
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Jremnb@mbsggagBa  bogygdgmmgdobs > nba  Robobobmgaba  gm®833ab
@396 nE nbGgMgblb BamBmamaqbl. Mowasb momBagomn dgmmenn
AmdFomdab ndoBGagabe Gndgdo doab Fnbogormn® moommgd@gddos 3g-
3mEARgbogmn, a30bres 336036mm, Hmd dmsdn J(3bmgHgdn gobogytn Gmag-
30 Ligem 93063b36ger 3gMamEadmg 0BsMhnbldmbab bm(znomFo gmEdsn-
ab, 93mbmdogna asbgncmofigdab, g60b, LaEB3Nbmadnbs s ymaynmn bag-
3n3bmdob mdggmal gm@dgalb'?. s80@m8 sM(3 aMnb gobsjzatn, GmE LEmAE
3> 393maggzabobal 8gbngorraGn SBHM3bydab wdzgemgbo 60dmdgdn.

Fmam brgdmps d39GsmMnagdal abGmbozaBn ,o3yMHmds" morm-
3>30mn Bgmmn©n 3mdGamdolb §n3dn? Macn 38 3n(39ds dnbo dmGgmema
Bodm3sgmmds? s boghomm, G Bndsb-mgnbgdgdo sbobinsmgdl?

HmamA(3 bbgorsbbge 3G gdnea8n a358mJggybgdm babm@Gm dsgsmnogdby
©5330M3980L, aby LogdL3gmngem Bsbsemgdalb sbomndal Jg8rna Swgomor
©335030bgm, HM3 Eomdsgomo dgrmmpnnl dofomamn Bobsbasogdgmo ©s-
(39300, amnbsbreMgdam 3mdEomdabosb s@nb s 3o3BnMgdamo. 6 3g-
ndmgds, 5339 oM 5@nbodbmb, Hm3 bm@gddy asmemgdmem 603m3gdbs s dom
A2 goghormdal dmGob oo aobbbgaggdss. G oGnb 230bo abgbn?

hggbe sbFoom, Bomab LeBmygFgdab, JgMdmp 3o, bygbnGnmob gagbamgds
bobm@m LobBgdsdy sdbmeryBaMo Lodgbdoe Fgmdmgdgmns. o0 @
03039 LEdMgMo(3 go Lbgsmabbgs 3088ngMaggdmeb gobbbgaggdmm 3nmgagdh
3359rrg3L- 930l g3nGggmabn 8aBgbo go b o6ab, MMB omBsgsmm-Es(3nMg-
3no dmdfsmdadn R Jorg3 bomma oM 3Mab 358m 33g0nmmn yggms dagfo-
o0 bodommy, 309633930000 06@gMHasmuFo e8m jnrndmmyds baggbnmgdl
dmob, 9. n. dggFomn bobEgds o6 oMol EagaMgbatigdmme. sdn@ma
353dogMogms ghon Bobomo  @amdsgam-ammobobontgdmem  dmdGomdsdn
dbmmme obgm 339M3L asdmymgb, Gmdmgdn astjggamo dndgbgdab
308m (8y8Fnm-Foddnmn 3s8myggmnmmds, §3JbEMb MEMngHa ogdnto
> bbg.) badgobdmemns.

©M3S3om-Ed(3YMgdomn  dgemmmogab  bobyobl ,8635Mgsmmo-bocmsgy”
o6 ,8B39M30emn-Byoim"? Bomdmomanbl. o4gmsb 0bygds dmdMomds s
0b@mbo(30mMom ngo yzgmady gucm as8mizgonmos. 36 oGnb dbgemn Bom-
Imbaanbn, Am3 sbgem ImdMomdadn, dno wdg@al, dobn dMsgomggFame go-
dgmMgdnlb mAmb 3bggMgomon-bgefm aomsng3gmms 3ysMn Gmbamn bodsm-
mab djmby «3nMageab 339w, Bgnbn ms33aMggdom, abo@g go o -aGob

19

@3bmdomon  Jofggme gobBmaMoggda = ggMe daMmeggemady mo anmMan  Bngons
5mbndbagab, Emd LadsRmggmmb dmodn agafimgbyme Bymdneagdnb a0bsbaRdmaggdmmn
3Gmggbo  ganamoby Weger @dsbobnamgdgmn s 603sbmmdmngn Lsbao  byab@gndn
aym  dgmFRgbame...3GndnGogmn  ggmbmBngs ms 8nbask 203mdwnbary bgzLaGgmab
JoMBo3g8ntmmds dmogham sbabigmgdl agommgbyme Bymdnemgdnl Bmagat datimagdb” (3.
dofaggendg @ 3. Fn@ons (1939). JoGarmemo bognbyMo mA60356@ 0. §man I: bygbmMaemn.
adagabe: bbAy 3g36. S3o@. Pornaennb 3o8m(3gds. a3. 3).

» Maseny, €. 99.
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gmzgmorgnb b gngbafgdame mBmgMmalb 80gH @s aoMaggmme
0396000 BmBobL® QoMamyddn BgMygmdl. Moy wdzgmgl BoMbymadn,
st gLy o 9xdbegmgdgmb LndmyMeb EAmL doMomome Y-
Fomgds Bdb@ol 3nbooMbmdMag dbsMgby ofal aoms@sbomo. 8abogols
dmogomns ,3639Mgomob” smgds, Emdgma@ domgdol gMmazem ©ogndzal
3mnobmgL, beoenm 3983 ma8 b3nb ©o(3Mgdec dmdMomdsdo mnogdab doxmo-
26o@ nabmFamMgdmmo o5dab BgbogsergMo ab@mbs(znal BboMg. sbgo gomo-
(g053n sbarn dggFama bndsmenb aoRgbo 360d36gmmmabor aob3nMmdgdmmas
94bab 3g@B-Fa@8oms @ M3nc 8mmgHmab 8ngM Lnbogdzeb asbsbamgdao.
bggLynb Jgbmmgdodn bboggel smgds cnmddnb ymggmogol sboemo
amabobonfgdanmo Gommob 8mdsbBaggdgmns. Ligboggal (3ngmn 860d3-
Bgmmabom 296LsbrgMagh babodmghm gmAaab.

OmMI>gorm-d(37M80m 8mdMomdsdn romgbo 36ndzbgmmds gbaggds
sboma dgmmeonto LoygBmgbolb aofgbsb. dg@gl Ig8mbzgzeda ngo Gaf-
@oob 0b@gMgamam s6nb EIIMEMgdmmn 3B3gFgor-Bysmmb. sboma Loym-
©gbo ghmageom s3Mbemgdgdl dmdamdol, bmem 333eamd mgeamb brg-
3> amoboboegdamn dmdGamdalb babyaba. Agzgbo sdFno, wdggmalb bobo-
0 ombndbyma Bmgemgbs 03 Labab mbo  ymgommaym, Amgme gb 3.
sbmsBndgamob 80g@ RsBgfinmma dmndemymob domggm dgbmda agsdal (83,
5).

bagbaEgmo brdmyMab dmbagbabal ggRsmmgdsb aj3aab ob gomydmg-
35, Mmd 353LEAmmadammas gofgagam Gomegbmdab sMs ogb Jagms bogm-
©160b — GmBogab — BgaGdbads. gb gaMgdmgds gnrmgg gGmbgm S3@an(3g0L,
Gm3 3nbogsmato 06Gmbamgdab dbscg 3gabAmmadgmb bogmgdae semgen-
3900 @ omdsgamn amabsbrntgdyemn 3mdGomds msbabAvyeb nf dmy-
mmdb, bosy BoogMmgds magdbab LEMngmba. 308sLowsd), EOMIdzoEmo
amnbobonfgdnme  dgmmuognb  InfMzgmeme mEasBabages  LobGogba®
3o6mbBmngMgdgdl 93yogds. 0angy 0mgdalb 3g@M-Go@dab Igbobgdas:
dgemmeanb 3g@M-Mo@3n LGmm dmM@Rommgdada Jyogh mggdbelb dg@H-Go@ab.

0dab >4 0B393L, GmA EImBsgorm-rs(3MIdamn 8gmmpafa dmdMomds
by0mon ombndbmmn 6adsb-mgzabgdgdab asdm (sManggMgbnfigdamn d3g-
Goon Lab@gds, Jagms LayGrgbob — Gmbagal BJmbmmds, Laengdbem jo-
6mbbmMBngM393c06 dmMhamgds o bbg.) 3gbagsmm@a 2BGmMzbgdab d-
39mgb Iemab@adb asbggmozbgds. ambsbadbogos, Gmd gmmeonta dmd-
Gomdnb sbgon Godn oMs FoMBm Jomorgm, 3Hdge memddal yzgmo 96l
dqbogoma@o  yam@mGoboogob momMgboe @adsbobasmgdgem dmgmaboe
RsBlb. 3obgmmo  5mBndbogb: ,...B HPEBHOCTH HuCXOOAU{Ue MENOAMYECKUE
nUHuM Ge3ycnoBHO npeobnajany Hag BocxomAuwmmy. [IpuymHa 3altoyaercs,
NOBMAMMOMY, B YXke YIOMAHYTOM 37eMEHTapHOX (PMIMONOrMHECKON NpeRno-
cbifike, O6YCIOBMUBAION(EIl MEHbINYIO CTENMEHb HANPAXKEHUA NMPHM HUCXOAAILEM
BOKa/IbHOM WHTOHMPOBAaHMM, HeXemu Npu BocxofAumeM. OmnucaHHoe HuUC-
Xopslee ABMKEHME UTPaeT OTPOMHYIO PO/ib B HAPORHOM MENOAMKE, B HaCTHOCTH
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pycckoit“?.

Jommb  RsBmyamndgdnl ggmemaentn abs dmdMomdol momadsgom-
aemobabenfgdam  @nddn  Jyofin dagfomn  bodommyggdabs @d  Jomeeb
boyfmgbo  3a5Mgdab  338mgemnbe-gadmiggomnm  babinsowogdmes.  abggg
Amameiy sy 3obbarmm 378mbzggnddngg, oEIGdne dmdMomdodn Bysfn
3ag6nma bndarrmggdol aofgbobs s oo LBednmummdal 3MogornryFown
333gmEgds Mbymdms bgrb. byaLmme LoBrgMsb 3oGnsbdmem-bEGHmgnmo
39630036335 obslindmgdlb. ymggmo bFmegnb RoBmgMgds mnmgdob gMombs
@> 03539 ab@mbaznnfo bayyghmgdolb booypdggemdy brogds. 8s3sbosdy,
9MogomRgMomn asd8gmMgdab Mmb Bmbrgdmes M33]  »e3gHMBarmn”
3396000 bndagmab 29638303905 @S sbmab cobsmsbmdnmo go8mamabs,
o3 badmmmme LBdomuGn dzgFomfnggdolb Bohdmddtob godmabzggme.
©3d>3oem-amobobroMgdnme  gmmpan@n  3mdGomdab  Bnddn  sbome
dgmmpon®o LogHrgbydol asdmizgmnb, dagMemngob 65(3md36abs mo
domo ©oxgMgb305(300L bagrobb Jagdme oy ogMdMHNBrgdaom.

sbms bmgomer 3obzobommar gaerergMn sBMmaBg3nb asbzomsmgdab
399amdn 9@o3gda. MIatggemgl ymgmobs, ynMomgdel gogsdsbgaemgdm
da3gMnon  Lob@gdnb mAgababaznady, LoyMmabo GmbdaL a88mgmgbsbs
@ ©EoggMgbEns3naty, Morash dnggoBbos, Gm3 LEMML  ombadbwmn
dmgmagbgde BoMmdmsmagbl 0d gJ3oggobgmlb, Gmdgmng Mool Gmeb
SLAPmA3L gommFn sbGM3bgdal Rodmysmndgdabs s gobgnaegdedn.

35633900 3DEMBAngn aBJoRmzob 8dmby doMggmomo dzgfomn
Lndomemggdnb ab@mboMgds oo mmangn® MRcmNngGmogdatlb sysmndgdl.
mmaogo gfongGom sgdaiob bagmdggmdy gn 33gMgdo asGyzgnm mf-
356aBo(3nol Ba@dmJabal. o8 dgaMadalb oagmgMabiEnsgaob doMagmer Gme-
3o Bomn GmbyMo Lbodsmemab 356bbgaggds Mbrs Bsamgsrmmb. ormjo daqGHgdlb
bogggbMgdo BmbyMn Lndamemggdnb Bnbgrmgom dgomsggdo, Bagnmpde
d39M00fnglb, Gmdgmbag asM33gam mMgsbabsnsdn dymaa dagMgdnb
23LbGMadofmgdgmo boby 9gbgds. LBmMo Bnbndbagb semggbggge, Gmad
w1 VICCTIENOBATeNA PaHHENECEHHOM MENORUKM 3BYKOPSAA AOMKEH O6biTh
BCErO MHIb TEHbIO /I2fia, €0 BHEWIHUM KOHTypom“?,

9. B9d(3m30 dz9GamEngl Joramb ,mnbgsmum 3Gmgdgash“? |Bmogdb.
960 > 03037 d35GemFnggdnl Bgommabagas ymgborm LEg8LEHmmydenm
3Gog@ngado  Lbgomobbgsbontism  brgds. 36mdarmas, ®m3  Lbgomsbbge
a0l bomba® 8qbngsdn goMdsm Bgndmgds dggbamgoy gMabs o 0do3g
3agfomfingqolb, 3ogMed domn Mgormnbagns, bognmbama®  dabnjorg-
9bmdinga 306mbbmMBngMgdgdnmsb 3e8mBnbatyg, asbbbgsgndmmar dodmn-
Baigmdl. dadabomady, dagomngn aobygbadmmom mn;mgdolb sMagmab

2 Masens, €. 98-99,
2 Anexcees, C. 73.
2 Py6uos, C. 24.
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8:nddgmos s FmbngoragBo abGmMBaMgdabogob B3MHdmgdaem 8mgemgba
96©s Bsnmgamnmb.

dagemMnggdnb bEGEnignmab dgbbogmasd nd rmsbygbsdmy dnggnygebs,
M3 sBggmengmmEen  babado da9Mgdol pEMngGmEsdm nrydamgss
dofnoomarg bggnboy®o abggfgormnb baggndagmby brgds. gb 26y oMnb
aobs 33060, Moasb by 3Mbrs (YBmsgMgbse @rn) 8mdMsmdadn mabsbmangMa
Badnggdobomgnlb yggmody gaBm dmbobg@badgme nbGgMgommns. 8abo ab-
®mBoMgds sognmstn dorngdal @adedgal o6 0bggzb o sdn@mad dmdMomda(y
M3 ndmom s MobsbmBagFsm 3ndrnbamgmdl.

b30m gdmemn o Bodbogh, Gm8 bbgs nbGgMgamamn dggemgdgdn
ABGm 33006 62633z, ngnzg omBsgom-RI(3NMHIdem 8mdGamdadn gfha-
360 3ofMgama  ab@aMgarmaa  Bg@efimgds, Gmgmdsz ohnbs sz,
3gadmgds GaEos agmb. gb goMaor RBL JmndmmMab 8mygsbaemo badig-
Booo(y (Boa. 5). af@nsbesb gfose dgodmgds, BoMmdmgdbaeaym j3oM8)-
o abBgfgomng, Gomash abog dgbagomame abBmBafMgdalb spMggm bs-
Bbyedy ofgbb mogb. 3agmgdab byynbrnme dgamegds Aggb Sbmmme o3
Jncmdom go3mggsgom, HmI Lbzsmsbbgs ab@gFgoma® ©8mjnrgdymmydsdn
gmgn dggMomtngnbomgabsg gn ob op@emgdam dg8smagbom BsBornb
Bo3maroggbl.

Joarmmo bombaGo dqbogarmat 358mdagmndel sGdome Irmab@gdda
dagoms Bgnmmgds dofMacamsm Enedmby® bagyadagmb gdysmigds. azedalb
abgon 603373n(3, Loms(y amdsgsr-amabobrngdym 3mdMamdadn abgon
&mbgd0 303mo 33900905, Gmdrmgdng goemmb «mbabngo@gmbm 3agMomfngl
Bo8mg36ab.

MEogms, Gm3 563530@mban dagMomMaggdals 3993390 gornmgdagy
39bogomn@n obAmabgdnb spMgaee 3gGomedoe bes Bomdmgdbarmaym.
R3g6 3mML goasgotor nd >bMnbogsh, MM 26358n@mbae 3a39M0nggdnbs
Eos@mMbyMost  Bgmefgdom mdafggmgbe BoMmBmdagmmes  ged@n@mon.
Fmameiy bygnbrade, GfGrame © §3RGIEe AbdyMgarmgdeb, aby
mngg Lobolb 33gM0cn mMasbabaganl BoM8mgdbs ghomAmamsm, ow@-
BB ymmGam babs3n Wbos dmabmoGaym. gbadmms, Gm3 dzgFnmon
mMgobnboganb Bgdmo  smbodbgern mMngg 36nb3edo  LndmgMab  a06-
30006730b 2063359 Loggbnmdy mEebgmor d99@bBys gModabgob,
3@, oogob 8bfng, gmmmnalb Fgbagoema@o dnbosflob  303momEMgdob
398mnb3g3ms. Rggbn DG, MM JomsMgdade s63gde@mba@  dag-
Gafing93dn GmbbobggMnsbo nbBgMgamol dggbgds b3 brgdmms. odab
a>dmo, Gm8 3635808mbyMe dagFomEinggdn 330y Gamegbmdne 3g8mMhs
Lo3BLEYEgdEm IMogB0gob.

©oa56 Azgborgnl (36mdammns 3agMemfingals abBgMgormmMn wFomoa-
960®3m JnEgdnmmydol JnMzgmopn GmGagda, LognGme dnagofbas, mo-
350306m dmnmmggma 33960bs @ nbGgMgarmab smanmmn @y Gmmo joramb
Rsdmyamodgdab 3Gm(3gLdn, g. 0. 3o39M33nmo 8son gbl(yns 0bGmBamgdal
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3IGm(3gLao.

oMy Smbedbymme a3dmbrs, GMB mM3agMnsk BsMmBmbsdd6dog o,
omgo gb d39Mgdn as@33gaen YDGEMIMng odgnfcgel Bonmgdab, doo
3mnb ermgoggfin EM0gHnEIdImInmydarmgds Bat8magdbgds. gb wGon-
960 33m 30gdnmgds ,Inbogdbn dGdmmnm” babnommgds s gb ,dMdmEy"
3%3Mdgmegds, gneMy gfo-ghon domgsbo (396@Gamyo 33960l 36nds-
byrmmdab o Fgndgbl. gfhm-gemn Bsmasbo (396@Harm® 3a5Fa Gm3 njagb
> ©30d3980933Mmb dgmeg, 2oL BMagemds aoMmgdmgded bos JgmBymb
bgmo. 3acn 3mEnb 3nfggemgbe 86n0d365mmas 3@ Myen-mo@dge baByobbs
©> gho-gfion d396nl IGsgormRgfor 338gmAgdol Mbms 0gomogbmon.
ogge Emdgrndy domasbn gBm bdno nBBMbnGHdL b Fo@dmmon
bobaobdnens, 96 dg@Pmmor 57(396@0Padymes, ngn aoM33gmer bed-
go6gh ohgbb > Bnboammdalb (396@Gom ngd3gze. Igbodadobowm, 8gmeg
@33379gdoMgdgmn, dgfygae Gmbos @y Infggmab Bog®  Banbowgde.
296 oM 33930, oy G @objosl sbGHmmgdlL mE3agGnsb Bsm3mbsgdbdn
onomgaean domygsbo.

aobnbommogh s 3gmmmnolb jomma® o JorrmIsmdmbame dbafg,
. 3obgmo mogabn 6a8GmBnb O menoduu 35La8y oo3dn 5mbadbogb, Gm3
dgrmmmngnb 8yofin s 93Fyg30 335600 Lob@gds, HmamEi (3 Bsbb, doGnmamam
bgJben® 9390Mb gyFPEbmds ©s, IMGgnma BsMbumnsb 3mymegdamern,
oo dgbmdgemn bogygbynsb gfon 8y, gmcg g, GmamEg dabe
n930mBmgMgds”, 3aMggeanb Gng® dnbnmuyme, 8Mygae boggbm®os. sdgmeb
a28mBmnbafy, ngn 5a5bb, M3 jnmmb bob@gdnb 3HabGomodaznol @HmL
3396930, HmImmgday 9HmBobgonbegeb @onmpdamns LoggbaAos myba
fAomEgbmdom (Bsgsmamsm, gfion baggba®ab as8m@mgagdom) @s ab 333693,
Am8madng @onmgdamos boggbntos 3gb@n Gommgbmdoo, Lbgomobbgs
a96J3onb Bo@afgdgmno. Bgbadadabsm, LyzMbEYG MmbogaMmmdsdn dymy
Sagfomngdn yao > 3gMyggn gabdanab 3gmbg LagygbnMas 3mbszgemgm-
3> brgds GghEegmn Magoc?.

3bmdnman dg(3bagHnb gb momGgho LanbBgMgbm BmbaDdMgds @
ab8oMgdob a30B93L Joormmn baembm@n LodmgFnb BGagombdnsh qog-
&Fedn 306g3gb0mm Jormmbs @ symBrmmo bEFYJeaGgdab 3gbBsgmadn.

Joemeo baggdgemadolb 33magob Bmb ooge ofabs gF;ds 86nd3-
Bemm3068s aaMgdmgdad, Gmdgmng gfmagzefo Jmgd@nggdal Jg@ebob
8enombmglb 3yotn @ 8gMyg3e q3mbi3ngdeb GaBEanm Mogom a36oBomgdob
gmMnadn. smbndbgm Lognobl dgmegdom gfome Jagdmo ggbgdoon.
obemy Bbmemme n8obo g8s 3306, GmMI J39BG Mo boyGwgbab dgmby
Joromgddn Gadegee 0begdenl 3Gebndn j3eh@amn AmbBRbob goMgm
3md8gg3L. Boogmn BaM3meagbob 3gbsg86gmam dmzaygsbor bLJgdob (3sa.
6).

u gatpegme 0bdanel 3Gnbandlb Babgmn sgomamgdls 6:36m83o [Tpobnemb: knaccuueckoli
2apmoruu (1972). Mocksa: My3sbixa. C.: 151-184.
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@gbono, Gm3 of gommb  339G@gme  LoyMegbol GmBydn dystns.
030 3066Gm nbGgFasmas s mEn BaMgoob xs8L 396 mon@galb. >30@ma
3956 33oMmGme LoyFrgbgdlh BmGnl Ammsgbgdamo mEn dagms 8gMyggns.
anbJ@nscme 3087mEgdnb BgFM(3ommn Gogn o8 0b@ghgarmnb gudab Jggdmae
o 3635Mgomob bgdmo 8mJ8gmgdl.

of oo a0353Mdgrmgdo ombndbyem bsjnobmsb s jogdargdnm 3byg-
omdob, 80368 Fmam&(3 agababgom, jommb boyfmgb Bmbgdb dgmdmosm
aEoEgbe Gmen 00353mb dmgmo d3gMamn bnb@gdol mexygMgbeaznsbs
©o joenemb ggmA8nfgdado.

goenmb Bo8mysemndgdol abmngm 36m3gbdn 8abn boyFrgbe Gmbgdab
0b@mbo(3nmin ao8mamnbs Lbgomsbbgs abnm brgdmms. sbgm gomegdsdn
ymagmongolb mbms 06sb geomgamnlbnbgdagmn 3mbi@gdmme dgmmmonn
3mdFomdnb @ndn, Bnbn gobGymo > rsmyd@nGn cmagabgdacgdgda go.
8ogomomom, bbgomsbbgs 8ndsformmagdalb 84mby JoMggmo nbGmbagng®
Bo63mbog867330 Jarmmb LayMrogbgdnl ao8mygges bbgsmobbgobonfoe d0d-
©0bsGgmdms. ©e33nM3ggdd8s (3bo@ym, M3 smdsgamo gmmmonMe dmd-
Gomdob @nddn Jgbodemms, 3nfggmgb  ymamnbs, Gmboga® LayMogbl
oficbs oogn, Sbmmmme 379mamd gn - dab byms, j3eOGPm o6 J30bGae
boyhrgbgdb. BsgMed Fomdam 8mazgdmggds abgma Badndgda(y, MmBmgddn(y
Jommb mMngg bayMogbo (aaﬁbodﬁmﬁabnm - dgofﬁ@nb) 9FoAmama nhgbb
o3b. Mg dggbnds Eomdsgerm-EsIMgdnmo 8mdGamdol obge gm@Asl,
GFm3mab 3> dmbay bgnmmgds J3o6@abs ©d 33rb@ab ab@gMgsmb, of
430emady pctm 33006 GmbogmMn LoyMrgbn ofgbl mogb. dbzgMgeme-
baomagab 3353ga, M3nMzgmgb ymamobs, gommb 39 boyMmgbn 033g0mgds,
bemm as63000Mgdab Fg8mama boggbgedy go — §mbagoe.

Rzgb o6 agogoaMmdampde jommb boyfmgbgdob BsM3mgdbob yagms
2&930b  (3orm-(30mgg 3obborngsb. ©agdpbo dbmmmE, MGM3 jommuG mG-
3°60B3(30530 nbGMbS3NIHn MEBngb@nMgds JaoGHGM © J3bGNE nbGyH-
3omgdby y3gmedy WPGMm 60dobomdmng mgaligde wbrs Rsnmgommmb.
230bo O3B 033> JoGormm bombaf bLodmgHgddy moyMrbmdam M3y
aby dbgmmos. 0b@mbafgdmm dagfomEnada o8 06§aMaorgdnl  Jomma@
bogPmgbpdom a33mymazs  Jobmbbmangd dmgmaboe bwmo Ranogommmb.
396300006900b  aoMyzgnm boggbamdy gb 06GgFgarmgdn obgo Jnmmu
£096db 6oMmmoma b, Gmdgmbyi dogme dgmmEanFin JoMaolb ogrndbgda
bogds.

3356@0bs ©> 330680l abBmBamadelb dgByszgmgdom abGmbazngdde
24690 Logymdggemo. Gmamég 36mdogmas, j39R@3 @ J30bdsy 33ab-
Bngafo 9yo® 0bBgMgomgdlb Badmorggbb. n. Gowemebalb a08mjgmggom,
ym3gemaastn dbndgbgmm Gommgbmdfngn (33momgds Jo SU(3NMIdmo©
0B393L 58 Bdobrs nb@GgFgemgdob mgebmdng (33romgdgdb. s30b a08m
JPPGIme © J30bGato abBgMgomgdn 0b@mbopnn® LBIdnmuAmdab
3mocbmgL. ombadbymob  bagyndggmdy Gommobo sby3bob: ,Otcioma —
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WHTOHZLMOHHAA OpPMEHTMPOBKA Ha KBapTOBble M KBMHTOBbIE MHTEpBanbi
B HapOAHOIT MecHe, MpPUBEALIAA K JAJIOBOA OPraHM3allM¥ TOHOB Ha OCHOBE
KBapTOBOTO MM KBMHTOBOIO OCTOBa naja"?s,

Amamey 3bgoogo, abGmbagnnmo mMogb@ningds J3oGG M > J306-
&9 abGfigorngddg ofe FoBBm Joformmo bombaa bodmgfigdobomgab,
>Mdgm, babmasmmm, dgbogormamMo sbMMgbgdobomgal ymaamms madsbe-
Loamgdgean. abeod smdsm yzamadg ggmm 86ndgbgmmgobos 308maathjzamo,
oy G ab@mbogng@o L@gFmgde BsImnddbs j3oP@EEmo S Jnbdn
LoyFmgbgdnb Rsbobzob sBgnm Lomaba@mgddy s Mo Mmmo ncodsdsgb
Goon BmamM(y BqbogaemnGo Labob, obg Baznmbormgn dnmbn oo 9bab
Radmyorandgdnlb bagdgdn.

o300 0b@mbozns  glbngamaFn oBMab  Bo@oMgdgmns, (3bow@ns,
Amd dgermmnne gadmboggma BabojorrnGn boby nb@mbagon® Lyghmms
393038069808 Mbd Rsdmoyamodmb. 3sa@sd dmbngalb asbz0mafgdol -
Gyam Lyggbycdy dgadmgds 36bgdmdegl abgmn abBmbsgomGa Lgghm,
Gmdranl Igbo gornm@-2dGmdMngn odgafmgs bagbgdom bszBatabns gfhon
Lo gomn@-dbogzHama bobolb Igboddbgmor. 035bmsb Nbws 3¢06ndbmb,
Gm3 sbgmn nb@mbagmMn LygMmade (mAEBMmgdn) WomMgbor asddmy
aen26@ 300 07393° 0 3608369mmmabam 396a3amdadl Bagnmbaenmn
8mbngargfn gbnb oogobgdm@gdgdl.

3abngareno 3bBGmMgbgdal yzgmo 8mbadmgzatn a0bgznmetigdals 3Gm-
(39b30 yzmmE 5 n3aMagds. abnbn JnMagmym@nmn 56 mpbsg GGabL-
amAdnfigdamo  Lobno, sborm 20M38mBn  35BagGdmdgb  (3bmaEgdslb (oo
banBGggbem  Lbnbagdb Soﬁamjaﬁdo& GmamB(y ©ag0bsbgoy, KB Jomgy
3pemm(33990L oo dgBysgmgdede Bsbsbyma ,@mbsmnGe ©mbg" s
3356@amn Rohm asb30mfgdal BgmoMgdom domorn Lagygbcidy dmbo-
oo ab@mbognab 03 dofomsm dsbolinsogdmo BaMRdmPBbmgds, Mm-
dgeobo 3mdsgsemdn mmnmgbe 360336gmmmds gbnggds goemmb  Logyyd-
3eg80b RaBmysmndgdsdn. oggn o6 dgadmmgds, o ao30bLgbmor Ly nbog®
3dmjnEqdnmydsdn dygmmn mGo dyaMo dzgGnomn bndomeal ,8nbsgoba
ddeams”  3MomFBngg@obsognl. oy JaoBdnmn Rsmhm o oy bgdm-
bLgbgdamn @ndmBro igemmE o 208jGams s YHongFHmdgMbydal
Booog by, bbogbnMigdamn Loboo LGsdamaMo 35bs3HdMgE sHLAdMAsL
0b@mba3on byghmaddn (803. 7).

bagbPame  6obsb  mBsB@nggbo nbBmMBa(3ns  Fmbnjoemyin  sbAnb
do@aFgdamns @ aoM33gae babgb 486ab. sbgon nBGmBaznno (33oG@mme
Bob@mdn, 3obn Bgdamdn Jggbgdaa) Bgagdbs asd3mdbLabgzgemmdnb abgon
bgibn, Gm3gmo Jofomen dqbngoma® >DGMabgdadn LGomrmaGn Joda-
aminab 360836mmmdab adgbls. 58n@mdsd, GmB 3obgnmsMigdol MayFim omom
bagggbumbyg nao bbgoabbgs dnbngormn@-b@nmmu@ nbgdgdda ahigbl cogL.

> Tionun, C. 44,
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by JnbEYM 3mJnEadnmgsdsdo Ayman mn 8yofin dagMnmn bodsmenl
dhdmpms o3 o8 ab@mbozam @mG3mmsdn 3gadmgds  Rsoagornmlb
©33noghgdamsm. dnMggmmn Gomasbn (m) IgBgmsm sMnb asdmygzgonemn
©> 06@Bmbo(zoab LoByoblL BoMImamyggbl, bmmm 8gmeg (M) Fo@dgmoe
30l as38myggomormo ©d 0dd3g Gmb nbBmbBazom® BmdGamdalb 08magfigdl.
LBmAZL b aoMg3mgdss 6dobo Bobgbo, GmI o8 @IaMGngabo LndmgGab
&™6030b 3gbobgd sbMms Lbgomobbgomds omHbgdmab.

Rggbn mMds E3gbom, dgmmmanl ymggmo JmbyHgdmmo dagGnb
Jommmto apmbigne dMegambobmgebns. ogn dmambmgb gmggmo 33960l
oM FoG@m bndystg-Bgfhygmdab s IgGFe-Go@damo Logydgmadab
3°035m0abBabgdsb, 56587 3nbo sanrmab 36 33935bs3 8gen ymB83mbaznada,
obeag abge 3560330, Gmamé Aggh dngH 8mygzebome 60dadns. o3
La8n  of®mENb  (bndysBg-BgByamds, 8gBM-Gin@do @ Jm33mda(yns)
2Fnmdmamds Bgba3bmdlb brab gmbiHg@amn dag6ab ggbjiasb.

96b3nsbo Jomornme bombato bnodmgMgdalb sbammabob MmL Azgb
asbLogmoGgdam grmomydol LaBynbbs @ dmemm BmBgAL 3obnggdon.
obobn, ombay  SMILEMmgsbmgbom  godmyggmambe,  ymagmegab
smndgdgdneb  8gbbng@gdedn. o33y agebms ©ogdebmm, Gm3d GmamA(
Bgbo, yggme gHobdnsbn Jomormme bombyFn LadmgMab Gmbogob dmenm,
439madg PGm odsemn Gmbn Bomamamagbl. Gmamy Asbl, gbgn gfo-
2600 o30bgdamgdss  bagomborgGa  dgbogsergfo gbabs. FAiggh dng
Bodmpagbom bygby@umem 656530 dmbogomaFo b gamemb  dgmyg
bogggbuyddg Bonagmmgds. (3mEbarmn 0bGmBaRgdab eMmb, Hmegbai dmgeny
0b@mbang@e Logggge dMogampa dgmAregds, segermar dgndhbggs mo
3gbboggdada smndgdmgds, M3afgaengb gmamnbs, 9@ mmor babasbdgme
4390 &mbo (m) o 339mga 4o — J3oh@eb 8639Mzomn (g3s). Bbmemme
©LaLAENML, Mongmbrs dmummebymae 3gByMgds brgds Il Laggbyhdy
{®g). 580 gL @mbn 3563357 358m 33gmnmmdab adgbb, abo(y dnnosmam
06@mbognymo Logj(3g30L JmB3mbagzns 3o6s30Mmdgdl. JagbmdagMom ndbs
3359R6gmemn, GmA Fghgfgds 3gfyga @mBDY dmbagamaa sbMab a5dgmegdob,
9- 0. ab@mbanno gm@3nmab 3gdmdMmbgdal gfm-ghmn Lodyomgdos.
535b06, nga sbore 303mBLabggm byMbam aj3s. smbobadboges, MmAd dghyga
&mbdy 3ghgMgds > o80b go8m ab@mbagayFo bogiaggab 9gdmdembgds
am»3:373J369mn gemgdgb@ns o o8 dbMagzey 0dbobyMgdlb yrMomgdal.
Joorgma bomba@o LodmgGnb Jomamasbgamofgdam Badyndgdde dgmmeanb
aodmo-gogomomgds  bdofs  ombndbame  3Mob(edem  dndmabamgmab.
8583306 gmd0b 8basgbo FMAEIgdn BaGGngab s aobzamemgdgm LodmgMgdl
AmFob  doMdom 3Bgndmgds 8mndgdbmb, Gz JoGagmn bsgombomyma
Babogomma@n  gbob  mosemgd@mGn  aobgnadefgdel  JobmbbmdngFgdgddy
398y30c0dL. Ldomg®  JodamPoor  Jogory A3gb 8ngh  aebborraer
0b@mbagon® Logd393L ymagmmgeb gHmbanfn sbGMIGngn @IGI0MMIS o>
3JaL. a25Rbns, Bmam 8qbnjoemam 3mb@gL@an brogds dnbn Mgomadagzns.
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R3gbo yuGarmgds 53 nb@mbonsd, mdafmgamal ymgmobs, ednoc dong(zes,
Gm8 oga ;omgdob yagmo JoMorgen dqbogomaFn mosemgd@obsognl s>Gab
a35babosmngdgmn s doMamama dMbogomaGa sDGab ©Bsdmrmgdgen
0b§mbsgnyFin gmMdgmab babom agbzonds. 330@md 3ubmmgdor Aol Bm-
gootaorgemn 8gbagornnn 960b bamaE jodgammnob.

Joforgmo bombgia dqgbogormnto gbob gho-gGm LENaG Mogabg-
dFgdob @omdsgen Jgb@sdmGrymo 3mdGomdary BomBmowanbl. ngo bdo-
Mo J30b@cn BsGRmb 3mby abGmBoonBa gmEammab Lobno ofgbl
g, amdsgama 336@sdmMmn, nbgag Gmam@ sy asbborrmmoe Ggd-
Gadmpn, bodmgMob bbgomabbgs 6aBamdn a3bgmgds, doaMed Woytim bdn-
Mo — 33dmmmadgm Boggdmdadn. gb gbgds GmamE(3 9B;mb3nsb, aby
36a35mmbdnab LndmgMgdLagy (8. 8).

3oM@> 9bndbgmobs, ®mdsgaemn 3gbdodmMrenme dmdGomds Lbgs
dbMagaz ndiagab B3gbl ymPsmmgdsb. Jofommmn bombyFo LadmgMgdab
bemgngor 6odqmddn Lndyoob mgombednbne Jbmmmme  J3abdmHa nb-
Gafgornb gdy o 8B3gMgomns asdmgmgbame. mobomAgbn d37Mgdn dg6-
430 @bjaone baboompgds. orgo asgobbgbgde gumbjinscs 8mbagg-
gmdeb  BamEgemmo Gogab  3Gab3ndb, (3bomns, Gmd o8 Jgdombaggedn
badyanb Bgdgbnb wbatin Im@gbznnFom daghomingal GaGomen Gmbb
3J3b. AmamG(y 3330639058 (3boym, 39bz0maMgdal BgmaMgdaoc oo
Laggbmdy LBmMg GafEommn dag6s ndgbb bndystal gmbgosl (3sa.
9). 353fed BoBHFM 30 oG oMol bonbGgMgbm gb GaFEommn Gmbo.
336g0mgdnb gaim dsmam baggbuMby bdnGam agn abgon ab@Gmbsgonte
baeob  boggdgmoe odi3nge Gmdgmog LEmemasm  sbomm  a0dm8bobggm
Lodmarngdgdlb Jabob @ Jomorgmo mbo oo g6ob 833006 LENE bo-
3o6-030bgdam gomndogdo.

dgmmEool 303sGargmrgds mogabomsgem as8mababggme Ladgysmgdse.
@omdagoran nb@mba(zamn Lgmmgde 93mnob gMhmaged 3568mbEasb nbggab,
bgam  ymggmo omdsbgms onmgdnl ymggmmgob odmngFigdb m@0bsdnjsb.
@3borens, Hmd omBsgarn dgmmeanb Bodda sbgon smBagamn 0bBmbacznab
938mges brmmoo sbam 258m8bobggm bgMbow 0dio, Bo@g mogob mamb
2bgodlh dgmmEnno gs3mbodume dmbagerm bLabgb. B350 Igdmbggznm oF
8many396g0 modanb bndmyinb bada LEHman. dgbsdy 3nbemdn omsgamo
dgermEnnbacmgal LEmmosE MEbm 0bGMBo3onGn dmdGamds ofgblb magh.
030 g3fsBab abbyebns ©d smngBgds, Bmam(y 8639Mgarma-bamagnlb Jagms
&afEngmo 358m3my@gds. momfgbam banbGamgbms doengs 333qrmndab do-
9 Babgfngan bggbaBammn bobs (85a. 10).

o8 Bogsmomdn srmdagemn nbGmbogogGe bamgdo abygds jamemb Il
©> IV baggbamgdamsb. Jofomm 3qbojemae sbGHmabgdsdn ab@mbszagin
amsligms gaenmb IV bagygbmFomst Godmdfng gmmBam o6 Bodmysmnds.
285b 306 3399m0 m3agd@ace 3nBybgde o3b. Hag Jggbgds smBagsen nb-
&mMB330M Lgeob goenmb It LoggbaMnwsb, ngn JoMammea bambaGin 8qbogab
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Lo B 6080b-cz0bgdos. barabyd Bqbngedn Jnmbgs-Isbmbalb 3Gab3a3by
33987mo mco Fqbogoern@o Bobowspgdnb Jgammgdabsl dgmeg Babopowygds
(35biybo) domosh BIaGo LEMMgE Jormmb Il bagygbaFoEsb smBsbzmacm
abygds. Gmameiy gbgmogm, scdsgommn nb@mbonyfin 8mdMamds Bgndmgds
Jormeb  bbgosbbgs Loggbnmdg @onByml, 833608 356 336Ls3aoegdamo
3%3m8Labzammmds 8onb(y GamEagmoe 3a3gfnsb aBygdnbsb dgadnbe.

80a35Rbns, MM3 LbmMgm Ly Hbryo smdsbims BaMmImomagbb >3 ab-
&mbo(300L dnfnma Labgb. guGopbomgdns ob zo6g3mgds, GM3 jommb
dobFnmmmdal LBmGgo Gghgagmn Gmbn gobbabmgfagl, Gog owgaboogsm
23 5m8s35mmn 06Gmba(3nnl ,B3gmErgmn” > ,80bmEmma® 3oMns6Bgdal Bom-
9mg360b Bodgbos. 03, oy Bo ¥obmgddn s bm(gnsrn® as@gdmdo brgds
w3ogmmemn” 5 ,8nbmGma” 3ofnabBgdob Mgemobaczos, o 3g3gbgdom,
Poasb 0gn Gomome 3L asbbommma dormgs Sbemabndgamli®. sbgon dmd-
omds L3gbnbomgnb Em@Is@nae Bmgmabae nd3d @d Lbgomsbbgs yobMda
968s670abogob  g3o6Lbgoggdame  dmbagomaM-sBEmdMngo  aGgetmgs
doogm.

o 3mdBomds ,80bmBrgma” BoMnoc obygds, obgomn abGmba(zas
3906 785-89moM0b  sbm(znd3ngdb 0b393L. Sbemsbadgome >mbodbsogb, Gmad
dbaogbo nbEMBo(3ngdn BoMdsmarmmo 356mgmbab mamagdgdnb bsemydgemn
@ bLazgEMgdgmn Godmsmmyg®o LodmyMydab Lagmdggmlb BoMdmamagbl.
o dggbgds 53 ab@mbazonlb ,dogmBmm” 39Gnob@l, ngo aobbbgsggdaemn
2¥Mmdcngo 860d369mmdac Lbzomabbzs LagmgaibmaMgdm gobfda a53m-
nygbgdo.

Pmaméy ©53060bgm, gobgomaigdab gmafigdem domom baggbatby
sbom 306g3mdn dmgiagmmo 8sHGoggbn ab@mbazngMe byms Jotorgemo
bomba@o LndmgMnb LFoma® a58mBbabggm Ladgsmgdor 0jgs @> bo-
3rmbama@n 3qbogsea@n gbol dafaose mgdbogn® @mbrde 3ggnws.

sbms 8mymam Igzgbmor gammmGae LoyFrgbgdolb Gmmb momdsgommo
dgemm@anb 08 §0ddo, Gm3gmngy J3PGIEo 96 J306E M0 @asdsbmboo o6
260l 3g8maatammmn. Bggb sy 903bndbgm, Hm3 dgmmmarfo dmdhomdab
oLy @m@dsdn 36ggMgomn-6ysdmb 3dmga, 9306gargb gmgeobs, ooglb
oBgbb goemmb s LoyGogba?.

@00 0335Bmbab 3gmby @omBsgam-amababrnMgdamn dgmmmanta
3mdGomdnb Boddn s LoyMrgbob ashgbs ome gdobygme dmgemgbso,
Gmdgma(y 3603369mmzo6 dgmagdl nBaggb Jommb mMasbaba(zeadn. 3ol 543l
656, 3mobonbmb magab as6333m 8ymma 339Mgd0l  Jmb(3gb@Mo3n,
ogmb d3gms LoyFrgbobsjgb momdogsenn dmdMomdal 0ddambol dnd(39dn

# 3bemabadgogmn, ag.c 90-163.

7 Jarorgen barmbyo 3mbngsdn ndmggda abgmn sgamamgdn, GmBmgdng enogdmb sdsmnmgdl
3mBndbmen 8mbabMgdab, Boy LogaRogmmb breb mAngg bayfegbeb jRhoEAmamom go-
833900l @od@b. dembamogam 33nbo, GmamB(y a08mignybadame LadmgRgdel sBsmabe,
aby gm@gbarn FgbAymgdady mogantiggds agshBdnbadb Rzgbn dmbobMgdalb LebEmGgdn.
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> Gng Jg8mbgggado — sbomo Fgmmeono Gaoenmnb babyobo. gnmmb Jas
bogRogbn, Em3gmbay JAnbggmcy 3udbsfamgn s6ENogbydL MBmondL?,
gm35d98436gem gmg3gbGer BoMdmagnmagds. dnbn Redmysmmndgdab 858mga
nbgmbazns abggbgds o JAnbBomnn brogds.

FmamfA(3 @3330M39058 (3boym, goemmb 3 bagMrgbab as8m3ggmeb,
318Fgm-FAn@dam JobmbdmBogFgdgdcmsb ghmom, 28 dagfab dMsgomug-
Ao@8s 3s3gmMgdsd gnbym bamn.

o356 gammb 3o LoyFrgbb o doemmdb 8mdMamdalb a3 MbHngyds
©> ogoomb admgge obsme ©amdsgsmn dmdFamdab ad3gmbl, (3bsrns,
76@s 63B3dmJdbnmagm nbBmboMgdnl sbormn mFngbdnma Jagms LagGmgbab
Lobao. 2bomn®3s (3boym, GMA sbgmn sbamn mMNgbGnMn ymaggemongab
3563373 0bGaAgoma® ©@a8mynrgdnmgdsdn ndymegds dme Loygmmybosh.
AmamAg dmbammebymn aym, 3wo LayGrgbn dofamomsm J3oGG Mo ©d
3306@m60 0b@gMzomadnm sGnb @a3nmadmmn Jages LayGogbb (3sa. 11).

Joemmb boghigbel sbgon 06@gMHzemaMo moboggafomds nd LFamyG
B60dsb-ogabgdom nj3s, Bmgma(y Baogme bmmngom aobrgalb Boge Jo-
oy bombagc Igbogomag® 898mddgmgdelb. ogeo gForamgb  Jomma®
bnb@73933dn(3 30, HMBEgdn(33BozmbBnsbobombafin bndrmgMgdab Lagymdggmb
BomBmomagblb, Jgem@mmn ©s J3obdnMo boyGrgbgde Wdmagmgb Gmeb
abEgmgdl Amamfg 3mAadmbBormmMar ImdFsg Bgmmmay 3maliggddn,
nbg 396@0gemBn docn 3ggFmgdalb mBasbabagnobs @s JMMGENENMHds3n.
JoGoram bambg 8mbngadn 396 Iggbzrgdem jammmaGio bob@gdnb 3G gHn
gmEdab, Gm3 j3e@Gmmo > Janbgmen bogfmybgdn dogema dagMoon
bob@gdalb BomMasbnbgdgmn 36 agmb. smbobadbagns, Gm3 Bmgngtionn bam-
bdo bodmgFiob Lagymdggmb obgoo gomenm@a LobEgds Bomdmsmyagb,
Gmgmdng  gRoeemgmer nhgbb mogh bsyMmgbab mogg Labg, Gog
nEsgmE 0b3g3b asMyzgnm dzdgdb Gmam@g LobBgdnl mEa560Ds(ynsda,
obg d>jmBrame  396@n egdal LEFHTJEYGlL Bodmysmndgdoada. Rggbe
063> G6dgbom, 30badbymds 306G 8mgded sGory abg ¢360d36gmm Gmemn
003858 obgon 3 3mBmmo bEAENJBnGnb Ba6dmJdbadn, Amameny 3aohd-
J3rb@ogmmns. obgag oy jornmaGa boyMrgbnlb Gmeme Jgermmana
dmdFomdnbs @ BbogomaMo obBGNb admEmgdnbsb, el Bgmgaomar
Bmbognfn J30MG > GMBognFn 3306@° BoMdmngdbyds.

Jommb  bayFogbgdalb 3gH@ongoman  aomabayzmgde s oo Bngh
&mboyamn gmbjgonb Bndsb-mgnbydgdnb dgdgbs Joformmn bommbya 3a-
Logosemmtn sDAmabgdalb 29630006 730b Fgmomgdnor Bomomm Laggbeby
debros. Ao 8ggbgds sAg@mEmmGnm Jormmgdl, ol gRmdyFor ByoM
33960, GmBgmbsy domadh qbogsrmaGa sbGob @odmrmgds, Jzgme
Loyregbn, Gmbags wbms Rsamgarnmb.

dgBFmmom, MnBdnmoe 36 FMogemygamn 30dymBgdnm 35638 30-

# Kywnapes Xpuctodop (1958). Bonpocst ucrmopuu u meopuu apmMAHCKOG MOHOIUHECKOE My3biKil.
Nensturpan: Jocyoapcmeenroe mysvixanvroe usdamenvcmeo. C.: 364, 418.
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3309me J3ame §mbo dmgme dzgMemo bob@gdab dnfecsm LoyHmgbsowm
a393emnbgds. bmemmm 3nbn  393myggonb Igdrga LEMmEYds dzgGnmo
LobEgAb gy aBInoEeab IGmzgbn. WHGm B8g8oE, nge ojpgge Bo-
boEyemmdab 03 (396@Go@, GMAgmbsg GmdBamdsdn Amdysgb dagGomn
LobBgBs > dSboema sBGMIMngn EsGgnhogam 3mbagh AbGmbagom® bgg-
Amgdb, dbmemme Job  dopmmdb, FgoRgmmb mdMmomds s oSLEYEML
3qbngserafn 5BMn. nao dagMmooingnb gRemdmghon »dbmern@aGae Jysto
dagmoo.

LBmFns Bo@nsbs d3(dopbyons, Mmas 338 jaEgsb, Gmd dmbmmon
39bogodn s6BLYdMAL gRosEyMon 8garho Bmbo — Bmbngs®. Rzgbs gnboomgdo
33 dgbgremgdsb, doa@sd 30bobdgbmboms 8nagaRbos, dgdmazn@ebmo
JdgaMgdnon Lodysab (367853. 3gMbae 36 a539d3ag0 08 BoJBL, Gmd
Jomemra@n mgfdab Dgs Gmbo (3me LoyMmgbn) bbgs Gmbydmsb Igmamyg-
3o 33063 go8mofmBggs Lodgofom s @MmAb aoMyggmm 8mbsyzgmdo Bs-
nb(y obgBbgdlL cmagab aof3g8m 3a9Mgdal Jmb3gb@Eognab. gb gbgds dbm-
omE gAonb3nsk JoGorgm bomba® LadmyMgdl. Mog Jggbgds AMsgambdash
bamba® 8qbogob, o FmamE K330 d036086gm, gnmmb bayhrgbel méngg
®mbo 3gndemgds agmb  @mbogaFn gbjaenl  do@omgdgma, dbaogbar
dogmfgr-8abm@mma babGgdab Bmbagafo badbdmgobgdabs.

Gmamy  IGndo@omm, ©mBsgerm-rIEYMdnmn dgmmuayFo dmd-
Gomdnb $ndda, sbygg Bsmermasbgamafgdam @ ©dIHebBomgdnm Jomma@
LobB939ddn GmbBags bobBgdnb 336BMomaR gmgdyb@LY BoGdmareggbl.
0go dnboEwmmmdnb (396@M0> ©> dofnmsmam 3sbbadmgMsgh sba@hgbn
3a3Mqd0b b 3nmbommnbab. omBsgemme dgmmEanMn dmd@omdolb gmM-
35380, bomay MmirmnMabo Jagms d3gMs Gmbajntn gubiaeb do@ocgdgmns,
bmmme omdogame 3obnmymmds sAbgdmdl. Mo dggbgds 3Mogembdnsba
Joammo bambaMo LodmgMgdnb Jornmym® bob@gdgdb, o3 dobomnmmdab
@gombodGabaoo mFa dndsGorengdos: GmBagob bggoom drgdamg dagfgdo
Eomdogomma, bmmm 8ab J3gdmae s@bgdama d35Mgda go smdsgoema dn-
Bommmdob 3o6mbgdl gBbobmMads (Bsg. 12).

Joorgemn  gmmgemmGame  3BGmgbgdab gb pomMgboe  @sdobobo-
s;mgdgmn 608s56-;gobgds cnomggeme 33560l gubj3ombamabdeb moe-
3960bob Mol a3035mnbBAbgdymo. amas 8oba 3b0dgbymmds MmamM(3
dgmmpan@o 8mdMamdgdob, abg symErmme BoMambBagdbgdalb gubdgayo
NEN0gGHNGo3806M0b 356LsbrmgEnbob.

Boubgmogor 0dabs, Gm3 JoFargma bombygGo dgbogel @EsGMEnE
Jore® LabBg89380 Gmbgdnlb mi@ogm®™ Jgmemmgdoboeb a3sd3b Lagdg,
08 mJ@ogn® GmbdL @b3onMe amgb@gFmds oA sbobramgdl. ogom

¥ Bepuwapckan TarbaHa (1972). K sonpocy 06 yemoiimusocmu u neycmoliusocmu 6 nadax pyccxoil
Hapodwoi necuu. B c6.: Ilpobnemvi nada. KOxaxk, Kupa (coct.). Mockea: Myswka. C.: 183-184.

» Xononos 10puit (1988). Tapmonun. Teopermnuveckuii kype. Mocksa: Myswxa. C. 384,
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§mbogob md@agacin ga8gmegda go Bgodmgds dagamn Lob@gdol yzgmsdy
agfm 3g6ygy @mbL Bofdmoagbogb. LEmMge nbomymmdob Bg8mo
206n36mmn jobmbos b M3magMgbn Badgbo, Bmdgmng G™bYdal md@sgntn
3omc3sggdnbab Joo 2obLbgeggdnm aMbjon® @oGzoMargmmdslb abjzggl.
5] eogb Ammb  0e85dmdl  GghEegme  abrndionl  3sbgmobgyme
3G0b(3ndng. GoEash @mbngs bobBgdnb (396@GoryMa  gmgdgbGns
ngo Snobopmmmdob gRcmsmgBo (3968ML BsMdmamagblb, Bomgmn LabEgds
3mbm@mbognEmdal  3Gnb(zadoc  yorndmgds. odobaob oM g3gze, Hm3
Jormmb  bogggbayfgdn 8gmmmagn o 3963mbaymn  3obmbbmBaggdgdal
960EAmnme  bgdmgdgmgdob godm  3sbbbgegadam  ogabgdgdb  adgbl.
Jomm3sambonm, 261 jormmenbon® mbogema® LobEgdgddo (3orm3g-
amo Laggbafo s, dgbodednbom, o8 boggbpmbg sandamo  symGon
a9bdogco mzembadabno blofom (3gomgdown dmbgdabos, Gay doon
3dmerogrnbjom@mdobs o d0gnbi3nnBmdab mgambobGnbng gobbamagob
dmoombemgl.

bo@nab Bmymmmds gornmb Robobgabs o @FMAnGigdnls ygzgms ob-
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ON THE MODAL FOUNDATIONS OF
GEORGIAN FOLK SONG!

Georgian folk musical art is a culture many centuries old. The everyday life of
the Georgian people has preserved songs which belong to different historical strata.
They seem to address us from the depths of the historical past, and undoubtedly
will stir up great scholarly interest. In Georgian folk songs, various musical-stylis-
tic trends are synthesized which have their origin in the historical development of
musical thought.

The attention of Georgian musicologists has always been focused on the basic
components of the most ancient Georgian folk musical language, and though many
interesting suggestions have been voiced, there are still a number of unresolved
problems, which, when solved, will help us to define the historical stages of the
evolution of folk music and to understand its nature. One such problem, in my
opinion, is understanding the genesis of musical mode and defining the path of its
historical evolution. My work is dedicated to the study of this problem. In addition,
the work aims to render practical assistance to students in studying these modal
foundations. Therefore, when studying the history of the inception and formation
of mode, it is often necessary to concentrate on the theoretical and technological
processes which help to clarify the idea and the basic parameters of mode, namely,
the foundations of the melodic models.

Researching the modal foundations of Georgian folk music presents certain
difficulties. Because a great number of Georgian musical dialects are characterized
by idiosyncratic nuances and multifarious forms of complicated harmony and po-
lyphony, it is difficult to research rudimentary forms of modal thinking. This must
be the reason why so many problems in Georgian musical folklore - in particular
the problem of mode, one of the most significant among them - have not been
thoroughly studied yet.

In order to precisely determine the modal foundations of Georgian folk mu-
sic, it would be necessary to carry out wide academic forays taking into account
primary issues of music history and factor in psychological and physiological regu-
larities common to all humanity, among other concerns.

In order to be clear, I will make use of a term firmly established in Georgian

! This article was published in the collection Mode, Melody, and Rhythm of Georgian Folk Music.
1983. Ed. Aleksandre Shaverzashvili. Tbilisi: Tbilisi State Conservatoire (In Georgian with Russian
summary). Pp.: 3-30
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musicology: mode (kilo). Ivane Javakhishvili gives an exhaustive etymology and
history of kilo, and thus I will draw your attention only to aspects of the term rele-
vant to my purpose.

Whether in oral and written sources, Georgians use the term kilo, I would
argue, to mean a certain intonational bending of the voice to and fro. At the pres-
ent time, people use phrases like “Chakrulo kilo®, “Kakhetian kilo”, “Imeretian
kilo”, “Chavleishvili's kilo”, “Karbelaant (Karbelashvili) kilo” to refer only to certain
specific features of intonation. The first literary explanation of this term, given in
Sulkhan-Saba Orbeliani’s [18th century] dictionary, indicates its intonational ba-
sis: “mode (kilo) refers to a phrase that is the flow of singing and sounding”? The
intonational nature is meant also in the explanation of the second term saktsevi (a
short tune, intonational tune; movement, tune, or melody in choral performance):
“ktseva is used when the chanter or singer twists or bends different modes”?

When discussing the terminology used in church chants (hymns), Ivane Ja-
vakhishvili concludes that the term mokazmuloba must denote the chant adorned
with a tune, while the tune proper is called kilo (mode).*

It should be noted that in Georgian the terms khma - meaning “voice,” - as
well as rvakhma - the system of eight modes used in both folk music and hymno-
logy - refers to their intonational nature.

Proceeding from these premises, one may conclude that the use of the term
kilo (mode) in Georgian musicology is correct, since, both in the past and in mod-
ern conceptions, it connotes intonational movements, that is, an intonational foun-
dation.

The present paper is part of a monograph dedicated to the problem of mode
and is targeted only at researching the earlier stages of the inception and formation
of mode. Summarizing all the above, it is an intriguing question to what extent the
most ancient forms of modal thinking have survived in such a highly developed
musical culture as Georgian folk musical art. We cannot but agree with the conten-
tion of E Rubtsov, a researcher in Russian folk music, who asserts that not many
early forms of modal thinking in folklore have survived to this day, because of the
centuries-long historical evolution of folk music.® In spite of this, it may be said that
Georgian folk singing has retained the most ancient specimens of musical thinking.
Specifically, in some ethnic groups a low level of social formation and economic/
cultural development, along with an isolated life and an extremely distinct attitude

2 Orbeliani, Sulkhan-Saba (1991). Leksikoni kartuli (Georgian Dictionary). 1. Tbilisi: Merani (In
Georgian). P. 373.

3 Orbeliani, Sulkhan-Saba (1993). Leksikoni kartuli (Georgian Dictionary). II. Tbilisi: Merani (In
Georgian). P. 214.

4 Javakhishvili, Ivane (1990). Kartuli musikis istoriis dziritadi sakitkhebi (The Basic Issues of the His-
tory of Georgian Music). 2* ed. Thilisi: Khelovneba (In Georgian). P. 230.

s Rubtsov, Feodosiy. (1964). Osnovy ladovogo stroeniya russkikh narodnykh pesen (The Bases of Mode
Structure of Russian Folk Songs). Leningrad: Muzyka (In Russian). Pp.: 66-69.
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to the artistic expression of reality, resulted in the conservation of very primitive
forms of musical thinking. On the other hand, we come across early folkloric spec-
imens of modal thinking in the most ancient genre layers. These circumstances
conditioned my interest in the rudimentary forms of mode.

The formation of modal organization is associated with very long processes in
the evolution of musical thinking. L. Mazel provides very precise and terse defini-
tion of the importance of the mode organizing, saying, “The organization of modes
is an indispensable foundation for musical language and thinking”¢ For my part, I
would add that the study of a nation’s musical language - realizing its intonational
world - is unimaginable without taking into consideration the regularities of modal
organization.

From the very beginning it must be noted that every modal organization is a
complex formation, since, on the one hand, it is the basis for the logical interrelation
of sounds with one another and, on the other, it is the result of intoning the sounds
which are thus interrelated. This situation deserves undivided attention when re-
searching the foundations of mode. The contention that the initial formations of the
mode originated from vocal music has been firmly established in musical scholar-
ship. In the words of I. Tyulin, “A significant role in the origin and evolution of the
modes is played by vocal music, as it directly depends on the psychophysiology laws
of the formation of sounds””’

L. Mazel is of the same opinion, as he considers the human voice the primary
source of musical intoning and of melody in general: “Not only the historical origin
but the essence of melody is inseparably linked with the voice, the notion of singing,
intoning as a living expression”? The human voice, as the basis of intonation and
music, is a topic of much scholarly research. It plays a part in studies of the origin
of music and all such empirical research in that direction. First of all, it is associated
with the problem of the origin of stable sound pitches, which is a regular phenom-
enon, since musical intonation cannot exist without stable pitches. Discussing the
issues of the origin of music, R. Gruber notes, “The process of establishing the qual-
itative determination of sounds remains unexplained”’

I will not discuss the different suggestions by various scholars regarding this
question, for it might deviate us from the basic sphere of this research. Even so, I
will make a brief reference to the results of my studies, for I think that it will help
me to define to some extent the rudimentary forms of mode.

The majority of scholars, when discussing how stable sound pitches were

¢ Mazel, Lev (1952). O melodii (On Melody). Moscow: State Musical Publishers (In Russian). P. 22.

7 Tyulin, Yuri (1966). Uchenie o garmonii (Studies on Harmony). 3" ed. Moscow: Muzyka (In Rus-
sian). P. 85,

¢ Mazel, p. 14.

? Gruber, Roman (1941). Istoriya muzykalnoy kultury (A History of Musical Culture). Vol. 1, pt. 1,
Moscow and Leningrad: Muzgiz (In Russian). p. 154.
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formed, think that the way they have chosen is the only possible and correct expla-
nation. Contrary to this, I think it quite possible that throughout the historical evo-
lution of man's thinking, there have been various ways and means for stable sound
pitches to emerge. These different methods never confronted or ignored each other,
but rather complemented their achievements and strengthened them in a new en-
vironment. I will give one comparison as an example.

Sergey Skrebkov, further developing Richard Valashek’s hypothesis, denies the
provenance of music from speech intonation and rather sees its source in the collec-
tive performance of dance, singling out the metric-rhythmical harmony as the most
significant point. A component part of metric-rhythmical harmony was various
sounds (clapping, exclamations, knocking, and such), without which it would have
been impossible to move in agreement during the dance. The aesthetic demand of
artistic unity in a collective dance also stimulated the agreement of sounds. That
is, it stimulated an intonational harmony of voices and an accord - in truth, a uni-
son - of the sound pitches. This is where musical intonation originates from. At its
foundation, musical intonation has at least one sound with a stable pitch — a musical
tone, stability - which acts, in fact, as an elementary reference point for collective
intoning."

On the other hand, the theory of the provenance of musical intonation from
speech intonation is very popular. Herbert Spencer’s not quite well-reasoned hy-
pothesis about the interrelations between musical and speech intonations was fur-
ther developed in the works of B. Asafyev, I. Tyulin, L. Mazel, and others.

For my part, I should like to add that stable sound pitches may have emerged
in all spheres of collective activity (not only in dancing) on the basis of the aesthet-
ic demand of artistic unity and metric-rhythmical “harmony”.!' And yet I do not
think that the other way - the theory of their origin from speech intonations - is
wrong. More than that, the study of Georgian folk musical art further strengthened
my belief that stable sound pitches originated from the sphere of speech intonation.

Remnants of belief in magic have survived in almost all the nations of the
world. In various parts of Georgia, one comes across such phenomena which are
traces of this magical faith, for instance, a magical tree, a spring of water, a stuffed
bird, an animal skull, a horseshoe, and so on. Some song lyrics are also based on the
same foundation of belief, but I should like to focus my attention here on incanta-
tions.

I am far from the idea that incantations have not undergone any transforma-
tions over the centuries and have retained their original form to this day. But, at
the same time, I think that the years could not have made any great influence on
recitation and speech intonations. It seems obvious that, while the contents of the

10 Skrebkov, Sergey (1973). Khudozhestvennye printsipy muzykalnykh stiley (Artistic Principles of
Musical Styles). Moscow: Muzyka (In Russian). Pp.: 25-26.

" Due to the lack of factual data on this subject, I will not put forward my contentions at this stage
of research.
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incantations changed - the old went into oblivion and new ideas, such as those
from astral religions and Christianity, were introduced - the speech intonations
themselves were not greatly changed.

When [ was transcribing incantations during folklore expeditions, one phe-
nomenon attracted my attention: my informants would recite incantations with a
special intonation. It is easy to notice that incantations have their special intona-
tional spheres and they differ greatly from ordinary speech or everyday intonations.
Here we must address the fact of the differentiation of speech. There are two kinds of
speech intonations: the usual or everyday kind, and something new, different from
the former, which has specific features. What features are they? First of all, what at-
tracts attention is the permanent “tonal level” of the incantation intonation: a short
melody is repeated and this melody appears within a definite interval framework.
The incantation intonations are characterized by a descending, sliding motion (a
leap, followed by filling in). The incantation intonations may conditionally be called
“magic” speech intonations, since their characteristic features have emerged within
the religion mentioned above. They were formed by people’s attempt to create a dif-
ferent type of speech, believing that such speech had a magical power.

“Magical” intonations are very close to the parameters of musical intonations,
owing to the features mentioned above. Indeed, they may be characterized as a
transitional stage between speech and musical intonations. This aspect alone would
make the incantation intonations worthy of attention, but here I would like to refer
to a very significant circumstance. In some of the incantations I have recorded, the
first sound of the speech intonation formula (and at times the last one) is distin-
guished by having a definite pitch. The greater part of the recitation then falls on
this tonic pitch. Here we cannot help but refer to B. Asafyev's well-known research
on speech intonations, where he says that sounding on one tone is the first phrase of
musical intonation, albeit still completely conditioned by the word." Besides verbal
incantations, similar phenomenon can be seen in Svan hunting verbal and musical
incantations (ex. 1).

Proceeding from the above, we may try to prove that incantations and similar
special cases of speech intonation must have been one of the bases for the formation
of stable sound pitches. In this connection, I believe it will be of interest to bring
forward the conclusions resulting from my observations.

Everyone may have heard the intonations associated with putting the child to
sleep; it is in the “repertoire” of every woman. In truth, they occur as exclamations
and manifest very strong links with speech. It is difficult to reveal stable sound
pitches in intonational movements resembling exclamations, yet observations re-
veal that the more frequently they are repeated, the more opportunities there are to
clearly feel the stability of one of the tones (ex. 2).

[
1 psafyev, Boris (1965). Rechevaya intonatsiya (Speech Intonation). Moscow: Muzyka (in Russian).
P 18.
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In my opinion, the emergence of a stable tonic pitch was facilitated by pro-
longing the sounding of speech syliables and the strengthening of the tonic pitch
through numerous repetitions. It is presumable that, with every repetition, and be-
cause of the “residual impression” of the repetitions, the intonation must have been
specified and there must have been attempts to repeat it exactly. It is undeniable that
during frequent repetitions the intoning process is polished and becomes stable.

The emergence of a stable tonic pitch is a qualitatively new phenomenon in
speech intonations and it could not have failed to exercise influence on human cog-
nition. In such a situation, all the achievements of musical intonation became fa-
miliar to the ear and turned into a normative phenomenon.

There is no doubt that, in the long history of the emergence of musical into-
nation, a decisive role was played by the development of stable sound pitches. The
fusion of even two sounds in an intonational correlation with one another lays a
foundation for the notion of musical intonation. The same may be said about the
foundations of mode.

There must have been many different ways for a second stable sound pitch
to emerge. In this regard, the material obtained by Georgian musicians in folklore
expeditions lays the groundwork for imagining approximately the process through
which new stable sound pitches came to be. The examples are taken from the reper-
tory of children from the Racha region. Here I should like to note that, at the time
the informants were recorded, the given texts were spoken, that is, they were recited
in speech intonations. Examining these specimens makes it clear that they were
linked with speech intonations (ex. 3, 4).

I would like to draw your attention to a certain circumstance. Scholars differ
about whether to use children’s musical folklore to prove this or that scientific point.
I also treat this issue very cautiously and resort to them mainly due to the absence
of other more lucid examples, and in order to present a more or less approximate
picture. Thus I do not deny the suggestions concerning children’s folklore. The fa-
mous Hungarian composer and folklorist Zoltin Kodély notes, “In their songs, as
well as during the whole process of their development, children, to some extent,
repeat mankind’s history”."?

E. Alekseyev shares the same positions, saying, “The most fruitful approach
must be studying the processes of the formation of the sense of mode in children. I
think that, in the near future, concerning the questions of the genesis of folk mode,
we will be guided by children’s melodic art and auditory perception as much as
biologists lean upon on the material of embryology when studying the origin and
evolution of organisms”."

Due to all that has been said above, I think it possible to lean upon the exam-

" Quoted in: Alekseyev, Eduard (1976). Problemi formirovaniya lada (The Problems of the Mode
Formation). Moscow: Muzyka (In Russian). P. 190.

14 Alekseyev, pp.: 190-191.
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ples I have provided.

Both specimens {ex. 3 and 4) can be considered demonstrative examples of
the formation of the second stable sound pitch. An interdependence is established
when two pitches are expressed; this is characterized by their interval correlation,
mutual attraction, and a kind of internal struggle until one of them acquires domi-
nance, thus establishing functional differentiation.

The specimens I have provided also prove that in the earlier stages of human
mental evolution, speech and musical intonations were indivisible units. Therefore
the rudimentary forms of mode rely upon a foundation of musical intonations,
which themselves were formed in the sphere of speech intonations and are closely
linked with them.

When characterizing the simplest modes, 1. Tyulin notes that, at their very
emergence, the basic tones of the mode are in an interval relationship which is
characteristic of speech intonation. For instance, he ascribes the emergence of the
fourth and fifth as modal pitches to their presence in speech intonations.

It would be naive to think that in the process of historical evolution stable
pitches emerged in an orderly fashion, one after another. Of course, it cannot be
excluded that several pitches might appear simultaneously. The main thing was that
a fundamental change took place in human cognition: sounds were perceived in
terms of tonal height and thus differentiated from each other. Over the centuries,
humans tried to add substance to this great achievement and invested the sounds,
over which they now had command, with a certain semantic meaning. This is why
a stable formation of two or three sounds came to be the means of arrangement,
and the logical interrelation between these sounds allowed musical intonation to
crystallize. This, in turn, caused the emergence of the initial forms of mode. After
the “qualitative leap” that occurred in human life, both concerning the formation
of sound and its perception, the inception of stable sound pitches and their intona-
tional mastery must have become more intensive.

No doubt there are many different formations of stable pitches, that is, differ-
ent initial ways for sounds to be arranged. We must agree with the three principles
defined by Tyulin, since they are not based on the characteristic features of folk
music from any particular nation, but rather on universal regularities of musical
thinking.' Tyulin does not single out any one of these principles as the first, never
giving one priority over the others. “In folk songs, the trace of this or that principle
of mode formation may be found. But first of all the fusion and mutual influence of
all the three ways must be taken into consideration.”

The Russian music scholar E Rubtsov is of the same opinion. He thinks that
all the possible methods for expanding the arrangement of pitches must have taken

15 The three principles of Tyulin are: 1) The expansion of the second, 2) the jump, and 3) the supple-
menting of the jump with a second.

* Tyulin, pp.: 90-92.

— 129 —



shape at approximately the same time and then developed in parallel with one an-
other."” In spite of our discussion above, we will not be limited only to these three
principles, because there are other forms of the intonational realization of the sound
arrangement as well.

Shalva Aslanishvili notes that “the earliest stage of modal development is rep-
resented in Khevsuretian monophonic songs (Gvaris simghera [the family clan’s
song), Nana [a lullaby]) and also in the ancient versions of Iavnana (a kind of lul-
laby)™'® It is on the basis of specimens of Khevsuretian and Pshavian monophonic
songs that I should like to examine the different types of modal sound arrange-
ments, the inception of central tones, and the forms in which the initial organiza-
tion of the sound system is established.

In Georgian folk musical art, ascending and descending motion must be con-
sidered the most prevalent kind of melodic direction. It occurs in both archaic and
developed singing forms. In light of the above discussion, it would be of great
interest to determine the modal and intonational bases of descending melodic mo-
tion and its rudimentary forms. Since the most primitive forms of descending me-
lodic motion have survived in the highland musical dialects, I would also like to
note that the ethnic groups living in the mountains have retained the most ancient
forms of social formation, economic development, language, religion, and everyday
activities until very lately." Hence it is no wonder that it was this province which
has preserved the most ancient specimens of musical thinking.

How were the sound arrangements mastered intonationally in the descending
melodic motion type? How was their ancient provenance substantiated? And, in
general, what characteristic features do they have? On the basis of both studying
the notated specimens published in various collections and analyzing material from
expeditions, it is easy to determine that the basic parameter of the descending mel-
ody is a sliding, glissando motion. Here it should also be said that there is a great
difference between song transcriptions and the way they really sound. What is the
reason for this?

In my opinion, it is impossible to make strictly accurate musical transcrip-
tions of the highland songs, especially Khevsuretian songs. The same song, if tran-
scribed by different people, will yield different results. The first reason is that in a
descending motion, each of the pitches is not clearly distinguished. The intervals

" Rubtsov, p. 24.

'* Aslanishvili, Shalva (1954). Narkvevebi kartuli khalkhuri simgherebis shesakheb (Essays on Geor-
gian Folk Songs). Vol.1. Tbilisi: Klielovneba (In Georgian). P. 173.

* The outstanding Georgian ethnographers Vera Bardavelidze and Giorgi Chitaia note that “in the
Georgian highlands, the prolonged tribal system has survived in its characteristic and original as-
pect best of all only in the province of Khevsureti... A primitive economy and the resulting isolation
of the Khevsuretians provide nourishment for the basic needs of the tribal system”. Kartuli khalkhuri
ornamenti (Georgian Folk Ornaments). 1939. Tbilisi: USSR Academy of Sciences, vol. 1, Khevsureti,
p- 3 (In Georgian)
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between the steps — that is, the sound system- is also not differentiated. Therefore,
transcribers only identify certain pitches from the descending motion for such rea-
sons as metrical or rhythmic significance, relationship to the text, and so on.

The beginning of descending melodies is the “peak source” or “the highest
sound”? The motion begins from here and this pitch is the most strongly pro-
nounced intonationally. It is not difficult to imagine that in such a motion - espe-
cially if there are frequent repetitions — the peak source would become the primary
sound of the mode, with a stable pitch level. This is so, as 1 see it, even if the pitch
is not always executed exactly by the singer but rather fluctuates within the borders
of an “acoustic zone” As in the past, singers today concentrate their attention on
the contents of the song. It is most important for them to “conquer the peak,” as
it were, which demands a mustering of forces. As a result, during the subsequent
sliding movement of the voice, the aspect of musical intonation is completely ig-
nored. In such a situation, the emergence of a new pitch level is mainly conditioned
by the metrical or rhythmic character of the verse and the singer's distribution of
breathing. When Khevsuretians perform, an intake of breath always precedes a new
glissando wave. The breathing rhythm significantly conditions the singing form.

The appearance of a new, basic melodic tone plays an important role in the
descending motion. In most cases, this tone is distanced from the highest sound
by the interval of a third (mediant). This new central tone somewhat impedes the
movement at first, but subsequently it becomes the basis of the movement itself. In
my opinion, in ancient times this phenomenon must have been similar to the first
stanza of the Mtibluri, recorded by Aslanishvili (ex. 5).

When listening to a Khevsuretian song, there is a special phenomenon that
attracts our attention: a significant number of performers do not seem to perceive
a lower basic tone, that is, a tonic. This again proves that the performer is less con-
cerned about intonation and finds that the descending glissando movement stops
wherever the line of the poem ends. Hence, the initial organization of the descend-
ing glissando melody is based on syntactic regularities. The same may be said about
rhythm and meter: the meter and rhythm of the melody are completely subordinat-
ed to those of the poem.

There can be no doubt that, due to the features discussed above - an undif-
ferentiated sound system, the absence of a lower basic tone or tonic, subordination
to the regularities of the poem, and so on - the descending melodic motion be-
longs to the most ancient layers of musical thinking. It is noteworthy that this type
of melodic motion is a phenomenon characteristic not only of Georgian culture,
but is present in the cultures of almost all nations. As L. Mazel notes, “In the past,
descending melodic lines undoubtedly prevailed over ascending ones. The reason
may have been a common physiological prerequisite, which conditioned a lower
level of tension during descending vocal intonings than during ascending ones...

 Mazel, p. 99.
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This descending motion plays a huge role in folk melodies, Russian in particular”?

Modal formation evolved in the descending glissando type of motion through
revealing and emphasizing important tones. As in the cases discussed above, the
emergence of stable sound pitches was facilitated by frequent repetition. The Khev-
suretian song is characterized by a variant-stanza development. Each stanza is sung
based on the same intonational sphere. Therefore, during frequent repetition, the
already mastered or “conquered” pitch would be strengthened and, with the gradu-
al emergence of a new pitch, a stable sound arrangement would result. I will return
below to the issues of the appearance of new basic melody tones, the emergence of
sound arrangements and their differentiation. For now, I will look at subsequent
stages in the development of modal thinking in general.

First of all, I will focus my attention on the organization of the sound system,
in which the most important tones are revealed and differentiated, as I think that
these phenomena, described correctly, are key to the formation and development of
mode thinking. When the initial pitches are intoned with a certain semantic load, a
logical interrelation is formed, and the sounds in turn create a specific organization
on the basis of this logical interrelation. Differences in pitch level can be considered
the initial stage of the differentiation of these sounds. If the sounds are arranged in
the steps according to their pitch level, the result will be a sound arrangement, that
is, an abstract aspect of the sounds in a specific organization. Alekseyev justly notes
that “for researchers studying the melodics of early song, the sound arrangement is
truly the shadow of the mode, its outer contour”.2

E Rubtsov calls the sound arrangement the “linear projection of the mode”?
In performance, the same sound arrangement may be realized in different ways.
As is well known, the folk music of different nations may share the same sound
arrangements, yet they are realized in different ways due to the particular national
musical languages. Hence the sound arrangement, taken abstractly, cannot express
anything on its own and should be considered a phenomenon derived from the
musical intonation.

The study of the structure of sound arrangements provide grounds to con-
clude that, in the early ages of folklore, the interdependence of the sounds mainly
took place on the basis of intervals of the second. This should not be surprising, for
the second - primarily the major second ~ is the most convenient interval for pro-
portionate steps. Singing this interval does not require extra power and therefore
the motion is calm and even.

This is not to suggest that other interval correlations emerged later. In the same
descending, sliding motion, the mediant or third may appear. It is expressed clearly
in the specimen of Mtibluri presented above (ex. 5). The interval of the fourth may

2 Mazel, pp.: 98-99.
2 Alekseyev, p. 73.
» Rubtsov, p. 24.
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also have emerged together with the mediant, since it was present in the early stag-
es of musical intonation as well. I single out the sonic fusion of the interval of the
second only because it is an indispensable component even for sound arrangements
with different interval relationships.

In the archaic layers of Georgian folk art, the fusion of sounds is chiefly foun-
ded on a diatonic basis. There are also cases, however, where, in the descending glis-
sando motion, there are tones present which create a sound arrangement without
semitones.

It is unquestionable that even modes with anhemitonic sound arrangements
emerged in early periods of musical thinking. I have no intention of proving the
priority of the anhemitonic sound arrangement before the diatonic one. The inter-
vals of the second, third, and fourth, as well as both kinds of sound organization,
must have taken shape simultaneously in the early age of folklore. Both principles
of sound organization were fused organically at a certain stage in the development
of songs, which in turn must have enriched the musical content of the melody.

In my opinion, over the course of time anhemitonic sound arrangements were
filled in with semitones. This is why the number of anhemitonic sound arrange-
ments that survive in performance practice is small. Since we have established the
initial interval relationships within sound arrangements, I think it necessary to de-
termine the place and role of each tone and interval in the process of modal forma-
tion, that is, to define their function in the intonational process.

I have noted above that even in a two-sound formation, a logical interrelation
will crop up between the pitches if they are imbued with a specific semantic mean-
ing. This relationship is characterized by an internal “struggle,” as it were, and this
struggle will go on until one of them acquires the status of a central tone. Many cir-
cumstances are needed for one of them to become the central tone and subordinate
the other. Principles of meter and rhythm and effect of multiple repetition must be
considered of prime importance. If one of the pitches is intoned more often and is
rhythmically emphasized or accented metrically, it manifests a certain stability and
will become the center of attraction. Thus the other pitch is a subordinated, fluc-
tuating tone and is attracted by the former. This makes clear what function each of
them performs in a two-tone formation.

L. Mazel, discussing the modal and modal-harmonic aspects of melody in the
third chapter of his work On Melody, notes that both stable and unstable systems
of melody seem to lean primarily on the association of the interval of the second.
Between two neighboring notes, in the remote past, one would be a stable step,
while the other- understood as the first note's shemomghereba (a kind of grace note
in singing) - is attracted by the former and is therefore an unstable step. Proceeding
from this, he concludes that during the crystallization of the mode system those
sounds which are distant from each other by an even number of steps (for example,
skipping one step) have a different function from those sounds which are distant
from each other by a numbers of steps. Therefore, the alternation of scale degrees
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with stable and unstable functions - being separated by a second — occurs by means
of the mediant order.”* This fascinating contention by an eminent author helps a
great deal in studying how mode developed in the polyphonic texture of Georgian
singing and its choral structure.

In my research into the foundations of mode, a very significant detail came to
light, which demands introducing certain corrections to the theory of the distribu-
tion of stable and unstable functions in the mediant order. 1 will deal will the issue
more widely below, but for now I will merely note that in the modes based on the
interval of the fourth, the principle of mediant induction functions only beyond
the frame of the fourth interval. In order to illustrate my point, I offer a schematic
diagram (ex. 6).

It is clear that the basic tones of the mode, which are a fourth apart, are stable
here. The fourth is a narrow interval and will not hold the sum of two mediants.
Therefore, the two pitches situated between the stable tones are unstable. The medi-
ant arrangement, with the alternation of functions, operates only beneath the base
or above the peak. I will not go on reasoning about the issue, yet we can see that the
important tones in a mode can play a great role in the differentiation of melodies
and the formation of modes.

In the historical process of modal formation the basic tones were manifested
in different intonational manners. In such a situation, we always take into account
the movement type of a particular melody and its genre and dialect-specific fea-
tures. For instance, in the initial formation of different melodic directions, the fun-
damental tones of the mode took shape in different ways. One may easily observe
that in the ascending type of the melodic movement, a lower tonic pitch might first
come to the fore, with upper tones like the fourth or fifth appearing subsequently.
There are also numerous specimens where both basic tones (especially at an inter-
val of a fourth) appear simultaneously. As for the descending motion — whose range
exceeds the intervals of the fourth or fifth - the basic tone of the mode appears last
of all. After the “peak source,” which is first, the mediant tone of the mode emerges,
and then the next stage of the development is the tonic.

I will not discuss each stage in the formation of a mode’s basic tones separate-
ly, but will only add that in modal organization the intonational orientation to the
fourth and fifth must be considered a very significant feature. This is not difficult to
prove, if we use the example of Georgian folk songs. In these songs, it is a regular
phenomenon for certain intervals to be emphasized as central tones in the mode.
At a certain stage of development, these intervals form a modal axis around which
the entire melodic pattern is based.

The foundation for sounding the intervals of the fourth and fifth was estab-
lished through speech intonation. As it is generally known, both the fourth and the

# Mazel develops the principle of mediant induction in his work Problemi klassicheskoi garmonii
(Problems of Classical Harmony). 1972. Moscow: Muzyka (In Russian). Pp.: 151-184.
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fifth are acoustically stable intervals. According to I. Tyulin, even small quantitative
changes to the interval will cause qualitative changes, so the fourth and fifth inter-
vals need intonational stability. Building on this, Tyulin concludes that there is an
“intonational orientation in folk language to the intervals of the fourth and fifth,
which leads to a modal organization based on these intervals”*

We may observe that this intonational orientation to the fourth and fifth is not
characteristic only of Georgian folk songs but of musical thinking in general. Now
we must determine which intonational spheres emerged in the early stages of this
establishment of the fourth and fifth as basic modal tones and what role they played
in the formation of musical features and a national musical language.

Since intonation carries a musical idea, it is clear that the musical character
expressed by a melody must be formed by joining intonational spheres. Yet in the
earlier stages of musical development, there may have been an intonational sphere
whose musical-semantic meaning was sufficient to create a single musical artistic
character. We should note here that such intonational spheres, also understood as
formulas, became solid elements conditioning the specific features of a national
musical language.

Not all the achievements of musical language disappear without any traces in
the process of evolution. They live on in a new environment either in their initial
aspect or slightly transformed, creating an interesting synthesis. Thus we see both
the idea of the tonal level — which was born as early as the time of magic and in-
cantations - as well as the framework based on the fourth - which, appearing at
a comparatively high level of evolution, became a basic parameter for the future
development of modal foundations. Here we should also remember the “internal
struggle” for priority between two stable sound pitches a second apart. Neither this
dissonance nor fourth framework has disappeared without leaving a trace. Indeed,
through fusion they continue to be present in the synthesis of intonational spheres
(ex. 7).

The simple intonation of the Khevsuretian Nana has a musical meaning and
certain characteristic features. Such an intonation - a leap of a fourth, with subse-
quent filling in — creates a method of expression which assumes the significance of
a stylistic category in Georgian musical thinking. Therefore, even on a higher level
of evolution it manifests itself in different musical-stylistic trends.

The struggle between two stable pitches separated by a second cannot be con-
sidered complete in this intonational formula either. The first pitch (do, here) is
distinguished metrically and is the source of the intonation, and the second one
(re) stands out rhythmically, at the same time arresting the intonational movement.
This situation shows why there are differing views about the tonic even in this sim-
ple song.

1 am sure that the modal function of every separate sound is varied. One must

2 Tyulin, p. 44.
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consider not only the metrical and rhythmic foundation of each pitch, and whether
it is stable or unstable, but one must also define its place in the whole composition,
even in such a simple one as this example. Taking these three factors into account
(stability/instability, meter/rhythm, and composition) makes it possible to identify
the function of each pitch.

When analyzing monophonic Georgian folk songs, I focus on the initial and
final tones which, even when they are not quite distinct, always remain in the
memory. Here I should like to add that, as a rule, the tonic of all Georgian mono-
phonic folk songs is represented by the last, lowest tone. This seems to be one of the
specific features of the national musical language. In the example of the Khevsure-
tian Nana which I have presented, the musical idea ends on the second degree of
the mode. During a live performance, when the short intonational tune is repeated
many times, it is the metrically emphasized lower tone (do) that is first noticed and
retained in the memory, followed by the peak at the fourth scale degree (fa). Only
at the end, as if unexpectedly, there is a pause on the second degree (re). This tone
thus becomes prominent.

The prominence of this note is mainly conditioned by the structure and com-
position of the tune. It was recognized subconsciously that pausing on this unstable
tone was the only way to repeat the musical idea - that is, to turn the intonational
formula around - and in the process it became a new means of expression. Pausing
on the unstable tone and thereby reversing the intonational tune is also a form-cre-
ating element and deserves attention as well. In highly developed specimens of
Georgian folk song, the spreading and expanding of the melody quite often follows
this principle. Inherited forms of primitive and advanced songs can be found in
great numbers, which attests to the regularity of the development of dialects in the
Georgian national musical language. The intonational tune I have discussed above,
however, does not always bear a similar semantic load, which depends on the kind
of musical context in which it is realized. Nevertheless, my attention was attracted
primarily by the fact that it is characteristic of almost all Georgian musical dialects
and generally occurs as an intonational formula finishing the main musical idea.
This is why it is called a stylistic category of the Georgian musical language as a
whole.

Motion based on a descending pentachord is also one of the specific stylistic
features of the Georgian folk musical language. Sometimes it manifests itself as an
intonational formula with a framework based on a fifth. The descending penta-
chord, like the tetrachord discussed earlier, appears in different parts of the song
but occurs most frequently as a finishing structure. This applies to both mono-
phonic and polyphonic songs (ex. 8).

The descending pentachordal motion attracts attention for other reasons as
well. In some specimens of Georgian folk song, only the root of the fifth interval
and the peak note may be seen as stable. The other sounds have an unstable func-
tion. If we turn to the principle of the mediant order of the alternation of functions,
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however, it is evident that, in this case, the mediant (third) tone of the potential
sound arrangement has the ability to acquire stability. I have observed that, at a
comparatively high level of musical development, the mediant sound assumes the
function of stability (ex. 9).

But it is not only this that makes this mediant tone interesting. At a higher
level of the development, the mediant note often becomes the basis for a kind of
motion that creates completely new expressive means and leads to the distinctive
style characteristics of the Georgian musical language.

The direction of the melody is an expressive means in itself. A descending
intonational motions discharges certain emotions, while ascending motion almost
always strengthens the dynamics. It is evident that the intrusion of an ascending
intonation into a descending melody type becomes a new expressive method which
exercises its influence on the musical character expressed by the melody. My choice
of three stanzas of the song Lasharis Simghera to illustrate this point is no accident.
In the third stanza, an intonational motion quite alien to the melody appears. It is at
the beginning of the phrase and is perceived as a grace note a third below the “peak
source” (ex. 9). The next example (ex. 10) is also of great interest (Khevsuretian
Nana, recorded by Shalva Mshvelidze).

In this example, a descending intonational motion begin from the second and
fourth scale degrees. In Georgian musical thinking, an ascending motion from the
fourth degree never took shape as a typical form. There are some objective reasons
for this. An ascending intonational motion from the second step of the mode,
however, is indeed a stylistic feature of Georgian folk music. In folk music, during
the fusion of two musical sentences built on the principle of question and answer,
the second sentence (answer) quite often begins by ascending from this second
scale degree. Thus we see that ascending motion may begin on different modal
steps, but it gained special expressiveness when being starting from the third.

I believe that the basic character of this intonation lies in ascending by sec-
onds. It is noteworthy that it is the mediant tone that determines the tendency of
the mode, which itself is the reason for the emergence of the “major” and “minor”
variants of the ascending intonation. I will not touch upon the question as to in
what genres and social environments the “major” and “minor” variants are realized,
as it is thoroughly discussed by Shalva Aslanishvili.?* This ascending motion has
become a normative phenomenon for the ear and assumes different semantic loads
in various genres.

If the motion begins with the minor third, such an intonation stirs up associ-
ations of entreating or beseeching. Aslanishvili notes that similar intonations were
the basis for the ritual songs that eulogize and entreat the deities of the pagan pan-
theon. As for the major variant of this intonation, it is used in other genres of daily
life with different semantic meanings. We can thus see a simple intonational mo-

# Aslanishvili, pp.: 90-163.
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tion, at a high level of development, finding itself in a new environment, becoming
a means of stylistic expression in Georgian folk song, and entering the basic lexical
stock of the national musical language.

Now I will make a brief reference to the role of the basic tones for descending
melodies which are not limited to a range of a fourth or fifth. I note above that in
this torm of melodic motion, after the highest sound, the middle tone of the mode
appears next.”’ In the wide-range type of descending/glissando melodic motion, the
emergence of the middle tone is a phenomenon that generates significant changes
in the modal organization. It can concentrate the surrounding pitches, stimulate
the descending motion towards the lower tonic, and, in a number of cases, become
the source of a new melodic wave. The middle tone of the mode, which is called the
“antitheses” by Christophor Kushnaryov,?® is a form-creating element. After it takes
shape, the intonation improves and becomes crystal clear.

As we have observed with regard to metrical and rhythmic regularities, fre-
quent repetitions of a melody facilitated the formation of the mode’s middle tone.
Since the middle tone of the mode cannot impede motion and itself provides an
impulse for descending motion, it is evident that there must have emerged a new
reference point in the form of an important lower pitch. Our analyses showed that
such a reference point is always in a specific correlation with the middle tone, usu-
ally separated by the interval of a fourth or fifth (ex. 11).

Such an interval correlation between the basic tones of a mode has become a
stylistic feature that runs through all of Georgian folk musical art. Even in the most
complicated modal systems, which are the basis of multipart folk songs, the fourth
and fifth degrees play the most significant role both in the horizontally moving
layers and in the coordination and organization of their fusion. In Georgian folk
music, there is not a single modal system in which the fourth and fifth do not orga-
nize the sound system. It is noteworthy that some folk songs are based on a mode
in which both aspects of the basic tone are manifested (that is, both the fourth and
the fifth), which unquestionably causes certain changes both in the organization of
the system and in the structural formation of vertical chords. I am convinced that
these circumstances played an important role in the emergence of such chordal
structures as the 5-4-1 chord [fifth and fourth intervals above a tonic]. Similarly
significant is the role of the mode’s central tones in the conclusion of melodic mo-
tion and musical phrases, after which the tonic fourth and the tonic fifth take shape.

The shifting of a mode’s basic tones and their acquiring tonic function took
place at a comparatively late stage in the evolution of musical thinking. In early

¥ There are some examples in Georgian folk music that seem to refute this argument, in as much
as they provide evidence for the simultaneous emergence of both basic tones. Despite this, I believe
my contention to be correct, based on my analysis of published songs and observations of live per-
formance.

# Kushnaryov, Christophor (1958). Voprosy istorii i teorii armyanskoy monodicheskoy muzyki (His-
tory and Theory of Armenian Monodic Music). Leningrad: Gosmuzizdat (In Russian). Pp.: 364, 418.
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folklore modes, only the lower basic tone- the tonic- is a stable sound capable of
finishing a musical idea.

A lower pitch, strengthened metrically, rhythmically, or by numerous repeti-
tions, is the main basic tone of this whole sound system. When it takes shape, the
process of the differentiation of the sound system is finished. More than that, it
becomes a center of attraction, which puts the sound system in motion and charges
the intonational spheres with a new semantic load. Only this tone can cease the
melodic motion and put a stop to a musical idea. It is the only stable sound in the
sound arrangement.

Tatiana Bershadskaya justly notes that in monodic music there is only one sta-
ble tonic pitch.? I share this view of hers, but I think it expedient to introduce the
notion of comparative stability. We cannot ignore the fact that the upper tone of the
modal axis (the middle basic tone) is still distinguished for its stability in compar-
ison with other tones and manages to concentrate the other sounds around itself.
This applies only to monophonic Georgian folk songs, since, as we mention above,
both of the basic modal tones in polyphonic folk music can function as tonics, as in
the three-part singing in the major-minor system.

As in the primitive, descending type of melodic motion, so too in the highly
developed and crystallized modal systems, the tonic pitch is the “central element of
the system,” as Yuri Kholopov terms it.* It is the center of attraction and essentially
determines the function of the other pitches. In the form of descending melodic
motion, where the lowest sound has a tonic function, there is only a descending
attraction. In the modal systems of Georgian multipart songs, there are two direc-
tions for attraction: the sounds above the tonic obey the laws of descending attrac-
tion, while the sounds below it obey those of ascending attraction (ex. 12). This
dominant characteristic feature of Georgian folk thinking should be taken into con-
sideration when determining the functions of each sound. It has great significance
in defining the functional interrelation between melodic motion and the chordal
formations.

Despite the fact that, in the diatonic mode systems of the Georgian folk music,
we deal with octave equivalence, there is no functional identity for those tones an
octave apart. Indeed, the repetition at the octave of the tonic pitch may be the most
unstable tone in the sound system. It is the law of attraction discussed above that
is the most significant reason why octave doubling results in different functions.
Mazel’s principle of mediant induction plays a great role here. Since the tonic is the
central element of the system and is the only center of attraction, the whole system
takes shape on the principle of “monotonics”” In addition, scale degrees acquire

5 Bershadskaya, Tatiana (1972). K voprosu ob ustoychivosti i neustoychivosti v ladakh russkoy narod-
noy pesni (On Modal Stability and Instability in Russian Folk Song), in Problemi lada (Problems of
Mode). Edited by Kira Yuzhak. Moscow: Muzyka (In Russian). Pp.: 183-184.

» Kholopov, Yuri (1988). Garmoniya: Teoreticheskiy kurs (Harmony: A Theoretical Course). Mos-
cow: Muzyka (In Russian). P. 384.
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different features due to the simultaneous influence of harmonic procedures. In
the modal-harmonic and modai-functional systems, the same scale degree - and
any chords built upon this pitch - may have a changeable character in terms of
function. This necessitates a discussion of these pitches as being bi-functional or
poly-functional.

Space does not allow me to conduct a thorough analysis of all the aspects of
the inception and formation of mode. Despite this, I have tried not to ignore any
of the basic phenomena that played a decisive role both in modal formation and in
some of the characteristic features of the national musical language. The emergence
of mode is a foundational phenomenon in folk musical thinking, and the formation
of its component elements arose through the development of musical thinking, in
an evolutionary process.
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Svanetian Recitation (of a verbal charm). Recorded and notated by Kakhi Rosebash-
vili in 1967. (In Georgian). The manuscript is kept in the Archive of the Georgian
Folk Music Laboratory at Tbilisi State Conservatoire (hence forth AGFML).
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Mtibluri (Haymaking song, Khevsuretian). Transcribed by Shalva Aslanishvi-
li, Narkvevebi kartuli khalkhuri simgherebis shesakheb (Essays on Georgian Folk
Songs) 1956. Thilisi: Khelovneba, vol. 2:60, #6 (In Georgian).
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Nana (Lullaby, Khevsuretian). Transcribed by Grigol Chkhikvadze Kartuli
khalkhuri simghera (Georgian Folk Song). Tbilisi: Sabchota Sakartvelo. 1960. vol.
1:6 (In Georgian and Russian).
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11. Bysthm 736mdas. Unknown source.

Oty A I N A N
A N JAY N JAY Y ) N ) N N ) Y

[ 3] r ~__
f—e—e—o— +
[;6 — T = 4; T |h. "} i-i
12.
) T
’I — L é"‘ o ”
I ™y [~ ] - 1|
) ———— hd 1
(3

— 144 —



J02ML B6330L BM3NIGON NLEMAHTTITN RO
J10MSOIT0 SL3AIGNL FILOLIS!

Jocormmo dqbagoenan 9bob @mogz0bgdm@adgdby Bomdmgdamds dGo-
35mbmnabds mag30igndgdds (3barym, Bma bbgsrobbgs §gfdeba o (36530,
Amdrmgdng emgb Ls8EbagHm Bndmd(3g3980s, @IBYLGJLY @ Sbrgda®
300bGgdob nmbmgb. Bgbogsey®o 3g3bogFgdnlb 363000630l Mobsdgm-
Hm39 989317, BmEgbag gontzge dBmangGmn 3nbogerrgco dmgengbalb Bom-
9mgdbab ndyba, nb@mBaMgdal 3Gm(3gbmsrman 894sb0b3gdn, smgdalb gln-
Jm-gnbommmanno mogabgdn@gdgdn s o. 3., Madmgbndy, ogbrsy bLob-
JMem-3 3oregdan babosmab 33mby, (369358 @ BFamngrymds 3gbeyma-
339 3oM3300mm0 GFHBLaM@Bszne aobn(goms. badbabomme, nbgM(3nab doms
08gbom dmngans, Gm3 madgdem Jagam dmbabAgdgdb bde dgdmbgggs-
3o ymzgmagzetn GoGngagmo asodgdob 30633y gedgmAgdo s gdzn@ o6
339356gd> oo BoRongdmmmdadn. (3bomed, sbgon gnmoMgdal gsmommabgs
3563307 LoGornmggdosbas s 3538aMgdamo, Maeash rmadgdab dbbaGg-
30 © bBgMHgmGdnmo sBAEMIE80EE Mmogab ambygs dbgmns @ 3oM3-
399 ©Amb dmnabmgl. dambgesgam 9dnbs, Joforgm dabagormaM gmmy-
mmGabG0 B GFHsmogommn ogmBagma dbfeb JHodagame sbormnbal,
dmangFon (3658abs oy Bgbgrmmgdol Sbrmgdafn 30BMgdel IMmzgbgde
33063 anbym, Mowash Bsmgmo asbs, HmA yogmasbam ImbEnmse@gddy
R3YFEbmdnc adnb jgmgge > 9Hmabama dgbogeergMo gbob jobmbbm-
dngFgdoms Fgddsn@n oALob Fg3bmds Bgmdmagdgemns. Jofogm dgbage-
@A goemgmmGobGngedn 88 bng ygaemady gBcEm i@ omase dag-
RonGnggdobs ©s Jormmb (369393006 3o3dncgdama 3Gmomgds@ngs 3na-
35R6as.

(36mBnmns, Gm3 gomm, Gmamey 3dF330ae mmangsb ©odzgdmgds-
Agdam gublaen® ©sdm3owdnmgdsde 8ymgn nb@mbofgdore dzgMoms
ba8ysm, Bgbogora@e sbMmzbgdab bLsgmdzgmaes bagamdggmas. goemb
3gbabgd 3thagomn BmbobAgdas a33mogdmman, 85368 ©mgdmy 39 Smby@bres
33 (36580L gBmnsba, yggmabsmgab Babsmgde mgmnboznab AsBmysmmndgds.

! 623AmB3n 35303653 mma> 1999 s 2001 Brgdeb bLGGngde. Fsmzob 19993 Brmabs
Ba68momagbb Bemng Ladg(3bngm cigBab s abobgds by Je83m 3Ggagdn, 2001 Brnabs
30 — 393mgagybgdnmns 3Ggdnedn bobymagGm o bogem dgbayol 8Mogoenbdnsbmadnl
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ON SOME HISTORICAL AND THEORETICAL ASPECTS
OF THE MODE CONCEPT!

Long-term research of the specific features of the Georgian musical language
brought to light how various terms and concepts currently circulating in academic
research require new or at least refined definitions. At the present stage of the de-
velopment of the field of musicology, the reason for the emergence of some musical
phenomena have been defined, such as the processional mechanisms and specific
psycho-physiological features of intoning, resulting in some scholastic-academic
concepts and traditional views having undergone definite transformations. Unfor-
tunately, ideas are repeated and reused without any critical examination into their
worth and accuracy. Overcoming such obstacles is admittedly difficult; dissolving
dogma and avoiding stereotypes is hard and time-consuming work. Despite this, as
it was impossible to find the ways and comprehend the true essence of the national
musical language patterns based only on obsolete postulates, the process of critical
analysis and fresh interpretation of various ideas and views has begun in Georgian
musical folkloristic studies. In my opinion, the problems connected with the no-
tions of the tonal compositions and the mode are the most urgent for this field.

It has long been recognized that the concept of ‘mode} in other ways the man-
ner in which pitches interact in a logical functional relationship with one another,
represents the foundation of musical thinking. Many ideas have been expressed
about the mode, but to this day no single definition, acceptable to everybody, has
yet been formulated. The reason for this is that the mode is a very complicated,
multifaceted musical phenomenon. In addition, various aspects and components
of the mode system captured scholars’ attention during different periods of the de-
velopment of musical theory, which undoubtedly complicated a thorough compre-
hension of the nature of the mode system.

One of the components of the mode is the arrangement of the tones, some-
thing which has attracted scholars’ attention ever since the earliest stages of history.
An orderly system of tone arrangement was preserved in the musical theory of an-
cient Greece: they resulted from the joining of two tetrachords and were known by

! The work includes the articles from 1999 and 2001. The 1999 article is an annual scientific work
and is preserved at the AGFML of Thbilisi State Conservatoire, the 2001 one is published in the col-
lection Problems of Polyphony in Sacred and Secular Music. Reports of the International Scientific
Conference dedicated to the 3000* Anniversary of Georgia's statehood and the 2000* Anniversary
of Christ's birth. Tsurtsumnia, Rusudan (resp. ed.). Tbilisi: Tbilisi State Conservatoire (in Georgian
with English summary). Pp: 304-315.
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the names of the historical districts of Greece (Lydia, Ionia, Phrygia and others). It
is hard to prove whether each mode had a circle of typical intonations, or character-
istic thythmic-intonational formulas, and how often they were used in performing.
It was suggested that some of them had been created artificially and occurred only
in the form of a theoretical postulate.

We know from the musical theory of ancient Greece that the emphasis was
shifted to to the structural aspect of the tonal arrangement, from which we can
deduce that in that period, the notions of tonal arrangements and thus the mode
had been identified. It should also be noted, however, that the definition of the eth-
ical functions also occupied an important place in the basic concepts of the classic
Greek philosophy. For instance, both Plato and Aristotle paid special attention to
the Dorian mode, considering it as being balanced and very important for the har-
monious development of man.

The tone arrangement theory was widely introduced into and firmly estab-
lished in medieval European science of music as well. From the very beginning,
the European musical- theoretical idea used the old Greek mode nomenclature,
though there were differences in principle between the structure of tones and the
rules thereof. In the formation of the medieval tone arrangement theories, a great
role was also played by the eight-part system of the church chants, whose founda-
tion was formed by four authentic (basic) and four plagal (auxiliary) modes. The
nomenclature of the latter (as derived from the basic modes) was conditioned by
the names of the authentic modes, with the addition of the prefix hypo (below). In
the modes of the eight-part system together with the tone arrangement structure,
great significance was attached to the interval correlation between the position of
the tonic center and the mode axis.

According to the original idea of the eight-part system, each part of the mode
should be built only upon of its characteristic melodic-rhythmic formulas, each of
which should be performed during the weeks following Easter and at the church
feasts. Practical implementation of that idea was fraught with difficulties, since it
demanded that the performers memorize and perform intonational formulas and
melodic structures different from and unusual to the modes already firmly estab-
lished in people’s everyday life. It was still possible to overcome this problem with
respect to the Gregorian chants, though the medieval European theoreticians noted
that even specially trained chanters introduced some corrections into the canonic
structures of the modes of the eight-part system and used the accents (intonations)
common in their own auditory traditions.

After the emergence of polyphony (ninth to the twelfth century), a drastic
change took place in the mode bases of European music. The formation and gradu-
al evolution of the harmonic patterns exercised a certain influence on many features
of the mode, such as the laws of mode attraction. The common principle of harmo-
nization leveled the features that were present between the authentic and plagal
modes generated within the monody. The fact that the latter were still referred to
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by the old hypo nomenclature was due to the centuries-old tradition of the tone-ar-
rangement theory. Under such conditions, any attempt at adjusting the modes of
the eight-part system to the newly created mode-harmonic system remained mere
hypotheses in the musical treatises. As we can see, the medieval theoretical frame-
work still differentiates the mode by means of the traditional methods, i.e. based
on the principles of the tonal composition. The tonal composition theory was so
attractive that is still occurs in different forms in current music theory research. In
most of those cases, however, the mood is characterized only by the mode aspect,
which erroneously unifies the identity of these two notions (tonal composition and
the mode).

There is no doubt that the mode also implies the tonal composition, but it
provides very meager information about the mode. The tonal composition only
indicates which pitches were involved in the intoning process, and is thus a result of
the intoning process, not its basis. It is therefore correct that the tonal composition
is regulated by the human mind; it is nothing more than the pitches used in a song,
expanded and experienced as a scale.

Even today, advocates of the scale theory use the names of the medieval
church modes (Phrygian, Mixolydian, Aeolian, Hypoionian, Hypodorian, and so
on) to equalize the musics of different peoples. They justify such an approach by
presuming that different kinds of scales can be generalized with the terms Mixolyd-
ian, Phrygian, and Hypodorian.

I should like to remind such followers of B. Asafyev's words that “the mode
is not a theoretical generalization and can never be imagined as such: the result is
only the sound arrangement, scales, ‘functions, and under such a condition the
quality of the mode vanishes”2 The theoretical generalization of the mode, which is
brought down to the tonal composition by no means indicates its real nature. The
tunes characteristic of each mode or melodic formulas appear in people’s everyday
life, and that is what determines the mode. Tonal composition appears in theoreti-
cians’ works only later in the form of [abstract] ascending and descending arrange-
ments, which are merely the phased graphic representation of its component tones.?

Now I am going to briefly touch upon the acoustic questions, considering that
the problems associated with the comprehension of the mood essence together with
the acoustic theories of tonal composition also retained priority for a long time.

The study of the acoustic patterns has a long history. As early as the antique
period, the prominent Greek philosopher and mathematician Pythagoras and sub-
sequently his disciples laid the foundation of the scholarly approach to the acoustics
of music. Pythagorians formulated the initial ideas about the interval correlations
and tonal composition based on the monochord division, defined the physical fea-

2 Asafyev, Boris (1971). Muzykalnaya forma kak protsess (Musical Form as a Process). Books 1 and
2, 2™ ed. Leningrad: Muzyka (in Russian). P. 229.

}1bid, p. 282.
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tures of the sounds, their wave amplitude, frequency, power and the specificities of
their spreading etc. Despite many achievements, Pythagorians’ relationship with
music was of a mystic-religious nature, and as such did not allow them to depart
from the physical-mathematical criteria. These criteria turned into a kind of dogma
in formal teaching, which ignored the musical content. The sound correlations that
existed in reality and emerged directly in the intoning process, were left beyond the
measuring.

In the subsequent epochs, scholars’ attention was captured by the fact that
not every tone of the tonal composition had equal significance. Some manifested
certain stability; some were unstable and fluctuating; one was active while another
was passive. Scholars discovered an overtone arrangement, the kinship present be-
tween the tones. Though it is true that during acoustic research some hypotheses
(e.g. undertone theory) ended in fiasco, it was crucial that acoustics was tied closely
with musicology insofar as it aided the comprehension of quite a few phenomena.

Neither Pythagorians nor acoustics researchers, however, paid adequate at-
tention to the live intoning processes, as they did not coincide with the results of
acoustic measuring at all. In their theories the acoustic measuring data were turned
into a fetish. That was why the most significant problems concerning the mode
were discussed from a narrow professional angle, formally and mechanically. B.
Asafyev stated, “The song is not created by measuring,” one of the founders of the
theory of intonation.?

The author of these words was led to their undeniable truth by the compre-
hension of intonation as the semantic function of music. In his opinion, the into-
nation is a process during which the acoustic and physiological aspects lose their
significance and music becomes primarily a social phenomenon.

Musicology had undergone much historical development before coming to
an understanding of the intoning nature of music. It is unfortunate that despite the
biases of theories about the arrangement of tones and acoustics, many significant
attempts at grasping the true essence of music slipped into oblivion, and theoretical
ideas remained in the shackles of scholastics. Even as early as Pythagoras’ time, it
was believed that auditory perception was the key to grasping the ethical and aes-
thetic values of music. For instance, while Pythagorians considered that a conso-
nance was an interval founded on the simplest acoustic correlations, Aristotelians
called it “the consonance, the most pleasant to the ear”’ As we see here, great sig-
nificance is placed on aesthetics, and specifically hearing is singled out as the phys-
iological basis of human pleasure. Despite such anthropocentrism being common
in both medieval philosophy and music, before the foundation of the intonational
theory the musical-theoretical idea was under the influence of scholastics, just as

* Asafyev, Boris (1987). O narodnoy muzyke (On Folk Music). Leningrad: Muzyka (in Russian). P. 26

* Orlova, Elena (1984). Intonatsionnaya teoriya Asafyeva kak uchenie o spetsifike muzykalnogo mysh-
leniya (Asafyev's Intonational Theory as a Teaching on the Specificity of Musical Thinking). Mos-
cow: Muzyka (in Russian). P. 12.
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the tonal composition and acoustic theories were based on the postulates and thus
detached from live music. As Johan Gottfried Herder, an outstanding scientist, said,
when focusing on physical and mathematical postulates, we forget that “music is
man’s art™¢

The most significant fault of the tonal arrangement and acoustic theories of
the mode was the lack of attention to the human factor. It proved impossible to fully
comprehend the mode as a product of musical thinking on the basis of the histor-
ically conditioned aesthetic nature and other theories. The general historicity that
is characteristic of the cognition and knowledge of the latter half of the nineteenth
century manifests not so much as a chronological arrangement of significant mu-
sical phenomena, but as a historical viewing of all the most significant stages and
parameters of the evolution of musical thinking of the comprehension of the initial
and developing musical phenomena and processes.

German Laroche, a prominent scholar, notes, “The historical study of music...
means studying its theory” and “a new stage will emerge in its (of musical theory)
development when musical theory breaks free from the exact and natural sciences”.
This new stage will be a period of historical and aesthetic vision.”

The feeling that musical theory is in the shackles of the exact sciences (mathe-
matics, physics) is gradually being established in musicians’ consciousness. I find
the ideas expressed by Johan Matthesson along these lines very significant: “The
first real bases of music are rooted in physics or in natural sciences”; but “the art of
sounds is nurtured from the inexhaustible fount of nature, and not from a puddle
of arithmetics;” “Music [is] not against mathematics but above it"?

Almost a century later, Herman von Helmholtz tried to separate the mu-
sicology from mathematics and physics and took the first steps to draw closer to
physiology. He felt that “the private character of music and its exquisite nuances”
could not be explained by the acoustic laws. He noticed that many musical phe-
nomena arose not from the acoustic nature of the sound, but were created by his-
tory; taking thus the time and place into account could reveal a whole spectrum of
nuances.

Helmholtz's ideas were a step forward from the research of that time. The
emphasis was ultimately still laid on the study of acoustics, but as Laroche notes,
“in the form of physiological acoustics”® What was particularly significant about
Helmholtz’s research was his focus on the human factor. Musicology has gradually
paid more and more attention to this. Herder, for whom music was first of all man-
kind’s art, maintained that if the human factor was not taken into consideration or
was ignored in theoretical research, intonational specificity could have no place in

¢ Orlova, P. 43.
?Ibid, p. 79.
$ Ibid, p. 32.
* Ibid, p. 79.
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music theory. The human factor had been referred to before this, but this was the
first direct association with the notions of intonation and intoning.

Music theory gradually developed ideas about intonation and the intoned na-
ture of music, to the point where intoning is now considered as representing the
process of human musical thinking. Intonation is recognized as a result of inton-
ing. This greatly contributed to the perception of the mode as the act of intoning
sounds based on definite logic. Over the centuries it was through this act of inton-
ing sounds that the tunes and melodic formulas were conceived, i.e. the circles of
typical intonations which became the basic attributes and parameters of the modes.

When musicologists had grasped the essence of the mode and studied its basic
features, referring to the medieval or so-called ‘church modes’ (Ionic, Dorian, Phry-
gian, Lokrian, Hypophrygian, Hypodorian-Hypomixolydian and many others) is a
mere anachronism. Artificially adjusting them to the mode system of any national
musical culture is quite unjustified: there is such a great difference between their
intonational systems, that any kind of reasoning about their unity and similarity is
quite unfounded. Not only among the national languages, even among the divisions
within one language, i.e. on the dialect level the first and foremost sign occurs in the
intonational world. It is these mode-intonational features that determine the orig-
inality, national character and image of the musical language of this or that nation.

If all that has been said above is true (in musicology there is now consensus on
the matter), then how should it be justified that the same names are used to refer to
the modes employed in different national and cultural contexts, built on different
intonational nuclei, tunes and melodic formulas? By adapting the nomenclature of
the medieval church modes to the Georgian or other modes, we are indirectly label-
ing them as similar, even the same - which is absurd and untrue. The arrangement
of tones used in a song does not constitute the mode.

At one of the folklorists’ conferences as early as two decades ago, I expressed
my doubts concerning the accuracy of using the western nomenclature. This was
a doubt and not an assertion and therefore did not provoke much reaction. Fortu-
nately, quite soon afterwards, both theoreticians and folklorists of other countries
voiced similar doubts and contentions. Along these lines, the opinion of Eduard
Alekseyev, a researcher of the early folk modes, is relevant here: “Such nomen-
clatures of ‘nationally characteristic’ authentic scales - “Ionian,” “Mixolydian,’
“Dorian,” “Phrygian” etc. make a more and more depressing impression, continu-
ing to roam from one theoretical description of folldoristic traditions to another”"

I think it is really time to give up calling the Georgian folk singing modes
“Mixolydian,” “Dorian,” “Aeolian,” “Hypolocrian” “Hipomixolydian-Mixolydian”
and the nomenclature of other medieval modes.

It is significant in many respects that the traditional Georgian understanding

' Alekseyev, Eduard (1986). Rannefolklornoe intonirovanie (Early Folkloristic Intoning). Moscow:
Sovetskiy kompozitor (in Russian). P. 28.
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of the mode is associated first of all with the intonation and the intoning nature. In
Georgian, the mode is the term corresponding to the melody, i.e. the tune. This is
how Sulkhan-Saba Orbeliani explains it: “The mode is the stanza of the chanting
and sound-bending to and fro”" Sound bending is nothing other than melodic for-
mulas arranged within one singing stanza. Referring to Pavle Ingorogva’s opinion,
Ivane Javakhishvili writes, “The term denoting the chant adorned with a melody
had to be? Ornamented and the melody itself was called the mode™"?. As we see, the
Georgian understanding of the mode is simple and clear, and does not need “to be
enriched” with other terms and notions.

It should also be noted that Yuri Kholopov, an outstanding Russian theoreti-
cian, considers the ancient melody-model principle to be the true prototype of the
mode". A similar idea is also suggested by Shalva Aslanishvili. He calls the simplest
indication of the mode “the mode-tune’}'¥ but unfortunately, this outstanding idea
was not adequately developed in his subsequent research.

Boris Asafyev noted that some theoretical works were lacking because they
repetedly refer to theoretical biases that are separated from any sense of a live
sounds or direct performance. These same works obfuscate the problems associat-
ed with various musical phenomena, which present as various lifeless schemes and
diagrams that leave the subject still wrapped in secrecy.

One such problem has to do with comprehending the essence of the mode,
which probably caused B. Asafyev to say that, “In musicology the mode problems
turned into a kind of fetish to be studied, a kind of a noose which, as it seems, is
erroneously placed upon various musical phenomena. The mode is actually, how-
ever, only an auxiliary term and is always a kind of a result of the life-giving forces
of musical art™'*

Asafyev further notes that he touches upon, “this special but not so narrow
technical-theoretical sphere as an example of instruction against the dangers of ob-
scuring the process of studying music through theoretical biases, since such rem-
nants of scholasticism are not so rare in our art and they are especially dangerous
in folklore for they prevent folklore from becoming a science of popular-national
musical art."®

My goal in all this is again to convince the reader that adapting the nomen-

1t Orbeliani, Sulkhan-Saba (1991). Leksikoni kartuli (Georgian Dictionary). 1. Tbilisi: Merani (in
Georgian). P. 373.

1 Javakhishvili, [vane (1990). Kartuli musikis istoriis dziritadi sakitkhebi (The Basic Questions of the
History of Georgian Music). Tbilisi: Khelovneba (in Georgian). P. 230.

» Kholopov, Yuri (1998). Garmoniya. Teoreticheskiy kurs (Harmony. A Theoretical Course). 2 ed.
Revised. Moscow: Muzyka (in Russian). Pp. 30-36, 178.

1 Aglanishvily, Shalva (1954). Narkvevebi kartuli khalkhuri simgherebis shesakheb (Essays on Geor-
gian Folk Songs). I. Tbilisi: Khelovneba (in Georgian). P. 173.

15 Asafyev, 1987, p. 25.
1 1bid.
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clature of the so-called medieval church modes to the Georgian singing modes is
groundless and absurd. I emphasize this point because in the field of Georgian mu-
sicology one can still find publications of research based on artificial postulates
thought up by researchers who are out of touch with what occurs in live perfor-
mance. Such abstract theories obscure the truth of the Georgian mode system rath-
er than clarifying it.

When acoustic measuring was in fashion, the diatonic tonal arrangements
of the mode began to be seen as an uninterrupted chain of pure fourths and fifths
(this is the origin of the popular fourth and fifth diatonics in music theory). This
‘new’ perspective often gave the impression that the sequences of fourths and
fifths actually formed the diatonic tonal arrangements. I do not deny that in order
to shed light on a theoretical contention researchers sometimes have to rely on
acoustic data that do not stern directly from the mood but belong to the sphere of
mathematics and physics, but at those moments, the researcher must be extra cau-
tious and never present any kind of acoustic calculations as natural features of the
mode. For instance, the theory of overtone arrangements was often used to prove
the interval structure of the tonal compositions. There is no doubt that the over-
tone relationships belong to the acoustic surroundings, but analysis of the dynamic
processes of the mode revealed that the intermodal acoustic relationships did not
obey the overtone system very strongly. The same may be said about the fourth-
fifth sequence. In the mode there really are intermodal fusions that have nothing
in common with the principles of the uninterrupted fourth-fifth sequence and the
ensuing tonal composition. The fourth-fifth intermodal interactions emerge first of
all from man's psycho-physiological demands, resulting from the inner regulation
and constant control over the stability of the tonal arrangements through these in-
tervals. All this was proved brilliantly by the well-known theoretician Lev Mazel.”

In my opinion the idea expressed by Russian musician Nikolay Kashkin is cor-
rect: “As for the laws of the acoustic phenomena, they correspond to music as much
as they coincide with the aspects and laws ensuing logically from the art of sound
per se”.'® We should not forget that the statics of the acoustic correlations occurring
abstractly (they always remain such) will never have any reflection or response in
music until these acoustic correlations have been realized in the dynamic processes
of intoning. Only then do those correlations acquire a function and take part in
the formation of the mode system. In order to illustrate this idea, I will provide an
example.

In Georgian musicology, there is a deep-rooted idea that the top note in a
fourth-interval cadence is the tonic of the whole piece (several Georgian folk songs
indeed end in the fourth interval). This idea is based on the faulty assumption that

17 Mazel, Lev (1972). Problemy klassicheskoy garmonii (Problems of Classical Harmony). Moscow:
Muzyka (in Russian). Pp. 185-290.

1 Orlova. p. 87.
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in a fourth interval, represented abstractly, the upper note attracts the lower note.
No such thing occurs in nature. B. Asafyev noted, “The acoustic surroundings not
organized by human consciousness, is not yet music”' The theory that the upper
note attracts the lower note in a fourth interval was established after the emergence
of the major-minor harmonic system, where the fluctuating dominant function
(occurring below the tonics by the fourth) strives for the tonic. Such a situation
significantly facilitated the formation and firm establishment of the theory that the
root in the fourth interval is attracted by the upper note. From the viewpoint of
attraction, the mood-harmonic system of Georgian polyphonic music differs di-
ametrically from the major-minor harmonic system. This is revealed in the prin-
ciple of mono-tonicality, one of the main characteristics of the Georgian modes:
such patterns of gravitation, where the “psychology of expectation” prescribes a
certain reading, always offers the lower sound of the consonance (interval) as the
tone completing the musical idea.

This argument is sufficient to prove that the stability in the concluding fourth
interval is guaranteed by its root, which accordingly attracts and subjugates the
peak. I maintain that all that has been said above clearly proves how wrong it is to
adapt the theoretical postulates based on the European major-minor systems to the
Georgian mode systems. It is sure to lead us to errors.

A researcher interested in the theoretical problems of musical folklore should
draw conclusions first of all on the basis of auditory analysis. No lifeless, notated
transcriptions, artificial schemes, scales and abstract theoretical propositions can
outweigh the significance of the impressions the researcher will experience when
directly feeling and perceiving music performed live, though it should also be noted
that the depth and correct perception need a keen musical ear and a high-quality
listening experience. The researcher should also not forget that music is indeed
man’s art and should pay sharp attention to those principles of intoning through
which people have been creating songs since time immemorial. A correct com-
prehension of the intoning processes will provide the grounds for recognizing the
nature and patterns of the mode. This, in its turn, is one of the preconditions of
formulating accurate theories and using correct terminology.

¥ Asafyev, 1971, p.23.
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30 ndor)ds 3 waddmymddgenn Ig83bgds o omgdss”, Moy magnbosgorm
b593L goobgob = 3s3nb Fmamems ofdnms s abgMnms dg3cn dab
9bobgd? ammygdgemn LEMagge arnBsmmalb 3g(36mdnbs d9badoc dmdyda-
o0, oobaymemaemn ogabgdos Ssd0sbabs. s8n@mBag dgmmemns (badmgMs,
3‘3[)03.)). Fmamt gboyg@ngnGo fgbmdgba, ndmogomgg agdyd Goemmbmaany-
Ao g36gBob bogbsm 8 Jgbadsdabn sbobzsy A3mzs yzgems EAmab garam-
bevggo@-gbog B gae bosbeggdn.

9gmg dbfng, 9gmmmnd, Gmam&y d39Gsme Ladystim, magoboogem
0B3game 339600 J3bsmdalb gabammmanmGn s Sy bGognGo bsgmds-
mgdob JgbBogmobs m@o dagMsmbndommgdingn 3933a6gdob mmgngab gboe-
Jor-gobommmanno B56s3dmgMgdnb omagbalb LyGgamb.

edmmmb, dMsgemo mgmBammn a3dmigmgze dngdmgbs 28s oy ad
99mgdob, Boggombsemagn dmbojomyfn JamBYGab, bLBomabs o gsbAnb
dgmmmonf-353dmabobggm badmamgdams s magebgdmgdsms JgLbBagmab.
aby Emd, Ladg(3bngHm oG MG gmmmoanl Ggbobgd damens(y ornd.
353608 53y B0brd @agdnbm, Mm3 Bmangfimn cgmfammn as8mJ3mags,
Los3 9J396&0 Gndbmmmanm® bajombadbgs asms@ebaemn, sembgHomn ba-
Losanbos, Mabagy Bagemgdn boMggdgemn 8mogab @d goGnnMom sGagnmstin
Jogdnthn Mo 3g3b dmbognb bgemmgbgdobmeb. @gdbmmmaame IGm(3gbs-
30l 206 33530bs00g0b, Gng 3g8mbggagddn, asMroomgemn(3ed Mondy dmamy-
Bnb, bgMbabs org Ladwmamgdob smbges, 8oaMsd dbmmme >mByMornmdam
Igdmgafmagems gmamor aondsGomadgmns. o6 wbrs mogzegnbymgl, Gmad
(3o 3aaemn gergd36@gdn, bgMbgde s Ladnsmgdgda 8abojab z53mdbobag-
eemdab dbabayFbo 3G0sb @d 3G gdbygbgdama, Mlamgbmem 8m(3gdymmdy-
dn. sbgo g99m33emg390dn a0 33gnebamam 8063 Mbms ,ab3megb dmbags".

3Bsrmnbob abgen 3gomenl ay@egds, HmAgedoy dbs@zGmmo (bm-
3o, gbog®nynen) o B8nbrs Gnbmmmanye AbsGggdn a6 33gmme
Labogbab bsboo agbgds BoMB8mmagboma, Lsjdome Gorgmns s dmdom

? sberpmody, a3. 14.
' Mywkun, Anexcanpp (1960). Kamennpid 20cmp. Cobpanue counnennit B 19 Tomax, ToM 4er-

BepThiii. Cuena 2: Mockpa: TocynapcTBeHHOe M3NaTeNbCTBO XYROXKECTBEHHOI nuTepaTypst. C.
344,
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oty Bgdb 65dAmBan sababgds Lamobopmm. Bsafed ymagmnggby bLapdato
3206(3 30Bo63gBmbnemom Bngnhbag, Gocms JaFormmo gmenyromMob 58g58nb-
o > 3m3sgomn sbarmaabMs 3yarmgzemgde asbgsGomm Bmbngalagsb
3mBygod o, 33Gom, sHogdabdmddgm 3eBgfnmmdsb (Gobe Gggnmnggdeg
ba8g(360gBm 253m33mmgggddn blnMom 3gbamads) s dson gaMemmgds db-
2@aFEn >BGBmMabndnbagygb, Bgdmo dmbadbymn 3bomabal Fgmmenboo-
gnb LogoBm (3mEbob dm3mggdobs @ baM-B3g3adnl asdmBmasggdabsjgb
Bagdotionm.

dgmmeonl Jgbobgd  308mgdzgybgdmm badgabaghem  mndgMagnMede
(930Mggmmab ymgmnbs, 3bgeagemmdsdo 853b 3. sbagaggal, m. dobgemnb, 3.
(3739(3260b, J. 3136oG0mgnbs @ bbgs (36mdaemn agmEg@nmligdel gsdmga-
mg333n) AGogamo 3mb(333@emao 8mbabFgdss gedmmgdamo dgmmenab
18603369mmaobabo sb3g@gdnb dgbabgd. 8s0» Agadmgds 8gmmeanls dmaore-
bsgo3mdMom 3obmbbmBagFgdabn(y 30bmeme, Goash ababo 3qbngommyca
556m36930b Bmgombaoamdfom Jobmbgdal mdngd@n@ BoboddmgMgdbgs
2m8m(3969dmn. 353508 Dmasmmsb ghmee sGbgdmalb jgMdm, mmgsemmfio
0530093053003, GmMIgmand asd3mgmgboy 33> oy 08 gemgbymo 3glo-
JOrmg®o bymeob 8m(306s o IR AEmadGngss. cd3s IsMorgmgde Lbge-
abbgs Bogambarma@ Fabngorm® gbobs > 8gmmEngA cdgabydyMgdgdL
Iminbay dgndmgds FoGdom mandgdbmb.

363 Jofornma qbnjoman gmeyermGobBgs dGAgbams gygGoe-
3™ dgmmrngob 3Gm3mgdgdab 3ndsfm. 8sMmammns, dmbmamogogemn bo-
booonb ao8mygemgzs RGP oG EBgMams, 85308 dgmmponb @sergggme
9mg396@930L Jgbobagd LanbBaFgbm 3mbabgdgde as36gamas bbzarabbas
653Am3da.

JoBomma bamba@o 8gbagab gmmmogal 3Gmdmgdsdogob yzgmody
qFomE dormgs sbemobadgamne Iggbm. 6:336Gm3dn JoMmorm-yobgamob borm-
byio bogmbom bodmgFgdab Jomdmbas'! 356 8mgmo msga go dagdmgbs
208mbogmgo Ladoaggmmb bombaBe bLedmgMgdob 8gmmengsb. bLH3EY-
bsme, 53@™An ©sLaBYnbdngg >m6ndbagh, Hm3 Bab 8obsblL 36 BaM3mare-
326> 3gmmeanb ©s63Gnengdamn @ 38m3BgMegn sbormnbn @ dnfamomae
03 60356-30b7393Dg 535bgnmgdl yuMoomadeb, FmAgmos (3mebag d>G3m-
Boymmo 6ormababomzgal sm3omgdgm 3aGmdae 8asBBns. MgRm bomAdabyy-
o 3gmmmagab 3Gmdemgdgdb sbemsbadgama bbgs 6:3Gmadn (60 395780
Joomero boenbyo bodmgHgdab 3xbobya) 3sbabaenagh'?. 53 gsdmygmgzodn
Joorgmea dgmmmogol 3gbobgd as3mogdmmas dMsgomn LoggMepmdm dm-
boBMHyds, BMBgmmme gHoGogamn sbamabn 336 boMmggdmmdab dmy@sbl o3
3Gmdmgdoo ©nbGgMgLgdmm d33mmggemb.

W sbemsbadgoemo Boengs (1950). JoSaem-gobgonb boenbg@in bog mbrm bodegMydnb Js@dm
60o. dnmnbe: bobgengodn. ag.: 35-50.

2 5bmabndgamn 3omgs (1954). 65395980 Jofornmma bormbrFo bodmgMgdnb gbobyd. L
odnenba: byemgbgdo. ag.: 90-163.
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8oybgogom ndabs, Gm3 JoGorgmo bambm@n Igmmeogab Bgbobgd
33dmongdnms Mngn 360d36gcmmgebo  gbgommgdgdabs, Bgdadmns ads-
3@ gogdze, Gmd dsb3n ®g® Jnmgg AGagemn LLoowmBmrmmgds odambme
3Ab". 33ergbbbgmas ab JobmbbmBngMgdaba, Hmdmgdn(y sby adbsbbasggdab
96 08bgonbogeb smImbogmpe s abagmgm badetoggmmb 3mbngarma&
0693b, Agememanb Bn3gdb; oboagbas Lbgomabbgs Bmbngormad masemg-
Jeoms Jgmmpamfio mogabydaMgdobo, Gndmdng nbBmbagnoms By, ao-
dmababggmn badwsregdobn, Fnbogaba 2353mmgdnb IGabzadgda, gmM8ab-
3383690 @od@™Ggde @ Jomgy dMsgocre Lbgs. ym3E0gy Jaenggoon
37985m3a0b qofomE godmsb, mammgamn bsjaobolb byGn3ammbam 3gL-
Bogemob 3mocbmgl. 580@m3 LM o6nsbn BMbmaMogynyma 653Gmnb 3g48-
6ob oge 39633900 EGMom MBS 3omdgammyl.

R3960 623FHmAob mogmadntiggm oyl JoMormme borban dgmmmo-
Jnb dofgmem 6n8s6-mgabigdocs Fg(36mds m@d 393mIbynHgds BomBmomagbms.
353658 gamgzob IGm3gbo oby BoMndstoes, Gm3d Bgmmpnnl 358smagbgem
439em gemgdgb@b 39 ogmedge Lacmobom yaMommgds. sdaba 3ndybe
BegngFion ,adaGbmmo banydmmgdab” 23mbbbab (3embgde agm. 33emg-
398 398ma3enbs gmmmEnol abgon gafuen ImBgbgomco dgbodmydmmmdyg-
3n, abgomn mAngabsmagin oognbgdamgdgdo ©s JobmbbmangFgdgdn, Gma-
mgdng 3> sGB™ Ggmmmanl, 2Ga8gr Jofmmma bambae 3qbajormao
2bBmgbgdal bmangfon bbgs Lanmydmmmgdal 33mbbEnLb asbamadlb ba@-
dmaagbL. Jotorgm dnbogemnG-ogmEamm dg(360gfMgdsdn Igrmmanl sm-
60dbgmo 60dsbmdmngn  ogabydaFgdadal Bgbobgd, Gm3gmbgi boy-
do6n gagdmon 33976030, RIG oBeggn ogdmms. gundGmd, 6sdGmddn go-
dmoddmen 3mbadigdgdn ashyggne 06@3AgLL smdagh L3gEnsmab@os
deatinb. bgdabdngf Go@ogmem Bggobgdol 8mBsgsredn morn agrmobyycon
3mgggnegdn.

dgmmpend Howmn, 3Mogomdbfng mMasbobgdamn dommnobmdss. ngo
gormndmgds 33mBbabggmmdals bymdgdbymd gmgdgbGms a9bmymagmma oe-
ondbmdno. Fgromns, Gmam@ dqbogol 9dbndzbgmmmgabgl gmydgb@os
(joemm, da9Gsmbndomengdfngn 3°3906330b  mmange, Gn@dn, gBn o
bb3.) gfomdmomds, gmEbom mEAasbabab 3zegh - bLybogogh, @godssL,
3mdMomdl... gb 3o dMogommbobmgbgdobs o aobgnmatigdol nma Bgbad-
tmgdenmBgdnlb babnbane.

obgag, Fmam@y 3@ ygamgds, boesy ob&mmadmmn sBGab Rsdmgo-

mndgds as@33gam mmangeb mod359mpdemgdam bogygsms msbdndrgamm-
d0b Ladmomgdnm brogds, BgmmEnsy 3o8mababggromdel 3gmbg Babnjoey-

o bnByzgdeb ~ qdoMgbe dagGoma 3535396mmdab 8Jmby goobBHgdumn
9Fogmgdeb, 96y 0bEmMbo30gd0b  396808mgaimdotgs 339d9mo. @b~
Agmgdame dqbagormg@n obMngs s boby LEmEMm sbgmn nbGmbazngdab
RoFgno, Bomn Mz ncn 056303m)3MmMmdno 0gdbgds. Lbgsmabbszs 3mba-
Jocrén g3mgab, bagnmborrgMn dabajsrrato g69d0b, FobMgdalb LGnergE
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030badMgdoms  Radmysmndgdsdn wdnMggmabe 36adabgrmmds LbmGgr
0b@mbagznoms Gndmdfngn gammdmegdal 893mdeggdab gbagdgds. Joarmma
boebyBn bobedmgMm Igmmengob Gndmding nbBmbsgnoms By pomg-
Lo dGagomaygmgabn, 3Mogoembobmgabo @y, Moz dosgeny, Momegbam
ognondymegans. gb 3Magomeygmgbgds, M3nMggmab ymgmnbs, JoMorgmo
3abogormnMa 3bAmM3bgdnb abGmGnmmo asbgamatigdnb dMsgarbayjnbm-
39635 308, Lbgomobbas gdmgab LBOYFB> Fmabmgbnmgdgdds, #6M+y-
0 EogA6(300300Lb Logodgl, dabngsrmaA mndmgddoe badMogmad @d,
3gbodadnbo, 3smB8s rmysmn@ds nb@MBaEoN@3s LodysMmma aobs3nMmdo.
JoGomma 3gmmengolb w8maghgb mamlbgdab 3o dnbe mgemdymasmn d9bgds
396badmgMogh. BgmmEngdab sbomnba, P3nFggmab ymamabs, cgnodym-
BoEM3nb 3563babmamgmn dobsbosagdmgdabs @s GodmdGngn 0bGmbayng-
o dnfoggdolb go8mamnba-dgLbBogmob apemnbb8mdl. 3038 mgno 53 Ig-
mmEogdnb 38smagbgm gmgdgb®oe xmbmdmar ggognmafn sbanbob
3gmmo LEnmaabmgsb Labgb g6 3nnmgdl.

396 M339 50360365, HmA Bgemmens 3odmabsbygmmadnb byemdgdbymd
9e3896@ 0 aobmymagma gfhmnsbmdas. 833Mad dgmmmanb s@bab dg(36mds,
3nbn boEABobymmo sbosmabn LEMGgE 58 gMomdab ©s3mnb, dgdsagbyeme
9t0336@980b  (3om-(33em3g @ §HNBabgmmb PRMngFcgsgdatinb dgbbog-
mob 37393 bogds dgbadmagdgmn. 3 geg8gb@db ImMals 3obbsymorig-
dgemn 36033bgemmds  jneomb, dagMembadsmmgdfng 30380693L, En@dbo
@ 3g8Fb nBnggds. dsMarsmmns, dgmmemaonb bbgs gmgdgbdgdey (Bgddea,
9a0b@mn, bdmgabgdalb Lndmaghyg o bbg.) dgmemeega 3s3mdbabggmm-
3nb s6bgdocn gad@mGgdos s 360336gmmabor gbymaL baemb Bbe@ayemo
babab BoBmyormadgdsbs @ babnomab asbbbsb, 3533 Ydgomme 3gemmeenals
BMAnMa3590 oo Gmmo Lo gdsme Igbmyrnmos. s80@ma JaMzam Mogdo
3gemmEonlb 33853969 mab dofnosm gemgBgbddy 3g3shgMgde yaMormy-
dab.

(36m3nmns, Gmd BbngsmM-g6mdMagn 3o6mbbmanggdobn s, bobm-
3%RmE, dMbogomudn (36mdagMgds FbmmmE  Jommyio mMaabndaznab
boggmdzgmby 3gedmgds Bodmyomadmgb. g3 dobgmmn osgab 3gbobndbog
353m 333080 O menoduu bodasbdnm smbndbagh, AmA ,jommmeHn MMasbn-
Bogns dmbogomuGn gbabs @ bGEM3zbydab smEemgdgme Lagygdggmas™'.
3a336snbndsmmygdMogn 3agdntigde, Gmdmgdog dgmemanb yzgmedy g3tm
6n356mdmng > L3gzagegd BbaMgb BaFdmaragbgb, dnbejsmam 2BAL
dbmmme Jomegt bagmdzgmbdy adgbgb™. sbg dsgsmnose, Anggdab aocm-
35, GmAgmn(y dagGombodsmmgding (33oemgdemmdatgs 339dgme, bHgmo-
o 3mymgdmmns dbogormy sSBAL, Gowash ngn Jomma@ bagydggmdy o6

1 Masensb Jlep (1952). O menoduu. Mocksa: [ocynapcTpenHoe My3blkanbHoe i13fatenbctso. C.
22.

" nd3g ag-: 37-38.
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>M0b >m8m(396gdmmn.

o M0l jormm? 53 bagooblb Azgh sMagMambamm 3g3bgdngoton > Lbgs-
©3bbgs 6536m33n bdatow 333magnmdgadh 3mbodbAgdgdn. 3 Jgdmbagzado,
oBymnb 3gbgymgdgddy moyMrbmdnm, jomnz gfobgem asgsdsbzormgdo
gacoemgdshb joemmb 03 dofgye 603s6-ognbydgddg, Gm3mgdns, ghon
brng, gormmb o6LL 3sbbodmgMeggb ma, 53937 EMmb, gmmeonnb L3gyogn-
JaMn 0030bgdu@gdadolb 8g(36mdadn 0339635633056,

dobgemo ombadbogh, Gmd jnmm, w3nM3zgmmgb ymgemobs, obgon 8boe-
JorgFn  Gmbgdnb bab@gdss, GmIgmems 393mMBggo  Le3nALMAmEgdemm
3GsJ@ngdda dqbogormmfn sbBMmzbgdab a56z0mofgdnb ab@mBonmo IGm-
39Lgd0 aygm as63nBmdgdmmn's. 58 mbgdal bagRom dagfhnmn bisdysGmesb
293mAhRggs aoM33gmem mmanob ©09J353gdaMe © MGMogHo Jo3dntigdda
3°6mbBmang®n bobg 8gadnba. LBMAgE GMbgdab sbgo YFHongHo jogdomb
3996 3m@nbayme Jgbodmgdmmads BqbnjamaM-sdHmdMago gbd(3nab
IbBEgemgdabe.

badstomnabo damonmydlh Gsbgmen, Gm3 jommb smbgobomgalb o6
260l bs38snba Bbmmme 3nb dagFRsmting by Bomamgds. dagMmamngn bodsm-
mob dobgogeo omoggdama, abBmbaMgdab 3Gm(3nL3n 8mbBabarmy BMbgdab
bormos. joemmb >@bob 3g(36mdabamgnl go MBmsgHgbn 86ad3bammds gbngg-
3> 03 gybg(3ngdab 396 33930L, HMBmgda(y 337 5db NBEMENEZBAL 3GHm(35b-
3o o43b. oMbgdnons, d3Mgm3ag, 0bEmMbBaMgdomn d3gfMgdalb 396MEBMBngHn
EoONgGHm3ag3ngdabs @ dmgdamae Jommbomgnlb yzgmedy vgcHm Go-
ImdMng nbBmbaznoms BMnb mamaghs, ®omash ,gb abBmba(3ngda gormmb-
056 03BN PRongHmmBadns: nbnbo abBmBammsm sysemndgdab 3sb
©> 33539 EGmL 3nb bogydzgmdg gHoNsbogdnob s aonsbMgdask"'e. gb 8o-
Byemoabgmmn 3mbobRgds sdmbagomn BgHgnmns jnramb 3ol 35bLo3bmadam,
Lonsbag bosoxmam RsbL, M jomm gGo@Amamar dgbogorngco nbBmba-
tgdnb >q3orgdgeme Logadgamnyss s dgmgany- 03000 ab jormgda go,
Gmdrmgdngg nbEMMomEoE ©o3MnbGsMmPs @ dognmn N3 gomMs dmadn-
36930b Fmbogora@ (36mdngHgdadn, ao@gggmemn sbMom ymggm Jmbyfg-
& Iqbogoran® Jdbomgdade byrobms 0850935, HmamGy dgmmmmayFn
3mdMamdnb, nbBmbo(snmMo aobgnmatigdab dgmaan.

gmagemngg bgdmangdamob 358mga smdoo bydg@ns adeb 3@ gn;3g-
b5, Bm3 Jormm o Igmmmns MmEadbamo d;mmosbmds s aobuymagmmmdos.
m03qb bagymdggmb 0bGmba3ns s nbGMBaMgdal 3Gm(35bgda BoMm3marggtl.
8bogormymn 06GmBamgdab (GoFHmm asggdom gemmanGo 3mdGomdab) ab-
G 3obgnoaMgdam 3Gm3gbgddo Rsobobs jommb abgoo defgmenn
3obobnoogdmgdn, BmamGng GmbBydab dnmsjommyEn dabamyermmdgdns. o3
3Gm(39LgdlL g ogdntigds nbGMbatigdsmn GmBgdnl wexngMgb3ngds Lnd-

1S Masens, c. 38.
% nd3g. a3 38-39.
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yoGnbs @ Ighygmdnb Bobgrgom, JommuGe boyMogbgdnbs ®d myHdab
B68mgdBs, Gmbgdal dofocmom > aFB3ag mbignsmd Rsdmysemndgds.
gm3zamo omasbn dagfMscbindommgdng 3033n63b mmanga® Lagndzgmb
«9J8b0ms, Hog Lodmrrmm Ks3dn BgmmEogfo dmdGomdnb bAgmymagnmo
gmdgdab Rodmysmndgdsb wBymdms bgmb. sgdymeb 30dmdmabomy, ofgaggs,
6mad gomom 33560 3o3d0Mgdob bab@gdss, Hmdgmaary abBmboMgdorn d33-
63d0, gfhon dbMng, 35633 meme mmangoeb biggmdagmdy g@onsbmgds s,
0dsgAmumoe, adbngm@gds jomggey. 39MByds-3gghmgdab Lagndggmby
0b@mBoMgdomn dagMgdn asebMgdmm dnbogormgm ghmgnmgdl — ebgmbs-
3rgdL BoMam4abnb s Fgo mo 7fygy daghgdsm AR MIb3nMrgds. Jo-
meb 3agGnon LobBgdab mAasBaBaes dyofin @ dgMygge FubJ(3ngdab
Rabsbgaos o dabaomemmdnb 356mbbm3ngMgdams Radmysmadgdno abyg-
3. ovmboo(3 L 3oy, MEBaNMNE ABGmba(3ngM BamBmbogdbdn d39-
A98L 3m@ab Bnbogsba ddmems 80dNbaMgmlb GnmGEa@g@nL, bodystnb,
(096@Mormfn  8603369mmdnlb  8m3mggdabamgab. Sbgme ddmems  Mage
B5J8MRgd0b bamIgBymdne (dofocme@ae, dg@ne-Moddgma), gho-gh-
anb 258:6%39d00 dmsgPegds. LBmEgm nan ndgbl 8mogafn Loyhegbob,
Lr8mgMab (336@MarmHa GmbBab gabjansb. sbgem 3gdmbggzedn dgmeg dag-
Mo 3gMygan BMbjgoabss s, GmamMy Babn, ege Q96@Fmgfn @mbab
3ng6 ngdbgds dnbomemn. dnbommrmdelb Bomdmg8Boo Lagmdagme gyMgds
3mdFomdnb nbs3njsb, nbGmBaMgdnb IHm3gbgdb. by nbabgds dnMggema-
0 ab@mboznyMo dnMmggdn (gaom asagdem dgmmeogco 9mdBomdgdn).
RAMDS 356353mmdadn, M3 NYPOM FoGOMIERIIMES @ JINIHEIdMES
GQQMQanb dag6omnbodommygdnga J5380Mgd0, 8gmm@nyGa asdmdbobgy-
mmdob Jn@ggmoen Jgbsdmgdmmdgdn MaGm drerMridmes, LVt e r )
brgdmms 85Ldn Bgdsgomn mnomgmmn Gmbob jommaa o gbans.

mmangacoe assbMgdame dz3gGembedemmgdfnge s 3g@Hnm-Mind-
3mmo mBaebobsgnob Lagymdggmby smdm(3g6gdgmoe 8ysa, sby @mba gy
> 356yg30 BMbJ3ngdab FomngRndmiBamgds a3oa3gam LabGgder yo-
m0dmyds, Gm3gmbag 3mbogalb mgmBagen 8336ngMgds Jaerm@mbormdob
9BmEgdb. 8gmmme@onb mEzobnbaynada nmm@mbammdol BaG8mdbs asblo-
JGgdamo Anaob Bmammgbss, Gompash ngo 860836gmm3baro a96s3nGmdgdl
Jprm@onGa ©@ddodummdnb, bndjggocab 6 InMaym ~ ©83gemgdabs @
LoBybaGnb batabbb, 3nb dgg3gfnemmdal.

3abngab gmGammn 8936ngMgds dqbogomnG-dagFomn 8mgmgbgdnb
©LObILNYGImIE ™G  bngRgmdag JmmMENBIGL nygbgdb. BagMgdal
g6nEGEame  3gbadgdal 3aMGngomafn JmmEEoba(3nobageb aobLbgags-
300, dgmmmnsh, Gmameiy eAmda g3sbaygboma d39M9dnb 00630dg3imdob,
AmGndmbGommob bogMmdmnge Jmmpnbodn dggbodsdsds. 8mbagnbdimm-
6gmd280 IMFHnDMbGIMYEmds, mnbgofmmmds, babmdiamds, MmamM(y Lo-
6mbadgta (3673980, bdnMor Fgmmmone dmdGomdolb mabobobramgdmom
asdmoygbgdo.
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(a6 JgmmEnalb 335Msmbndammgdfngn Jo330M9d0 IENDMEEGsen-
960 (mabgoGmmn) dmdtomdolb InFmdgddn yomndmgds, gobmormym-bage-
(3m3Mngn BsGdmpagbydab 3maggmmogdom ngo asfiggmee babob (Bobodbaly)
sbmzaa(30gdL 0B393b. 58 go6g8mgdsd 36033bgmrmabam gobsdamds 34bn ol
ogmfogm 89(3bngHgdadn abgon §3M8nbgdol 3 j3nEMAgds, Gmammgdn-
Qo dgenmpamta boda, Jgenmeogia boboda, smbsgemn o6 omsgorro
dgemmpogBo bodo o 5.9.
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THE GEORGIAN FOLK SONG MELODY!

A great deal has been said and written about melody. Since ancient times,
philosophical ideas about music have been linked with melody. From the earliest
periods of history, humans have known that it is melody that makes it possible to
formulate musical ideas, express inner emotions and represent an emotional world.
Melody is like icon painting with sounds and is therefore the basis of all musical
imagery.

In the words of E. T. A. Hoffmann, “Sound resides in all things; but notes, that
is to say, melodies, which speak the higher language of the spirit-realm, repose only
in the breasts of men... Musicians, that is to say those in whom music becomes a
condition of total awareness, are surrounded on all sides by melody and harmony:
A witty physicist is believed to have said, ‘Hearing is inner vision” A musician's
vision also becomes an inner hearing which makes possible a deep realization of
music. Therefore, the sudden emergence of melody in one’s soul, this unconscious
comprehension of the secret music of nature — more correctly, a knowledge and
perception that cannot be expressed in words - is the foundation of the musician's
life and creative work”

I would only add to these inspired words that melody is the basic foundation
not only for the musician but for musical art in general. I believe this to be true
despite the fact that, in some trends of modern music, the role of melody is rather
weakened or ignored completely, while the emphasis is shifted toward other
elements of musical expression.

The prominent German linguist Wilhelm von Humboldt noted, “Humankind,
as a species of animal, is truly a singing creature, but one that unites thoughts with
the singing voice”?® It is clear that by the “singing voice,’” Humboldt means the
melody that carries the content and the idea.

! The article is Kukuri Chokhonelidze's annual scientific work of 1999-2000; preserved at the
AGFML. Is published for the first time.

3 E. T. A. Hoffmann, E. T. A. Hoffmann’s Musical Writings, ed. David Charlton (Cambridge:
Cambridge University Press, 1989), 163-64. - Ed.

3 The reference is to the German Romantic scientist Johann Wilhelm Ritter (1776-1810), cf. Key
Texts of Johann Wilhelm Ritter (1776-1810) on the Science and Art of Nature, trans. Jocelyn Holland
(Leiden: Brill, 2010), p. 301. This reference and the quotations below are cited in Nodar Andghuladze,
Homo Cantor (Tbilisi: Kronograpi, 1997). (In Georgian) - Ed.

* Andghuladze, Homeo Canitor, p.6.

% Ibid, p.1.
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Hegel expresses a nearly identical notion of music, singing, and melody: “In
music in general, song is this joy and pleasure in self-awareness, like the lark’s
singing in the freedom of the air. ... Even in suffering, the sweet tone of lament
must sound through the griefs and alleviate them, so that it seems to us worthwhile
so to suffer as to understand this lament. This is the sweet melody, the song in all
art”® Michelangelo also said that, “good painting is music, a melody”’

In every historical epoch, there have been philosophical teachings that
represent the triad of singing, melody, and music as a unity. We should also
acknowledge the philosophical idea that singing is not only the initial source of
music but also the beginning of all the branches of art and everything associated
with it. This is the contention taken up by Nodar Andghuladze in his brilliant book
Homo Cantor. Referencing Heinrich Neuhaus’s inspired expression, “The source
of all the music we hear is singing,” the author adds the commentary that, it is the
source “not only of the music we hear, but of music which can be heard only in the
soul”f One may justly add to this commentary Plato’s idea of music as, “a melodic
motion which imitates spiritual agitation”’

Melody throws light on the beauty and charm of the secret world of sounds,
which is buried in the depths of man’s soul. It is first and foremost an expression
of the “divine language of the spiritual world,” and remains “the unconscious
perception that cannot be put in words [Hoffman),” as there are no words capable
of expressing the secret world of souls. In an ancient Georgian chant, there a poetic
text says:

“Hail, O Queen, thou glory of motherhood and maidenhood! For every
mouth, however eloquent and sweet of speech, is incapable of worthily singing thy
praise; and every mind reeleth when it would fain understand thy birth-giving. For
which cause, with one accord, we glorify thee”!®

The reader may surmise that in the text of this chant the idea of “belief” is not
opposed to speech. It is quite evident that here “belief” indicates chanting-that is, to
paraphrase, “since we are unable to glorify you by means of words, we are glorifying
you with chanting” Indeed, whatever cannot be expressed in words is expressible
only through chanting, that is, music.

There is a philosophical-aesthetic contention that singing (music, melody) is

¢ Andghuladze, p.17. This English translation: Georg Wilhelm Friedrich Hegel, Aesthetics: Lectures
on Fine Arts, trans. Thomas Malcolm Knox (Oxford: Clarendon Press, 1975), vol. 1, p. 159. - Ed.

? Ibid, p.18.

® Ibid, p.17. Heinrich Neuhaus was a famous pianist and pedagogue, who taught for many years at
the Moscow Conservatory. His students included Emil Gilels and Sviatoslav Richter. - Ed.

® Ibid, p. 42. The reference is apparently to Platos Timaeus (47d), which reads “harmony [Greek
harmonia), whose movements are akin to the orbits within our souls, is a gift of the Muses” Plato:

Complete Works, trans. Donald ]. Zeyl (Indianapolis: Hackett, 1997), 1250. ~ Ed.
1° This is the irmos or introductory stanza to the Ninth Ode in the Second Canon for Pentecost in
Eastern Orthodox worship. The text is traditionally attributed to St. John of Damascus. - Ed.
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manifested through diversity, yet at the same time “it is the &v xal nav {Greek for
“one and all”], the whole, which creates one song out of all songs; a song of songs.
This is love, for as in love there is creation, in creative work there is life”!! Here we
should remember A. Pushkin’s beautiful words:

..Among life’s pleasures

Music yields to none save love;

But love itself is melody..."2

I have said above that melody is born in the world of spiritual mystery and
is “the knowledge and perception that cannot be put in words,” which raises the
question of how it is that so much has been said and written about it. The fervent
desire to comprehend this secret, granted by nature, is an innate feature of
humankind. For this reason, melody as an aesthetic phenomenon - and singing
and music more broadly - has been the subject of philosophical contemplation
from the very beginning and has been duly expressed in aesthetic ideas in all time
periods.

On the other hand, melody, as world of sounds, was itself a stimulant to
study the acoustic and physiological foundations of sound and to determine the
psychophysiological preconditions for links between sound and pitch.

Finally, many works of theoretical research have been dedicated to the study
of expressive melodic methods and the specific features of national musical culture,
style, and genre, whether in the past or the present. The scholarly literature about
melody, in short, is truly vast. But here I would like to note that some of the research
that focuses on technological issues is merely descriptive, which is less useful and
has no real connection with musical art. In a number of cases, it may necessary to
describe some phenomena, methods, or means in order to define these technological
processes, but to be limited only to description is quite wrong. It should never be
forgotten that these component elements serve the expressiveness of music and are
never abstract, lifeless data. In such research, “the music should always be heard”
to some extent.

To thoroughly master a scholarly method of synthesizing the artistic - or
generally aesthetic — and the purely technical aspects of music is quite complicated,
and I do not think it could be fully achieved and demonstrated properly in this
paper, either. At the same time, I thought it expedient to speak about this in order to
prevent young researchers in Georgian folklore from presenting dry, meaningless
descriptions that are far from the music - such cases are unfortunately quite
frequent in scholarship - and instead direct their attention towards artistic thinking,
acquiring knowledge and working out the skills and capabilities necessary for the
kind of analytic method I propose.

"' Andghuladze, p. 14.

12 Pushkin, Aleksandr (1960). Kamennyy gost (The Stone Guest), in Sobraniye sochineniy (Complete
works). Moscow: Khudozhestvennaya Literatura, vol. 4. (In Russian). P. 344. English translation by
Alan Shaw, Alexander Pushkin: The Little Tragedies (Ebook, 2011).
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In the published scholarly literature on melody (primarily the work of B.
Asafyev, L. Mazel, V. Zukermann, K. Kushnariov and other prominent theoreticians)
one may find many conceptual hypotheses about the most significant aspects of
melody. These aspects may be understood as universal melodic regularities, as they
are derived from the objective prerequisites of the laws of musical thinking, which
are common to all humankind. Along with what is common to all, however, there
are also specific, local traits, which it is the duty and prerogative of this or that
national musical school to bring forward. Still, there may be many parallels between
different national musical languages and their melodic specificities.

Studies of Georgian musical folklore studies did not ignore the problems of
methodology. Though it is true that there have been no monographs written yet,
there are interesting ideas about different elements of melody scattered in different
works.

It was Shalva Aslanishvili who dealt most thoroughly with the problem of
Georgian folk melody in his work, The Harmony of Kartl-Kakhetian Choral Folk
Songs, even dedicating a whole chapter to the melodic character of eastern Georgian
folk songs." Unfortunately, at the very beginning, the author notes that his work is
not targeted at a thorough and detailed analysis of melody, placing an emphasis
instead on those features which he thinks are an indispensable for harmonic
analysis. He discusses melodic questions more thoroughly in another book, Essays
on Georgian Folk Song.* In this work, he suggests many interesting ideas about
Georgian melody, and his critical analysis will greatly help any researchers interested
in this problem.

Although several intriguing theories about Georgian folk melody have been
put forth, I can say with certainty that there still are many secrets buried in it [ref.
to Ioane Zosime, 10th c. writer]. The reasons for the great difference between
eastern and western Georgian melodic types and musical languages, have not been
defined yet. Other matters waiting to be explained include the specific melodic
features of musical dialects, their repertoire of intonational types, their means of
expression, the principles of their inner structure, and their form-creating factors,
among others. All of this calls for an expansion of research and a scrupulous study
of each problem. The idea of creating a complete monograph, however, should be
postponed for a certain period of time.

The original idea for my work was to understand and communicate the basic
features of Georgian folk melodics, but the research process took such a direction
that I was unable to pay due attention to all the component elements of melody. The
reason for this was the temptation to solve some of the “buried secrets.” Judging by
the results, as we should, I believe that the research revealed such covert possibilities,

" Aslanishvili, Shalva (1950). Kart!-Kakhetis khalkhuri sagundo simgherebis harmonia (The Harmony
of Kartl-Kakhetian Choral Folk Songs). Tbilisi: Sakhelgami (In Georgian). Pp. 35-50.

' Aslanishvili, Shalva (1954). Narkvevebi kartuli khalkhuri simgherebis shesakheb (Essays on
Georgian Folk Song). Vol. I. Tbilisi: Khelovneba (In Georgian). Pp.: 90-163.
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such original features and regularities of melody, which can be used as a key not
only to secrets of melody, but also to some other secrets of Georgian folk musical
thinking. In Georgian music-theory scholarship, nothing has been said yet about
these specific features which I will discuss further below. I am inclined to think that
the contentions put forth in this work will stir up interest among other researchers,
and I will pay great attention to and take into consideration any critical remarks.

Melody is a complex whole with many kinds of organization. It is formed
by means of the indivisible unity of the elements that promote expressiveness.
Melody, as the unity of the most significant elements of music - mode, the logic of
pitch relationships, rhythm, meter, and so on - is like a living organism: it breaths,
pulsates, moves, and this is what guarantees a great potential for diversity and
development.

As in speech, where forming a complete idea occurs through a sequence
of words governed by a clear logic, melody is constructed by a sequence of
expressive musical “words,’ that is, discrete units consisting of the smallest sounds
(intonations). The logical succession of this chain of intonations creates both the
musical idea and its character. Different kinds of intonational formulas have the
utmost significance in the formation of different musical eras, national musical
languages, and specific genres and styles. The repertoire of typical intonations in
Georgian folk singing melodics is diverse, multifarious and, most importantly,
highly original. The diversity of Georgian melody, was conditioned first of all by
centuries of development in Georgian musical thinking, as well as the stylistic
demands of various epochs, the abundance of genre differentiation, and the
multiplicity of musical dialects with their own local intonational worlds. The most
significant quality of Georgian melodics is its original nature.

The analysis of Georgian folk tunes, first of all, means revealing and studying
the parameters and typical intonational nuclei that define their original character,
although, without comprehending the component elements of these melodies, no
method of analysis could be perfect.

I have stated above that melody is the indivisible unity of elements promoting
expressivity, but to thoroughly understand the essence of the melody in depth,
one must disintegrate this unity, studying the component elements separately, as
well as their interrelation. Of all the elements, the most significant are mode, pitch
relationships, rhythm, and meter. Although other elements of melody (timbre,
register, dynamics, and so on) are essential aspects of melodic expressiveness,
which greatly facilitate the creation of artistic characteristics, their role in forming
the melody per se is rather limited. Therefore, I will first focus my attention on four
basic elements.

It is generally known that musical-linguistic regularities and musical
consciousness in general can only take shape from a basis of modal organization.
Lev Mazel, in his brilliant book On Melody, emphasizes that “mode is the foundation
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for musical language and musical thinking”'* Pitch relationships, which are the
most characteristic and specific aspects of melody, obtain their musical meaning
only in a modal environment.' Birdsong, for example, which is built on the
changeability of sound pitches, is completely devoid of musical meaning because it
is not constructed on a modal base.

What is mode? I have touched upon this issue many times and have expressed
my opinion in different works. In this case, building on L. Mazel’s views, I shall
again concentrate my attention on the significant features of mode which, on the
one hand, define the essence of mode, and, on the other, help us understand the
specific traits of melody.

L. Mazel notes that mode is primarily a system of musical tones whose
selection in performance practice was conditioned by a historical processes in the
development of musical thinking.'” These tones were chosen from the common
sound world based on a certain logic, and their interrelations obtained a regular
character. This interrelation of tones is what made it possible to perform musical-
conceptual functions.

Mazel aptly notes that when describing the mode it is not sufficient merely to
refer to the sound sequence. The sequence of sounds is the scale made up of those
tones, arranged according to their pitch level, which take part in the intoning process.
In order to comprehend the essence of mode, it is most important to determine
the functions these sounds perform in the intoning process. It is also essential to
determine the system of regular interrelations and the most typical intonations
within a given mode, as these intonations are in a dialectical relationship with the
mode: they form the mode historically, become united with it, and are realized on
its basis.'® This theory of Mazel's is a point of departure for realizing the essence
of mode, clearly demonstrating that mode is both the essential basis for musical
intoning as well as its result. Even those modes which went through a historical
process of crystallization and were established in people’s musical consciousness
are in a certain sense “born anew” in every concrete musical creation, as a result of
melodic motion and intonational development.

Given what I have laid out above, it seems superfluous to try to prove that
mode and melody are a single, organic whole, which cannot be divided. The
processes of intonation and intoning are the basis of both mode and melody. In
the historically evolving process of musical intoning (melodic motion in its broad
sense), such basic parameters of mode were born as the intermodal attraction of
tones. The differentiation of tones according to their stability and fluctuation, the
emergence of basic modes and modal axes, and the formation of basic and auxiliary

1> Mazel, Lev (1952). O melodii (On Melody). Moscow: State Musical Publishers (In Russian). P. 22,
' ]bid, pp.: 37-38.

* Ibid, p. 38.

" Jbid, pp.: 38-39.
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functions are all associated with these processes. Each of them formed a logical
basis for pitch relationships, which in the end facilitated the emergence of perfect
forms of melodic motion. Building on this, it is clear that mode is a system of sound
combinations in which the intoning sounds are united on the basis of a clear logic,
while at the same time they are also divided.

Through a process of the fusion, the intoning sounds create meaningful units
- intonations, in other words — and are differentiated into stable and unstable
sounds. The organization of a modal system begins with the establishment of these
stable and unstable functions and the regularities of attraction. Even in the smallest,
two-note intonational formation, an internal struggle goes on between the notes
for priority, stability and central significance. With the assistance of a number of
factors, mainly metrical or rhythmic, this struggle ends with the victory of one of
them. This note acquires the function of a basic tone and becomes the central note
of the song. In this case, the second note has a fluctuating, unstable function and,
as a rule, it will be attracted by the central tone. The emergence of attraction lays
the foundation for dynamics of motion and the intoning processes. This is how the
initial nuclei of intonation - and melodic motion more generally - are formed. In
the course of time, as pitch relationships expanded and developed, there were richer
possibilities for melodic expressiveness, while the mode and each of its component
pitches became more distinct in expressive function.

The interaction of stable and fluctuating functions - which emerged on the
basis of a logically realized organization of pitch and meter or rhythm - takes shape
as a distinct system, which is called “mode-tonality” in music theory. The emergence
of mode-tonality in the organization of melody is a special phenomenon, because,
to a great extent, it conditions the nuances of melodic tension and excitement or the
degree of serenity and calmness.

The practice of music theory uses two spatial axes to characterize sonic
phenomena in music. Unlike the simultaneous, vertical co-ordination of sounds,
melody, as a sequence of sounds in time, corresponds to the horizontal axis. In
musicology, “horizontality” or “linear character” are both notions often used to
characterize melodic motion.

Since pitch relationships take shape in horizontal (linear) motion, associations
with line-drawing arise, leading to visual/spatial images. Such a situation greatly
facilitated the introduction into music theory such terms as “melodic line,” “melodic
sketch”, “ascending and descending melodic line” and so on.

Pitch relationships, which are the most specific aspect of a melody, are
manifested, in every concrete performance, as different melodic illustrations
or “drawings” Special mention should be made of the organic expressive links
between ascending and descending lines and certain natural tendencies. For
instance, ascending motion is associated with an increase of tension, while the
descending line is associated with the weakening of tension and a reduction of
energy. The latter is especially evident in the archaic layers of musical thinking,
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with abundant examples in Georgian musical folklore. I am especially thinking of
Khevsuretian songs, the majority of which are constructed on simple descending/
sliding intonations (example 1).

As psychoacoustic research shows, the first sound of any interval leaves a
definite trace in the ear’s perception. For this reason, the musical mind can easily
imagine what an interval would sound like if sung simultaneously, except in the case
of the interval of the second. In melodic motion, the notes separated by a second are
connected with one another so naturally, gracefully, and smoothly, that they do not
stir up any association with the interval. In this stepwise motion - in any direction -
the second note somewhat suppresses the first sound’s significance as top or bottom
of the interval. We may thus assign a special role to this interval, which indeed is
the most characteristic aspect of melodic motion and can be considered the basis
of melody.

The more multifaceted the pitch relationships in a melody, the more expressive
is the melodic image and the greater are the possibilities for manifesting the
expressive potential of each part of the melody. It is amazing and intriguing that
the musical art of the Georgian people has preserved very well certain rudimentary
melodic forms that emerged in the remote past. These include incantations,
recitations, verbal charms or spells to produce a magic effect, korkali (a kind of hay-
making song), cooing and others, in which the basic components of the melody are
not yet differentiated and instead present an integrated whole. Shalva Aslanishvili
aptly calls them “mode-melodies” (kilo-hangi), which primarily indicates this kind
of integrity."”

In Georgian musical folklore today, alongside these archaic layers, there are
highly developed layers of song (work songs, drinking songs, everyday singing
genres, and so on), in which highly expressive melodic lines create an unusually
rich and diverse palette. In these melodies, the modal-expressive possibilities for
each sound, interval, or intonational formula, are perfectly articulated.

Such components of melody as meter and rhythm are well studied in music
theory. Their nature, basic parameters, role in the musical texture, and expressive
possibilities are described and explained widely in scholarly literature. Therefore,
I will dwell here on specific aspects of meter and rhythm which maintain definite
links with melody.

The significance of rhythm for melody, in terms of structure, expressive
capability, and form-creating potential, is immeasurable. Changing the rhythm
completely transforms the expression and content of a melody. On the other hand,
while rhythm is an integral part of melody, rthythm can exist independently of
melody. Let us recall the dance Khorumi, which is often performed without any
musical accompaniment other than the rhythm of drums.

The formation of a melody is a processual phenomenon: it develops in time.

¥ Aslanishvili, 1954, p. 173.
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Accordingly, time correlations - that is to say, rhythmic correlations - play a great
role not only in the creation of the complete form of the melody, but also in its
disintegration into separate parts. Tune, phrase, and sentence are linear-syntactic
notions whose emergence depends completely on the metrical and rhythmic
organization of the melody. We should also note that the division of the melody
into tunes, phrases, and sentences is connected with a natural, free, and easy cycle
of breathing. It is noteworthy that in the art of singing, the common rhythmic
organization of melodies is closely linked with the rhythmic organization of speech
and versification.

Rhythmic correlations (here I also mean tempo) condition the character of
a melody to a great extent. For instance, during the motion of long, drawn-out
sounds, a melody becomes calm, even, sedate, and calm. In Georgian traditional
culture, the melodies of ancient devotional, ritual, lyrical, and other songs have
such a character. During the motion of short sounds, a melody becomes excited and
bold, something that is well expressed in traveling songs, groomsmen (magruli)
songs, dance songs, and everyday Georgian folk song genres.

The same rhythmic correlations condition the character of the melody,
whether constant and continuous or sharply divided and impulsive, The semantic
accentuating of this or that tone depends on the rhythmic organization, which is
very significant for the melody. Metrical or rhythmic accentuation can even change
the function of a sound - alone or in harmony with other tones — within the mode.
For instance, rhythmically accentuating the fluctuating or unstable tone, by placing
it on the strong beat of a measure or greatly extending its duration, may lend it
stability and lay the foundation for modal transformation or even the modulation
processes. The rhythmic accentuation may bring forward aspects of the note which
in other cases would never be so distinct. When rhythmic motion is even, with
notes of the same length, the modal significance of each pitch or interval in the
melody is perceived very distinctly, while during the motion of short sounds, the
perception of their modal significance is leveled and weakened.

Distinct rhythm is what sets the musical image in relief. A melody with
primitive or amorphous rhythm is lifeless and has fewer possibilities. Alongside
the development of melodic thinking, metrical and rhythmic organization was also
improving. The emergence of diverse forms of meter and rhythm greatly facilitated
the formation of such genre-specific features as being tuneful, motoric, march, or
dance-like, and so on.

I have noted already that in folk singing, the rhythmic organization of melody
and lyrics are closely connected with each other. There may be a varying number
of melodic notes for each syllable of poetic text, the simplest correlation being
when one pitch corresponds to one poetic syllable. Any musical tradition abounds
in such songs. In Georgia, such a simple correlation occurs in archaic layers like
devotional and ritual songs, round-dance songs, and so on. In these cases, the
melody sounds like a recitation. The link between musical and speech intonation is
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especially close whenever the range of a melody is limited to a small interval frame,
such as the second, the mediant (third), and the fourth. As for the comparatively
more developed layers of folklore, which have a distinct and wide range of rhythms,
there, too, simple correlations like one-note-per-syllable may occur. We see this, for
example, in Gurian songs, butin these cases their expressiveness and semantic charge
differ greatly. Descending and ascending motions within syllables are characteristic
of highly developed melodies. In such cases, several notes may correspond to one
syllable of the lyrics, and they are united in a single rhythmic unit. This should be
paid due attention when analyzing melody.

I would like to focus on a specific issue in relation to this. How we represent
metrical regularities in Georgian folk song melodies is a very interesting question.
First of all, we must identify when there is a strict metrical structure, built on the
periodic accentuation of strong beats in a measure. It is easy to guess that strictly
accentuated meter is characteristic of melodies related to marching, dancing, round
dances, travelers’ songs, warriors’ songs, and work songs, which are all performed
collectively. On the other hand, many specimens of Georgian folk music (Kakhetian
drinking songs and Urmuli or Orovela-type songs, among others) are completely
free of such strictly accentuated metrical organization®. It is noteworthy that in
musical transcriptions of these songs, there are still barlines present, though they
are not meant to indicate a strong metrical beat at the start of each measure, but
rather refer to divisions in the melody. The caesura suggested by these barlines is
prompted by the physiological act of breathing.

It is evident that the absence of metrical accentuation in turn facilitates the
development of melodic continuity. Indeed, the melodies of Urmuli, Orovela,
Supruli, and other similar songs are built on broad breathing and in general
represent an original, highly developed layer of Georgian melody, interesting from
many perspectives.

In this essay, I have concentrated on the most significant elements of melody,
but there are many other components that also take part in creating a melody'’s
expressivity. Though timbre, register, and dynamics are all essential factors in
expressiveness, acting with the basic elements to form the character of a melody,
their contribution to the creation of melody per se is not as significant. They may
even be called auxiliary or colorful elements, since, when they are transformed,
they do not change the character of the melody, unlike rhythmic transformations.

There are other factors as well which should be carefully considered
as phenomena contributing to expressivity. For instance, in the course of its
development, a single melody note may be involved in different surroundings - that
is, different intonational nuclei, different directions of motion, different contents
generally - and, therefore, its functions and expressive effects are not uniform. For

2 Orovela and Urmuli are unmetered songs related to plowing and cart-driving, respectively, and are
typically sung solo or with only one accompanying part. — Ed.
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example, the tonic tone at the beginning of a phrase or sentence and the same tone
at the end of the sentence - that is, in the cadence - greatly differ in their dynamic
charge, not to mention their emotional and expressive possibilities. It would also be
noteworthy, I suggest, to define the expressive significance of melodic culminations.
With this, I conclude my discussion of the elements promoting melodic
expressivity. The next stage of my research will be dedicated to exploring the specific
structural features of Georgian melody and revealing the “secrets” they contain.
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SOME SPECIFIC FEATURES OF
VOICE COORDINATION AND HARMONY IN
GEORGIAN POLYPHONIC MUSIC!

One of the most common focal points in studies of any type of polyphonic
music is the coordination of the parts in a multipart texture; this is one of the most
crucial elements of musical thinking. Without determining the principles of the
vocal interrelationship, it is impossible to reveal the harmonic and polyphonic fea-
tures characteristic for the polyphony under study.

The term “skhvadaskhvakhmianoba” (literally, ‘different voices’, or, in Rus-
sian, “raznogolosie™) was a popular term in Georgian and former soviet musicology,
used 10 denote haphazard group singing), where there is no logical interrelation-
ship between the voices (here the voice combinations are accidental and chaotic),
the term multipart (polyphonic) singing implies voice interrelationship built on
orderly logical patterns. In polyphony, the logic of the dialectical unity of contrast-
ing parts is conditioned by human psycho-physiological characteristics, and the
acoustic patterns underlying the nature of the tonal interrelationship.

After the emergence of polyphony and harmonic thought in Georgian tradi-
tional music, various forms of voice interconnections also emerged, characterized by
specific features. In spite of many differences, the common and basic principle of any
type of Georgian multipart singing is the organizational role of consonant intervals.

The notable Russian musicologist Y. Tiulin wrote, “Harmony in folk music
evolves during the long process of the realization of the organizing significance of
the consonances in the interconnection of melodically independent voices”.? This
important thesis is corroborated by the centuries-old history of Georgian folk poly-
phonic music.

! This article was published in: Kartuli musikis poliponiis sakitkhebi (Issues on Polyphony of Georgian
Music). 1988. Collection of the scientific works of Tbilisi State Conservatoire. Eds.: Gabunia, Nodar,
Tsurtsumia, Rusudan et al. Tbilisi: Tbilisi State Conservatoire (in Georgian). Pp.: 29-42.

? Tyulin, Yuri (1970). O zarozhdenii i pervonachalnom razvitii garmonii v narodnoy muzyke (On
the Conception and Initial Development of Harmony in Folk Music). In: Voprosy teorii muzyki
(Questions of Theory of Music), ed. 2. Tyulin, Yuri (compiler and editor). Moscow: Muzyka (in
Russian). P. 5.

* Here ] am not going to discuss the second cohesion of parts characteristic of the musical cultures of
some other nations. I do not think it would be appropriate to discuss this problem due to the rarity
of the material and without defining their inner nature and the reasons for their appearance.
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Before touching upon the organizing significance of the consonant intervals
in polyphonic music - i.e. the point of departure of the voice coordination - it
should be noted that even in homophonic music these (consonant) intervals play a
special role. I discussed this at some length in my work, On the Mode Basis of Geor-
gian Folk Songs,* hence I will not elaborate on it further here.

I should just like to note that the main axis of the mode systems of Georgian
folk music, around which the whole sound system is organized and differentiated
(according to their stability and instability) are the perfect fourth and the perfect
fifth intervals. It is also noteworthy that these intervals never lost their importance
as a scale system axis, even after the emergence of polyphony.

In homophonic [monophonic] songs the tones are intoned in succession, as
they have only one horizontal dimension and are separated from each other in
time. After the emergence of polyphony the musical thinking developed anoth-
er, vertical dimension as well, and according to the initial dominance of the per-
fect fourth and the perfect fifth intervals in one-part music, these intervals started
sounding simultaneously in polyphony.

I am firmly convinced that the source and the main foundation of the most
typical harmonic structure of Georgian polyphonic music, namely the chord based
on the combination of the fourth and the fifth [the chord C-F-G], should be under-
stood as the result of the inner relationships of the tones in a scale.

There is no doubt that any voice coordination is born together with the mode.
Therefore, the emergence of sound arrangements in this or that form is based on
intoning which, in its turn, has been taking shape along the centuries-old road of
auditory selection and stabilization. It is the classifying of intoned sounds accord-
ing to the tonic pitch that produces the voice coordination of the mode. In Geor-
gian folk music the degrees of the voice coordination of the modes are in the second
correlation with one another revealing the diatonic principle in their interrelation.

There are so many different voice coordination structures to Georgian folk
songs that discussing each of them separately would lead us very far from the is-
sues under consideration. I should just like to note that in the sound arrangements,
apart from the principle of the diatonicism, there is also a tone-regulating principle
conditioned by the inter-scale correlations.

Studying the diatonic voice coordination systems of the scales of folk music
suggested that the tone regulation falls simultaneously under the perfect fourth-
fifth control, which, in its turn facilitates the stabilization of the sound arrange-
ments. When the tones sound simultaneously, multipart singing demands a certain
stability which is first of all created by the tones in the closest acoustic relationship
with one another, such as the perfect fourth, fifth and octave intervals. Since the
voice coordination tones of the scale are regulated by the fourth, fifth, and octave,

1 Georgian Folk Mode, melody, and rhythm. 1983. Tbilisi State Conservatory, Collection of Scientific
articles, resp. ed. Alexandre Shaverzashvili. Tbilisi. Pp.: 3-30.
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and these intervals in their turn are also found in different parts of polyphonic
singing, these intervals also acquire the function of organizing the coordination of
different parts (vertical coordination).

Any diatonic scale will always include tritonic (augmented fourth or dimin-
ished fifth) correlations of the tones. In any scale system, the tritone is perceived
as the most unstable interval and the most sharply expressed dissonance. Owing
to the common psycho-physiological demands, the human ear tries to avoid the
tritone interval. This is why such melodic and harmonic movements are often used
during the singing process, which make it possible to avoid the tritone interval, and
this is especially difficult in the case of the polyphonic music.

In this respect the Georgian people have displayed amazing ingenuity and
infinite fantasy. After the process of auditory selection, such melodic formulas in
which harmonic unities never, apart from a few exceptions, produce tritone inter-
vals emerged and took shape over the centuries. The first and foremost reason of
this phenomenon is the fact that in the diatonic sound arrangements the law of the
perfect fourth and perfect fifth coordination reigns; this law makes it possible to
regulate the tones in the intermodal correlations. On the basis of this law, priority
is given sometimes to the cohesion of the fourth and fifth tones. The question as
to how the tritone intonation is avoided is another subject demanding a separate
study.

My interest was concentrated only on indicating that in the diatonic voice
coordination the perfect fourth-fifth cohesions and coordination are the charac-
teristic features of the modal voice coordination itself, and they also organize the
vertical interrelationship of the horizontally moving parts in multipart texture. A
careful study of Georgian polyphonic music suggested that, in spite of the numer-
ous forms of the voice interrelationship, they are basically coordinated in intervals
of the fourth, fifth, octave, and the third. It is evident that during the indepen-
dent melodic development various interval correlations emerge, but in the end, the
interrelationship of different parts still depends on the consonant intervals men-
tioned above (ex. 1).

In the example given (Konuri), the fourth interval (g-c) is the axis of the
mode-harmonic system. In the first part of the song, which is built on the alterna-
tion of the solo parts, the melody develops in such a manner that the upper tone
(c) of the mode axis is quite distinct. It is simultaneously the intonation reference
point of the melodic motion and the fourth interval that organizes their coordina-
tion during the cohesion of the tune and the bass part. Emphasizing this interval in
the cadence is proof that it both supports the melodic motion and acts as the factor
that leads the (vertical) voice coordination.

The genre of harvest and devotional songs abounds in such examples. In my
opinion, the modes with a perfect fourth at the center of the system emerged in
the remote past and the fact that they still occur in the mode-harmonic systems is
indicative of their viability.
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Singling out the fourth as a stable element in the intoning process could not
have failed to exert influence on the organization of the whole sound system. Pro-
ceeding from the social function of the song and from its aesthetic category as well,
in the modes with the fourth as a central element, the intonation reveals the nuanc-
es sometimes of sad and sometimes of dreamy-epic lyrics. It should be noted that
in the songs where the fourth interval functions as the central element of the scale,
it is the fourth interval that is brought out when expressing the sad and pensive
episodes (e.g. Chakrulo)

In the mode-harmonic systems with the fourth as a central element, when
we deal with the independent motion of three melodic parts or with the cohesion
of three-part chord systems, the role of the mode axis is taken by the fourth-sixth-
chord structure created by adding the third on top of the fourth.

In Georgia the mode-harmonic systems, the scales with the fifth being central
to the system are much more widespread. In three-part songs the fifth interval (a
central element of harmonic coordination) is mainly created between the top and
the bass parts, but in the songs with a wider range the fifths may occur between the
middle voice and the bass part as well. There are songs where only one form of the
fifth coordination is represented (e.g. in the song Kheuro® the fifth coordination al-
ways occurs between the top voice and the bass), but more often, the two forms are
intermixed, i.e. sometimes the top voice and the bass, and sometimes the middle
voice and the bass find themselves in coordination at the fifth. Such phenomena
depend on the range of each voice, the direction of the melodic motion and the
interrelationship among the voices.

We must separately mention the most widespread phenomenon characteris-
tic for Georgian polyphonic songs, where the central element of the system is based
both on the fourth and the fifth intervals simultaneously. As it has been mentioned
above, this is the result of the importance of the intervals of the perfect fourth and
perfect fifth, both in melodic development and the vertical coordination.

The simultaneous presence of the fourth and the fifth as the central elements
of the scale caused the original cohesion of melodic layers and the emergence of
specific harmonic verticals. Such mode systems are very flexible and provide possi-
bilities to create new expressive methods. It cannot be excluded that the synthesis
of the fourth and fifth in the mode-harmonic systems supports the simplicity of
intoning and perceiving these intervals, as well as their organizing function in the
voice coordination, which laid the foundation for creating such harmonic con-
structions; these are one of the most specific stylistic features of the Georgian har-
monic language, where the fourth-fifth-chord should be singled out.

It should also be noted that the fourth-fifth coordination has turned into a

5 Chkhikvadze, Grigol (1960). Kartuli khalkhuri simghera (The Georgian Folk Song). Vol. 1. Tbilisi:
Sabchota Sakartvelo. Pp.:303-306.

¢ Ibid., pp.: 141-142.
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normative phenomenon for the Georgian musical thought, retaining its basic traits
at every stage of the multipart pattern development. It means that the patterns of
the above consonance coordination may manifest not only as the mode axis, but
also during the voice cohesion at any step of the mode. This phenomenon acquires
principle significance in the dynamic processes going on in the mode-harmonic
systems, therefore it demands special attention.

In different types of Georgian polyphony, the chordal coordination of voices
is not revealed with similar clarity. A demand for chord coordination crops up
when melodic layers find themselves at some distance from one another. In such a
situation it is necessary to find another reference point. In this respect the correla-
tion for a melodic tone with the central tone of the chord was more important, and
this correlation was often based on perfect consonances. Because of the fact that the
cohesion of the chords within the fifth frame is very characteristic for the chordal
unit polyphony, the range of the sounds rarely reaches the octave range, and there-
fore octave coordination is also rare.

With respect to the drone, polyphonic and mixed types of multipart singing,
which are characterized by a wide range of melodic motion, here the coordinating
role of the chord immediately comes to the foreground. For instance, at the very
first evolutionary stage of shifting from two-part to three-part singing, in the drone
type of multipart singing, the newly formed top voice (“maghali bani”, lit. “the
upper bass”) came into the coordination with the lowest voice (bass). This chord
reference point retains its power even on the highest point of the development of
drone multipart singing. Even in any Kartl-Kakhetian song with highly developed
forms of melodic development, the signs of the chord coordination between the
top voice and the bass part are easy to notice.

The issues of the vertical coordination on the third interval are of special in-
terest. The correlation of the voices at the third are very characteristic for Georgian
polyphonic music. It is evident that it is the consonant character of this interval
that plays the most significant role in forming such a coordination. In contradic-
tion with the perfect consonances (the fourth, fifth, octave), even during the quan-
titative changes (from a major to minor third) the third interval maintains its con-
sonant nature.

In Georgian folk songs the voice coordination in thirds is mainly found in
parallel motion. During such a motion the quantitative parameter of the third un-
dergoes permanent changes. It is sometimes major, sometimes — minor, but, as it
has been said above, such a change of the interval size does not cause any violation
of the consonant nature of the third.

Coordination at the third mainly comes into being in the interrelationship of
two high melodic voices (although in the west Georgian musical dialects the third
coordination of the bass with the middle part occurs quite often). In this respect
the most interesting are three-part songs of eastern Georgia. If on the initial stage
of three-part singing it mainly facilitated the thickening of the middle melodious
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voice, on the higher stage of the development it acquired a certain independence.
In highly developed Kartl-Kakhetian songs the two top voices appear to be an in-
dependent melodic layer, but all the characteristic features of the third parallelism
continues to preserve its power, because it is one of the main coordinators of the
relationship of the top voices. In three-part singing, the third, fourth and fifth in-
tervals always co-exist as the main coordinators of the voice interrelationships in
the chordal units.

In Georgian folk songs the problem of the vertical voice coordination embrac-
es many more nuances, but this time I am going to draw your attention only to the
organizing role of the consonance. It would be naive to think that the coordination
principles of consonance act freely throughout the whole musical construction. If
it were so, the melodic movement and its flexibility would be strictly limited, and
the interrelationship of the voices would be presented only as homogeneous con-
sonances. In the polyphonic type of Georgian multipart singing, where the parts
acquire clearly distinguished independence, when harmonizing, they quite often
create dissonant chords. But at the clearly expressed metric-rhythmical points,
when intoning the modal stable points, the principles of the coordination on the
consonances still prevail.

As for the consonances that emerge as a result of the voice interrelationship,
my special attention is attracted by their place and role in the context of multi-
part singing (especially in its contrapuntal polyphonic type), but due to the limited
space of the present article I shall try to touch upon their basic traits only.

Georgian traditional multipart music is based on a complex system of mono-
tonic scales. Ii is very likely that in the formation of the scale systems the decisive
role was played by the melodic patterns. But apart from the crystallization of the
polyphonic forms, harmonic patterns also took shape gradually, they introduced
certain corrections into the scale, while exerting influence on the internal laws of
the monotonic scale system.

The fact that in the final (cadence) construction of Georgian songs, the func-
tion of the tonic is performed not only by one tone (in unison) but in most cases by
a consonance as well (fifth or sometimes fourth), shows the significance and power
of harmonic (vertical) patterns. As it has already been said above, harmony is also
able to exert influence on the internal laws of the monotonic scale system, which
were initially formed on the basis of melodic patterns.

I would like to present an example of the simplest cadences characteristic of
Georgian music (ex. 2). As it is known in the monotonic scales only one sound
acquires the function of the tonic, and this sound is the center of all the internal
centrifugal forces of the sound system (so, another note, an octave higher from
the central note, which would be considered the same “central note” in European
music, does not have the same central function in Georgian music). It is evident
that the consonance, created on the tonic basis does not change the essence of
the monotonic system either, as in this case; only one tone retains the function of
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the tonal center (tonic). But it is also indisputable that the formation of the tonic
consonance introduced certain corrections into the patterns of the scale system. In
the cited example the upper tone (the highest part of the triad) of the pre-cadence
chord is no longer orientated towards the single tonic of the scale, but is aiming
at the top tone of the tonic perfect fifth, i.e. finds itself within the area of its local
influence.

In spite of the fact that in Georgian polyphonic music melodic patterns are
the main determinant, ignoring the role and influence of the harmonic vertical
would be wrong; though it is true that on the one hand, harmony is the result of
the melodic development of voice motion, to some extent on the other hand, it is
also the regulator of the melodic motion as well. Therefore, taking into account its
place and role within the whole context of the musical construction, I call the scale
systems of Georgian folk music ‘mode-harmonic systems’.

When studying the mode-harmonic systems alongside with taking into con-
sideration the melodic patterns, attention should be concentrated on other import-
ant factors of vertical harmony as well. Namely, whether harmony plays the role of
a form-creator, in forming the pattern of polyphonic music. How well is the struc-
ture of consonances formed? How independent is it and how is it related to other
consonances? What functions does it perform? And many other such questions.
It is clear that each issue calls for thorough reasoning, but I will try to express my
opinion at least on some of them.

Since this collection of scholarly works is dedicated to the problems of po-
lyphony, I shall discuss the issues of harmony in connection with polyphonic mu-
sic. First of all, I will deal with the issue of harmonic units (chords) that are present
in Georgian multipart songs. In Georgian folk polyphonic music, melodic layers,
moving independently, form such a diversity of chords that it is almost impossible
to describe them. It is well known that the range of the chords used in the works of
Viennese school of composers is much narrower and poorer than in the works of
the earlier masters of west European polyphonic music. In this connection a ques-
tion often arises as to how accurate it is to consider each of these harmonic units as
true “chords”. As in most cases neither by structural design nor by their functional
role do they satisfy the norms, which took shape in the following epoch, namely
in homophonic music of the Viennese school of composers that emerged on the
basis of the major-minor harmonic system. It was only after the establishment of
the major-minor harmonic system that a scientific opinion both about the chord
structure and functional relationship of chords took shape.

Even now, after musical scholarship has thoroughly studied different stylistic
trends, we very often come across different interpretations of one and the same
notions.

Some scholars suggest that the chord is based on the third degree interval. L.
Mazel thinks that the most powerful means of singling out the list of independent
chords is the single interval principle of the construction, which is, to some extent,
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always connected with the third interval.” In I. Tiulin’s opinion, a chord is a logi-
cally differentiated consonance which represents a mode-harmonic system having
a harmonic function.® Y. Kholopov, referring to the historical limitations of the
principle of the third interval, as the basis for the chordal constructions, considers
that all the independent sound constructions can be perceived as chords regardless
of their construction.’

Prof. Aslanishvili thinks that in Georgian music, “the interval third is the
main basis of every chord”, but he also adds that in the folk polyphonic songs,
“the third (mediant) construction of the chords is less noticeable because of the
presence of independent development of melodic lines.” So due to the abundantly
used melodic sounds, the chord constructions are concealed in the energy of the
horizontal movement of the melodic lines”."

In my opinion the chords occurring in Georgian polyphonic music cannot al-
ways be characterized as homogeneous, as in different contexts and different types
of polyphony they are revealed differently. In a polyphonic texture where the voices
have homogeneous rhythm (e.g. each sound of each voice corresponds to one sylla-
ble of the commonly pronounced verbal text), it becomes much easier to perceive
the chordal vertical and view it as an independent chord. But in Georgian multipart
songs, independent chordal units can be perceived only at metrically and rhyth-
mically distinct points (on strong beats). Regarding the structure of the chords,
in Georgian polyphonic music they are not characterized by any single interval
principle of their construction. Therefore, all the chordal constructions in Geor-
gian polyphonic music cannot be considered to be independent chordal construc-
tions, and hence, they cannot be perceived as chords in the traditional meaning
of the word. I share Kholopov's opinion that any chordal structure, which can be
perceived independently, in spite of its structural construction (based on thirds or
other intervals), can be referred to as a chord.

If we acknowledge the fact that in Georgian polyphonic music, the greater part
of the chordal constructions never take the shape of independent chords (when
the chords are not formed at the metrically and rhythmically important points),
it is quite impossible to speak about their function of producing musical forms.
The main function of these chordal constructions is rendering colour, as is seen in
Georgian polyphonic music the phonic effects of chordal constructions come to
the foreground. But since in polyphony and in other types of multipart singing it is

7 Mazel, Lev (1972). Problemy klassicheskoy garmonii (Problems of Classical Harmony). Moscow:
Muzyka. P. 155.

$ Tyulin, Yuri (1966). Uchenie o garmonii (Studies on Harmony). 3" ed. Moscow: Muzyka (in
Russian). P. 28.

? Kholopov, Yuri (1998). Garmoniya. Teoreticheskiy kurs (Harmony. Theoretical Course). Moscow:
Muzyka (in Russian). Pp.: 40-42.

0 Aslanishvili, Shalva (1970). Kartl-Kakhetis khalkhuri sagundo simgherebis harmonia (Harmony of
the Folk Kartl-Kakhetian Choral Songs). Tbilisi: Ganatleba (in Georgian). P. 67.
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possible to single out independent consonances, which we call chords, it becomes
necessary to determine the question of harmonic functionalism in Georgian poly-
phonic music.

Many and often contradictory ideas have been expressed in connection with
harmonic functionalism in studies of Georgian musical folklore. 1 do not think it
expedient to discuss the problem of functionality in Georgian folk music without
critically evaluating them. It is itself a subject for a separate study, so I will dwell on
only some aspects.

It is generally accepted that in different styles of music, harmonic function-
alism reveals itself in different manners and degrees. For instance, in the homo-
phonic and polyphonic styles of West European music, the function of the chords
greatly differ. This difference is especially noticeable in connection with polyphony
of a strict style, where the chords are absolutely neutral from the functional view-
point, having a colouring function only.

L. Masel is right in observing that implementing the principle of functional-
ism is not always justified, because sometimes it is the background, phonic effect
of the chord that comes to the foreground. Besides that in certain musical systems,
characterized by modal correlations and interrelations, consonances are more like-
ly to be viewed as a colouring phenomenon, rather than performing a dynamic
function."

On the one hand, Georgian polyphonic music does not reject the principle of
modality, hence ascribing harmonic functionalism here might not be right thing
to do, but on the other hand, in different types of polyphonic singing, especially in
the cadence forms, stable chord construction appear, which obey certain patterns
of modal attraction and perform certain dynamic functions.

There is no doubt that in cadence constructions the interrelationship of
chords and the establishment of the forms of their mutual gravity are caused by the
horizontal, melodic patterns. But it cannot be denied either that the differentiation
of harmonic units - the stable chordal constructions - into stable and unstable
spheres also facilitates the formation of their functional character. I'd like to recall
V. Berkov's words that, “The essence of the notions of functionalism in music is the
correlation between stability and instability”.'?

In order to define Georgian harmonic functionality, Sh. Aslanishvili resorted
to the terms (dominant, subdominant) conceived within the European major-mi-
nor harmonic system. I do not support the above principle, because in my opinion
these terms that emerged in another musical system and have quite different mean-
ing can hardly be adjusted to the functional features of Georgian chords.

It might seem at the first glance that the chord built on the 7th degree of the

" Mazel... p. 283.
1 Berkov, Viklor (1962). Garmoniya i muzykalnaya forma (Harmony and Musical Form). Moscow:
Sovetskiy kompozitor (in Russian). P. 130.
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scale in Georgian musical system partially include some of the traits similar to the
function of the European dominant chord (it is the most unstable and dynamic,
includes the leading to the tonic tone, and is attracted vigorously by the tonic). But
the subdominant character of the 6th degree chord (as suggested by Sh. Aslanishvi-
li) cannot be proved, and only because we declare the 7th grade to be dominant, we
have no right to ascribe the traits of the subdominant function to the 6* degree. A
question may arise as to what is the functional load of chords in the constructions
of Georgian folk polyphonic music and according to which principle they should
be differentiated?

Since in the mode-harmonic systems the notion of the function has mainly
emerged on the correlations of stability and instability I suggest that in any type of
Georgian multipart singing it is the tonic consonance that is functionally stable,
and all the rest are bearers of an instable function. The chords, present within the
sphere of instability though very slightly, but still do differ from one another by
their qualitative parameters. The degree of instability depends on the distance (in-
terval) between the certain chords and the tonic.

It is interesting that this principle and original characteristic feature of
mo-de-harmonic system of Georgian folk music finds parallels in different musical
trends of the 20" century, namely where the classic major-minor systems no longer
function as the foundation of a musical construction, or in a sound systems where
only one tone acquires the central function and all the others are neutral or are in
a certain relationship with the central tone.

When studying Prokofiev’s style, I. Kholopov indicates a functional dif-fer-
entiation somewhat reminiscent of the functional system of Georgian traditional
polyphony. He notes that in Prokofiev's chromatic tones the number of functions
equals the number of interval correlations of chords with the tonic. For instance
the chord, separated from the tonic by a minor second has a different function,
than, say, a chord separated by the third. He singles out five main groups, but ail
his reasoning could be reduced to a simple formula, which indicates that only the
tonic function is stable, while all the others, whichever group they might belong,
are unstable."?

The absolute majority of chordal constructions occurring in Georgian mul-
tipart songs are homogeneous by their function (naturally, apart from the stable
tonic) and their basic distinctive feature is their different structural design. And
the structural variety, as it has already been said above, serves only the function of
diversity of the chordal sound.

Chords occurring in Georgian polyphonic multipart singing do not have a
form-creating role. The emergence of its structure completely obeys the rules of
the melodic development of the voices. It concerns those chords as well, which

¥ Kholopov, Yuri (1967). Sovremennye cherty garmonii Prokofieva (Modern Features of Prokofiev's
Harmony). Moscow: Muzyka (in Russian). Pp.: 292-294.
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come in during the acoustic perception of the polyphonic motion as stable vertical
constructions. It is evident that the impression of such stability is created not by
harmonic functionality, but by their metric-rhythmic features (in comparison with
other chords).

The cohesion between the chords depends on melodic interrelations, which
are expressed best in cadences. The secondary interrelationship of the chords, as
one of the expressions of melodic patterns, also reveal those traits which are char-
acterized by the functional closeness of the tones of the melody a third interval
apart from each other. For instance, according to the well-known theory of in-
duction, the shifting of the bass part by the interval of the third, establishes certain
relationship between the chords (ex. 3). In general, research on the patterns of har-
mony in Georgian polyphonic singing is also connected with many other related
problems and requires special attention.
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erGn dmdFomdab ggfbgmda 933730, GoJ@onom, sbamn b3s dmbmmnnls
Boomadn Bo3mddbammn 8gemmnnl a58Lbgnmgdalb dbobrMmgdmms. sbgo go-
®5693580 sbmmoBamdmgdbagmn bdnb Mendy @edme jngdmmdady bamdaag
30 B8g@ns. 3oMggme o, Azgbn b, 86nd36gmmgoba gobbbgaggds Jot-
o © abegmmygmdnem mAbdnsbmdsb dmEob ab sGab, GmB bajstor-
3930 SbenaBaGdmgdbomn bds (3560) n8mogomzgg abloman asbbbge-
3©@93mE> 3gmmEanbogob. aobbbgsggdame gnbdios 8omEm dgdobgdab, sb4
0obbmgdoab Ammom o6 33mebyMgdmms. nan ng3o dGagombdasba Bagg-
3dmdab bogydzmer, dgmmeayfn dmdMomdgdnb gBmazef mMngb@nMa,
065 Jomergin, 5Modge Jommds@dmbogmo LabBgdnb myMdom, Bsm3m]d-
Bogno  obogmgfamdgdnb gudam. (3bomns, ymggmognd 860d36gmmgbom
356530Mmds  sbmobsmdmgdbnmo b3ab @s3majogdemmds. ds56ab asbg0-
ooigdob 3gdmamdn gBo3n dobe Fgmmmnya ImdMamdnl gaGormmydobs
5 358Ma35mE\gAEMabydaboeb nym ma3egdntgdamn. ngo GdGmom Nado-
Bmbb, oMehggnmgdog dmgbornmdabs s LabbaGGglb, sbae abGmbanmG
LoByommby o Ggmoggnoe asdmjigonem Ma@dmen Igmbsosh odgbb.
3560 Bomamn IgmmmanGio bdab JMBGHILE Mm@ IdnMnbInMgdmm Imob-
®® njo. @My omgdemmds s bbgs Igmmeay b3sbamob (3g8pamddo jo
b873026) 3MBBHLB Mo a3nMabInfgds ImmagmbaynGmdab @Bmagmagbo
B03sb-mgnbgdss. Rgdn mA3s MBAgbom, 356ab Bgdme 3mbadbyma ngMbobab
656836530 mdbndgbgmmmgebgbe Gmemn 378LGHmmgdgmos dmamaMads k-
Bob0sd > @gonbogsb dmdgdmemas n83Mmgnba(3onlb bogds dgobmme.
033Gmgabsgne 6330L3ngHa bombmGn BybogermmGa dg3md3gmagdabagabss
odobobnacgdgmmn. 083Gmgnbogns dgoom 34bgdos  @memgmmGabs, G-
a8 Mmpgbsg 033Gmzobagnb byemmzbgdsdy, Gmame dg8mddgmydn-
on >dMmzbgdab gfm-gfio Lobgby gLamdGmdm, gyMsr Mbrs gnmme dabn
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batnbbmdMmagn 85R37693mmadn, boorgemy, asbzemsegdab mby s ab Igmg-
a9, (33 083Gmgabgdab IGm(39Ldn Bnnmbggs. 53 AbMng, JeMayme bambaymo
3bogs MEsgmE 03g6HmL yuMormgdsl, Aomasb bamymbgms 3o68s3emmdadn
0336mgnba(300b bogoo mogem@mgdnmmn sadnsbgdab 3ngM dgbmmadymo
9Pmbdnoba gMImgdo oy memgzgmgdn, Jobaco baaGamgdeb dgmmeny-
0 bagmmgdo o MmEbsdgb@gde, anfgme bodmyfnb bdsos 8mymmebymo
©> Bobabbo ggMasbdaMo@nmn ab@mbongfn Lymgdo > Jowag 3Gogs-
o bb3gs nd3Gmgabagapmo bgmmgbadab gebgamaigdal pomMgboe domom
embydg 39@yagergdL. pd3Gmgadaznob bymmabgds ame d53mgdgmgdnon
3J@no. aognblbgbmo, Gmd @sbsgmgm ggem3sdn dobsdmgm > dsbalb gdm-
dod30g 3bogmbom nBsb ogemorbgh, 3nbz J8bnws dsb: gabas dggdmm og-
8380 3m(3dmmmdab n33imgnbgds, dobn a0dmo-gobgamafgds > @og-
BogGom sboemn J36nemgdab 3qbngoman dagFgdac 3s8mdy@bgs.

a3brmmgdom ngogg LGscn agm Jofarnm baenby® BgLngoera® gdm-
43309353n(3. 033Gmzada30nb Bogoor EIRamEMIdYm S@330s673L boembo
356boggogdam 3o@ngb dnszgdms. gfnodn, Bgommdgen-dmdmgMamn-
om, yggmody o6 nBymEbib, omdpe boambrem LedmgFal 3gbnmgdsdo
39360 3mbaBormgmdo. Fg3dstogn 3m3mgMmob babgmeo dbmemme obgm
3©33056L dmnbLybngdmbgb, Emdgmon LEMYMYMPoms@ ammdes bdbodmg-
Gm-mgdbognG @mbeb, oGs 3omEm gmEbocs @ JgbFHymagdalb dsmocmn
embom, 5Ms35@ 358m3mgdnmn 3m@abinserom ®d Bogom g3s8maMhigmes.
0836Gm3zabs30nb bngoo @ogamEmgdgee 8mBmgGomn gMon > agngg bed-
@b ymanm 3mbiMg@aee 358mbggaedn bbgsmabbgsagomor sbMmegdme.
0836Gmgabaznab damomn baGabbn, gog@enmem, bedmyMab sbarm goMmasb@l
BoA3mJd6os. bombo 0dsbbmaMgdms Bomamaba@afamn 398mabgdaa 3543-
Bagm 3oMnsb@L > 3oL n83Mmgnbogmnb Lsbgmoo ablgbagdwms.

Bg8mo om3bndby, GmI JoMormemds Imengmbands >bMHmgbgdsd mog-
aba 2563000M530b WIsmmgb baggba@l aueam dgbogemy® gmmgmm@dn
doambBns. wbgdmngor 0domgds joobgo: Mad aobodnGimds o Ma@md dosm-
B0oo ImmngmbBayM8s obMAmgbgded asbgomamgdab gbmmyb domorm mmbgL
LBy amGum Labndmgdm 3g3mf8grmgdsdn > oMs LogsGoggmmb od
gobmaGagnam Jnobggddn (gogdzom, bsdgaMgemman, n8gMgmdn, sgofMedn),
booz bBsms Immngmbono 365338380 GgomaMsr 3MLYdmdL s aobgn-
06330l 3m@ab30uGn Jgbodmgdrmmdgdn FoMdow ndgdbgds? o8 jombgodg
9603603365mmzo6n 3sbmbab 333935 Mamgdab Bgademgdgmos. ob, B3 am-
e 3qbogorma gmmymmtby dgndmmgds aogaal, gfobsofom @3-
@3> 439 JoGormem Fqbngomym® modmnd@dy, Laoy 8Mogarmbdnabmds
domomygobgnmamgdamn gymEdgdnmes Badmmanbomn. doaMad, Gmgmei(y
RoBl, 36bgdmdl jamgg Fomag momdgbse LIgEogeafe, Gmdgmag demdso
ag@mmo joob 3mbgdsbs o gmbagmM-ymayee BFamn(3ngddn mbos 39dg-
dmon. 561d6d 3mgd 360d36gmmmgobns 03als 306339353, o Mo daaemn 93530
Lobdmasmeme dnbogob 28 gobagame Gmnb ymeng@gdabs s LymagHgdab
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LgYHMBn, MmamEn agm ob gbogmmmanyn @ 3963603060 5.)503dQ363-
b0, ®m3magdog dbogormmGo oggonb smgnbs s dg87(36980L Gmb Mg-
segfae >Mbadgeme 36 3GoMbgdmmn Bafdmbabgomn badysmb dbsdzEmmo
3o0bM330bs 0 3oMrababgnl Lodumamgdgdor nd3bgb; s mogem Logyyd-
3o dson gbogdngacio 3@B3Lab RsBmysmndgdobs s Lbg. 98 @ jowgg
36sgomm Lbgo bognobby 3abumbnb aoba3g8sm GoMom jamgzemn Ladmdomb
Ro@atigdss bagntim, GEm3gmdn(y 3mbnimbgdmsb gFomor Lbgsmsbbgs amgal
L3ggoommab@gday Banmgdgh Imbobamgmasl. 8y dbmeme 9Go ImB68 by
3q30Pgfgd yaommgdsb.

3IENmod gobngnmo gmaynbs s bygmngn (3bmgHgdols s8bsbggm bag-
30oEn® ovy FboG IR mnGaGoGNHadn aq@mmgdal 3Gogom mombgdob-
b g (30865, 3xm3masto, mdgobgaemgdabsjgb 3LBMogn, Jag]Gm-
30l dmygzafrmmn, @oabn, mown, EMYEYaSHN, 8j30EEben, 8mdbnma @
bba.) Hyrogaer 033300500 965330338mds, 9658mbbAgdmmmas, andmeals
LamgFam godobgompdamn aMdbmds, GmIgmn afim@gbion ©s dmargyH
Lo gobdama(zos Fgbaggdammn. banbGaMgbms, Hm3 acma bobinsanb mecmgdnl
439> bndsbomdmngn dbatg baboBmgFm 873mg8nmgdadag afgbb mogb.

Bagby oy omdmGalb Gommady o39Bymdom, ndbgd asagosmgammgb
303 39Fmo bobodmgMm byrmmgbgdolb amogabgda®gdsms dg3bmas.

Goga 3qbogab 3g(3bngMgdabaomgab oy Bmbogornmn gbobs o oy
3qbngarman dg@ysgmadab (3633600 3bm, 35306 oL, Moy (IBbMBomma a-
o 38LAEmmgdemgdobs ©o 033GmznboGmEgdnb 353mJ8gmgdsdn aabamy-
3>, 3mnEof Fqbogorn® g3abBabnobesd gRmar Bbngomm® 9bs8mbbMy-
demmdabo @o 9bs33n8o@mdal vbrs B0336gMma. dsm dngH RsBmgFMgdnmn
gmggma bndygs oy o6s, Logygeoms 6ymdGo danb(y 8Mogomn dmummmp-
Bgmmdnmos ombagbg, Gog Lomzsd gbogmmmagon® g99398b obrogbb ab-
896gemdy. dogbgogore BobabBad 2080Bbmme LyMgamobs, bow@3Gabgdac
3963(33056mb Bmam@3 00baBmdmgmamn, aby 8b3gbgmng, aFmmn gom-
&amba FgabeHmmadgmo Bonby smormn, ammobmammn s L3gGogns magab
39o0m3mbamby aMdbmdgddn, bommno dggygfor s LammybobBsgmme
2ds@mgdam Gmbabda, Amagmagy, Gobsjgatggmns, daba gLogognb o gb-
@0 3663bnb Loy mbggdaom 393M3ndaggdnm g3odEmEmdL «m o3306-
©ydo.

Joforgmn Jmmngmbaymn 8mbagel Lanndmmgdoms Jgbmds BsGdm-
aRagbgmns 8abo Jnrm3smdmbomemn Lob@adob JobmbBbmMBngFgdgdab ore-
3960b 256933. 53 3bFng, Y3nFo@abo 860d3bgemmds Jormb myHdob, (3968~
Gommaen Bmbobs 3 g.6. 96@nogbdab, 269 @e8b3smyg boymmpgbgdnb go-
8mgemgbob gbngnda. JommAsGdmbamm LabBgdgddn Jomema® LoyGmgbadl
(Bmbngs, 3nb bg8me > J339mon Brogdaty 3gom@amn, 3306@mMa @ mJss-
3960 0b&gfgomgdn) men a56BmBnmyds 3L ~ AMGBabmbG Yo > go&-
Bogorrycn. gfon 3bMng, obobo Imemogmban Jumgneedo ©sIMNI0EISMIE
8mdfagn dgmmpngco 3eob@gdnb mabgoMgm mGngbGoml Bamdmawggbgb,
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bmmm 3gmeg BbMng, Bsow MBongMmomsdmjorgdamadab s ymmMnbo-
Ggdmgdo 36ndb. 3o3obomady, bdsms dmmagmbagdn gRoNgMoEsdm jn-
drmgdal dgdmbzngedny 3mddgmpdl JoGmgmn IMogarabdnsbe dgbogol
bmaogbo 3obmbo — bdoms eabgofmmo ao0bggbs. dsmo gAmngHomsdm-
JoRgdnmoda  JmbLmbablnd 0b@aMgomgddy JmmBrnbaynab gdysgdo.
5339 Wb @ogdnbmm, Hmd dmmagmbanmn Gog@mob 8jmby bodmggddn
JoGorgmo 3Msgombdnsbo dqbngab ob ggmdobyaee 3bmba, mgom 3men-
gmbomEAmdab bIgngngomsb 3sdmdrnbamy, dogbadsmmaMoe dabomdmmno,
323658 a330Mggdmn 833mggomn dob donb(y 3908RbgaL — g@FAmor ©°
Gn@dmmoe 3admyzgomnm BgRGnrmgddn 50bn3bynmn 3Mabndn ymggmamgal
3mJ3gmgdL.

EoEmbESGN 893bEAnmadmgda Bgbobndbogom afHdbmdebab jommga
boyMEgbgdalb Bmenb Immngmbogma Jbmgornb dofocmsma AmBRbob sa3gdo-
3n. 06@mB0Mgdals 3Mm(39L3n abnbn 3EBngor yuormgdnb 39b@Hdn 3ysgo
dmdaoame, 3oMs8 yggmobsofse (3mommdgh 8so 0dgnsm godmygbgdal,
o356 GmMbngnfn, J3omGuma, 330bdnGn > mJGegamo Bmbgdolb bdafa
0b@mbnigdal 353mbgggedn LomyMor dmygbgma brogds dgmmmas, 3qb-
Fdegds dmdGomdnb ©0Bsdngs, bmmm bocw YMongForsdmjemgdammy-
3530 3>@omnmabdn 0AgbL gL, Bog dopmnsbor sggFad Mmemgdl dmemo-
Gmbo@mdal ngMbobgb. ab@mbamgdab 3Gm3gbdn bayMegbo Bmbgdab ,39-
Bomdge" > no(3nmgds" oMoRzgmmoding @bsBagyH 8gbBlL obnggdl -
omgam Ggmmpoye ImobBb s 33dagMgdlb dsm gFongFmgsgdab.

La3BPbsBmE, >Ry JMgdmmabs @ 3R bEsdolb dmEmemds oA ad-
3> bobm@m Bodm3gonb gofome R3gbndal Lodgomgdsb. @Femgggee
3°J®730b ommbBBoEonm g0 Jgmdmgdgmos bEYEymGnmo BoMdmeag-
Bab 89736s> 08 bgMbgdls > bodgomgdgdby, GMAmYALI3 orgbrsy M-
&™m gornmeGo boygMogbgdab Jgbnmdgzabocgal aygbgdgh (3bmdoma 30mEw-
mbo 3gdbGmmademgdn. dsgamamnbsmgob dmgayzebe gaymo badmgab,
Jobob3ggBob, mB Bcoadgb@L, bowsg Bsomom RBL jommlb 330b@uMn
bayBoabab LyjLGYGHe s LydBdae Gmbgdno Rba3gmdeb gmgase as-
3mBggmmon 3g@odmgmbs (mMngg GFsadgh@3do gommb j30b&mMn boyMog-
6o d Gmbas) (Boga. 1).

33068 Mn LoyGrgbob Lyb@mMe s LyIdGednGn Gmbgdoo g33ems
338am8n mdMomdabamzgab 8dmegh nd3gmblb J86ol s 8mbsmmebym (39-
bl 97oBymgdl. s8sbasb, go@Megormdo g. b. (39Mogmo 33abGalb b3m-
396030b o(3nmgdsz brogds @0 BotBmgdbamn mobagmyoemdag 3@ Lad-
dogggh adgbb.

0336m3nbsgnab bgemmabgdab dnfnmsen 3Gab(30dgdnb, byfbgdabs ms
Lodmormgdgdeb Myge IgEbmdab 0bbam ghcma Lanb@gMgbm 9JLIgFHndgb@o
Rogo@ocyg. abdatgdnbocgnb gaGmmn bodmyHgdab 3gbsbedbsg 3(3mebab,
n33Gmgabagonb byemmgabgdal ghm-gho eEmLEXGL, Mo dgcdgbad-
3obo 3 obamasbHmy GommymmEabgl, aafuema bndmgMgdeb bawmigmg-
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b FgabEmegdgenl, o396 39393ndgb, ngdsmony. ggL3gHndgb@e@mydl
3obmgg, dgbodmadmmdnl ggaMgmgdda dogbndsmmaFom ao93sGGnggdnboc
36 me Immogmboy@o bndmgMalb gGm-gBoan ogornbafabm 60dndab, B96
89300m3sb bdoms Jgrrmmon®n dmdFamds s 3gg]86s00 Bnbo BdoHGnggbe
356G03b@n. g ©33@M3gmn dbmemme domammn — Jnfggmo bds. T
b3obo ©o 3560b MbEINBbmMBamn gsGorymgdocm dgnddbs 58 LadmyHnb byon
356030680, AmMIgmms PEMNIENB EM a3 Mgormbsomng o3emgbb 08 by-
Gbgdbs @ Lodnormgdgdl, GmAmgdbo M33GMzabsGMMgde 0bEMBaMdals
36m3gbdn 0ygbgdmbgb. (3bomns, YGITYFn SBormnbalb Ba@Bmmagbob bo-
3mormgds 989030 3 o6nb. 280EM3 yuMommadol Jbmemmm 3560L (M. 3gm-
dgbndgnemn) 30y a33mygbgdama a83Gmgnbagnab §gdbogob bmaegGo os-
30b93Fg3s%g avgeBabgzomgd, Mmdgemay gnbmamnMopsE JoMasm smngddy-
35> babm@m RsbabgFgdnb Bnbgognm (Bmagysgh 8sGGngo s astorgmadmme
356n3bB)g30b Fbmmmme 3960l JoBGogda, 3og. 2, 3).

sgnmo dgbedhbggns, M asforgmgdmem goMosb@do yggemo man
atfdmamdnb 3gmbg 3agMs BoM@ng GoBdnm gFhogmmpdomss ©ddemormn,
bmmm dmdMamdnb Bgmgasm sbomn Go@dmem-nb@mbazomfo gamcdaemgdns
Bo68md8bnemn; 58537 EGML Sbom IgmmEnn® gmEBNmgdb aoM 339
3M53J8033903 3gogdab LNBmgAl jorrmEBmBoma® 3538530 (Bbgmggenmds-
90 33543b ImEumagenfn goobs Lbgs jneemBn, Gmmnb Embogsy 396
2bBMYAL 25688 3n(3935L @O a3M 3 mmn dgmmmomEn bamaob 358mga Jamos
d3ge Jommm@mbaormmdab MdGmbmgds). joramb bayMmgbo Gmbgdob ab@mb-
3309/ Ig3mImnFgdaboneb gfodE, Gog ImdGemdal aoBargmgdabs ©d
2°3R035mm@Am3zbgdnb gfor-gfon Ladmargdss, b3nfns Jarmb LoyMmybo
&mbnb demngfn Amamsb bbb EAEMDY aomdEsbs, HoE Bmbommdslh sGo-
393L 9ob > 3ol Bgbomdgabs ®o bnggmnfigdnb gMHor-gMo ndIGmgado(ye-
am bgfblb BoMBmomagbl. bdnns, saMgmgg, gfion boyfmgbab 3gmfy
LoyBrgbe Gmboo Fggme @ doon dmalb >@Lgdamo 0BGgMgormalb bs-
Jn0fab3nBm 0bBmbogomn bymom 3g3bgds. gmggmngg gb 3s60b nbGgbbn-
wFo dmd@omdob dndgab 3nd(398ns, Mnb Bgmgasma oao Lsjdsme asbjn-
0 gdamn, bbgs b3gdnbasb aobbbgozgdmme dodstorgmgdabs s GaBdmmn
Jdgmbagonb 3jmby odmagnmgdgmn dgmmmonEin IrmabBob Lobgl ndgbb.
bsod oBm jnEgdrmds S PO G IMBGGHLENMmMMBS dmemogmbagfin
@32d@nab 6admdbnlb gfor-gfon dnfomsmn JoGmdss.

dmemmb, Jnrgg gfion gabomzaco bambob 3gbabgd, GmIgmbeg Jocs-
mgmn o6 gdgdbgds oF(y IGmagbomm, 363 barabae b gsmy® 58my-
39003580 o> sn@Gmday Nbngormy dmgmgboe 8ndsRbas. babobdgg Mol
439 (36mdommn 39MndBEb ME@MNIRMInmehgda8 (aa3o6obs, GmE GAm-
amg bdsos mabgsGamn asbggbnl, oby 8san gMmogFo jmmAoabsyn-
ab 39J@megdo gornma@ mgidbs o boyMmgb BmMbBaddy aomol. 3oMmdn-
R, oo 58 3oMbBgdb gho jormm@mborma® LadMEygdn dmzedaggm
(3ongdaoo, g-@mbogom), 85806 3ob Jommp® mgmdb g-c-d Gmbyda 3gg8-
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6ob. yagme goMoab@dn LndmoMol @ bds abygdl s dob gho-gfor dofo-
oo LogMrgbbs @s 0bEmMBs3nFo dmdBomdab mAngbgamb -Gmbn Bo-
dmoagbL. Mmamiy Bgbn, 3sbgdal RoMmgs dgmey God@do a (39bGGora
&mbby brogds. 388mbsgmmnbn Bbmmme 5. b. babgbondgamgdalb 356056800
(85a. 4).

o7 3560 3nMggemngg God@nb mobobynbdn ghmggds, 8oa@s8 oo 3-@mb-
0396 mbdy, sModgm a3b3omy LoyMmgbby (c), b addm(y ngn 53 Jg-
dm 359mbggasdo (396@Gocmmfin Gmbnb 860336 eamdal ndgbl. doBols o
890 bdob bLoygHmgbn GmBE3ab LgymbrnMn Mmsbogsfmmdalb 258m a0ddog-
s dson IEPNANEIIM Jngdnmmgdas, @oibmbablnMoe obaymy@om-
35300 onbbdms Gogmmn Boggdmds. bLamzaing, Gm dbob dgdbmmg-
dgmn dgemmpamén 20630msMgdab 3Gmagbdn, dmgmn Bybmob dsbdaemby
3@bs@ 0ygbgdb cmognbo BmdMomdol dnfnmom mEngbBnMbs s LoyMegbl
- B-&™mBL. 0gn Fbmmme JBbEHmgdmnb Bamdmbobzede sMbgdmal, Asy
d99mamdn gbemgdab sbamobomag 3@ JoEmgds. 3gdbGnmadgmo J3g(36m-
dngMor athdbmdms jommb (306@MomyGa Gmbob 3gbomdgoms ©o @ogM-
3o 358mB3ge PdmagMgb gbagmeamang® 9B, dmagremebamnbs ms
a@damob gbog@ogne doemob.

oo ymggemagy bgdma ofdmemn dg@ddsmaGos (As3n(3 3g pdgn o6
893561935), 85306 o6 Bgndmmgds Jomgg gfobgen of agbofimo cogo 0d
aeoEgbe 6ogol Babs3dg, Gmdgmbag mogebn gjomyasbm gsbGsbanm, Lom-
(3960 3m33mdognnGo 359m3ambgdmmdncs @ MAognbsrmdam dbmgmom
dgbogormnG-gme jmmfnm sbBGmMg6g3s30 daamn o6 gdgdbgds.

@36mdammos, Gmd dsbal Immogmbasl ,3mbogsemyFo bgemmzbgdob
LEgmym@orn amangeb” wBmegdg6. 04693 08 833760gMgdnbs @ bAyemy-
mgaregdoboogol, Gsbsg JoMormmn bombamn Immagmbos 34gnes, Aggb
2333999365 BbgogLn 3sMamgmn, 8oaMs8, 3g0dHmd, JoBogme dmeagmbanl
Lo gaGm 6gdgmmdal, Baomnbs s ndsmob gbog@ngsdos @ dmdsm
33001 379360 Gad >Gnb cmgdgmn.

N MggamBdsGmmn FoMGeb mamgfo 283mdms, Mm3 ,Lbsgmymo
3qboge” gbEAmmymgnmgbn aumoboommds @ bgdmogmbgdss mdgHanbs,
#Om(30... 30685 Gmgfnb (3@ Ggmmeasb..., dab sbemb LERMmEYds Jomas
Ladn, morbn, byon bds, HmMImgdagy 93 @ dgmmEnnl afMagmog bamoboom
33853m336 > 33JMnsb, 33 Fgmmmosb Lbgssbbgoajsfor @ s@shgyqy-
mgdtngo ohndnf|mBgdgh s Gmsggb — cnodmb (3one ggRbamb 335876.
aby Hm3, oboba, 3nbE EmEsmn Bo0by 9Myggae ©d 38ab gz SOGHnm-
3960030, 39330639d0bo MRgdnsb s Bnnhbg3gb, AmB sMagigFn 6 SGnb
a@Gm o6aRggmmgdMnga 89330460, gomEy sbyon LadmgRs, ImGaweo
3Magsmn b3oad™.

203G 33on(3gMo jo mmmyFnb 93 LnGyzgdosb ms3o3dafigdam Sm-

! llizesinep Anbbept (1965). Mozann CeSacmvan bax. Mocksa: Myssixa. Crp. 24.
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6036a3L: 433 83653y o >M(3 dsb g8ga dby 3GBYNbasmE SMagab as-
3mbobogb gmb@Madnbi@neme dqbegab bamzMHgds™.

orda LEmMgre aomoj@nmbl — 3mg@oo 8gmgL, Gm8melb 8ogemn
893m8gda3 @aoegdfngn dgbagamss aogmgboaema, 8ggdmm smydas ms
3dogMgbom 326g3om> Jomg( ob g3mEngHe dgbmems, Gm3gemo s@adnsbl
anegen dmmogmbogfo bodmgAol 8mbdghob ML gu@mgds. gors Gomb
&odadg 3nbogmba o aym, 303608 dMbynbzomam oggs Lamgdgma asgnb
36m3nem mgdbda ggMonb 8ogdl: oMb abg o6 3mgMnsb, Mmam&(s o7, o3
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THE ART OF IMPROVISATION AND
GEORGIAN POLYPHONIC MUSIC!

The artistic imagination of the Georgian people has enriched mankind’s musi-
cal treasury with numerous masterpieces of songs, marked by their originality and
distinctive features. Scattered like pearls throughout Gurian music, in particular,
one can find fantastic examples of folk polyphonic thinking

Georgian polyphonic music, which originated as early as the pre-Christian
era, doesn't have a single bar without note against note movement. If we also take
into consideration that a whole layer of polyphony is present in the west Georgian
songs, especially the Gurian ones, one can accurately say that polyphony constitutes
the very nature of Georgian folk music.

Generally, folklore has a unique capacity for preserving qualities of antiquity,
allowing scholars to reconstruct the past via images and other artistic manifesta-
tions. Georgian folk music has also preserved archaic forms of polyphony, examples
of which can be found in Georgian two-part songs that portray a transitional stage
from the monadic to the complicated forms of polyphony. Already among the two-
part songs, features emerge that are reminiscent of more complex forms of polyph-
ony. In my opinion, the main difference between the two-part songs of eastern and
western Georgia is the different melody types.

When characterizing the melody types of Georgian folk music, Georgian mu-
sicology lays emphasis on the melody’s movement, differentiating the types accord-
ing to the ascending or descending parameters. It is, however, impossible to explain
the structural complexity or the internal nature of the melody solely by this feature.
Unfortunately, the scope of this paper does not allow for adequate examination of
every significant characteristic feature in detail, so I will limit myself to the discus-
sion of the basic features.

Long-term research revealed that there are two basic types of melody line in
Georgian folk music. The first type very rarely comes into contact with the tonic
and second degrees. These degrees are, in fact, only used in the finalizing-cadential
structures. Therefore, I use the provisory term for this type of melody, the non-con-
tact (less contact) type. To clarify, this is a working term and if any better term is
suggested, I will be happy to accept it. The non-contact type of melody is character-

! This article was published in Problems of Folk Polyphony (2000). Material of the International Con-
ference Dedicated to the 80" Anniversary of the Foundation of Tbilisi Vano Sarajishvili State Con-
servatoire. Tsurtsumia, Rusudan (ed.-in-chief). Tbilisi: Tbilisi State Conservatoire. Pp.:195-207.
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istic of the eastern Georgian musical culture and may therefore also be called the
‘east Georgian melody type’

It is widely recognized that in the earliest two-part songs, the intonational
(melody model) reference point of the new voice, the bass, is the tonic tone. The
non-contact melody type, as a rule, forms the basic and developing stage of its
movement in the high tones distanced from the tonics, which in turn avoids any
“conflict” with the newly emerged voice. This phenomenon facilitated the appear-
ance of the droning undertone in the songs, with the result that the so-called ‘multi-
part drone singing’ is dominant in the musical culture of eastern Georgia.

In contrast, frequent use of the tonic and the second is characteristic for the
other type of melody, which is prevalent (or firmly established) in the songs of west-
ern Georgia (and may thus be called the ‘melody type of western Georgia’). I there-
fore call this melody type contact. In the earliest two-part songs, the frequent con-
tact of the contact melody with the above-mentioned degrees of the mode, which
can be seen as targets, or “ambitions”, of the newly-emerged (bass) voice, results in
a certain conflict between them.

The songs avoid the feeling of “friction’ between the voices, the dissonance, by
shifting the bass part to the melody line. This is the most significant phenomenon
in the process of the polyphonization of the singing texture. Here, too, the final
result is widely recognized: counterpoint interdependence reaches the outstanding
heights in the musical culture of western Georgia, especially in Gurian songs where
the contact type of melody dominates.

Another very interesting phenomenon is also worth discussing. In west Eu-
ropean professional music the earliest forms of two-part singing are mainly char-
acterized by paralleled organa and heterophonic formation. There is also the com-
positional technique of the drone, but the bourdon cannot remain independent for
a long time and joins in the paralleled movement characteristic of the organa. The
new voice facilitated the thickening of the melody born within the monody. In that
case, one cannot speak of the independence of the newly emerged voice. The signifi-
cant difference between the Georgian and west European two-part singing is that in
Georgian songs, the newly formed voice (bass) differed functionally from the mel-
ody from the beginning. The different function was not limited only to the droning
undertone or the accompanying role. It became the foundation of the polyphonic
structure, a kind of reference point for the melodic movements; not the mode, but
the axis of the mode-harmonic system. It is evident that all this shaped the indepen-
dence of the newly formed voice. The next stage of the bass part’s development was
associated with its melodic movement becoming more complicated and diversified.
It acquired a wide range, unusual flexibility and agility, entered new realms of me-
lodic models and acquired distinct rhythmic pulsation. The bass part became the
contrasting opposite layer to the high-pitched melodious voice. Independence and
contrasting confrontation to another melodious voice (eventually voices) are the
most important properties of polyphony. I am convinced that improvisation played

— 226 —



the greatest role in the formation of the bass features mentioned above.

Improvisation is characteristic of any folk music. Improvisation lies at the very
heart of folklore, but when speaking about the art of improvisation as one of the
manifestations of creative thinking, we should take into consideration its qualitative
parameters, complexity, the level of development and the result achieved during the
process of improvisation. Georgian folk music stands out in this respect: the mono-
phonic Urmuli (araba-driver’s song), Orovela (ploughman’s song), the melodious
bending to and fro, the decorations that belong to Kakhetian drinking songs, and
the unexpected and unpredictable intonational movements of so many other Geor-
gian songs, all indicate the exceptionally high level of improvisation. The art of
improvisation is a great creative activity. Let us remember that in Western Europe
before and even during Bach's epoch, the one who improvised was considered a
true musician: whoever could creatively develop a given musical line, indeed, sculpt
a new creation by improvising on a simple theme, was applauded.

This was also the case in Georgia. Those gifted with the talent of improvi-
sation were held in special respect. In Guria, not everybody was referred to as a
chanter-singer, though many took part in choral singing. Only the person who fully
mastered the song inventory, and was distinguished not only for the high level of
knowledge and performance but also for the creative potential and talent was called
a singer. A singer with a talent for improvising performed one and the same song in
different ways. A high quality of improvisation created a new variant of a song. Peo-
ple memorized the variant sung in excellent taste and named it after the improviser.

I have stated that Georgian polyphonic thinking achieved its zenith in Gurian mu-
sical folklore, which begs the question why in Guria, and not for example in Samegrelo,
Imereti, or Achara, where there remains a high potential for further development? It is al-
most impossible to find a simple answer to this question, but it seems there is something
highly specific to the Gurians' character and ethnic traditions.

Looking at their sense of humor may facilitate a fuller perception of the spec-
ificities of Gurian singing. Everything that occurs in the art of famous Gurian per-
formers and improvisers must be ascribed to their rich musical wit and jocular at-
titude. Along with other merits of the Gurians (hard-working, courageous, aspiring
to freedom, fond of debates, hot-tempered, outgoing, untiring, frisky, dexterous
and so on) literature has characterized them as especially witty, possessing a fine
sense of humor peppered with the grotesque and sometimes even sarcasm. This
trait naturally emerges in their singing as well. If not a separate word, at least a
phrase they sing is full of surprises, which renders an interesting psychological ef-
fect on the listener. A Gurian virtuoso aims at surprising both his partner in singing
and the listener, but does so in a characteristically honest, frank and innocent way,
always kind, yet buoyant in the bright and festive vigor that Gurians doubtlessly
developed over many centuries.

No less important is to find out what place music in general occupied in the
everyday life and spiritual practices and beliefs of this ethnic group. What were the
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psychological and genetic prerequisites that determined their style of artistic reali-
zation and transformation? What constituted their perception of the real and imag-
inary worlds? What served as the foundation of the formation of their aesthetic
belief? These and many other questions call for a Jarge-scale research project to be
carried out together with both musicians and scholars engaged in various spheres.

It is impossible to fully grasp the secrets of Georgian polyphony without de-
fining the regularities of its mode-harmonic system: the mode axis, central tone
and the so-called anti-thesis, i.e. the auxiliary basic tones. In the mode-harmonic
systems, the mode’s basic tones (the tonic, the fourth, the fifth and the octave situ-
ated both above and below) have two dimensions - horizontal and vertical. On the
one hand, they are the linear reference points of the independently moving strata
in the polyphonic texture, and on the other, they coordinate the independence of
the voices. The linear spread of voices is the most fundamental ‘law’ of Georgian
polyphonic music, even in the case of the polyphonic interdependence of the voic-
es. Their interdependence is also based on the orientation to converge on the con-
sonance intervals. While in the songs of polyphonic texture the fundamental law
of Georgian music is disguised as much as possible due to the specific character
of polyphonic music, an attentive researcher will still find it as the above principle
always operates both metrically and rhythmically.

The performers who were great masters were very well aware of the role of
the mode’s basic tones in structuring the basic polyphonic skeleton. In the intoning
process, their attention is always concentrated on those tones, though they always
do their best to use them sparingly, sincefrequent intoning of the tonic, fourth, fifth
and octave renders the melody clumsy, impedes the movement dynamics, and leads
to parallelism in the interdependence of the voices which rather weakens the poly-
phonic image. The “disguising” and “averting” give an astonishing charge to each
melodic stratum and invigorates their interrelation.

Unfortunately, neither the volume of the book nor of this chapter allow the
presentation of many notated examples, but the following should suffice to create
an impression of the methods used by virtuoso performers to disguise the mode's
basic tone. Two fragments of the Gurian song Hasanbegura distinctly illustrate the
metamorphosis caused by replacing the fifth basic tone of the mode by the sixth
and seventh tones (in the both fragments, the fifth basic tone of the mode is the d
tone) (ex. 1a, b). Replacing the fifth basic tone with the seventh creates a powerful
impulse, a neutralizing caesura. Additionally, the sounding of the so-called empty
fifth is also averted and the resulting chord acquires greater strength.

To better understand the basic principles and methods of improvisation, I
have carried out an interesting experiment. I turned for assistance to Otar Berdzen-
ishvili, one of the great masters of improvisation who knows Gurian songs very
well, and to Levan Veshapidze, a young specialist in folklore and excellent perform-
er of Gurian songs. [ asked the experimenters to simplify the melodic movement
of the voices in one of the outstanding versions of Gurian polyphonic songs Chven
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Mshvidoba, thereby creating its simplest version. Only the top voice remained un-
changed. By means of gradual complication, five variants of this song were created,
and their comparison clearly reveals the intoning process of the improvisers.

I am unable to present a detailed analysis; I will focus on some specific features
of the improvisation technique used by the bass part (O. Berdzenishvili), which are
clearly visible in the song transcription (due to the limited space I present only
parts of the simple and complicated versions, ex. 2, 3). One can notice that in the
complicated version, all the long sounds are divided into simple rhythmic units,
and as a result of the movement, new rhythmic-intonational formulations emerge;
apart from that, the new melodic formulations introduce certain corrections into
the mode-tonic plan of the song (here ] mean a modulatory deviation into another
mode, whose tonic does not have enough time to be firmly established and after a
certain melodic movement again returns to the initial mode's tonic). Along with
the shemomghereba (singing above and below the central note of the melody) of
the mode’s basic tones, which is one of the ways to complicate and diversify the
movement, quite often the mode’s basic tone is shifted from the strong time to the
weak one, which makes it less important and is one of the improvisational meth-
ods of disguising and leveling that tone. Singers also often replace one basic tone
with another and fill in the interval between them with an intonation of an oppo-
site direction. All this stimulates the intensive movement of the bass part, with the
result that it becomes an independent melodic stratum with a different direction,
possessing a different rhythmic pulsation. The independence of voices and their
mutual contrasting effect is one of the basic prerequisites of the formation of the
polyphonic texture.

Finally, we turn to another remarkable method, unparalleled in both profes-
sional and folk music and therefore considered to be a unique phenomenon. The
collation of all the known variants of Hasanbegura indicated that the vectors of
both the linear spread of voices and their intercoordination keep to the mode axis
and basic tones. If, conditionally, all the known variants of Hasanbegura are placed
within one mode-intonation space (say, with the g-tonic), then its mode axis will be
formed by g-c-d tones. In all the versions, the song is begun by the middle voice; one
of its basic tones and the reference point of the melodic movement is the d-tone. As
a rule, the joining in of the bass part in the second bar occurs on the central g-tone.
The only exception is the so-called Khukhunaishvili’s version (ex.4).

In this variant, the bass part joins in at the beginning of the first bar, not on
the g-tonic tone, but on the auxiliary basic tone (c), resulting in it acquiring the
function of the central tone. Because of the second-interval correlation between
the basic tones of the bass part and the middle voice, their interdependence also
becomes stronger, and the number of dissonant chords is abundant throughout
the whole structure. It is surprising that during the whole stanza, the performer of
the bass part does not use the basic reference point and support - the g tone. It is
present only in the performer’s imagination, which is proved by the analysis of the
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following stanzas. The performer seems to have subconsciously felt the strongest
psychological effect caused by disguising and concealing the central tone, yielding
the aesthetic power of the unexpected and mysterious.

The great reformer Luther said that “the educated music” is a direct gift of
God. “When... someone sings a poor melody..., four, five more voices join in, en-
joying playing around this poor melody and rushing about, decorating the melody
in different ways with unusually beautiful ornaments - as if they were joined in a
heavenly round dance. Therefore those who can understand music even just a little,
are thrilled, surprised at the result, and find nothing more amazing in this world
than such a song decorated with many voices”?

Albert Schweitzer says the following about these words of Luther’s: “Neither
before nor after him did anyone express the wonders of counterpoint music so
well™,

Galaktion Tabidze, however, as King of Georgian poets whose creations are
saturated with divine music, could perceive and feel keenly the emotional effect of
listening to Gurian polyphonic music. Galaktion, though not a musician, claimed
in his famous poem To the Gurian Mountains, “Nowhere do they sing so well, as
here in this country”

Indeed!

1Schweitzer, Albert (1965). Johann Sebastian Bach. Moscow: Muzyka (in Russian). P. 24.
3 Ibid.
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GEORGIAN CHANTING!

Chanting can be compared to the voices of angels. Chanting has the great mis-
sion of helping mankind to withstand the hardships of time and making even the
most difficult hours of our life seem happy; it does so by kindling elevated, noble,
and gentle feelings in us, leading us to compassion and philanthropy. Chanting still
retains this mission to this day and experiencing it is at least one of the main paths
towards the formation of a truly elevated spirituality in people.

The transferring of Christ’s seamless tunic to Mtskheta was followed by the
first wave of Christian preachers. The Georgian land still bears the footprints of the
Holy Apostles Andrew the First-called and Simeon the Canaanite. Three centuries
later, their footsteps were followed by St. Nino of Cappadocia with the grapevine
cross in her hands. St. Nino’s cross flourished and took deep roots in this country,
the endowment of the Holy Virgin, filling it with God’s grace like everything else
that was Georgian. Georgian Christian chanting is one of the fruits of the Geor-
gians’ musical genius.

It is common knowledge that in the first years of the introduction of Chris-
tianity into Georgia (in 337 it was declared the state religion), the scripture and
sermons were read in the Greek language, and psalmodies and Greek monophonic
chanting were commonly heard in church services. From the very beginning, the
leaders of the church understood that in order to provide a firm basis for the new
religion, it was necessary to celebrate liturgies in Georgian, and accordingly, to ac-
company it with the musical world to which the Georgian musical ear was accus-
tomed. The first steps in this direction are associated with the beginning of trans-
lating activities.

The will of Sabas the Purified indicates that at the turn of the sixth century, ca-
nonical hours, vespers, apostolic readings and the Scripture were all read in Geor-
gian and the epistolary heritage testifies to the fact that at the end of the same cen-
tury, liturgy was celebrated solely in the Georgian language. Georgian translators’
attention was concentrated on the works of such famous hymnists and ecclesiastic
figures as Basil the Great, Gregory of Nyssa, Epiphanius of Cyprus, John Dama-
scene, John Chrysostom and others. At present, many Greek manuscript originals
have been lost and it is the Georgian translations that fill the gap. The construction
activities from this same period enriched Georgian architecture with significant

! This article was published in the book Georgian Music. Readings for Adolescents (2013). Tbilisi:
Tsitsinatela. Pp.: 119-125.
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monuments. If we take into account that original Georgian hymnography was also
developing from the seventh century onward, it is not surprising that great cultural
changes were taking place in Georgia at that time. Undoubtedly, changes must have
taken place in Georgian sacred music as well.

According to historical data, chanting schools and choruses of professional
chanters were being formed at the churches and monasteries in that period. A doc-
trine about teaching chanting was established, called “communicating the teachings
by means of the voice” The essence and the aesthetic nature of music belonged
to the sphere of religion. It became necessary to find professional musicians who
could set newly composed religious texts to music, i.e. to create official music for
the liturgy. The high degree of attention paid to chanting is evidenced by the fact
that new positions of chief chanter, chanting master, leader of chanters and others
were set up at the Royal court and main cathedrals. History has handed down the
names of ecclesiastic figures who played a great role in the flourishing of both reli-
gious literature and church music: Ioane Zosime, Giorgi Merchule, loane Mtbevari,
Euthymius and George the Athonites, Arsen of Iqalto, loane Petritsi, and others. An
outstanding place in the history of Georgian music is occupied by the tenth-century
ecclesiastic figure Michael Modrekili. In his brilliant collection of heirmoi created
in the years 978-88, the poetic texts are accompanied by the old Georgian musical
signs ~ the so-called neumes. Unfortunately, we have been unable so far to decipher
these neumas, but it may be said with certainty that they are presented as an orderly
system, quite original and different from the songs sung in other countries at that
time. Michael Modrekili's collection is an invaluable treasure indicating the high
level of development of Georgian musical thinking in the Middle Ages.

When was Georgian chant created? When did it acquire its original identity?
How does it differ from the sacred music of other Christian nations? These are
among the questions that chant scholars are faced with. As to the origin of Geor-
gian Christian chant, it is certain that the process of creating the original Georgian
hymnology must have emerged before the seventh century. The art of setting poetry
to music may have emerged concurrently; Georgian musicologists are quite right in
considering this the initial period of Georgian professional music.

Georgian Christian chant did not take root on barren ground, but in the rich
soil of highly developed musical traditions. Christianity and its texts were met by
the elegant and refined mode-melodic world emerging from the pagan epoch, the
origins of which is lost in the depths of the past. In the process of creating Geor-
gian national chant, the masters of setting words to music studied the grammatical
norms of Georgian secular music, the common regularities of the musical language.
Along with this, they themselves began creating a new musical lexical stock and
looking for new expressive means. Apart from the national characteristic features,
Georgian chants also acquired different stylistic features from the old musical leg-
acy. The most significant feature, to which special attention must be paid, is the
multi-voiced nature of the chants.
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It is common knowledge that up until the seventeenth century, only mono-
phonic chanting was cultivated in the whole of eastern Christendom, i.e. in the
Orthodox world to which Georgia also belongs. Both the cult and secular music of
the Georgians’ direct neighbors - (both Christian and non-Christian) was mono-
phonic. Georgian musicology on the strength of definite data and well-reasoned
logic asserts that polyphonic chanting in the Georgian church service began to gain
firm ground if not before, at least from the seventh century onwards. Polyphony
was even at that point so integral to Georgian music that the polyphonic character
of the newly-born church chants was inevitable. It may be said with certainty that
Georgia is the first country not only in the Orthodox but in the whole Christian
world to introduce polyphony into its church service.

The first data about the presence of rudimentary forms of church music in
some west European countries appear at the juncture of the ninth and tenth centu-
ries. In the following centuries it first appeared in the monasteries, then in cathe-
drals, and ultimately in universities; there, polyphonic chanting achieved a surpris-
ingly high level thanks to professional musicians. From the seventeenth century,
polyphonic church chanting was also introduced into the eastern Christendom,
namely among the Slavic peoples, despite strong opposition. The tendency towards
polyphony was also seen in Greek (Byzantine) music. In the most recent centuries,
polyphonic chant began to be cultivated even in the church music of countries,
where no two sounds were ever sung together, i.e. whose both secular and church
music were structured on the principles of monophony since times immemorial.
Armenia is such a country. Their entry into polyphonic chanting is declared pro-
gressive and the most significant in the history of music. The fact that the Georgian
church is one of the first initiators of this so-called progressive tendency gives it a
definite value and allots it an outstanding place in the history of Christian music.

Though seemingly paradoxical, it is a fact that recently, some representatives
of the Georgian clergy began to fight against polyphonic Georgian church chant
and tried to get it ousted from the Georgian church. They contended that because
of its resemblance with polyphonic folk singing, it aroused earthly feelings in men
and did not correspond to the demands of the elevated spirituality. These ignorant
people’s shallow, sick emotions and brutish ideas, their sword directed toward the
national consciousness and spirituality, their entirely unjust, groundless accusa-
tions, all these may only be called heresy and treachery, which was duly named in
the verdict passed by the Holy Synod.

From the thirteenth century, continuous invasions of many enemies great-
ly hindered the development of Georgian culture, the church music in particular.
Chant collections and theoretical treatises were devoured by fire. The musical writ-
ten language disappeared, and chant schools at churches and monasteries stopped
functioning. Georgia was joined to Russia in 1801, which increasingly aggravated
the situation. In keeping with the orders of Russian leadership, liturgies were cele-
brated in Russian and the chanting was also to be sung in the Russian style, risking
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the complete annihilation of Georgian sacred chant. It was in the year 1860 that
“The Committee for the Restoration of Georgian Chanting” was founded: an initia-
tive of Georgia's true patriots and ecclesiastic figures. The committee failed to solve
all the intended issues, but did serve to motivate the people towards saving their
sacred chant. In this period, only a handful of highly talented people preserved the
memory of this precious treasure that had been created by the Georgian people
over the millennia. It was due to the transcription efforts of these individuals that it
was possible to transcribe the Georgian church chants in to modern musical nota-
tion. Notated collections gradually appeared, which have invaluable significance for
studying the history of the Georgian sacred chant and related theoretical questions.

The seventy-year-long communist dictatorship and atheistic propaganda dev-
astated the chant tradition that had just started to revive. The waves of repression
swallowed the clergy, among them the last masters of Georgian sacred chant. It was
a period when Georgian sacred chant was exposed to grave danger. Fortunately,
after the disintegration of the Soviet system and the declaration of independence,
the sacred chants were able to be revived, and their majestic harmonies are again
resounding in the churches and monasteries. Notated chant as well as sound re-
cordings have been published; they are currently being studied scientifically. De-
partments preparing chanter-precentors have been opened at various higher edu-
cational institutions. Georgian sacred chants, resembling the voices of angels, are
resounding in the concert halls of many countries. Their function is the same as
many centuries ago: to arouse the most virtuous, noble, and gentle feelings in man-
kind.
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WINE AND GEORGIAN TABLE SONGS!

The most ancient historical sources refer to the tribes of the Kartvelian or-
igin as agriculturists, wine-growers and metallurgists. In scholarly literature it has
been suggested more than once that the cradle of viticulture is the Transcaucasus.
When discussing these subjects, Ivane Javakhishvili noted that, “Georgia must also be
considered as one of the main centers of viticulture” Even in the ancient legends of
non-Georgian origin, the Transcaucasus and its neighboring countries are said to be
the motherland of the cultivated vine, underpinning the suggestion about the ancient
origin of Georgian wine-making and the centuries-old traditions that accompany it.

Viticulture is one of the most ancient branches of agriculture in Georgia; to-
gether with the sacred drink, the vine itself became an object of worship. Georgians
and the vine came to be viewed by foreigners as a single indivisible notion, which
is why invaders, striving to eradicate everything Georgian, began by cutting down
the vines. Furthermore, St. Nino, the figure celebrated as having spread Christianity
throughout Georgia, carried a cross made of grapevine.

Innumerable excellent species of the grapevine have been cultivated through-
out the land, and folk memory has preserved the ancient methods of caring for
the vine and making good wine. Every sphere of the Georgians’ everyday life and
activities are associated with singing; viticulture and wine-making are, of course, no
exception. Rituals were performed when digging the vineyards, trimming the vines,
making the winepress, picking the grapes and crushing them, but they can no lon-
ger can be seen anywhere; nor can the songs associated with these rituals be heard.

In this respect we are not rich in old notated material, neither in audio record-
ings nor in written sources. Nonetheless, it was possible at some point to record a
cycle of songs dedicated to the deity of the Georgian pagan pantheon Aguna - the
guardian of viticulture and wine-making.

Fortunately, Georgian musical folklore abounds in drinking songs whose or-
igins are directly associated with the development of wine-making. This stands in
contrast to other eastern countries where vine cultivation is widespread, but where
wine is prohibited by the Muslim religious laws - accordingly, they do not have any
drinking songs in those areas.

With their characteristic musical genius, the Georgians created many musical
masterpieces, the majority of them belonging to the genre of drinking songs. Like a
mirror, they reflect almost every feature of Georgian character: hospitality, love for

! This article was published in the newspaper Sakartvelos respublika, 2003, 03.22. Pp.: 1, 2.
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the vine and for wine, love of inankind, innate freedom and honesty, the chivalrous
spirit and even ever-present sorrow. One of the crowns of Georgian drinking songs,
the matchless Chakrulo, is a hymn to the triumph of life and immortality.

The table song genre emerged in the Pre-Christian era. Originally, such drink-
ing songs were integral to the rituals dedicated to the deities of fertility and agricul-
ture. In the course of time their utilitarian function gradually lost significance and
their aesthetic aspect came to the fore. In modern times they constitute one of the
most essential attributes of the Georgian feasts.

The Christian religion endeavored to introduce certain changes into the tradi-
tional feasting rules. In the fifth century, Archil, King of Kartli intended to eradicate
secular drinking songs at the feasts given in a pagan manner and supersede them
with Christian chants, but all of his attempts were in vain. Not only did the drinking
songs maintain their popularity, they also continued developing. Comparatively sim-
ple examples of Georgian drinking songs have been preserved in the highland mu-
sical dialects (Khevsurian, Tushian, Pshavian, Mtiulian). As for the Mravalzhamieri
cycle [“many years” songs) and other songs of a complicated structure, they occur
only in those regions (Kakheti, Kartli, Imereti, Racha, Guria, Samegrelo, Achara),
where viticulture and wine-making achieved unprecedented levels of quality and
complexity. The drinking songs of each region or ethnic group are characterized by
local features. Their melodic, compositional and expressive styles and methods differ
from one another, which enrich the whole genre and make it interesting; scholars’ at-
tention is nonetheless primarily attracted by the Kartl-Kakhetian drinking songs, as
almost all of them stand out for their deep ideological-artistic content, great power
of emotional influence and for being prime examples of choral performing,.

The question arises quite often as to when such examples of artistic perfection
combined with deep musical content were created - songs such as Mravalzham-
ieri and Chakrulo. There is no doubt that the level of the musical-artistic thinking
which characterizes these songs indicates a long path through history. Musicolog-
ical analysis posits that the basic elements of songs like Chakrulo and Mravalz-
hamieri must have stemmed in their expressiveness, form and content from the
golden epoch in Georgian history - the period when Beka and Beshken Opizari’s
brilliant specimens of gold-smithing and Georgian partitioned enamel were creat-
ed; when the cathedrals of Oshki, Khakhuli, Alaverdi, and Svetitskhoveli were built;
the ornaments of unprecedented beauty of Nikortsminda were carved, echoing the
melismas of Georgian songs; when the greatest pieces of Georgian hymnology were
composed, and when Chakhrukhadze’s and Shavteli’s odes as well as Rustaveli’s im-
mortal, The Knight in the Panther's Skin were written!

It was the songs like Mravalzhamieri and Chakrulo that a famous Russian
composer and theoretician perceived as being “the phenomenon of worship of the
Georgian people’s musical genius;” just as it was such Georgian song masterpieces
that made the well-known American ethnomusicologist Alan Lomax say, “Georgia
is the throne state of the world folk music.”
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INTERVIEW WITH KUKURI CHOKHONELIDZE!

- Recently, many questions have arisen about Georgian folklore. The most
important of these is this: Is Georgian folklore developing or degrading?

- The answer to this question requires serious observation and scientific anal-
ysis. The general situation in the world is alarming; our civilization is destroying the
patriarchal model of life and local cultures, and their destruction is the reason for
the death of folklore. A Georgian, even a century ago, did not go beyond his natural
area - his region. Actually, he was the creator of a verse, song, dance, its performer
and listener - i.e. everything happened in the same environment. Thus each ethno-
graphic unit created its own local culture. A Gurian had never heard a Kakhetian
song and vice versa, The main thing is that the basic aspects of the lifestyle which
nourished folklore have been changed. These are global processes. Europeans show
a keen interest in the cultures that still retain their folk roots, because they no longer
have it. This process, so characteristic of Europe, is slowly spreading to other coun-
tries and Georgia will soon be part of this.

- Does all this mean that folklore has died out?

- No! The Georgian reality has a somewhat different attitude to tradition. I be-
lieve that Georgians and their tradition are inseparable. The understanding of tra-
dition is genetically rooted in Georgian people. It is surprising why table songs did
not develop as the tradition of feasting is still well preserved in Georgia. However,
unfortunately, it is also undergoing certain changes. The Georgian youth have dis-
tanced themselves from their roots and, at modern feast gatherings, the Georgian
word, verses, and songs are no longer heard as they used to be. The desire arises to
somehow prolong the life of our traditions. It will be wrong to make it a museum
exhibit; if it is not exposed, if it does not sound, if no one sees it, then it is a moldy
object stored in repositories. But if it still gives aesthetic pleasure to listeners, view-
ers, it still has a significant function and requires even more care! Nobody knows
what the attitude of future generations will be: the desire to create something simi-
lar, or to revive and preserve may be intensified and ignited...

I think the tradition of the Olympiads, at least in the beginning, played an im-
portant role: allowing us to get familiarized with folk art, it was then that the most
valuable examples, masterpieces of Georgian folk culture were revealed. Certainly,
labor songs performed in the field and on the stage cannot be compared; there is a

1 Excerpted from interview published by Nana Valishvili and Baia Asieshvili. Newspaper Soplis
tskhovreba, 26 February, 1998.
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big difference between them. Nevertheless, the Olympiads in the 1930s and 1940s
brought to light valuable folklore material which was presented to a whole genera-
tion of performers. Later everything became ideological: it was demanded to create
songs, dances, compositions about heroes of labor, collective farmers, party leaders,
revolution, communism, etc. This led to the emergence of a new direction, which
was referred to as “contemporary folklore.” In fact, their themes were sucked out of
the finger and the songs were appropriate... Against the background of such songs,
due to the lack of authentic examples, Russia had to introduce the term “amateur”,
which implies professional elements - professional director or interpretation of pro-
fessional compositions. Personally, I am not against this word, but next Olympiad
should be called the “Olympiad of Folk and Amateur Art” and thus to distinguish
between these two completely different phenomena (it is better and preferable to
hold them separately). It is incorrect to use “folk art” and “folklore” in different, op-
posite meanings: folk art and folk wisdom are the same. This is why it is necessary
to apply the term “amateur” in connection with the so-called “modern folklore”

I would like to focus on purely authentic collectives and performers. Georgika
sang excellently at the Olympiad. I really love this ensemble; they sing folk songs
brilliantly. But can they be equated with Dutskhuni or any purely peasant collective,
placed on the same scales? It is necessary to encourage those purely folk collectives,
whose members are peasants - with toil-hardened hands or hoarse voices, but with
the stylistic traits and unique nuances of their region, those who have no equal in
professional performance. No matter how hard a professional artist tries to follow
folk performance manner, there still “works” some invisible power, sound produc-
tion and more. Here we should mention conducting: ten men are standing on the
slage, the director in front of them is waving his hands (you cannot even call this
conducting) to show the audience that he is in charge. In Georgian song there has
always been damtsqebi (he, who begins), a coryphaeus - it’s clear that he is distin-
guished as a leader, an organizer. One cannot conduct the song which has no clear
metric division. Because of this, the song loses its mood. At such moments the ju-
ry’s attitude is strict: everything was sung accurately and without errors - but that
was not the song, with that title....

The completely colorless presentation of Guria and Kakheti at this Olympiad
made us think that “it’s time to ring the funeral bell” One hundredth of what we
used to record 30-40 years ago is no longer found in the same villages. In some
places there is not even a single performer. Yet if we do not artificially help folklore
to die, we can still survive the “premature point.” Even with the revival and perfor-
mance of a “museum exhibit”

I cannot but mention: a certain number of songs became a stencil. However,
every village had its own version of this or that song, and they were no worse than
the “popular” ones. For example, Chakrulo is an excellent song, but not everyone
should sing the version, which, undoubtedly, bears Vano Mchedlishvili’s delicate
style. Is the Telavi variant of Chakrulo - “Gamkhiaruldi bukharo” a bad song? It is
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impossible to constantly listen to the same songs for 30 years and move from an
Olympiad to an Olympiad with one repertoire. To be honest, this is very annoying
for the jury!.. There is no search in the regions, the director has a limited repertoire
and does not go beyond it. We will get much closer to folklore if the director finds
new examples and performs them in his group. This won't be “authentic” either, but
will be much better than the faded ones.

The jury awarded first prize to Lagusheda from Lentekhi. I know the ensemble
from Lentekhi well, its popularity is credit to the late Jokia Meshveliani. Literally,
everything was a hack-work of what was coming from Jokia. I would like to wish
the ensemble more imagination and to search for novelty. It was for such novelty
that we marked Kazbegi’s performance with a special award. How did it get the ju-
ry’s approval? Many creative artistic events of life mode were brought to the stage.
Such a form is acceptable and can be generalized for the highlands of Georgia. Yes,
we need compositions that will be taken from tradition, from the life mode; this
will justify its mass appeal and character and not those that are artificially created
for mass appeal. I know the worth and significance of the dancers from Khulo,
Shuakhevi and Khelvachauri. They got lost in the composition intended to make
a strong impression. Therefore, I categorically demand the separation of folk art
from amateur performance; in that case both the pilili player and elderly dancers of
Khorumi would have presented folk music and we would clearly see “who is who.

These phenomena have deep roots and go beyond one Olympiad. This refers
to evoking interest in folklore among young people, and the role and importance
of folklore in the upbringing of the next generation. Obviously, the Ministry of Ed-
ucation does not pay proper attention to this; music lessons have been replaced by
an artificially created subject - art, where music has only very small share. Is it de-
batable that Georgian children should start Georgian music with Georgian intona-
tions? The textbook of Georgian music intended for primary school teachers is built
entirely on the folklore material, which is in the soul of both parents and children.
Music has always been one of the subjects in school. Plato calls it the nourishment
for the soul. Who is the titan who can replace the traditional? This can only happen
with us... ] do not think that the use of foreign methods of teaching will contribute
to the formation of Georgian spirit in our youth. Folk art and the basic elements of
round-dance should be taught in secondary schools, thus, the next generation will
understand the Georgian character, the Georgian spirit, and will regain some of our
lost national consciousness.
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GIVI ORJONIKIDZE AND
GEORGIAN MUSICAL FOLKLORE!

Givi Orjonikidze and Georgian musical folklore is a very interesting and ex-
tensive topic to discuss. Givi Orjonikidze was not a specialist in folklore and never
conducted special research in this field, but he voiced such important and inter-
esting ideas about folk music that they cannot be ignored by specialists in folklore.

The points we are interested in are scattered throughout various scholarly
publications. The diversity of Orjonikidze's interests associated with folk music im-
pressive, but his ability to penetrate the depths of musical folklore is also astound-
ing. By virtue of his great erudition, profound knowledge and perfect intuition,
his ideas touch upon the least studied and not thoroughly discussed aspects of the
art of folk music. Let us look at the problem of the folklore aesthetics. Have you
ever come across any work dealing with the aesthetics of Georgian folk music? Givi
Orjonikidze was the first to very skillfully and eloquently represent the world asso-
ciated with the aesthetics of the legacy of Georgian singing. In his research he took
the comprehension of the beautiful as a point of departure, laying emphasis on the
beauty and originality of the music.

It is this uniqueness that evoked Givi Orjonikidze’s interest; the uniqueness
of the music perceived from the social, historical and ethnopsychological points of
view. For him, each contact with folklore music is an act of perception and compre-
hension of its innate social nature. He never treated any folklore phenomenon as
existing solely in one point in time, but was rather interested in its evolution and its
embeddedness in various contexts.

Givi Orjonikidze also thought a lot about the future of folk music. Disapprov-
ing of the antiquing process folk music is prone to going through, which often turns
it into something like a venerated museum relic, Orjonikidze found it lucky that
singing, the very substance of Georgian man’s body and soul, was one of its most
essential and significant features.

Recognizing the diversity and legitimacy of different stylistic trends, he de-
manded that composers treat folklore traditions with care. He found it unaccept-
able, for instance, when folk music was used only to create local, specific colour.
Orjonikidze was fully aware of the great potential of traditional music and consid-
ered it an inexhaustible source of inspiration for the development of the composer’s
genre, in both lyrical as well as melodic aspects. He also knew that the degree of a

! The manuscript is preserved in the family archive; it was written after Givi Orjonikidze’s passing.
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composer’s connection with folklore was no guarantee for the value of his work:
gold in itself is valuable; who the owner is will neither raise nor reduce the gold's
value. It is quite different when some artifact is made of it, for in that case the qual-
ity of the end-product conditions its value.?

In one of his studies, Givi Orjonikidze said, “Georgia has great traditions of
wonderful choral and vocal music. Georgian multi-part singing is getting increas-
ingly popular throughout the world. Its unique aspects, melodic order and the spe-
cific features of its musical language arouses universal admiration. Even profession-
als are amazed at the complex musical ideas at its core, and the originality of its
polyphonic and harmonic structures.?

Givi Orjonikidze was absolutely convinced that this ‘wonderful’ musical cul-
ture had not yet been adequately studied, a fault that in his opinion was primarily
due to a lack of original methodology. He held that it is impossible to understand
the nature of original phenomena using only borrowed methodology, namely by
means of a logical-mechanical investigation process. Every artistic subject possess-
es its own uniqueness and the methodology should also reflect this. He maintained
that if the traditional analytical tools can explain every point of an artistic composi-
tion, then the composition is lacking in uniqueness, which was clearly not the case
with Georgian music.' He emphasized this in order to direct Georgian scholars’
attention to the necessity of working out their own methodology. Givi Orjonikidze
often asked the question: “do we have the appropriate methodology, one that emerged
in the process of researching Georgian folklore and national music, one that first and
foremost reveals its unique features?”

He often made me blush like a first-grade boy with such questions. I remem-
ber answering approximately like this: “Well, some things are being done;” and then
joked, “Well, give us some time and we'll manage to come up with something” He
responded, “Time waits for no man. Some scholars, but not Georgian ones, will be
ahead of you, and let’s see what you’ll do then.”

In Givi Orjonikidze’s opinion, the most significant aspect of Georgian musical
thinking was its polyphonic nature. He noted with regret that Georgian polyphonic
thinking had so far not achieved the same level in professional music that it had in
folk art. Polyphonic principles are a completely subordinate phenomenon in Geor-
gian professional music, whereas in the folk music they dominate the features of the
whole sound texture, forming its basic nature. He would quite often remind us that
the greatest achievement of Georgian vocal music, namely its polyphonic nature,
had not yet been adequately studied. This is still true, as a number of questions as-
sociated with Georgian polyphonic thinking have not yet been answered.

? Orjonikidze, Givi (1978). Aghmavlobis gzis problemebi (The Problems of Development). Tbilisi:
Khelovneba (in Georgian). P. 25.

Ibid., p. 9.
*Ibid.. p. 83.
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From our frequent conversations in his office, I remember in particular a dis-
cussion about the manner of Georgian folk performance, the dialects characteristic
of this or that part of Georgia, the means of sound-formation and phonation. OQur
conversation led us to Zurab Anjaparidze’s performing style and manner. On the
one hand, we touched upon Anjaparidze’s German, Joze, Radames, Don Carlos and
other brilliantly created musical-artistic characters performed with unusual artis-
tic skills, and on the other hand, we spoke about the aspects of his performing art
which were associated with Georgian character, Georgian singing traditions and
were saturated with Georgian spirit.

It was striking how quickly and with what skill he formulated the theses de-
voted to characterizing Anjaparidzes singing style and manner. This was one of
Orjonikidze’s main topics of research.

He laid the primary emphasis on the main feature of national identity. Givi
Orjonikidze was fully aware of the fact that the main characteristic features of na-
tional identity were conditioned by the psychological disposition, temperament and
cultural traditions of the people. Zurab Anjaparidze was brought up on Georgian
traditions; both his temperament and psychological disposition had been nurtured
by the national culture. Secondly, Orjonikidze highlighted the importance of lyrics
as the direct expression of the artist’s individuality. Let us remember what he wrote
about lyricism: “In its nature, lyricism is the most conducive form to directly ex-
press the artist’s individuality and self-assertion. Lyricism reveals human values not
in the form of their general character, moral maxims, but in the form of personal
experience and world outlook. First and foremost, lyricism looks deep into your
own self, your outlook, accepting it as an aesthetic value”?

How can we explain the dominance of the strong lyrical principle in musical
compositions that are the result of collective work and, as a rule, are characterized
by collective performance? I refer here to choral folk songs of a lyrical character,
which seem to reject the basic thesis of lyricism, the principle of individuality, the
direct expression of a person’s feelings and world outlook. Bearing in mind that
lyricism primarily looks deep into your own self, your own outlook, the answer was
approximately thus: Lyrical means returning not only to your own self, but implies
the necessity of looking into the spiritual depths of mankind. Specific features char-
acteristic of modern (corresponding to the epoch) psychology are accumulated and
expressed in a specific manner in the lyrical"*

“Music - in itself, -is also a lyrical art from the viewpoint that the human
sound, however weak it may become, will still retain sufficient clarity and expres-
sion. That observation should not obscure the fact that ‘the lyrical’ is a specific aspect
of music, pertaining to a definite world outlook and sensibility, a definite method of
generalization, which, though permeating everything, still leaves the arena free for

* Orjonikidze, pp.: 43-44.
¢Ibid., p. 45.
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the drama and epos”’

Givi Orjonikidze did not ignore the wonderful diversity of the combination of
the word and melody in Georgian music; the characteristic features of the melody
and intoning were ultimately the basis of his whole body of work. Most importantly,
“he never neglected the specific features of the performing style Georgian folk mu-
sic. He saw the specific features of the process of turning performance music lyrical
in the fact “that of all its diverse ways the one which conditioned the subjective ap-
proach to the forms characteristic of folk art gained victory”® All this was revealed
in the performing style of Zurab Anjaparidze, a lyrical person by nature. “Folk art
nurtured lyric art thematically, as well as in genre and intonation”™?

Where Givi Orjonikidze speaks of ‘performance intonations, he does not mean
only the musical words, the logical interrelation of tones, but the phonation as well.
Givi Orjonikidze believed that special attention should be paid to the sound-forma-
tion of the Megrelian and Kartl-Kakhetian dialects because it was from these tra-
ditions that Zurab Anjaparidze’s singing originated. In his opinion, “performance
intonation exercises greatly influences not only the creation of musical material but
also determines the culture of making music to some extent. Music becomes real
in its manifestation, and the manifestation of music cannot be imagined without
performing melody. It is such an important factor that under certain conditions it
may become the most significant aspect of the development of musical language*.'®
In order to substantiate this hypothesis, Givi Orjonikidze refers to some parallels.
“The American jazz history, for example, involves the creation of a specific melody,
which was separated from the traditional layers of culture by the type of the sound
formation. Let’s look at the sound formation of the music of the Ishkhneli Sisters,
who were well-known performers of a unique style of urban music. According to
Orjonikidze, they were able to create a sound flavor that was unique due to their
way of performing”."

It becomes clear that Orjonikidze’s most basic interest was piqued by the var-
ious ways of performing, the different ways of intoning: “let us look at the Gurian
songs performed by peasants, those who have this music in their flesh and blood;
they sing it not only as a beautiful song, but as an expression of their innermost
core. Then let us compare it to the performance of the same song by some choir,
where the singers have been taught this song by some professional conductor. We
will thus deal with two quite different intonational specificities. Therefore, the into-
nation itself is a concept, a modus of concept, and a type of concept”.!?

7 Orjonikidze, p. 45.
* Ibid., p. 44.
*Ibid., p. 44.
1© Ibid., p. 54.
" Ibid., p. 54.
12 Ibid., p. 54.
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According to Mr. Givi Orjonikidze, “The achievement of the Georgian folk
song is the fusion of word and music, of melody, harmony, and lyric. The abun-
dance of the vocal and word combinations in folklore is striking: cantilena and vo-
calization, dry recitative, and melodeclamation, “Krimanchuli” (a type of yodeling),
vocal ‘instrumentalism, the sounds stretching over boundless spaces within the
common sound texture, creating the channel for the movement which is combined
with the decoration of other voices, the improvisations of a soloist without a mu-
sical instrument in the “Urmuli”-type songs, and choral architectonics containing
stereometric effects. This particular achievement of Georgian folk music is such a
peak that it's hard to reconquer it again”"®

Georgian folklore was integral to Zurab Anjaparidze’s performing style. In
Givi Orjonikidze's opinion it was his unique artistic intonation that distinguished
Anjaparidze’s performing style. His dynamic vocal style proceeded from the nation-
al traditions, though the singer subordinated it to new artistic tasks, he fully grasped
the classic Russian tradition of performing Herman's part [from Tchaikovsky's op-
era, “The Queen of Spades”]. His singing retained the intonation which he, as a
performer of Georgian songs, developed in his youth in Georgia. A lyrical person
by nature, he found it easy to share the open emotional character of Tchaikovsky's
music. As Orjonikidze notes, “the Georgian song is distinguished by its strong emo-
tional temperament, especially its laudatory hymn-like genres, whose incompara-
ble songs are our drinking songs. It may be said that together with all the temper-
amental force of his Georgian ancestry, Anjaparidze brought rich resources to his
performances of Tchaikovsky through his training in both European and Russian
classic traditions”*

The great legacy of Givi Orjonikidze abounds in such discourses, each of them
worthy of being discussed widely, because time does not make the suggested ideas
less relevant. As he himself said, “we should not only state the uniqueness of Geor-
gian folklore, but also work out a suitable methodology for studying it, one which,
apart from explaining 2lso provides substantiation™'* Even this idea of his clearly
demonstrates the originality and clarity of his approach. He fully embraces each
research subject; his accurately formulated arguments throw light on every detail,
driving to the core in his characteristically convincing style.

Y Orjonikidze., pp.: 36-37.
1 Ibid., p. 129.
5 Ibid., p. 84.
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IN MEMORY OF KAKHI ROSEBASHVILI!

It is difficult to speak in the past tense about a man with whom you have
spent more than half your life and who, besides, was a close friend. It is difficult
and painful to think that everything associated with his character and activities has
shifted into the sphere of reminiscences.

Yet in the laboratory where you have to go and work every day, where every
single thing has been touched by him, and where his voice is heard in every field
recording, you often have the feeling that his spirit is still present here, an optimistic,
cheerful, honest soul, feeling boundless love for everything Georgian.

Now, when we, his friends, remember Kakhi Rosebashvili, we always begin by
speaking about his personal, human character traits. Yes, he was an unusually pure,
irreproachable, pious man, compassionate and benevolent. This tall, brawny, and
imposing man was naive and trusting like a child, yet at the same time he was the
embodiment of great endurance and spiritual firmness.

I should say that hardships molded his character. His father died early, and he
had difficult childhood - even in his student years, he had to rely only on a monthly
scholarship. In the conservatory, he initially studied the violin and later became
interested in folk singing, to which he remained a devoted servant all his life.

Kakhi Rosebashvili contributed enormously to Georgian folk musical art.
This undoubtedly talented man chose areas in music scholarship that had been
less well studied. It may be said with certainty that Kakhi was one of the greatest
ethnomusicologists in Georgia. An important factor in this was his ethnographic
education under the supervision of Professor Giorgi Chitaia. He successfully
completed a post-graduate course in history, archeology, and ethnography.

To this day I have not met a man who could provide such exhaustive
information about any song - its provenance and role in everyday life - as Kakhi
Rosebashvili could.

In the course of time, a creation of folklore changes its initial function.
Therefore, it is very difficult to discover what role this or that song played in the
remote past. Thanks to Kakhi Rosebashvili’s reliable intuition and his undoubtedly
great knowledge, he always succeeded in finding the key to this complicated
problem.

His knowledge of ancient Georgian religious trends was also great. He knew
the calendar of Georgian folk feasts almost by heart and could describe the rituals

' 1990. The manuscript is preserved in Kukuri Chkhonelidzes family.
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of the Khatoba (a feast dedicated to a specific icon) or other folk holidays in great
detail. I remember how diligently he collected musical material which had not been
well studied in ethnomusicology.

Kakhi Rosebashvili achieved great renown in the study of Georgian musical
instruments and instrumental music. His memory preserved not only the knowledge
of musical instruments but even minor details of their construction. He knew not
only the history and provenance of each instrument, but also the technology of
making them, the specific features of tuning, and so on. There is not a single part of
Georgia where Kakhi Rosebashvili did not find a forgotten folk musical instrument.
His sphere of interest also included reconstructing the ancient instruments attested
only in written sources or oral information. Kakhi even restored the tuning of many
forgotten musical instruments.

He paid special attention to wind instruments, proposing interesting ideas
about the gvirostviri (a kind of pipe), ugudo chiboni (a bagpipe without a bag), the
double-stem pipe, the flute, and the reed pipe. His research about the ancient panpipe
known as the larchemi still attracts scholars’ attention. Kakhi Rosebashvili revealed
modes for this instrument which had been previously unknown to musicians who
specialized in folklore.

In his later years, Kakhi Rosebashvili was interested in the study of Georgian
church chanting. Unfortunately, he was not able to publish his views in his lifetime,
but he often shared the results of his research with me, and thus I am familiar with
his work. He was chiefly interested in the relationship between text and the melody
in the chants, as well as the interrelation between syllables and melodic/rhythmical
formulas. From this standpoint he studied ancient manuscripts in detail, among
them the writings of the tenth-century hymnographer Mikael Modrekili and
chant collections from Pitareti. His methods, in my opinion, offer one of the most
interesting and significant ways to comprehend Georgian church chanting. Apart
from this, he devoted many hours to editing chant collections: in the Georgian Folk
Music Laboratory, Vasil Karbelashvili's “Vespers™ and “Matins” bear many remarks
written by him.

Kakhi Rosebashvili devoted a great deal of time and energy to making masters
of Georgian chanting more widely known. In the nineteen-sixties, he recorded
dozens of chants in the Kartl-Kakhetian style sung the old chanters of the Kashvety
church. Some years later, at the initiative of Grigol Chkhikvadze, he invited Artem
Erkomaishvili, an expert in the chants of the Imeretian-Gurian school - the “Last
of the Mohicans,’ as it were, of Georgian chanters - to the Tbilisi Conservatoire.
Artem Erkomaishvili, a great man of a phenomenal talent and musical ear, knew
several hundred church chants in all three parts, not merely the melodic line.
Clearly, Artem Erkomaishvili could not perform all the three parts simultaneously,
yet it was necessary to hear them together in order to create a perfect record of the
chant. Kakhi Rosebashvili found a solution. On the tape recorder, we first recorded
Artern Erkomaishvili singing the top-voice part, then we gave it to the chanter to
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listen to, and, on a second tape recorder, he sang the second part in relation to the
top voice. Then Artem Erkomaishvili listened to the two upper parts together and
sang the bass part. This is how a three-part chant performed by one chanter was
created. These recordings are of great scientific and practical value today.

When speaking about Kakhi Rosebashvili, one cannot help placing special
emphasis on his collecting activities. Kakhi, took part in dozens of expeditions as a
participant or leader. We collected very valuable material which is often referenced,
even today, to solve this or that scholarly problemn. In expeditions, he paid attention
to singing genres which had not been studied properly by his predecessors. Kakhi
Rosebashvili saved many tunes from Berikaoba (masquerade) traditions, as well as
ancient work songs (Mushuri) and unknown variants of pagan cult-ritual chants.
I also remember the years when the Georgian Folk Music Laboratory had no tape
recorders available for expeditions, and the only help was for Kakhi to make one
himself - this man could make anything.

Kakhi Rosebashvili headed the Georgian Folk Music Laboratory for almost
twenty years and took scrupulous care of each recording. In the years when the
laboratory suffered a deficit in tapes, he would often pay his own money to buy the
needed tapes. Even today, laboratory employees use the catalogues and registers
created by him.

Kakhi Rosebashvili was a pleasant man to talk to and a sincere host. Everyone
enjoyed visiting the laboratory. It was here that the Georgian soul reigned supreme.
Discussions dealt not only with musical matters, but with everything that was
Georgian and important to us. We talked for hours about the past, present and
future of the Georgian nation, and about the fate and misfortunes of its culture.
1 remember that a friend of ours, Merab Kostava, who was then a student of the
Conservatoire, would take part in our talks. It is obvious that without the patriotic
aspiration of Kakhi Rosebashvili, who was head of the laboratory, these discussions
would never have taken place.

This teacher, who knew Georgian history, ethnography, and folklore very
well, paid great attention to instilling patriotic feelings in his students. His great
erudition helped him to view even the most purely musical problems through the
prism of national culture. He raised a whole generation of specialists in folklore,
who continue to remember his care for and devotion to his students and who think
of his passing with grief.

This letter also echoes that grief. Today, Kakhi Rosebashvili would have turned
60 years old. This talented man, who was so full of energy and had a fine sense of
humor, left us too early: he could have made even greater contributions to Georgian
folklore studies and many other intellectual spheres as well.
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IN MEMORY OF OTAR CHIJAVADZE!

Today we are seeing off Otar Chijavadze on his final journey, a man who hon-
estly performed his civic duty to his motherland. Having been born of a splendid
family and also blessed with a wonderful family of his own, he devoted his entire
adult life to the welfare of his motherland, studying Georgian musical culture and
bringing up future generations. Whoever listened to Otar Chijavadze’s lectures will
agree with me that not only did we learn music history and folklore from him, but
we learned many other things as well, including how to be a true man. Modest, no-
ble, serene, without any arrogance, he was always an example of honesty and high
morality. He loved his country with all his heart and was devoted to it, body and
soul. He cultivated his students in this spirit and all his work and activities were
saturated with this principle.

At the end of the 1950s and the turn of the sixties, when even speaking about
Christian culture was prohibited, Otar Chijavadze began researching ancient Geor-
gian musical writings and the problems associated with them. He proposed many
interesting theories. Of all of them, I would chiefly mention a study devoted to the
so-called chrelebi (model melodies), which mapped out perspectives for further
research. Otar Chijavadze’s scholarship about nineteenth-century musical culture
is widely known.

Otar Chijavadze’s folklore activities were invaluable. To this day, his works
about Georgian musical dialects, genres, and musical instruments have not lost
their significance and importance as guidebooks. Otar Chijavadze’s research in mu-
sic archaeology is of special interest. Of all folllore specialists, there is no one who
organized field collecting expeditions the way Otar Chijavadze did. Of all folklore
specialists, no one recorded as much material as Otar Chijavadze did. Of the two
thousand song-variants he described, there are many items which have never been
attested before or afterwards. Otar Chijavadze restored many jewels of folklore to
life and saved them from oblivion. The notated collections of Georgian folk songs
published by Chijavadze have been a handbook for folklore specialists to this day.

Dear Otar, the treasure you have gleaned belongs to the Georgian nation and
to future generations. Your brilliant work and shining image will never be forgot-
ten.

Farewell!

' This speech was delivered on Otar Chijavadze’s funeral day (1998).
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PATRIOT, SCHOLAR, PUBLIC FIGURE!

It is said that some are born for themselves and some for the nation. Kukuri
Chokhonelidze chose the rocky path of serving his nation, overcoming all hardships
without a moment’s respite. For the musician who desires to thoroughly study
the unique art of folk music, the best teacher is the art itself. From this education
stemmed Kukuri Chokhonelidze’s original ideas, which were saturated with a
national mindset, and an awareness of the world of ideas and the world of daily life.
Traditional musical folklore was a profession that inspired him as well as a beloved
hobby.

Evsevi (Kukuri Chokhonelidze) (1940-2004) was one of the outstanding
representatives of the so-called intermediate generation of Georgian musical
scholarship, as well as one of the founders of the modern ethnomusicology. He
is the figure with whom the indisputable achievements of the last decades of the
twentieth century is most associated.

He occupied a prominent place among the best pupils of Grigol Chkhikvadze,
the patriarch of Georgian folklore studies. A brilliant trio of folklorists - Mindia
Jordania, Kakhi Rosebashvili, and Kukuri Chokhonelidze - developed a worldview
based not on the mechanical application of concepts but on their desire to “weigh
again,’ in the words of Murman Lebanidze, the authorized ideas of received wisdom.
They could not tolerate inertness or ignorance, and their lively discussions created
a nurturing atmosphere for members of their department. The controversial topics
they covered were diverse and inexhaustible, from sports to the technologies of
modern music. These “three musketeers” had a close bond, defending their positions
courageously when fighting against stereotypes and dogmatism.

After the death of Grigol Chkhikvadze, Kukuri Chokhonelidze took upon
himself the duty of heading the Department of Folk Musical Art. His prudence and
highly developed sense of responsibility helped him to introduce high scientific
values into our department, where, like a close-knit family, an atmosphere of
support, loyalty, and mutual respect reigned. He influenced people with his faultless
intuition, almost as if he knew all the strategies of psychological management that
lead to sincere consensus.

Kukuri Chokhonelidze’s vast interests could not be contained within defined,
limited frameworks, and apart from his research work, he was also engaged in
teaching and other practical and social activities.

! The article in this form is being published for the first time.
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Changes in political and social life helped begin a new stage in the study
of the Georgian musical legacy. In the post-Soviet period, cultural and business
contacts with foreign countries were unrestricted. Georgian folk song broke
free, as it were and could be heard on almost all the continents of the world. The
participation of foreign researchers in international conferences and traditional
symposia on polyphony was now a regular occurrence. These conferences were an
arena for sharing innovations in ethnomusicology and proved to be a true triumph
for Georgian polyphonic singing. Kukuri Chokhonelidze was one of the main
supporters of these gatherings, as well as an outstanding host participant.

From the standpoint of today, it is evident how greatly this man contributed
to the cause of musical education. His work in this sphere is unprecedented. An
industrious teacher and an excellent lecturer, he would deservedly reap the kindness
he had been sowing for years. The generation guided by him attained great goals,
their professional level rising steadily and successfully. Many of the scholars whose
graduation works he supervised became full-fledged specialists engaged in research
or educational work, with some also involved in performing activities. Several theses
for the candidate’s degree in musicology were prepared under his supervision.

With an eye to the dramatic changes taking place, he thought it expedient to
introduce several innovations into the curriculum. He developed and introduced
into practice a more profound teaching of the basic topics of folklore studies. This
teaching addressed some specific issues associated with archaic systems of thought,
basic tendencies in the emergence and evolution of core musical languages, and
specific issues associated with the methodology of studying musical dialects, among
other topics.

In his practical activities, he successfully combined benevolence and discipline,
offering criticism with humor and tact. He condemned indifferent, superficial
attitudes to work, he always welcomed any innovation or attempt to find new
answers and celebrated the achievements of talented young people. He did his best
to enlarge his students’ general knowledge and expand their musical understanding
by introducing to them the newest scholarly literature. First and foremost, however,
he instilled in them a love for their motherland and fellow people. He was able
to be young with children, while being sage with advanced scholars. He was just
and impartial, he was especially appreciated for a keen mind, which could retain
a great deal of information. Kukuri himself was a powerhouse of ideas, always
putting forward fresh concepts. Those surrounding him grew tenfold in their wish
to somehow resemble this man, who performed his truly high mission without fuss
or haughtiness.

His contribution to the collection, recording, transcribing, and notation
of song specimens is truly great. As a result of expeditions he organized to the
highlands and lowlands of eastern and western Georgia, many homophonic, two-
part, and three-part versions of songs in different genres were preserved.

Special emphasis should be laid on his contribution to reviving and
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reintroducing into practice the church chants which had been forbidden during
the Soviet period. Together with Anzor Erkomaishvili and Kakhi Rosebashvili, he
managed to record Gurian church chants from the last representative of the Gurian
chant school, Artem Erkomaishvili. These have subsequently been performed on
stage. He enhanced scholarly interest in sacred music along with Kakhi Rosebashvili,
for whom Georgian hymnology was a central sphere of research.

Kukuri Chokhonelidze was an open-minded, bold person with an analytical
mind. Self-confident, eloquent, and strong, he was sometimes a hot-tempered and
stormy opponent, yet one who delivered his polemics with exemplary reserve.

Kukuri Chokhonelidze’s intellectual legacy is invaluable. There were no
“closed zones,’ as it were, for his mind. He was attracted by different aspects of the
key problems in ethnomusicology and he was able to accommodate opposing views
in his in-depth analysis.

In his work, he raises important questions, and when solving them he suggests
his own conclusions in contrast to dry, superficial description, empirical reasoning,
and obsolete beliefs in stereotypes. His theoretical positions are often categorical,
even uncompromising, but always well-reasoned. He succeeded in overcoming the
limits of standardized thinking, developing stable, scholarly arguments that prove
his competence in this manner. He could not help writing all the time. He thought
intensively, made many plans, somehow never seemed to be in a hurry, and yet
accomplished so much, exercising a great influence on Georgian ethnomusicology.

KukuriChokhonelidze'sinterestwasorientedtowardathoroughcomprehension
of the roots of authentic music and archetypal models. He was attracted equally by
associative currents in historical strata - the “corporal character,” for instance, of
both paganism and Christian spirituality. His works display deep scholarship, bold
views, and broad implications. They abound in attempts to uncover cultural relics
and make new discoveries. These criteria set the bounds for his talent, creativity,
and professional individuality.

Kukuri Chokhonelidze’s work embraces all the basic aspects of history
and theory in Georgian musical folklore. In addition to studying the general
characteristics of Georgian singing in all dialects, his research includes analysis
of the Georgian musical root-language, particularly its specific style, rhythmic/
melodic and modal/harmonic features, theories of its differentiation, as well as
chronology and dialectology. He also studied the typical regularities of Georgian
melody and other characteristic features of a musical-linguistic character.

The range of diverse and urgent topics covered by his work can be corroborated
by a list - however incomplete - of his writings. As we have already noted, his
attention was mainly concentrated on problems that were complicated and not
thoroughly studied before.

In his essay, On Some Historical and Theoretical Aspects of Mode (2001), he
does not think it correct to use names like Mixolydian, Aeolian, Hypolocrian,
or Hypomixolydian-Mixolydian for the modes of Georgian singing. He argues,
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further, that the widespread tendency to adjust Georgian modes to match medieval
church modes is unfounded and absurd. As he suggests, Georgian modes are based
on intervals of the fourth and fifth, and the foundation of the modal/harmonic
systems of Georgian music is the principle of monotonicity.

His ideas regarding chords of a specifically non-mediant structure (that is,
not based on thirds) are also very interesting. In his 1973 essay, Some Questions on
the Chords of Georgian Folk Singing, he argues that these chords form independent
structures and do not delay mediant-mode chords.

His annual ‘learned works' are thematically diverse, treating questions
associated with mode, chords, harmony, modal-harmonic function, and
functionalism in the Imeretian-Gurian mode of Geogian chanting. He has also
studied the problems of archaism and the theoretical-historical aspects of the term
“mode.” He never neglects the individual dialects of Georgian music either, citing
Pshav, Imeretian, Gurian, Rachan, Meskhian and others.

Kukuri Chokhonelidze also wrote of a general-education music manual for
secondary schools. For the Encyclopedia Publishing House, he supervised work
in ethnomusicology. He compiled notated collections of Georgian folk songs and
an anthology of recordings. He also edited several collected volumes and was the
author of numerous publications, annotations, reviews, and TV presentations,
while also serving as a consultant for Georgian film studios.

Kukuri Chokhonelidze directed the project Systematization, Cataloguing and
Genre Classification of Georgian Musical Folklore Specimens for the Open Society
Georgia Foundation. He also started the project Georgian Musical Dialectology (in
Georgian), compiling the first part of a multi-volume anthology, Samegrelo (2003),
which was funded by Khobi, the International Charity Foundation.

Kukuri was planning to compile an atlas of Georgian songs together with
Anzor Erkomaishvili’s International Centre of Georgian Folk Singing. This atlas
would involve the collection and study of folk music belonging all the peoples
and ethnic groups living in the territory of Georgia, placing these traditions in a
common Caucasian or world context. These examples of folk music would also
have been published as sound recordings and notated music.

Kukuri Chokhonelidze found inspiration in high moral ideals. He fully
understood the value of love, friendship, and loyalty to his motherland and
profession. His family was the object of his devotion and his bedrock. In his life,
he never profaned any of these emotions. He always shared people’s troubles,
comforting and supporting them. He was irreplaceable at feasts and parties thanks
to his beautiful singing, fine sense of humor, and a smile that radiated kindness.
Scientific reason and spiritual freedom were combined organically in him. He
valued others and knew his own value, yet he never craved titles or honors to prove
his superiority, nor did he seek special privileges. He never tried to use his position
to his advantage or to flatter anybody. Most valuable for him was always the love of
his friends, students, and colleagues; they always surrounded and treasured him.
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He was respected not only for his great professionalism but also for his delicacy,
simplicity, and a manly straightforwardness, that dispensed with diplomatic niceties.
I have never seen anyone who could envy, hate, or show indifference to him.

It is more than a decade now that Kukuri has not been with us, but death
is not always the end. This “noble Moor” [Shakespeare’s Othello] lives on in his
beloved Liziko, his wonderful children and their offspring, in each of us, and, most
importantly, in his ideas and works. The passing years, in which we have already
missed his presence as a most unbiased and inerrable judge, have affirmed even
more distinctly his true quality and uniqueness as a person, and have made his
creative legacy even more significant.

Tamar Meskhi,
Ethnomusicologist
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GUARDIAN OF GEORGIAN SONGS AND CHANTS!

In 2000 Kukuri Chokhonelidze turned 60 years old. We, as his pupils, decided
to organize a celebration for the occasion. On December 27, a crowd gathered at the
House of Art Workers, but a few minutes before the celebration began, a fire broke
out in the building, cancelling any chance of the jubilee taking place.

Kukuri Chokhonelidze never allowed us to express our immense gratitude to
him. We were going to say a lot about him at that party. I was eager to say that he
was the most significant part of each of his students’ lives, playing the role not only
of instructor, but also older friend and advisor. Kukuri Chokhonelidze was a unique
and brilliant beacon for each of us. He instilled in us a strong feeling towards Geor-
gia and everything Georgian, intensified in us “the amazing feeling for our mother-
land,” and introduced to us the wonderful world called Georgian songs and chants.

Kukuri Chokhonelidze's thinking possessed a depth, range, and character that
was uncommon. I was continually impressed at how he found time to think about
everything, he who was so close to us, so easy to interact with, as if he were one of
us. There was no single topic concerning the history of Georgian folk singing and
its theory that had escaped his reflection. I was no less surprised at the fact that he
was free of any kind of arrogance and ambition. He never imposed on us, not while
he was working nor while supervising our research. He directed all his energy, re-
search talent, and thinking towards his pupils: It was through the relationship with
us that Kukuri came to the fore as a true scholar. Only a very noble and good-na-
tured man can be gifted with such traits of character.

Georgian songs and chants are reminiscent of this particular style of selfless-
ness. Three-part songs are created by three voices, three people; and the individual
features of each of them, the talent of improvisation are manifested in doing com-
mon work, creating a single artistic image. The same is the case with chants, where
“we” and not “I” prevails. This amazing phenomenon, so vividly imprinted on the
Georgian genetic code was taken up by Kukuri Chokhonelidze as a strong principle
by which he led his life. The most important thing for him was “we” and never “I’,
which resulted in all his interesting ideas and conjectures being expressed through
his pupils’ research.

Kukuri Chokhonelidze became head of the Georgian Folk Music Department
in the year 1976. From that time forward, no worthy, talented, interesting student
was left unnoticed; he showed the way to everybody, and almost all of them were

! The article published in the newspaper Literaturuli Sakartvelo. 2004, April 23-29.
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permitted to work at the Department. Kukuri Chokhonelidze, quite unselfish as he
was, went to the Ministries of Culture and Finances himself and fought to procure
vacancies for them on the staff as lab or research assistants. Nothing like that had
ever happened anywhere else. Thus, before our eyes, Kukuri Chokhonelidze grad-
ually performed a glorious deed: he created a Georgian musical-folkloristic school.

One of the advantages of being a parent is rereading beloved childhood clas-
sics. It is thus that I became reacquainted with Ilia Chavchavadze's A Pauper’s Sto-
ry, in which Ilia’s priest reminded me of Kukuri Chokhonelidze. They have much
in common: they cannot bear exaggerated praise, nor do they speak much about
themselves; they share everybody’s trouble and think that there is nothing as noble
as achieving your main goal. In these uncertain times marked by a reassessment of
values, some of us found ourselves unable to combine our first and foremost duty
- motherhood - with our humble but intensive research work. For a while, difficult
though it was to let go of our studies, we removed all activities from the necessary
and noble deed of bringing up the children. This was partially thanks to Kukuri
Chokhonelidze, as we were brought up in ‘his’ family, as it were, and inculcated with
his values, wherein the cult of the family reigns supreme.

1 will never forget his two-room flat in Plekhanov (now Agmashenebeli) Av-
enue. I still wonder how the front room could hold so many guests — neighbors,
relations, friends, pupils, and so much warmth and love. The same is going on in
Didube now. I'd like everybody to know that Kukuri Chokhonelidze is son of David
Chokhonelidze, a worthy man, in his time a well-known citizen of Tbilisi. What
chivalrous love and devotion Kukuri gave to his Liziko, what a devoted father and
grandfather he was! Likewise, Kukuri’s mother, a worthy, honoured lady, was a great
expert in her own profession.

I was going to say all this at his jubilee; I wanted to address Kukuri Chokhone-
lidze himself and express my great love for him. I find it very hard to speak about
him in the past tense, and as the love for the person who is no longer physically
with us continues living inside us permanently, I do address Kukuri Chokhonelid-
ze: I love you very much! I wished you to live for a long time for the happiness of
your family, as well as for the benefit of Georgian culture. We have a lot to do, we
must shed light on many secrets. We all need your support: your disciples, students,
post-graduate students, and also those Georgian boys and girls whom you helped
to grasp “the amazing feeling for their motherland,” who made intellectual jour-
neys into the depths of time together with you, exploring the greatness of the most
beautiful Georgian folk songs and chants. I believe, however, that you are helping
all of us find our way through the most complicated labyrinths, having stretched an
invisible thread to lead us wherever you went. The great kindness you radiated will
go on rotating and spreading forever and ever.

Marika Ositashvili,
Ethnomusicologist

— 298 —



060400
APPENDICES






3333960 3MbM6ITNA0L BS3GM3INL RO3MBOTIBORN’

358MJ33Y6I3IXA):

1.

©0@mbMH Jormoo bojombgdnboogol Jodormen boabygm 3mbojzodn
(1973). 3Agdpman: oggmbedgnmme sengbobey, ormdsbadzamn Jomgzeb
> Lbgabo (Mgmimmgans). mdnemabo: oby. ag.: 127-143.

Joeoragemn boerbaa bodmgFob jocrmyo bogndamgdab 8gbobgd (1983).
JP9demdo: JoMagemo boembymo dabngob joem, Jgermpngo o MoGdn.
35396bodg0mmn smybobrfy (3/8. Mm). mdomaln: by (JsGormm g6s-
By, Fobamo Ggbomdgon). a3.: 3-30.

bBoors gmmenbo(znnbs o JoMdmbanl dmgngFmn cogobgdamgds Jof-
o boemby® dFogommbdnab (Jm@ngmb'ngﬁ) 3mbngodn (1988). yMgdmen-
3n: Joorgema 8gbngnl d3mmagmbnob bs jnobgdo. 3adabns bmesm, G-
B9dns Gubmeb o bbgabo (Fgmymmgans). mdaemabn: oby. ag.: 29-42.
083Gmz0bs300b bgenmzbgds @o oMo dmeogmbogFa dgbaje
(2000). 3Rgdmmdn: boerbyMn 8Fsgommbdnobmdab 3Hmdrpgdydn. Buy-
69300 Gbmesb (3/3 9@.). dnemobalb 3. boMogadzamalb bLabgme-
30b LabgmdBogm JmBLYAZsGME0nl @osMLYdnEI6 80 Bemobonagobadn
3ndmgbommo LogHmadmGnbm gmbggMgbzanl dsbaemgda. odomnbo: oby
(oo 96y, nbamabyn Gabag8gon). a3.: 195-207.

Joenmb (36930b Bmgngion ab@mBomema s ogmagemo sb3gddnb dgbs-
bgd (2001). 3Ggdwmdn: bobyerngfm @o bogfim dmbngob dMogorpbdn-
06m3nl IGmmgdndn. Ba@bnBos Gabaesb (3/8 Age.). JMabGgdmdal
2000 @> LagsMoggmmb bobymdBagmgdGomdalb 3000 Benabarogabsmdo
8ndmgbomo LogMmsdmBabm bLeByEbagHm gmbaMgb(zeal dmblLgbgdgda.
doabo: by (JoMorgm gbobg, nbamabinBn Ggbogdgmn). 3.0 304-315.

Jooraem 8abajormai-gbogdnga® sBEm3zbgdadn mgnbgdfinga gof-
38 gbob gGn0 8603369emm3zo60 JgFammab 3gbobgd (2003). BFsmages-
0 3Mo35mb3ndbmdab | bagAmedmGabe LaB3mboyda. By@bydas G-
L6 > gmAEsbas ombgd (Agr.), @dnmabe: oby GMomeEnyme
86030mb3nsbmdalb Jamageb LoghmsdmBabm (336860 (JsGogm @
0bamabu® g653%7). a3.: 99-108.

8g9ammemo mbogorramo osengd§n (2004). bsdgabngFm 3EmAgdab 36g-
dgda. . gmgbdo ;3 (Bo. Mgw.). ®damabab ggzcndy msysndzamal

' 653GmAcns engbn 63Bngn ababgda b y-ab b33 gngdn.

— 301 —



10.

11.

Lobgmmdab Jam@genls @ bymmgbgdab LabymadBogym BbaggMba@gdo.
odammaba: dg(36096gds (JoGornm 9650y, Aabyemo Ggbandgon). az.:
256-265.

JoBoragen bogban dabags (2013). bognobogbo ydsbzommaoamgnb. Gm-
80 27. Fomorgcnn 3mbogoe. Bobm jormobrodg-dsbomady (Ig8ma./Mgwm.).
odamabn: ¢gaggnbomgmo. a3.: 7-11.

JoGomen goemm3ds (2013). bojoobogbn y8sbgnemamsagab. Gmada 27.
JoGogemn 3bngo. Babm jomsboadg-8sbamady (398ma./Mm.). ;damabo:
30@nbsogems. aa-: 119-125.

Das Wesen der georgischen polyphonen Volksmusik (1988). Zeitschrift Georgi-
ca: Fihnrich Heinz (Jena) und Lortkipanidse Mariam (Tbilissi) (Vorsitzende
des Redaktionskollegiums), S. 63-66. Verdffentlichung der Friedrich-Schiller
Universitdt Jena und der Staatlichen Georgischen Universitit Tbilissi. Heft 11
(ang3s6mem 965%9).

Some Characteristic Features of the Voice Coordination and Harmony in Geor-
gian Multipart Music. Echoes from Georgia. Seventeen Arguments on Georgian
Polyphony. (2009). Editors: Rusudan Tsurtsumia, Joseph Jordania. New York:
Nova Science Publishers, Inc. Pp.: 135-145 (aba b 965%g)

B3N LO3IBENIAM BISHMIIJN:

1.

w N

©©® N O oa

10.

11.

oG ormemn aormmdnl ndo o joemm (1967). Landemmdm bod-
ol JX0 oLy amIC- g M0 gog QOJY
m3n.

. Joorgeo boerba@n bodmaFinb JsG8mbonb BmgogGoma bsgooba (1971).

JoFomemnbombyobadmgmob gnmer-3oB3mbogemn jobmb dmdng M dgdab
Bmgangimn bognabo (1972).

Jotorgemo bobao bodmgFob sgmBrogob dmgagon bsgnaba (1973).
oo (Gogaema) boerbao gbogocrm@o 3x8m8gmgds (1974).
gdon@n dgbogomrgfo oseggdn (1979).

89bbgorxogobgmol 3gbnjommEin gmengenmn (1980).

ndgenn gbogocrnio @osengg 8o (1981).

Jomrmb Bobobgo o gmedntigds Jofiorgen boenba® dgbojormy® dgdmg-
89093530 (1982).

Joermg@n 5dhmzbgdab omgmemn bogabyMgdn o gubdiemboenddal
Bs65bobmgobn gmdgdo (1984).

gmbJ300bs ©> GPbJ30mbam0oBnl bogoobobomzol JoFmmen baebys

— 302 —



3gbngommmd d9dm8mg353n (1986).
12. 9060l 3GmAngds Joforge dgbagoera® gmen jenm@dn (1988).

13. JoMorgemn  Gabagoenafn @osemgddmenmans (aacnermq’man-Jﬁn 6o~
603dm3mgdnb dgbobyd) (1989).

14. 56400 B3n JoGorme dgbagorma® gmen jemm@dn (1990).
15. JoBaormemn Gagbagocnmo gudy-g6s (mgmBoema JMmdmmgdadn) (1993).

16. JoBargma Gabngormyio gmemgenmBa o MobsdgAmggmds (nb@mda-
nbo o oygmonb bojombydn) (1996).

17. 3o 3mmngmbnygfa bodmgfob dmgagFon oogabydamgdelb dgbs-
b33 (083FBmg0doggns ~ bgMbgdo oo bodmormydgdn) (1998).

18. 89M3nb yornmb dmgngFon ab@mGammn s ogmmogero sbdgddnb dg-
bobyd (1999).

19. Jooraemn borrbain bndmghab 8genmmons (2000).

1IBOLIBO:

1. Jomormemn gormnmdnb ndgMaee-aag@gemn goeom (1967). begoGaggmmb 34-
bogoemm@o s JmBgmamoganmn babmgsmmgdnb dmbojemafo gmmy-
tomcab Lydgeob JnMggme badybngHm bobns. mdomaba. ag.: 4-5.

2. obogmgo bogotanggmmmb boenboyfa bodmggdabs o bogoenmdmmgdab
JoMm8mbnnb dmzgngBan bognobo (1971). LagsGoggmmb dqbojomai ©d
JerGgmatoganmn Ladmasmgdol gbngsmaGo gmejrmEnl bgdganl
Il bddg(3bngMm babns. mdoemnbn. ag3.: 10-11.

3. JoFormm bombam badmgFgddn ombydgma  gormmgdnlb bemgngFon
2030b93mM930b dgbobgd (1972). Lsgsdaggmmb dgbngscraFe s Jm-
Gamaogomemo bydmasemgdab dqbojsmaGo gmegmmenb bygiaal I
Ladg(36agBm bgbes. cdoemaba. g3. 7.

4. Jomormen bombamo Fabagob goemmu@a bogmdiemgdnb Bobobge o
ggmmanigds (1976). LodoGoggmemb BqbngomaG-dmAgmatogamma bs-
Bemaoemgdnb 3mbngsrmao geemgmmmGab bydgoabs s 3. baMoxdge-
ol babgmmdalb mdomabob bob. 3mbLgMgs@mMnab 3ubagorFo gmpeng-
eGobBogob Jsogenl bsdgabaghm Lgbos. Mmdagmaba (JoFomem
b 9bgddy). a3.: 5-6.

5. ogmpngob bojambabsogal JoGaorge bormbmd Fqbogada (1981).
bagdoanggmmb LbG 3g(3b0gMigdoms 33ogdnal gbabs s maggRod el
356gmgamgdobmsb sMbydymn gmegmmMab bsgmmGrabagnm badgmbs
> Ima> Agbosggenob babgrmdnb JoBorgmo me@gRogmmol ab@mea-

— 303 —



10.

11

ob 0BLGOGnBnb XX L3g(3boghm 3mbggMgbins. mdamnba: dg(36ngMg-
3o. ag.: 33-35.

068 gM35ema 339G ©o abo Gmemn joobbyddn (1981). Lagstoggmmb
abogoma@-JmAgmaoganme bodmaspmgdab ©s bobymdbogm  jmb-
bayFgamGanb a09Mmnsbgdamo badg3bngFm Lgbonb egbabyda. doemn-

Lo,

JoFormmn 86535mmb8nsbmdab mgocdymagomn 3mbgdab Jgbobgd (1982).
bogoaggmmmb LLA 3g3bngFgdams s3omgdnab ol @ mnBgMs@ ol
396ymaynmgdobosb oMbgdamn gmmmymminb bsgmmBroabozom Lodgdmbs
©> dmas Egbasggmob Lobgmmdal JeGornme modgGo@nnb abBmn-
ab obbEogmGob XXI LadgzbogFm 3mbggMgbzns. mdnenabn: Gg¢36ngBg-
do. a3.: 33-35.

Hexomopoie sonpocbt axxopduxu zpy3uHcKO20 HapoOHO20 MMO2020M0CUA
(1971). BcecolosHaa HayyHasa ceccus, MOCBANIEHHAA MTOraM IOJNEBLIX ap-
Xeonoruyeckux M 3THorpadpuHeckux uccnegoBanmit 1970 r. Tounucu: Mey-
Huepeba. C.: 181-182.

3apomoenue u opmuposarue nad08bIX OCHOB 2PYIUHCKOU HAPOOHOIL My3biKu
(1976). MyabikanbHoe 1 xopeorpaguueckoe o6ulecTBo rpyaun. Téunucckan
roc. koHcepsaTtopua uMm. B. Capamicwpunyu. Hayunaa ceccus nocpalieHHan
XXV cpeany KIICC. T6ununcu.

O Hexomopbix nPobremax 2py3UHCKO HAPOOHOL MHO2020R0CHOL My3biku (1986).
Pecny6nukanckan HayuHas xondepeHuma Bonpocst HapodH020 MHO2020M0CUR.
Coro3 xomnosuropos Ipysunu. Toc. xoHcepsaTopua nm. B. Capamisusuny.
Bopxxomu. C.: 22-24.

Deromen 2py3unckoli HAapooHotd Myswixu (1988). Pecny6nmkaHckaa Hayd-
Hafd KoHdepeHuMA Bonpocvt napodHozo mHozozonocus. Jlabopatopua mo
MCCneNoBakmIo KynbTyp cpenusemHomopbsa npu TIY. Colo3 xOMMo3nMTOpOB
[pysun. Téunucckan roc. KoHcepatopuaA. MyarikanbHoe ob1iectso Ipyann.
T6umucu. C.: 57-59.

BIANRIBN TIMEOR-39HI01033N

1.
2
3.

boenbnb 60omdn 0fd678meos (1970). a0%. ymdnbob@n, 17.03, Ne63. a3. 4.
Boaamemeo, cosdamnoe napodom (1977). XKypu. MysvikanvHas wausrp, Ne9, c: 34,

boembuin GMorninnb smoggbs (1986). gob. erndgMs@m@memn bogoGor
gacom, 28.11, Ned8, ag. 10.

Jotrorgemo 3qbogob 8Mmogommbdnsbmads (1986). asd. maBgBodmFamn bo-
Joozgemm, 5.12, a3. 14.

— 308 —



39bdn, HmIgmnz 8309036930 (1989). ao0b. mdnrmrnbo, 17.01, Nel4,
ag.: 4-5.

6. o/ 8mgggdormb ,mraengm™ (1989). a0b. jmdnbabdn, 22.02.

10.
11.

12.

Yoxouenunae K., Kacoen M. He npedasams 3abaenuro (npobnembi LiepKOBHOro
necHonenus). 1989. laa. 3aps aocmoxa, 15.10, Ne 239, c. 4.

8zoermdgmo gmambgdn (1991). asD. odncmabo, 30.05, Ne103, a3. 4.

@90 g6obsg000 35383MBn@s6 (1999). a0d. bogoMarggemmb A9b3m8cmn 0,
16.06,

Ne118, a3. 6.

3mbagormamn gmen jermfnb dmga®bobmemg (2000). go%. bogo@orggmmmb
Ggb3mdemnge, 25.11, Ne309, a3. 6.

0306m o Joformemmo byg@amgde (2003). aob. bogsMaggmmmb Gablymd-
emago, 22.03, Ne75 (4454), a3.: 1, 2.

JUJIAN SMbMEIRNSNL 3MBSBRIMBN0N 3M3BORISITN
L3ORILBLIS BS3MBI3D

1.

JoFormemn boenbu@o badmg@gda. sbommmmagns. 4 aMa8xafginds. mdamo-
bo: b3nb R336gMa LG NENs dgmmens. 1976. 338magbgmn @ sbm@Gszank
33&™Mo.

AHTonorna — Mysvika Hapodos mupa. Ipysunckan Hapodnas mysvika. [pam-
nnactuuka. Mocksa: Cryana rpamsanmcu Menodus. 1986. Babsbo@ygomdobs
> 56mB(3n780b s3@mMa.

Abxasckue Hapodnvie necnu (cocTabutens — B. Amry6a). Téuancn: [pysuncxoe
otnenexue Myagonaa Coioaa CCCP. 1986. figrod@men.

Abxa3scxue HapodHvie necru (cocTasutens — U, lllam6a). T6unucu: [pysurckoe
otaenenue myszdonga Cowosa CCCP. 1986. Ggmag@mn s Bobabegygom-
30l sg§mein.

geengenmamn o06boddemn ,60606oemn”.  3Ma3gofgads. mdnenbo:
bdob Rs3BgMn Limmns Fgrmmens. 1989. 3mdghgafigdal s3@meo.
abngo @s MaGdngs. 3GmaMads @y dgomenMn Gyymdgbmazngde ©ob-
§9%0m0 ymabgdnbomznb. mdamabo: bygsAmggmmb bLA babambm ao6sa-
930l b33abab@Hm. 1990. msbsdgdagbgmo.

Jofformmmo bombuma dnbngomm@n d7dm8amgdo. IGmamads boadogd-
3™ badmbogm bimmgdabomgol. mdormabn: bodosGmggmemb JamEn®ab
LoBnbob@Hm. 1990, s38mein.

Joformma bogormmdmmgdn (353330 @ Jomaw gnbrgdabamgab). babm-

— 305 —



10.

11.

12

13.

&m JGgdgmo. odomaba: bofdGmegodn. 1991. 373396gwo.

33360b 6565.1bL56mB™ JRgdmmn (358ag6gme — 6. Jormobradg-3obaMady).
@mdomobo: bafoGoggmmb jam@nGob Ls8ababBHML bombyGe 3g8m4-
39g30b bady(3bngBHm-8gmmentn (3968Fn (Joforgm s nbamabm® g6-
9%by). 2000. Ggsd@men.

Jorormenn boggengbom gormmds. 9gdmgdgmab bymems. 6§93 9B gmB8snd-
3nemab RsbaBgMgdal 8nbggem. LobmEm 3GHgdmmo (Bg8magbyme - .
dameosdgoema). edomabo: bogoMoggmmb bads@Mmnstdmb bogimgbom
aommdab (336@0. Jofmorgmo bambamo LodmaMob LagFmmsdmGabm (396-
0. bogsdm83gdrmm baogdnb Labbogemmm (3968Ma (Jotorme ©> nbacmo-
b 96g3bg). 2002. Ggmog@meoa.

oo bommbgFo dabags. bodgamgerm. | @mdn. Lobm@m FHgdamma.
odamabn:  Jaorgme  bombgma  bedmgHal LogFHmsdmmobm (39680,
odomabob g. baogedgoenob Labgeamadab bobaQaﬁngm 3mBLyBgoGMEn-
ob @BsEnErgme 8Mogoerbdnobmdob j3magel bagMmsdmabm (396860
(JoGomm ms abaemobnM 9693%g). 2003. 399a9650m0.

3%93, 306 3gdmeom! Joforgee bombygo dgbogs 3533393b. Lobm@™
JFgdmene (Bp8eagbamn = 6. gormsbradg-8sbemadg). mdamolo: dsbge
@bImdemngo. 2004. 3Gmgd@eb La3y36agHm bymadmgebgmn s gbo-
Jormafo Garodémeo.

Joorgern o sgbadyfn borbgFo bndrmgFnde. XX bomjmbab 30-nsbo
BmgBob mbngocna@o Bo6o6gMmgdo. 2 3mBIsdEmnbn. mdamobo: Jefon-
o baebyAo LadmgHob bogosdmGabm (3968 Fa (Joormem, 0Bamobin®
9> Gabme 3536%3). 2005. &43mma@nb &adb@ab 33@mGn.

14. 390 boembyma bodmgMgdo. Labm@m JFgdamn (358agbgemn -

15.

16.

17.

. 399330dg). dngmaba: (JoForge ©o 0bamoby@ 9653%g). 2006. M-
@odémﬁn.

Fstrm oofbbndgoo. 50 JoForr-jobaFo bormbama bodmg@s. Lobm@Gm
JFodame sgeomeebiom. mdoenobo: 33b gogmMago. 2008. msbaBgrsd-
&m0,

m8gbdogm 05mdn By sbgmsdn. bs@zmmo qomda (Gggobmeo —
6. xmERadg). dmdammabe: jobmbGamas JoMmmern goenda. 1981, dqbage-
gfio 3odgm@adgdgmo.

ndnBfoll. Bb5836rmen gomdo (Mggobmo — 3. bm@ngsfin). cdammabo:
JobmbEgens Jomagen goemdo. 1982. 3xbogsmmyfa 353xm@Edgdgme.



JIITA IMMBINIL BIRBA396IMN0 3MBBIRIZIA)
LORNLIGGNENM RO LYRNITMBM BI3AHTBIN

10.

1.

. JoForgan boghm s bobmmngFm gbngnb gborgdognb bogaobabsor

gnb. ob3nGsb@o 6obm GoFsbomags (Mebobgmddmgabgma IGmagbm&
afnamen Rbnj30dgboed gRhoar). 1982-1985.

Jooragmo FH30bdnb bobBg8> o @nbn 0bGmboonmo bagmdagea (ds-
Go- gobama gormmb bogornmdmgdnb Gogomoo dg). 8568 mbn@oedge-
mn. banbgBGoom 6536mdn (m6sbgmBdmgabgme IEmeggbmd gFngmen
Rboggodgbomsb gHmow). 1989.

Jotaraen dabnjoeramn osmmgddgde s domn BFongFondndstagds.
9036 35Moysbndy. boabym@oEom 653Gman (Lsdg3baghm Jmbbiye-
96@0n). 1990.

Mysvixanvroui gonvxnop Hozaiiyes. bana Kappanosa. Kanpuparckan guccep-
Tauua. 1990.

Jotormema 3qboyommnBo gmemjenmob gbogdngalb bomogggdasb. gnd
damadgaema. LoobyB@agom 653Gm3n (csbabymadmgabgme IGmggbme
356065 2bEM0adgbosb gamsp). 2005.

Jomorgema 656s: gobGab, bgdsbGogabs s GGl bdjnambydn.
Babm jommobmadg-8abofady. LanbyM@aam 6:3GmBa (mabobymadmasb-
9o IGmggbme Abaesb Emmbndnabmeb ghma). 2009.

Gogaemn 8gbagocgmn aoemgddo ([BgbogsrmgGo gbab mogabdagdgde
©> (35rdgmn gobhgdab dmasmo 80dmbamgs). ;mgedamsd gMabmaga.
1976.

omdmbogemgo bogoBorggemmb bayaammn bodmyMgdn. 85fnbs dodabo-
dgnemo. 1978.

Jotorgma dgbogol dmodoggba — dmenngsddmb o gobarm joMdgmmo-
dzaemgdo. (305 crgedgoemn. 1979.

JoForgmo o bmdbgmo dGmdal bodmgMgdob ,mBmzgmmab” oo ,dmem-
3gepsb” gMmongfongo3dntiab bogoobabsmgab. Bsbs Jobsfmgs. 1979.

bogo Bogbaerm Egb-Aggamadsms ogmmo bsgsfmggmmdn. Babem bogo-
3ndg. 1981.

— 307 —



12. 630b30b bobBgdnb dgbobyd JoFormen gomrmdoda. 85038 mbn@sdgacro.
1981.

13. gobnb IEm3mg8s Jomorgen 8nba oy gmmgmmmBobngodn. Jgogash
Bagmmady. 1982.

14. 3mgB o o dgbnjommaco Bafbdob nEmngEmdndsmargdob bsjomba-
boogab Joorgm bomby bodmgModn. Babm jomobrsdy. 1983.

15. 8onab dmbn oMo geenemmdn XIX bomgmbab JoGoggmm jaroboymb
36gtoenas d99mg8gcegdsdn. 6ok gomndgomn. 1986

16. Joforgenn bombafa dGHmanl bndmggdob BmgngFon bacrgfo bo-
dob-ongnbgdnb dgbobgd. Jgogzeb dscnsdgnemo. 1987.

17. Joorgenn gorrmdob mgomdymgammdab bsgomboboognb (3gs bogga-
69930 30B56@ngF-JoGorgema bagyengbnm gbo oo pmngmomds-
o bogdzgm ). o 03gmady. 1989.

18. foforem-gobain aMdgmo bygGmmn bodmyMgdolb dabogzormafo gbob
bogooboboogab. ogs amam@ndgnmo. 1991

19. 8nbogoeyin odMmg6930b dzgmgbe dMggdal 396980gaM0 bogmds-

mgd0b g3emggnbongab (smBmbagmge bagemmggmmb 3Gmdnb LrdmgMg-
30b 3ogdmomndyg). edsG agdmedy. 1992

20. 0dyBeemn abogorradn @oomgd@ob ab@meoger-gmbmgHogommo do-
8mbnemgo o dHm8nb bo8myMgdob cmogalgdamgdoms dgbobgd. 3s0s Lo-

bamemndg. 1992.
21. Jomarmemn badsgdgm dabagommm@o gmengermMn. 0> Rommbogs. 1993.

22. oo Gabogomrato gmengenmol gbog®ogolb bocmogggdomob. ans
domadgamn. 1994,

23. ymbbmbsbbaymn 068 gmz5eng30b s@anErn > Mmenn JoMmoragm bsrmba®
3abogommmm d98md8gmgdsdn. Jgogzob do6(30dy. 1996.

24. gytimemn bombmein bodmgFo (bobm@m Bsbs69Mgdo BobobnBygomdnams
@0 jmIgbBomgdnm). mg3o6 393s3ndy. 1996.

25. Jomormemn o Afmncrmgoggobng@n dabngommGo gfmngfHomdsbn. Bo0s
agenadgnea. 1997,

26. 53n5060b gdmba o 8nbn 8bnd369emmds gmem jenm@mmn > dmmgbgdnb
39630006930l nbgm@nsdo. 938 9fMaby agMadg. 1999.

27. ogommmo (Jmdmmgmntin) bowaia bndmgMgda. Bosmns ©y356mbady.
2003.

28. n33MBmg0dozommmmdnb @ goMasbGaenmdal bojoombabomgal JsGormem
boerbm bodmgtadn. 5308 9M0by mosbadndg. 2003.

— 308 —



KUKURI CHOKHONELIDZE’S ESSAYS!

PUBLISHED

1.

Diatonur kilota sakitkhisatvis kartul khalkhur musikashi (On the Problem of
Diatonic Modes in Georgian Folk Music). 1973. In the collection of scientific
works: Shaverzashvili, Aleksandre and Tumanishvili, Ketevan et al. (Editorial
board). Tbilisi: Tbilisi State Conservatoire (in Georgian). Pp. 127-143.

Kartuli khalkhuri simgheris kilouri sapudzvlebis shesakheb (On the Mode Bas-
es of Georgian Folk Songs). 1983. In the collection of scientific works: Kartuli
khalkhuri musikis kilo, melodika da ritmi (Mode, Melody and Rhythm of Geor-
gian Folk Music). Shaverzashvili, Aleksandre (resp. ed). Tbilisi: Tbilisi State
Conservatoire (in Georgian, with Russian summary). Pp. 3-30.

Khmata koordinatsiisa da harmoniis zogierti tavisebureba kartul khalkhur
mravalkhmian (poliponiur) musikashi (Some Specificities of Voice Coordina-
tion and Harmony in Georgian Multipart [Polyphonic] Music). 1988. In: Kar-
tuli musikis poliponiis sakitkhebi (Problems of Polyphony of Georgian Music).
Gabunia, Nodar and Tsurtsumia, Rusudan et al. (editorial board). Tbilisi: Tbili-
si State Conservatoire (in Georgian). Pp. 29-42.

Improvizatsiis khelovneba da kartuli poliponiuri musika (The Art of Improvisa-
tion and Georgian Polyphonic Music). 2000. In: Khalkhuri mravalkhmianobis
problemebi (Problems of Folk Polyphony). Materials of the International Con-
ference Dedicated to the 80" Anniversary of Vano Sarajishvili Tbilisi State Con-
servatoire. Tsurtsumia, Rusudan (ed.-in-chief). Tbilisi: Tb. State Conservatoire
(in Georgian, with English Summary). Pp. 195-207.

Kilos tsnebis zogierti istoriuli da teoriuli aspektis shesakheb (On Some Histori-
cal and Theoretical Aspects of the Mode Notion). 2001. In: Sasuliero da saero
musikis mravalkhmianobis problemebi (Problems of Secular and Sacred Po-

' The majority of these works are kept in the AGFML at Thbilisi State Conservatoire.

— 309 —



10.

11.

lyphony). Proceedings of the International Scientific Conference Dedicated to
the 3000™ Anniversary of Georgia's Statehood and the 2000* Anniversary of
Christ’s Birth. Tsurtsumia, Rusudan (resp. ed.). Thbilisi: Tbilisi State Conserva-
toire (in Georgian with English summary). Pp. 304-315.

Kartul musikalur-estetikur azrovnebashi tvisebrivi gardatekhis erti mnishvne-
lovani periodis shesakheb (On a Significant Period of the Qualitative Change
in Georgian Musical-Aesthetic Thinking). 2003. The First International
Symposium on Traditional Polyphony. Tsurtsumia, Rusudan and Jordania,
Joseph (eds.). Tbilisi: Tbilisi State Conservatoire (in Georgian and English). Pp.
99-108.

Megruli musikaluri dialekti (Megrelian Musical Dialect). 2004. Collection of
Scientific Works. Zhghenti, Temur (ed.-in-chief). Tbilisi E. Takaishvili State
University of Culture and Art. Tbilisi: Metsniereba (in Georgian, with Russian
summary). Pp. 256-265.

Kartuli khalkhuri musika (Georgian Folk Music). 2013. Sakitkhavni gmatsviltatvis
(Reading for the Young), vol. 27, Kartuli musika (Georgian Music). Kalandadze-
Makharadze, Nino (comp. and ed.). Tbilisi: Tsitsinatela (in Georgian). Pp. 7-11.

Kartuli galoba (Georgian Chant). 2013. Sakitkhavni gmatsviltatvis (Reading
for the Young), vol. 27, Kartuli musika (Georgian Music). Kalandadze-Makha-
radze, Nino (comp. and ed.). Tbilisi: Tsitsinatela (in Georgian). Pp. 119-125,

Das Wesen der georgischen polyphonen Volksmusik. 1988. Zeitschrift Georgica:
Fahnrich, Heinz (Jena) und Lortkipanidse, Mariam (Tbilissi) (Vorsitzende des
Redaktionskollegiums), S. 63-66. Veroftentlichung der Friedrich-Schiller Uni-
versitit Jena und der Staatlichen Georgischen Universitat Tbilissi. Heft 11 (in
German).

Some Characteristic Features of the Voice Coordination and Harmony in Geor-
gian Multipart Music. In: Echoes from Georgia. Seventeen Arguments on Geor-
gian Polyphony. 2009. Editors: Rusudan Tsurtsumia and Joseph Jordania. New
York: Nova Science Publishers, Inc. Pp.:135-145.

— 310 —



ANNUAL SCIENTIFIC WORKS

1.

10.

11.

12.

13.

Kartuli galobis imerul-guruli kilo (Imeretian-Gurian Mode of Georgian Church
Hymns). 1967. Diploma work (in Georgian).

Kartuli khalkhuri simgheris harmoniis zogierti sakitkhi (Some Issues of Harmony

in Georgian Folk Song). 1971 (in Georgian).

Kartuli khalkhuri simgheris kilo-harmoniuli kanonzomierebebis zogierti sakitkhi
(Some Issues of Mode-Harmony Regularities in Georgian Folk Song). 1972 (in
Georgian).

Kartuli khalkhuri simgheris akordikis zogierti sakitkhi (Some Issues of the Chord
System in Georgian Folk Song). 1973 (in Georgian).

Kartuli (rachuli) khalkhuri musikaluri shemokmedeba (Georgian/Rachan Folk
Music). 1974 (in Georgian).

Pshauri musikaluri dialekti (Pshavian Musical Dialect). 1979 (in Georgian).
Meskhet-Javakhetis musikaluri polklori (The Musical Folllore of Meskhet-Ja-
vakheti). 1980 (in Georgian).

Imeruli musikaluri dialekti (Imeretian Musical Dialect). 1981 (in Georgian).

Kilos chasakhva da pormireba kartul khalkhur musikalur shemokmedebashi
(Origin and formation of Mode in Georgian Folk Music). 1982 (in Georgian).

Kilouri azrovnebis adreuli sapekhurebi da punktsionalizmis chanasakhovani
pormebi (Early Stages of Modal Thinking and the Embryonic Form of
Functionalism). 1984 (in Georgian).

Punktsiisa da punktsionalizmis sakitkhisatvis kartul khalkhur musikalur
shemokmedebashi (On the Issues of Function and Functionalism in Georgian
Folk Music). 1986 (in Georgian).

Zhanris problema kartul musikalur polklorshi (Problem of Genre in Georgian
Folk Music). 1988 (in Georgian).

Kartuli musikaluri dialektologia (Metodologiuri tsanamdzghvrebis shesakheb).
Georgian Musical Dialectology (On Methodological Prerequisites). 1989 (in
Georgian).

- M -



14.

15.

16.

17.

18.

19.

Arkaizmi kartul musikalur polklorshi (Archaism in Georgian Folk Music). 1990
(in Georgian).
Kartuli musikaluri pudze-ena. Teoriuli problemebi (Georgian Musical Root-

Language. Theoretical Problems). 1993 (in Georgian).

Kartuli musikaluri polklori da tanamedroveoba (Georgian Folk Music and
Modernity (Issues of History and Theory). 1996 (in Georgian).

Guruli poliponiuri simgheris zogierti taviseburebis shesakheb (Improvizatsia -
kherkhebi da sashualebebi) (On Some Peculiarities of Gurian Polyphonic Song
(Improvization - ways and means). 1998 (in Georgian).

Termin kilos zogierti istoriuli da teoriuli aspektis shesakheb (On Some Historical
and Theoretical Aspects of the Term Mode). 1999 (in Georgian).

Kartuli khalkhuri simgheris melodia (Melody of Georgian Folk Song). 2000 (in
Georgian).

ABSTRACTS

1.

Kartuli galobis imerul-guruli kilo (Imeretian-Gurian Mode of Georgian Church
Hymns). 1967. First Scientific Session of the Folklore Section at the Georgian
Musical and Choreographic Society, pp. 4-5. Tbilisi (in Georgian).

Dasavlet sakartvelos khalkhuri simgherebisa da sagaloblebis harmoniis zogierti
sakitkhi (Some Issues of Harmony of West-Georgian Folk Songs and Church
Hymns). 1971. Second Scientific Session of the Folklore Section at the Georgian
Musical and Choreographic Society, pp. 10-11. Tbilisi (in Georgian).

Kartul khalkhur simgherebshi arsebuli kiloebis zogierti taviseburebis shesakheb
{On Some Modal Peculiarities of Georgian Folk Songs). 1972. Third Scientific
Session of the Folklore Section at the Georgian Musical and Choreographic
Society, p. 7. Tbilisi (in Georgian).

Kartuli khalkhuri musikis kilouri sapudzvlebis chasakhva da pormireba (Origin
and Formation of Georgian Folk Music Mode Fundamentals). 1976. Scientific
Session of the Folklore Section at the Society of Georgian Musical and
Choreographic Society and V. Sarajishvili Tbilisi State Conservatoire, pp. 5-6.

— 312 —



10.

11.

Thilisi (in Georgian and Russian).

Akordikis sakitkhistvis kartul khalkhur musikawshi (On the Chord System in
Georgian Folk Music). 1981. 20* Scientific Conference of the Folklore Coor-
dination Council at the Language and Literature Department of the Georgian
Academy of Sciences and Shota Rustaveli Institute of Georgian Literature, pp.
33-35. Tbilisi: Metsniereba (in Georgian).

Intervali kvarta da misi roli kadansebshi (The Fourth interval and its Role in Ca-
dences). 1981. Abstracts for the joint scientific session of the Georgian Musical
and Choreographic Society and Tbilisi State Conservatoire. Tbilisi (in Georgian).

Kartuli mravalkhmianobis tvitmqopadi bunebis shesakheb (On the Original
Character of Georgian Polyphony). 1982. 21* Scientific Conference of the Folk-
lore Coordination Council at the Language and Literature Department of the
Georgian Academy of Sciences and Shota Rustaveli Institute of Georgian Liter-
ature, pp. 33-35. Tbilisi: Metsniereba (in Georgian).

Nekotorie voprosi akkordiki gruzinskogo narodnogo mnogogolosiya (Some Issues
of Chord System in Georgian Folk Polyphony). 1971. All-Union Scientific Ses-
sion dedicated to the results of field archeological and ethnographic researches
1970., pp. 181-182. Tbilisi: Metsniereba (in Russian).

Zarozhdenie i formirovanie ladovikh osnov gruzinskoi narodnoi muziki (Origin
and Formation of Mode Foundations in Georgian Folk music). V. Sarajishvili
Thilisi State Conservatoire. Scientific Session dedicated to the 25* Congress of
the Communist Party. Tbilisi (in Russian).

O nekotorikh problemakh gruzinskoi narodnoi muziki (On Some Problems of
Georgian Folk Music). 1986. Republican Scientific Session Problems of Folk Po-
Iyphony, pp. 22-24. Composers’ Union of Georgia and Thbilisi State Conserva-

toire. Borjomi (in Russian).

Fenomen gruzinskoi narodnoi muziki (The Phenomenon of Georgian Folk Mu-
sic). 1988. Republican Scientific Session Problems of Folk Polyphony, pp. 57-
59. Laboratory for Mediterranean Culture Studies of Tbilisi State University,
Georgian Composers’ Union, Tbilisi State Conservatoire. Musical Community
of Georgia. Tbilisi (in Russian).
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LETTERS PUBLISHED IN NEWSPAPERS AND JOURNALS

1.

10.

11.

Khalkhis tsiaghshi igmneboda (Was Created by People). 1970, news., Komunisti.
N63. 17.03, p. 4. (In Georgian).

Bogatstvo sozdannoe narodom (Wealth Created by the People). 1977, Muzi-
kalnaya zhizn. N9, pp.: 3-4 (in Russian).

Kartuli traditsiis aghdgena (Revival of Folk Tradition). 1986, news., Literaturuli
sakartvelo. N48, 28.11, p. 10 (in Georgian).

Kartuli musikis mravalkhmianoba (Polyphony of Georgian Music). 1986, news.,
Literaturuli sakartvelo, 5. 12, p. 14 (in Georgian).

Gandzi, romelits gvaertianebs (The Treasure that Unites Us). 1989, news., Thilisi.
N14. 17.01, pp.: 4-5 (in Georgian).

Ar mogveshalos “Lileo™ (May “Lilec” Never Be Lost!). 1989, news., Komunisti.
22.02 (in Georgian).

Chokhonelidze, K., Kasoev V., 1989. Ne predovat’ zabveniu. Problemy tserkov-
nogo pesnopenia. (“Never Forget”. Problems of church chanting). news., Zariya
Vostoka. 15.10. N239, p. 4 (in Russian).

Mgalobeli gogonebi (Female Chanters). 1991, news Tbilisi N103. 30.05, p. 4 (in
Georgian).

Deda enasavit bavshvobidan (From Childhood like Mother Tongue). 1999,
news., Sakartvelos respublika N118. 16.06, p. 6 (in Georgian)

Musikaluri folkloris Mochirnakhule (The Beneficent of Folk Music). 2000, news.,
Sakartvelos respublika N309. 25.11, p. 6 (in Georgian).

Ghvino da kartuli suprulebi (Wine and Georgian Table Songs). 2003, news., Sa-
kartvelos respublika N75 (4454). 22.03, pp.: 1, 2 (in Georgian).
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VARIOUS PUBLICATIONS PREPARED WITH
KUKURI CHOKHONELIDZE'S PARTICIPATION

1.

10.

Anthology of Georgian Folk Songs (4 LPs). 1976. Tbilisi: Melodiya recording Stu-
dio (in Georgian). Chokhonelidze Kukuri - Compiler, author of annotations.

Introduction and annotation for anthology for the series Music of the Peoples
of the USSR. M. 1986. Moscow: Melodiya recording Studio (in Russian). Chok-
honelidze Evsevi - Author of the introduction and annotations.

Abkhazskie narodnye pesni (Apkhazian Folk Songs). 1986. (Ashuba Vadim -
compiler). Tbilisi: Georgian branch of the USSR Musical Fund (in Russian and
Apkhazian). Chokhonelidze Evsevi - editor.

Abkhazskie narodnye pesni (Apkhazian Folk Songs). 1986. (Shamba Ivan - com-
piler). Tbilisi: Georgian branch of the USSR Musical fund (in Apkhazian, Geor-
gian and Russian). Chokhonelidze Evsevi - editor, author of the introduction.

Annotation for the LP “Folk ensemble Tsinandali”. 1988. Tbilisi: Melodiya re-
cording Studio (in Georgian).

Music and Rhythmics (program and methodical reccommendations for prima-
ry classes). 1990. Ministry of Education of the Georgian SSR (in Georgian).
Chokhonelidze Kukuri - compiler (together with S. Skhirtladze, K. Tsagareli
and L. Samsonadze).

Georgian Folk Music (program for children’s music schools). 1990. Georgian
Ministry of Culture (in Georgian). Chokhonelidze Kukuri - author.

Georgian Sacred Chants (for children’s and women's choirs). 1991. Thbilisi:
Sakpropgami (in Georgian). Chokhonelidze Kukuri - compiler.

Akvnis nana (Georgian Lullabies). 2000. (Kalandadze-Makharadze Nino -
compiler). Thilisi: Scientific-methodical Center of Folk Art of the Georgian
Ministry of Culture (in Georgian with English summary). Chokhonelidze
Kukuri - editor.

Kartuli saeklesio galoba. Shemokmedis skola. Artem Erkomaishvilis chanatser-
ebis mikhedvit (Georgian Church Hymns. Shemokmedi School. According to
Artemn Erkomaishvili’s Records). 2002. (Shugliashvili Davit - compiler). Tbili-
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11

12.

13.

14.

15.

16.

17.

si: Church Music Center of the Georgian Patriarchy. International Center for
Georgian Folk Song. Publishing Studies Center (in Georgian and English).
Chokhonelidze Kukuri - editor.

Kartuli khalkhuri musika. Samegrelo (Georgian Folk Music. Samegrelo). 2003.
Vol. 1. Tbilisi: The International Centre for Georgian Folk Song. The Interna-
tional Research Centre for Traditional Polyphony of V. Sarajishvili Tbilisi State
Conservatoire (in Georgian and English). Chokhonelidze Kukuri - compiler.

Mzev, shin shemodio. Kartuli khalkhuri musika bavshvebs (Georgian Folk Music
for Children). 2004 (Kalandadze-Makharadze Nino - compiler). Part 1. Tbilisi:
Bank Respublika. The International Research Center for Traditional Polyphony
of Tbilisi State Conservatoire (in Georgian). Chokhonelidze Kukuri -~ musical
editor.

Kartuli da apkhazuri khalkhuri simgherebi. XX saukunis 30-iani tslebis unikaluri
chanatserebi (Georgian and Apkhazian Folk Songs. Unique recordings of the
1930s). 2005. 2 CD. Thilisi: International Center for Georgian Folk Song (in
Georgian, English and Russian). Chokhonelidze Kukuri - author of the booklet
text.

Guruli khalkhuri simgherebi (Gurian Folk Songs). 2006 (Veshapidze Levan ~
compiler). Thilisi (In Georgian and English). Chokhonelidze Kukuri - editor.

Maro Tarkhnishvili. 50 kartl-kakhuri khalkhuri simghera (50 Kartl-Kakhetian
Folk Songs). 2008. Thbilisi: Favoriti, Ltd. (in Georgian). Chokhonelidze Kukuri
- musical editor (together with Nana Valishvili).

Momekhmaret lalbuzze asviashi (Help me to Climb the Elbrus) (prod. Nana
Jorjadze). 1981. Chokhonelidze Kukuri - music director.

Dimitri II (prod. Buba Khotivari). 1982. Chokhonelidze Kukuri — Music direc-

tor.
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DIPLOMAS AND DISSERTATIONS SUPERVISED BY
KUKURI CHOKHONELIDZE

1. Kartuli saero da sasuliero musikis estetikis sakitkhisatvis (On the Issue of Aes-
thetics in Georgian Secular and Sacred Music). 1982-1985. Nino Pirtskhalava,
post-graduate student (Kukuri Chokhonelidze co-supervised this work with
Professor Grigol Chkhikvadze) (in Georgian).

2. Kartuli rvakhmis sistema da misi intonatsiuri sapudzveli. Kartl-kakhuri kilos
sagaloblebis magalitze (Georgian Eight-tone System and its Intonation Basis.
On the example of chants in Kartl-Kakhetian mode). 1989. Mariam Ositashvili.
Dissertation work (Kukuri Chokhonelidze co-supervised this work with Pro-
fessor Grigol Ckhikvadze) (in Georgian).

3. Kartuli musikaluri dialektebi da mati urtiertmimarteba (Georgian Musical Di-
alects and Their Interrelation). 1990. Edisher Garakanidze. Dissertation work
(Kukuri Chokhonelidze - scholarly advisor) (in Georgian).

4. Muzikalnyi folklor Nogaitsev (Musical Folklore of the Nogaians). 1990. Bela
Kardanova. Candidate’s dissertation (in Russian).

5. Kartuli musikaluri polkloris estetikis sadaveebtan (At the Origins of the Aesthet-
ics of Georgian Folk Music). 2005. Gia Bagashvili. Dissertation work (Kukuri
Chokhonelidze co-supervised this work with Professor Manana Andriadze) (in
Georgian).

6. Kartuli Nana: zhanris, semantikisa da artikulatsiis sakitkhebi (Georgian Nana:
Issues of Genre, Semantics and Articulation). 2009. Nino Kalandadze-Makha-
radze. Dissertation work (Kukuri Chokhonelidze co-supervised this work with

Professor Rusudan Tsurtsumia) (in Georgian).

7. Rachuli musikaluri dialeqti (Rachan Musical Dialect). 1976. Teimuraz Eristavi
(in Georgian).
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10.

11

12.

13.

14.

15.

16.

17.

18.

Aghmosavlet Sakartvelos supruli simgherebi (East Georgian Table Songs). 1978.
Marina Mamisashvili (in Georgian).

Kartuli musikis moamageni - Polievqtos da Vasil Karbelashvilebi (Beneficents of
Georgian Music - Polievktos and Vasil Karbelashvili). 1979. Tsiala Luashvili (in
Georgian).

Kartuli da somkhuri shromis simgherebis “Orovelas” da “Horovelas” urtiertka-
vshiris sakitkhisatvis (On the Interrelation of Georgian and Armenian Work
Songs “Orovela” and “Horovela”). 1979. Nana Kazarova (in Georgian).

Sagazapkhulo tses-chveulebata tsikli sakartveloshi (The Cycle of Spring Rituals
in Georgia). 1981. Nino Nakashidze (in Georgian).

Rvakhmis sistemis shesakheb kartul galobashi (On the Eight-tone System in
Georgian Chants). 1981. Mariam Ositashvili (in Georgian).

Zhanris problema kartul musikalur polkloristikashi (Problem of Genre in Geor-
gian Musical Folkloristics). 1982. Ketevan Nikoladze (in Georgian).

Poeturi da musikaluri tekstis urtiertmimartebis sakitkhisatvis (On the Interrela-
tion of Poetic and Musical Texts in Georgian Folk Music). 1983. Nino Kaland-
adze (in Georgian).

Mitis musikaluri polklori XIX saukunis kartvel klasikos mtseralta shemokmede-
bashi (Folk Music of the Mountainous Regions in the Creative Works of the 19
century Georgian Classical Writers). 1986. Nana Valishvili (in Georgian).

Kartuli khalkhuri shromis simgherebis stiluri nishan-tvisebebis shesakheb (On
Some Stylistic Peculiarities of Georgian Work Songs). 1987. Ketevan Matiash-
vili (in Georgian).

Kartuli galobis tvitmqopadobis sakitkhisatvis. Shua saukuneebis bizantiur-kartu-
li saeklesio musikalur urtiertobata sapudzvelze (On the Originality of Georgian
Chant. Basing on the Medieval Georgian-Byzantine Musical interrelations).
1989. Lia Imedadze (in Georgian).

Kartl-kakhuri grdzeli supruli simghrebis musikaluri enis sakitkhisatvis (On the
Musical Language of Kartl-Kakhetian Long Table Songs). 1991. Tea Gogotish-

vili (in Georgian).
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19.

20.

21.

22,

23.

24,

25.

26.

27.

28.

Musikaluri azrovnebis udzvelesi shreebis genetikuri sapudzvlebis kvlevisatvis.
Aghmosavlet Sakartvelos shromis simgherebis magalitze (Research of Genetic
Basis of the Ancient Layers of Musical Thinking. On the example of East Geor-
gian Work Songs). 1992. Tamar Dgebuadze (in Georgian).

Imeruli musikaluri dialektis istoriul-etnograpiuli mimokhilva da shromis simghe-
rebis taviseburebata shesakheb (Historical-Ethnographic Survey of Imeretian
Musical Dialect and Peculiarities of Work Songs). 1992. Maia Sikharulidze (in
Georgian).

Kartuli sabavshvo musikaluri polklori (Georgian Children’s Folk Music). 1993.
Ia Jolokhava (in Georgian).

Kartuli musikaluri polkloris estetikis sataveebtan (At the beginnings of the Aes-
thetics of Georgian Folk Music). 1994. Gia Baghashvili (in Georgian).

Konsonansuri intrevalebis adgili da roli kartul khalkhur musikalur shemokmede-
bashi (Place and Role of Consonance Intervals in Georgian Folk Music). 1996.
Ketevan Bantsadze (in Georgian).

Guruli khalkhuri simghera. Sanoto chanatserebi tsinasitqvaobita da komenta-
rebit (Gurian Folk Song. Transcriptions with foreword and comments). 1996.

Levan Veshapidze (in Georgian).

Kartuli da chrdilokavkasiuri musikaluri urtiertobani (Georgian and North-Cau-
casian Musical Interrelations). 1997. Maia Gelashvili (in Georgian).

Amiranis eposi da misi mnishvneloba polkloruli azrovnebis ganvitarebis istoriashi
(Amiran’s Epos and its Significance in the Development of Folk Thinking). 1999.
Ekaterine Geradze (in Georgian).

Acharuli (Kobuleturi) Naduri simgherebi (Acharian /Kobuletian/ Naduri Songs).
2003. Natia Dekanosidze (in Georgian).

Improvizatsiulobis da variantulobis sakitkhisatvis kartul khalkhur simgherashi
(On Improvisation and Variation in Georgian Folk Song). 2003. Ekaterine Di-

asamidze (in Georgian).

— 319 —



30RIMKRE60ATNNL 6ILBY

1. 26Ld3demn gmBEgme. 896 bo 3965b0. 1966.

2. qo836@ 300 M3INndnbdnco gamdnmeb dongdn. MHggobmGo — w@ndo-
&Fo amambags. 1988.

3. qt0a99b8 780 M ndgb@ i gomBomab ggbmdsbn. Mggobmtin — gGad
JegmBadgnemo. 1992,

4. gf0aB89b@adn s6Rnbbo@Gnb BodFnlb gmbonbs s gomymmABnm Ra I}
d3gemn joenmgdob 3mb3g@AEnmsb. 1999. Badyzebn — Jugaco gmbmbgmads.

LIST OF VIDEOS

1. Ensemble Gordela. Shen khar venakhi (You Are a Vineyard), 1966.
2. Documentary film Mtiebi, dir. Dimitri Gugunava, 1988, fragments.

3. Documentary film Penomeni (Phenomenon), dir. Merab Kokochashvili,

1992, fragments.

4. Concert of Anchiskhati Church Choir and folk group Dzveli kiloebi (Old
Modes). Presenter Kukuri Chokhonelidze, 1999, fragments.
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HuBCIZL INSISNLL T
FICAOANAL L2

afogmen Bonggady, gobo Gmbgdadgoren @ J9gaee gmbmbgmndy gmmgmmmab jomgrGady. 1966.
Grigol Chkhikvadze, Kakhi Rosebashvili and Kukuri Chokhonelidze at the Folk Music Department. 1966.

303060 gmbmbgemady, aGnamen Rbnggadg @ jobo Gmbgdsdgame gmmgmmab josmgrtsdy. 1966.
Kukuri Chokhonelidze, Grigol Chkhikvadze and Kakhi Rosebashvili at the Folk Music Department. 1966.
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303060 gmbmbymadal s3@mdamafagyns.
Kukuri Chokhonelidze’s autobiography.
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26Ls33mo gmAE ms. 1966.
Ensemble Gordela. 1966.
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afogmm Bboggady, nmbgd gmeiesbos @ Jnigcn gmbmbgmady. 1980-06n BE.
Grigol Chkhikvadze, Joseph Jordania and Kukuri Chokhonelidze. The 1980s.
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00396 gofogebady, Ju3aMo gmbmbgmady, dodnbs 339Mbadg, LobGm sodomsgs ws
R0 35B05330em0 3MHoz35mb3nsbmdal 3mbygMmgb30sby dmGxmddn. 1986.
Edisher Garakanidze, Kukuri Chokhonelidze, Bidzina Kvernadze, Sandro Kacharava and
Jemal Patiashvili at the Conference of Polyphony in Borjomi, 1986.

RO Iemciob Joomgednl Byzmgda. 1997.
The members of Folk Music Department. 1997.
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30360 gmbmbgmady 8g9mmgbomsb, mabogm jomeboadgbesb s Jeemndgzamomsb,
@356 gmbmbymadgbosb ghmaw. 1999.
Kukuri Chokhonelidze with his wife Liziko Kalandadze and daughter Tamar Chokhonelidze. 1999.

303060 gmbmbgmadg 3gamndgamgdmsb gBmse. 2000.
Kukuri Chokhonelidze with his grandchildren. 2000.
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3bBmE gMjmBandgammn, 356565 @maxsdzome ©d g Imo gmbmbgemndyg
GMd@030Pmn 3Mo35emb3nsbmdab | bagMmsdmGobm bnddmbaydby. 2002.
Anzor Erkomaishvili, Manana Doijashvili and Kukuri Chokhonelidze at the
Ist International Symposium on Traditional Polyphony. 2002.

JA30M0 gmbmbgmady s 856565 sbrMnady
Gomo3ngmn 3Gogermbdnsbmdab | bagGmsdmmabm Lod3mbayddy. 2002.
Kukuri Chokhonelidze and Manana Andriadze at the
Ist International Symposium on Traditional Polyphony. 2002.
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JO3060 gmombgmadg ©s nbaorrn bgdzmgbge
GFooonmo 3Gsgoembdnsbmdal | baghasdmmobm bLad3mbanddg. 2002.
Kukuri Chokhonelidze and Izaly Zemtsovsky at the
Ist International Symposium on Traditional Polyphony. 2002.

303960 gmbmbyemody s goo dsmadgaen. 2002.
Kukuri Chokhonelidze and Gia Bagashvili. 2002.
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099396 bogmemady, Bobm goMzbormags, ambgd gmMesbos,
3030600 gmbmbgmoady ©> 6nbm 6 33530dg jomgmsby. 2002.

Ketevan Nikoladze, Nino Pirtskhalava, Joseph Jordania, Kukuri Chokhonelidze and
Nino Nakashidze at the Georgian Folk Music Department, 2002.

606m goMzbomags, 3ngnce gmbmbgmady o
mgms Bs7sed30mo ®aMob dmbabBgmmsb. 2002.
Nino Pirtskhalava, Kukuri Chokhonelidze and Lela Makarashvili at Jvari Monastery. 2002.
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303960 gmbmbgmady s grondy® amam@ondgaenn.
Jogmab bbpmadnb 358mga jodsan aMdgmmgds... 2003.
Kukuri Chokhonelidze and Vladimer Gogotishvili.

The debates continue after the meeting of the Department. 2003.

FoMs30b Lysbbo GmEnzmmEANl 3930698 dn:
935 §o30dY, N3O0 gmbmbgmndg s 0fsjmn ba@asdgaenn. 2003.
Revaz Takidze, Kukuri Chokhonelidze and Irakli Khatiashvili.
Chess session at the Folklore Laboratory. 2003.
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3999396 8om05330m0, JugpMe gmbmbgmady ©s B0bm ormsbmsdg-dobamady. 2004.
Ketevan Matiashvili, Kukuri Chokhonelidze and Nino Kalandadze-Makharadze. 2004.

303000 gmbmbgmndg o mgms 3sgomsdgaemn. 2004.
Kukuri Chokhonelidze and Lela Makarashvili. 2004.
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