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naSromis zogadi daxasiaTebanaSromis zogadi daxasiaTebanaSromis zogadi daxasiaTebanaSromis zogadi daxasiaTeba    

sadisertacio Temis aqtualobasadisertacio Temis aqtualobasadisertacio Temis aqtualobasadisertacio Temis aqtualoba    

 

   yovel epoqaSi misTvis damaxasiaTebeli problemaTa wre ikveTeba. 

totaluri globalizaciis epoqam am TvalsazrisiT garkveuli niSnulebi 

dasva da Tanamedrove samecniero wreebSi gansakuTrebuli datvirTva 

SeiZina iseTma problematikam, rogoricaa multikulturuloba, 

kulturaTaSorisi urTierTobebi da sxv. 

 urTierToba mravalmxrivi procesia da aucileblad saWiroebs masSi 

monawile mxareebis niSan-Tvisebebis gaTvaliswinebas. `ucxos~ mxatvruli 

Rirebulebis aRiarebis unari, ganurCevlad epoqisa da kulturis tipisa _ 

es mxolod misi erTi mxarea. meore, aucileblad gulisxmobs 

urTierTgavlenas, inovacias, transformacias.  magram urTierTobis 

formebi gansazRvrulia sxvadasxva faqtorebiT _ tradiciaTa tipiT, 

romelic Camoyalibda ama Tu im kulturaSi da maTi ganviTarebis doniT; 

rogorc  Sedegi am procesisa, Cndeba esTetikuri Semecnebis  da `ucxo~ 

kulturis  Seswavlis da aTvisebis aucilebloba.  aqedan momdinareobs _ 

sxvadasxva kulturaTa urTierTobis problemebi, romlebic Cndeba 

SemoqmedebaSi amgvari kontaqtebis praqtikuli   ganxorcielebisas.  

 es problema aqtualuria yvela epoqaSi, maT Soris XX saukuneSi, 

intensiuri migraciuli procesebis da globalizaciis epoqaSi, dRes 

msoflioSi ar darCenila kuTxe, sadac ar momxdara mosaxleobis 

gadaadgileba da cvlileba mis SemadgenlobaSi, sadac erTmaneTTan 

kontaqtSi ar Sesulan sxvadasxva eTnosis warmomadgenlebi, ama Tu im 

masStabiT ar ganxorcielebula maTi Sereva, kulturis difuzia da 

transformacia, Tundac, calkeuli elementebisa da kompleqsebis doneze.  

amis naTel magaliTebs vxvdebiT qarTul musikalur kulturaSic. 

interesi qarTul-aRmosavlur musikalur kulturaTa urTierTobis  

Temisadmi gansazRvra ramdenime momentma: XX da XXI saukuneebis 

musikalur kulturaSi aRmosavleTis TemiT gansakuTrebulma 

dainteresebam da qarTuli musikismcodneobisTvis misma aqtualobam,  

konkretuli problemis _ qarTul-aRmosavlur musikalur kulturaTa 

urTierTobis sxvadasxva aspeqtis Seswavlis TvalsazrisiT. qarTuli 
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musikis istoriaSi, marTlac, uamravi TeTri laqebia, romelTa Seswavla 

da saTanado Sefaseba mwvave aucileblobiT aris nakarnaxevi da 

gadaudebel amocanas warmoadgens. 

aRmosavleTis musikaluri samyaro, vfiqrobT, ori TvalsazrisiT aris 

CvenTvis sayuradRebo: jer erTi, is, rogorc esTetikuri fenomeni,  

TavisTavad Zalze sainteresoa da mas didi istoriul-kulturuli 

mniSvneloba aqvs; meorec, Cveni eris sulieri cxovreba ise viTardeboda, 

rom saukuneTa ganmavlobaSi mWidro kontaqti da Sexebis wertilebi 

hqonda masTan. am faqtma, bunebrivia, gamoiwvia is, rom arc Tu iSviaTad, 

esTetikuri, literaturuli Tu musikaluri azris ganviTarebaSi Tavs 

iCens msgavsi movlenebi Tu modelebi, azrobrivi postulatebis Tu 

gamosaxvis saSualebaTa damTxveva, rasac `igiveobis esTetikidan~ 

momdinare kanonikurobisa da sxva mniSvnelovan mizezebTan erTad, 

urTierTgavlenac unda ganapirobebdes. ase rom, Cveni eris mdidari 

kulturuli memkvidreobis mecnierul doneze Seswavla mniSvnelovnad 

damokidebulia imaze, Tu ramdenad verkveviT da vicnobT mezobeli 

qveynebis (rogorc dasavleTis, aseve aRmosavleTis, am SemTxvevaSi ki 

aRmosavleTis) tipologiurad gansxvavebul kulturas da maT 

Taviseburebebs.  

kvlevis mizani da amocanebikvlevis mizani da amocanebikvlevis mizani da amocanebikvlevis mizani da amocanebi    

sagani da meTodologiuri safuZvlebisagani da meTodologiuri safuZvlebisagani da meTodologiuri safuZvlebisagani da meTodologiuri safuZvlebi    

winamdebare Sromis mizaniaSromis mizaniaSromis mizaniaSromis mizania qarTul-aRmosavluri urTierTobebis 

Seswavla umniSvnelovanesi veqtoris _ musikaluri kulturis WrilSi; 

tipologiurad gansxvavebul musikalur kulturaTa urTierTobis 

dinamikis da misi kanonzomierebebis gamovlena, kulturis transformaciis 

formebis da maTi ganmsazRvreli faqtorebis  daxasiaTeba 

qarTul_aRmosavlur musikalur kulturaTa urTierTobis magaliTze.  

Cveni amocanaaCveni amocanaaCveni amocanaaCveni amocanaa dadgindes: 1. ra gavlena moaxdina aRmosavleTis 

musikalurma kulturam qarTulze anu rogori iyo `Tavisi~ da `sxvisi~ 

kulturebis urTierTobis aspeqtebi  erovnul musikaSi; 2. ra speqtriT iyo 

warmodgenili saqarTveloSi `aRmosavluri kultura~; 3. ra tipologiuri 

Taviseburebebi da religiur-msoflmxedvelobiTi aspeqtebi gaaCnda am 

`ucxo~, aRmosavlur musikalur kulturebs; 4. rogori iyo am urTierTobis 

dinamika sxvadasxva istoriul epoqebSi; 5. rogor gamovlinda es 
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urTierTobebi zepiri tradiciis qalaqur musikalur kulturaSi; 6. 

rogori iyo am urTierTobis Sedegi XX saukunis dasabams, axali qarTuli 

sakompozitoro skolis Camoyalibebis Jams; 7. ra zemoqmedeba moaxdina 

qarTulma mravalxmianobam saqarTveloSi mcxovreb eTnosTa musikalur 

subkulturebze da  rogori iyo am urTierTobis Sedegi;   

cxadia, am amocanaTa Soris yvela ar aris  Tanabrad Seswavlili, 

gamomdinare masalis simwiridan da misi misawvdomobidan, Sesaswavli 

epoqebis droiTi distanciidan da sxv.  

kvlevis saganiakvlevis saganiakvlevis saganiakvlevis sagania    qarTul-aRmosavluri musikaluri  urTierTobebis 

istoriul-kulturologiuri, religiur-msoflmxedvelobiTi da wminda 

samusikismcodneo aspeqtebi, romlebic ukavSirdeba  axlo aRmosavleTis 

qveynebis musikalur     kulturas da mis  tipologias,  aSuRur kulturasa 

da Zveli Tbilisis simRerebis SedarebiT stilur analizs,  saqarTveloSi 

arsebuli subkulturebidan yvelaze xangrZlivi istoriis mqone eris  _ 

qarTvel ebraelTa tradiciul musikas da qarTveli klasikosebis 

SemoqmedebaSi `aRmosavluris~ gamovlenas. 

Temis specifikam moiTxova sakvlevi problemisadmi Sesabamisi 

meTodologiuri safuZvelimeTodologiuri safuZvelimeTodologiuri safuZvelimeTodologiuri safuZveli _ kompleqsuri da sistemuri midgoma, ramac 

gansazRvra interdisciplinaruli gasvlebi literaturis, istoriis, 

xelovnebis, religiis, fsiqologiis sferoebSi, saTanado wyaroebze 

dayrdnobiT. gansxvavebuli tipologiis mqone kulturebis musikaluri 

masalis kvleva istorizmis principiT da komparatiuli meTodis 

gamoyenebiT xorcieldeba. 

    

naSromis mecnieruli siaxle da ZiriTadi SedegebinaSromis mecnieruli siaxle da ZiriTadi SedegebinaSromis mecnieruli siaxle da ZiriTadi SedegebinaSromis mecnieruli siaxle da ZiriTadi Sedegebi    

    

naSromis siaxlenaSromis siaxlenaSromis siaxlenaSromis siaxle mdgomareobsG qarTul musikismcodneobaSi qarTul-

aRmosavluri musikaluri urTierTobis problemisadmi, rogorc samecniero 

kvlevis obieqtisadmi mimarTva da am urTierTobaSi monawile sxvadasxva 

`mxareebis~ pirvelad Seswavla; qarTul musikismcodneobaSi es aris 

pirveli monografiuli gamokvleva, romelSic sistemuri saxiT da 

Tanmimdevrulad aris warmoCenili qarTul-aRmosavluri musikaluri 

urTierTobebis istoriuli procesi da misi dialeqtika, genetikur-

tipologiuri Ziebebi erovnuli Rirebulebrivi orientirebis gamokveTiT. 
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kvlevis Sedegad:kvlevis Sedegad:kvlevis Sedegad:kvlevis Sedegad:    

1. Seswavlilia qarTuli musikis aRmosavleTTan urTierTobis da, 

meore mxriv, aRmosavluri musikis qarTulTan mimarTebis ZiriTadi 

sakiTxebi; 

2. gamokveTilia kulturaTa transformaciis ganmsazRvreli sxvadasxva 

faqtorebi: istoriuli, socialuri, religiur-msoflmxedvelobiTi da sxv., 

romlebic ganapirobeben ama Tu im subkulturis warmoSobas. maTi 

imanenturi niSan-Tvisebebis integraciis xarisxis Sesabamisad gamoyofilia 

kulturaTa urTierTobis da maTi transformaciis formebi: asimilacia-

integracia, eqstrapolacia, `kulturaTa dialogi~,  kulturaTa 

`pluralizmi~ _ multikulturuloba.  

3. gamovlenilia kulturaTaSoriso  kavSirebis genetikur - 

tipologiuri  Ziebis Semdegi maxasiaTeblebi: a) eTnokulturul procesSi 

mudmivmoqmedi “horizontaluri” xasiaTis sinqronuli kavSirebi, romelic 

warmoSobs eTnokulturis stabiluri da mobiluri struqturebis 

sistemas; b) “vertikaluri” xasiaTis diaqronuli kavSirebi, romelic 

warmoqmnis genetikurad wamyvan kompleqsebs da ayalibebs eris azrovnebis 

tips;  

4. Seswavlilia kulturaTa urTierTobis aRniSnuli formebi axlo 

aRmosavleTis musikaluri kulturebis da saqarTveloSi arsebul 

subkulturebis magaliTze;  

5. gamokveTilia qarTuli musikaluri kulturisaTvis mniSvnelovani 

aRmosavluri kulturebis speqtri; 

6. gamokvleulia qarTul-aRmosavluri urTierTobebi istoriul 

dinamikaSi;  

7. gamokvleulia gansxvavebuli tradiciis mqone axlo aRmosavleTis 

qveynebis musikaluri kulturis religiur-msoflmxedvelobiTi da 

musikalur-saazrovno principebi tipologiuri niSan-Tvisebebis 

konteqstSi; 

8. ganxorcielebulia aSuRuri xelovnebis, rogorc aRmosavluri 

kulturis fenomenis stiluri analizi Zveli Tbilisis simRerebTan 

mimarTebaSi da dasmulia sakiTxi misi Tbilisuri folkloridan 

gamoyofis aucileblobis Sesaxeb; 
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9. gamokvleulia qarTvel ebraelTa tradiciuli musikis 

Taviseburebani qarTul garemoSi; 

10. gamovlenilia `aRmosavluris~ tipologiuri Taviseburebebi 

qarTvel klasikosTa SemoqmedebaSi;  

11. dasabuTebulia, rom istoriulad damkvidrebulma da 

asimilirebulma monodiurma formebma da misma calkeulma elementebma 

garkveuli adgili daikaves qarTuli musikis istoriaSi, rac mis 

eqstravertul, Ria sistemaze metyvelebs; magram maT ar daurRveviaT 

erovnuli musikaluri azrovnebis logika da misi Taviseburebebi; 

12. saqarTvelo moiazreba ara rogorc kavkasiis, aramed gacilebiT 

ufro vrceli samyaros organul, magram TavisTavad nawilad; 

13. dasabuTebulia qarTuli musikaluri kulturis, rogorc rTuli 

evropul-aRmosavluri musikaluri kavSirebis mqone mdidari kulturuli 

velis Seswavlis aucilebloba, rac Suqs mohfens xmelTaSuazRvispiruli  

musikaluri kulturis fenomens; 

14. qarTul-aRmosavluri kavSirebis evoluciam warmoaCina rogorc 

sakuTriv qarTuli musikaluri kulturis ganviTarebis gzebi, aseve 

zogadad msoflio musikis istoriis umniSvnelovanesi procesebi da 

dagvarwmuna ori, sruliad gansxvavebuli musikalur-saazrovno sistemis 

erT mxatvrul sivrceSi Tanaarsebobis SesaZleblobaSi, rac kacobriobis 

sulieri cxovrebis erTiani siRrmiseuli safuZvlis saukeTeso dasturad 

gvevlineba; 

15. dasabuTebulia, rom saqarTveloSi rogorc  dasavlurisa da 

aRmosavluris zRvarze myof kulturaSi mkafiod xdeba polarizeba iseTi 

tendenciebisa, rogorebicaa gaxsniloba da Caketiloba; eqstravertuloba 

da introvertuloba; tolerantoba da TviTmyofadoba, kosmopolitizmi da 

daculoba; cxadia, warmoiqmneba kulturis iseTi modeli, romelic 

garkveuli TvalsazrisiT xasiaTdeba sirTulis ufro meti xarisxiT, 

vidre dasavleTi da aRmosavleTi, cal-calke aRebuli; aq aRmosavluri da 

dasavluri komponentebi ara mxolod integrirdebian sxvagvari saxiT 

erTian kulturul mTelSi, aramed qmnian sistemas, romlis yoveli Sre 

dafuZnebulia dapirispirebulTa urTierTdabalansebaze.  

16. gamokveTilia qarTuli musikaluri kulturis tipologia, rogorc 

evraziul kulturaTa dialogis WrilSi danaxuli movlena. 
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naSromis aprobacia da praqtikuli daniSnulebanaSromis aprobacia da praqtikuli daniSnulebanaSromis aprobacia da praqtikuli daniSnulebanaSromis aprobacia da praqtikuli daniSnuleba    

    

sadisertacio naSromi Sesrulebulia da ganxilulia Tbilisis vano 

sarajiSvilis saxelobis saxelmwifo konservatoriis musikis istoriis 

kaTedraze. 

naSromis ZiriTadi nawili gamoqveynebulia 1999-2008 wlebSi samecniero 

statiebis saxiT, xolo misma ZiriTadma debulebebma asaxva hpoves 

sakonservatorio, respublikur da saerTaSoriso konferenciebze. 

disertaciis ZiriTadi debulebebi da masSi warmodgenili masala 

SeiZleba praqtikulad gamoyenebul iqnas `msoflio musikis istoriis~,  

`qarTuli musikis istoriis~, `araevropuli qveynebis musikis istoriis~, 

`kulturologiis~  saleqcio kursebSi; is praqtikul daxmarebas gauwevs 

rogorc musikosebs, aseve mecnierebis sxva dargis warmomadgenlebs da 

sazogadod, qarTuli musikis da dasavleT-aRmosavleTis 

kulturaTaSorisi kavSirebis problemebiT dainteresebuli  pirebs. 

Sromis moculoba da struqturaSromis moculoba da struqturaSromis moculoba da struqturaSromis moculoba da struqtura. naSromis Sinaarsi gadmocemulia 

kompiuterze awyobili teqstis 187 gverdze, Seicavs Sesavals, 5 Tavsa da 

daskvnas, Tan erTvis gamoyenebuli literaturis sia da sanoto 

magaliTebis da ilustraciebis danarTi (sul 237 gv.). 
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Sromis SinaarsiSromis SinaarsiSromis SinaarsiSromis Sinaarsi    

SSSSesavalSiesavalSiesavalSiesavalSi motivirebulia sakvlevi Temis aqtualuroba, 

daxasiaTebulia problemebis Seswavlis mdgomareoba musikismcodneobaSi 

Tanamedrove etapze, mimoxilulia sakvlev TemasTan dakavSirebuli 

literatura, dasaxulia mizani da amocanebi, kvlevis sagani da obieqti, 

meTodologia, naSromis samecniero siaxle, praqtikuli mniSvneloba da 

struqtura. 

I TaviI TaviI TaviI Tavi _ `kulturaTa urTierTobis sakiTxisaTvis qarTuli musikis kulturaTa urTierTobis sakiTxisaTvis qarTuli musikis kulturaTa urTierTobis sakiTxisaTvis qarTuli musikis kulturaTa urTierTobis sakiTxisaTvis qarTuli musikis 

aRmosavlurTan mimarTebis magaliTze~aRmosavlurTan mimarTebis magaliTze~aRmosavlurTan mimarTebis magaliTze~aRmosavlurTan mimarTebis magaliTze~    

    qarTuli musikaluri kulturis  urTierTobaTa sistemaSi 

gasarkvevad didi mniSvneloba aqvs imis gansazRvras, Tu ras iRebda is 

axlo aRmosavleTis monodiuri kulturebidan da ras ukuagdebda, ra 

gavlena iqonia Tavad man  am kulturaTa ganviTarebaze, kerZod mis 

SemadgenlobaSi Semaval subkulturebze. amitom I Tavi eZRvneba kulturis  

urTierTobaTa kavSirebis sistemis da misi ganmsazRvreli faqtorebis 

gamokveTas.  

msoflio civilizaciis ganviTarebaSi udidesi wvlili Zveli 

aRmosavleTis xalxebsa da qveynebs miuZRviT, aq dairwa civilizaciis 

akvani, warmoiSva msoflio religiebi _ iudaizmi, budizmi, konfucizmi, 

qristianoba, islami. gviandel msoflios am xalxebisgan umdidresi 

kulturuli da sulieri memkvidreoba xvda wilad, romelic Taviseburad 

warmoCnda Semdgomi epoqebis azrovnebasa Tu SemoqmedebaSi. am mdidari 

kulturuli danatovaris Seswavla gansakuTrebul interess iwvevs Cveni 

qveynis _ saqarTvelos istoriis, misi kulturuli memkvidreobis 

TvalsazrisiTac. vinaidan jer kidev Zveli aRmosavleTis xanaSi 

qarTvelTa Soreul winaprebs ara marto urTierToba hqondaT rig 

ZvelaRmosavlur saxelmwifoebTan, aramed  Tavadac am samyaros nawili 

iyvnen, rasac xels uwyobda saqarTvelos geografiuli mdebareoba. am 

mxriv, udidesi mniSvneloba hqonda  saqarTveloze gamaval `abreSumis 

gzas~, rogorc politikuri da savaWro-ekonomikuri mniSvnelobis 

damakavSirebel xids dasavleTsa da aRmosavleTs  Soris da rogorc 

kulturis gadamtan arxs, romelic xels uwyobda kulturaTa `dialogs~ 

da integraciul procesebs sxvadasxva civilizaciaTa Soris. 
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TbilisSi saukuneebis manZilze qarTvelebTan  erTad mSvidobianad 

Tanacxovrobdnen sxvadasxva erovnebisa  da konfesiis adamianebi (somxebi, 

azerbaijanelebi, ebraelebi, rusebi, osebi, qurTebi, berZnebi, ukrainelebi 

da sxva)  da qmnidnen  Tbilisur multikulturul atmosferos, sadac 

`Tavisi~ da `sxvisi~ problema  arasodes gamwvavebula.  

kulturaTa urTierTSeRwevis uZvelesi nimuSebia Sromis  erTxmiani 

simRerebi _ `orovelebi~, romlebic gvxvdeba rogorc saqarTveloSi, ise 

somxeTSi; agreTve qarTuli xalxuri simReris zogierTi nimuSi, 

romlebSic sakraluri gaqvavebuli sityva-formulebi (`Cari-rama~, `Tirini- 

harirama~ da maTi fonetikuri variantebi, `ori-rama~, `harirama~) rogorc 

Cans, arseboben im  uZvelesi droidan, rodesac  qarTveluri da 

indoevropuli tomebi gverdi-gverd saxlobdnen. 

  erebis urTierTobis, kerZod ki, `dialogis~ aspeqti gulisxmobs 

„ucxos“ mxatvruli Rirebulebis aRiarebis, misi aTvisebis unars da 

analizis aucileblobas da, amave dros, sakuTar genetikur mexsierebasTan 

konsonirebas; subkulturis imanenturi niSan-Tvisebebis integraciis 

xarisxis Sesabamisad ikveTeba kulturaTa urTierTobis da maTi 

transformaciis formebi: asimilacia-integracia, eqstrapolacia, 

`kulturaTa dialogi~,  kulturaTa `pluralizmi~ _ multikulturuloba.  

 im faqtorebs Soris, romlebic gansazRvraven ama Tu im musikaluri 

subkulturis warmoSobas,  eTnosis kulturis transformacias, 

mniSvnelovania socialur-ekonomikuri    faqtori;;;; konkretuli istoriuli 

viTareba da misi cvlilebebi, SeiZleba CaiTvalos nebismieri sazogadoebis 

kulturis transformaciis rigiT meore faqtorad; mesame faqtori, 

romelic gansazRvravs kulturis transformacias, aris bunebrivi garemo 

da misi Sesabamisi cvlilebebi. am faqtoris roli gansakuTrebiT 

mniSvnelovania im eTnosebisaTvis, romlebic SedarebiT dabal socialur-

ekonomikuri ganviTarebis doneze imyofebian.  

aRniSnuli faqtorebi orgvar rols asruleben kulturis 

transformaciaSi. erTi mxriv, maTi zemoqmedeba iwvevs Sesabamisi 

cvlilebis, inovaciis moTxovnilebas, vinaidan swored maTi meSveobiT 

xdeba ama Tu im socialur Tu bunebriv garemosadmi adaptacia. meore 

mxriv, inovaciis ganxorcielebis Semdgom misi gavrcelebisa da 

ganviTarebis gzebi ganisazRvreba imave faqtorebis erTobliobiT, ara 
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izolirebulad, aramed rTul urTierTkavSirebsa da 

urTierTzemoqmedebiT. 

gare impulsebis zemoqmedebis kanonzomierebebi eTnosis musikaluri 

kulturis mimarT Semdegnairad SeiZleba Camoyalibdes: garezemoqmedeba 

miT ufro sruli, swrafi da iolad ganxorcielebadia, rac ufro axlos 

arian kontaqtSi myofi kulturebi stadialurad, tipologiurad, 

istoriulad, radgan gare impulsis bedi damokidebulia imaze, Tu 

ramdenad emTxveva is kulturis Sinagani ganviTarebis tendenciebs. 

amasTanave, eTnolingvisturi siaxlove ar warmoadgens universalur niSans 

arc Tavad kontaqtis da arc misi intensivobis donis gansazRvris 

TvalsazrisiT. 

gare impulsebis aRqma eTnosis musikaluri kulturis mier 

damokidebulia imaze Tu: a) ramdenad Seesabameba is misi Sinagani 

ganviTarebis tendenciebs; b) ramdenad Seesabameba is (an ar ewinaaRmdegeba) 

eTnikuri kulturis integrirebul da diferencirebul funqciebs; g) 

rogoria am kulturis matarebeli sxvadasxva fenis damokidebuleba gare 

impulsis mimarT. amasTanave es faqtorebi moqmedeben ara izolirebulad, 

aramed urTierTqmedebaSi; swored  am urTierTqmedebis Taviseburebebi 

gansazRvraven saboloo Sedegs.    

cxadia, ama Tu im qveynis literatura, xelovnebis esa Tu is dargi, 

xSirad Taviseburad ireklavs mezobel xalxTa mxatvruli yofis 

saukeTeso miRwevebs, maT sulier monapovars _ maSinac ki, rodesac 

sxvadasxva saxis es kulturuli faseulobani erTmaneTisTvis sruliad 

ucxo da miuRebel religiur, politikur Tu socialur garemoSia 

warmoqmnili. 

islamuri aRmosavleTis kulturis gavlena, rogorc Cans, yvelaze 

metad Cveni mxatvruli Semoqmedebis saero nakadSi aSkaravdeba. 

gasaTvaliswinebeli aq isaa, rom islamur xelovnebaSi gamorCeulad 

batonobs saero nakadi _ es xelovneba naklebad qmnis wminda religiur 

nawarmoebebs da TviT religiuric, arsebiTad, saero samosiT aris 

warmodgenili (amis naTeli magaliTia sufiuri lirika). 

am samyarosadmi gansakuTrebuli interesi saqarTveloSi XVI-XVII 

saukuneebSi aSkaravdeba, rodesac imJamindeli istoriuli viTarebis gamo, 

qveyanam aRmosavleTisken ibruna piri. 
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disertaciis aRniSnul TavSi ikveTeba qarTul-aRmosavluri 

urTierTobis dinamikis Semdegi istoriuli etapebi: 

1) warmarTuli, winaqristianuli periodi, yvelaze xangrZlivi da 

burusiT moculi periodia, romlis `uxsovari drois wyvdiadis~  (i. 

javaxiSvili) gafantva SesaZlebelia mxolod istoriografiaze 

dayrdnobiT arqeologiis, enaTmecnierebis, zepirsityvierebis (miTebis, 

legendebis, zRaprebis), aseve bolo aTwleulebis musikalur 

folkloristikaSi, eTnografiaSi arsebuli gamokvlevebis safuZvelze. 

qarTvelTa winaprebis musikaluri azrovnebis Camoyalibebis procesi im 

aRmosavlur kulturaTa konteqstSi  xdeba, romlis garemocvaSic is 

imyofeboda. 

2) adreuli Suasaukuneebi (III-IV sk.-dan  IX-X ssk.-mde), rodesac Zv. 

profesiuli sasuliero da saero musikis formireba da ganviTareba xdeba 

sparsulTan da ufro farTod, zogadad aRmosavlurTan paralelurad, 

misgan izolaciis gareSe. amasTanave, ikveTeba saqarTveloSi qristianobis 

Semosvlis pirvel etapze iudea-qristianuli da elinisturi qristianobis 

Zirebic qarTul hagiografiul ZeglebSi. am periodis galobis Sesaxeb  

msjeloba SeuZlebelia aRniSnuli qveynebis musikalur kulturaTa 

tipologiuri niSnebis kvlevis gareSe. 

gareSe gavlenebis roli erovnul originalur SemoqmedebaSi 

sxvadasxva istoriul pirobebSi sxvadasxvagvaria. aRmavlobis periodSi 

aseTi gavlenebi Taviseburad uwyoben xels TviTmyofadi sawyisis 

ganviTarebas. im dros ki, roca garegani Tu Sinagani mizezebis gamo eris 

SemoqmedebiTi Zalebi dasustebulia, xelovnebis zogierT dargSi 

SeuZlebeli xdeba am gavlenebis daZleva da isinic droebiT wamyvan 

mniSvnelobas iZenen.  

3) ganviTarebuli feodalizmis xana da renesansuli periodi 

saqarTveloSi (IX-X sk-dan _ XIII sk-mde);  

4) qarTul-aRmosavlur kulturaTa urTierToba XVI-XVII saukuneebSi, 

romelic saqarTveloSi islamuri aRmosavleTis hegemoniiT aRibeWda. 

`saqarTvelos bedi XVI-XVII s-Si Zireulad Seicvala. monRolebis 

winaaRmdeg gmirul brZolas, qristianul saqarTveloSi Temur-lengis 

mravalgzis damaqcevel Semosevebs mohyva konstantinopolis _ rogorc 

qristianuli saxelmwifos dedaqalaqis dacema. amave dros xdeba 
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winaaziasa da evropas Soris ekonomikur, politikur da kulturul 

urTierTobaTa sruli gardaqmna, saqarTvelo axla mowyvetili, 

izolirebuli aRmoCnda evropisagan; istoriam aiZula igi mTeli Tavisi 

cxovreba amieridan islamuri aRmosavleTis yaidaze moewyo~ (g. 

CubinaSvili, qarTuli xelovneba. w. 3. 1950. gv.143). am gavlenebis daZleva 

iwyeba XVIII s-Si, romelmac gardamtexi roli Seasrula. 

5) am urTierTobis  aspeqtebi XIX-XX saukuneebSi; miuxedavad imisa, 

rom am periodSi aRmosavleTTan uSualo urTierToba yvelaze naklebad 

iCens Tavs, aRniSnuli problema garkveulwilad warmodgenilia qarTvel 

klasikos kompozitorTa pirveli Taobis warmomadgenelTa SemoqmedebaSi 

(d. arayiSvili, z. faliaSvili, v. doliZe), rogorc musikaluri 

orientalizmis gamovlineba da lirikuli saxierebis Seqmnis saSualeba, 

ise qalaquri yofis realisturi asaxvisas intonaciur sferoSi misi  

gamoyeneba.  

6) aRmosavlurTan urTierTobis intensiuri SemoqmedebiTi aspeqtebi 

ikveTeba XX saukunis 60-ani wlebidan, postmodernizmis epoqaSi. 

                            II TaviII TaviII TaviII Tavi  _  _  _  _ `qarTvel ebraelTa tradiciuli musikaluri `qarTvel ebraelTa tradiciuli musikaluri `qarTvel ebraelTa tradiciuli musikaluri `qarTvel ebraelTa tradiciuli musikaluri 

kultura~ kultura~ kultura~ kultura~ eZRvneba qarTvelebisa  da ebraelebis mravalsaukunovan 

urTierTobas, romelic kulturaTa damokidebulebis erTi Taviseburi, 

sagulisxmo magaliTia. 

Sromis am TavSi Cven SevecadeT warmogveCina qarTvel ebraelTa 

sagaloblebis, Sirebis stilis raoba, sxvadasxva istoriul etapze 

qarTul kulturasTan misi mimarTebis sakiTxebi da gangvesazRvra misi 

adgili ebrauli xelovnebis saerTo konteqstSi.. am sakiTxis kvlevisaTvis 

saWirod miviCnieT ebrauli musikis istoriis evoluciis ZiriTadi 

periodebis mokle mimoxilva, romelTa Soris sagangebod  gamovyaviT: 

sinagogur _ aSkenazuri da sefarduli musikaluri tradiciebi. 

am ori diasporis musikalur xelovnebas aqvs erTi Ziri, magram 

gansxvavebul garemoSi arsebobis Sedegad, isini dasavluri da 

aRmosavluri kulturebisaTvis damaxasiaTebeli niSan-Tvisebebis 

matarebelni gaxdnen. 

bizantiuri musika Zvelebrauli musikis pirdapiri memkvidrea. es 

Sexedulebebi musikismcodneobaSi am sferos wamyvani mkvlevarebis mier (e. 

veleSi, e. verneri) argumentirebulia imiT, rom sinagogur da bizantiur 
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musikas mravali Sexebis wertili hqonda. upirveles yovlisa, iseTi 

mniSvnelovani Janrebi, rogorebicaa: fsalmodia, aleluia, antifonuri 

simRera, osana Zvelebrauli, SemdgomSi ki sinagoguri musikis kuTvnileba 

gaxda. qristianuli sarwmunoebis gavrcelebasTan erTad isini xmelTaSua 

zRvis xalxTa musikalur kulturaSic damkvidrdnen. mravali saukunis 

Semdegac wminda mamebi aRiarebdnen kavSirs Suasaukuneebis qristianul 

musikalur Janrebsa da Zvelebraul musikas Soris. qristianulma samyarom 

bevri ram isesxa ebrauli musikaluri kulturidan, Tumca, axali drois 

moTxovnis Tanaxmad Taviseburad gardasaxa da ganaviTara es tradiciebi. 

ebraelTa sakulto musikis bunebaze saerTo warmodgenas iZleva, 

dRemde moRweuli religiuri sagaloblebi, romelTa Soris zogierTi 

mecnieri qarTvel ebraelTa sakulto galobas erT-erT uZvelesad 

asaxelebs: ~qarTvel ebraelTa saqorwilo cekvebi, romlebic ori aTas 

welze met xans cxovroben saqarTveloSi, iseTivea, rogorc maTi qristiani 

mezoblebis saqorwilo cekvebi, metad damaxasiaTebelia Cacmuloba, rigi 

Cveulebebi,  magram qarTvel ebraelTa sinagogur galobas araferi aqvs 

saerTo adgilobriv saeklesio galobasTan... igi uZvelesia ebraul 

sagaloblebs Soris~ (Saminsky  L. – Jewish music; Music of the Ghetto and Bible. . VG, 

Bloch, 1934., NY 1965.  s..152). 

qarTvel ebraelTa Sirebi gamoirCeva melodiuri ornamentikis 

simdidriT (xdeba naxevartonebisa da meoTxedtonebis xSiri gamoyeneba), 

specifikuri ritmikiT, romelSic sametyvelo intonaciebis gavlena 

igrZnoba; melodiebi gamoirCeva emociurobiT, eqspresiulobiT.  

saqarTveloSi mcxovreb ebraelTa kulturas hqonda yvelaze 

xelsayreli pirobebi sakuTari TviTmyofadi Tvisebebis SenarCunebisa da 

ganviTarebisaTvis. amitom SegviZlia vivaraudoT, rom qarTvel ebraelTa 

Sirebi axlos dganan im originalebTan, romlebic samSoblodan devnilma 

ebraelebma Tan waiRes sxvadasxva qveyanaSi, magram gansxvavebuli 

politikuri Tu socialuri pirobebis Sedegad maTi musikaluri xelovneba 

sxvadasxva xarisxiT daSorda pirvelwyaros, xolo iq, sadac ebraeli 

xalxi tolerantul garemoSi cxovrobda, rogorc es iyo saqarTveloSi, 

misma musikam SeZlo TviTmyofadobis SenarCuneba. 

 magram ebraulma musikam saqarTveloSi mxolod tolerantuli 

garemos gamo  ar SeinarCuna sakuTari saxe. erTi SexedviT, amis mizezi 
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tipologiurad gansxvavebul qarTul musikalur xelovnebaSi unda veZioT. 

qarTul mravalxmian da ebraul monodiur musikalur saazrovno 

principebs Soris imdenad didi gansxvavebaa, rom es gamoricxavda gavlenis 

sferoebis arsebobas, msgavseba aRiniSneba ebraul da qarTul erTxmian 

simRerebs - `urmulebs~ Soris. es ganpirobebulia imiT, rom qarTul 

erTxmian simRerebSi SeimCneva aRmosavluri musikaluri azrovnebisaTvis 

damaxasiaTebeli formaqmnadobis principebTan msgavseba, rac qmnis 

Tanxvedris momentebs `urmulebsa~ da ebraul Sirebs Soris. 

qarTuli musikis gavlenis sferod SesaZloa CaiTvalos is, rom 

qarTvel ebraelTa sagaloblebi sruldeba a cappella, miuxedavad imisa, rom 

musikis instrumentuli TanxlebiT Sesrulebis tradicia, romelic 

ebrauli istoriis uZvelesi droidan modis, dRes aRdgenilia msoflios 

TiTqmis yvela qveynis sinagogaSi, maT Soris, Tanamedrove israelSic.  

imisaTvis, rom gagverkvia, Tu ra adgili ukavia qarTvel ebraelTa 

sasuliero musikas msoflio ebrauli musikis konteqstSi da romeli 

stilis kuTvnilebas warmoadgens igi, aucileblad CavTvaleT Sirebis, 

aSkenazuri tradiciis sinagoguri sagaloblebisa da sefarduli musikis 

im ramdenime magaliTis erTmaneTTan Sedareba, romlebmac Cvenamde 

moaRwies. miT umetes, rom Cven xelT gvqonda aSkenazuri sinagoguri 

galobis rogorc Canawerebi, aseve notirebuli masala da qarTvel 

ebraelTa Sirebis Canawerebi.  

qarTvel ebraelTa Sirebis da aSkenazuri sinagoguri galobis 

Sedarebisas maT Soris mkafio sxvaoba ikveTeba. aSkenazuri tradiciis 

Suasaukuneebis ebrauli galobis evropul yaidaze transformaciam, 

gamravalxmianebam, mas erovnuli saxis waSlis saSiSroeba Seuqmna.  

   qarTvel ebraelTa sagaloblebis analizis dros gamoikveTa 

maTTvis saerTo  principebi. Sirebi modalur azrovnebas efuZnebian. 

gamoiyeneba frigiuli, eoliuri kiloebi. isini SeiZleba mivakuTvnoT 

Tavisufali ganviTarebis monologur formebs, romlebic Camoyalibdnen 

wina aziis xalxTa SemoqmedebaSi. sxvadasxva kulturebSi misi 

individualuri interpretaciis  miuxedavad, ucvleli darCa kompoziciis 

ZiriTadi principi,  romelSic mniSvnelovani roli eniWeba ostinaturobas, 

ornamentul melodikas, araregularul aqcentirebul ritms, umetro 

organizacias; Sirebi warmoadgenen monointonaciur struqturebs da 
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atareben aSkarad gamokveTil orientalur xasiaTs.  maTi aRmosavluri 

koloriti, romelic ornamentuli melizmatikis siWarbeSi, naxtomebis (ara 

umetes kvartisa) qromatiul Sevseba-gamRerebebSi gamoixateba, 

gansxvavebulia rogorc kilo-tonaluri (Sirebi Zvelebraul modalur 

azrovnebas eyrdnoba, xolo evropis sinagoguri galobis magaliTebSi 

sinagoguri kiloebi sWarbobs), aseve gansxvavebulia formaqmnadobis 

principebic: pirvel SemTxvevaSi warmodgenilia ganviTarebis variantul-

variaciuli principi; aSkenazur tradiciaSi ki ikveTeba mkafio 

diskretuli struqturebi. 

   qarTvel ebraelTa sagaloblebi – Sirebi yvelaze metad 

uaxlovdebian sefarduli tradiciis TiTqmis miviwyebul nimuSebs. maTSi 

airekla garkveuli kavSirebi musikaluri azrovnebis arqaul SreebTan. 

isini ebrauli musikis erT-erT yvelaze saintereso, magram naklebad 

Seswavlili furcelia. qarTvel ebraelTa musika uZvelesi tradiciis 

mqone kulturaa, romelmac ganviTarebis rTuli gza ganvlo. evoluciis am 

procesSi man arsebiTad SeZlo SeenarCunebina Tavisi TviTmyofadoba, ris 

dadasturebasac warmoadgens Cvenamde moRweuli Sirebi da qarTvel 

ebrael kompozitorTa Semoqmedeba, romelic axal istoriul viTarebaSi, 

amJamad, ukve Tanamedrove israelis multikulturul garemoSi, 

organulad agrZelebs am mravalsaukunovan tradiciebs. 

III III III III  Tavi Tavi Tavi Tavi  _ `axlo aRmosavleTis  musikaluraxlo aRmosavleTis  musikaluraxlo aRmosavleTis  musikaluraxlo aRmosavleTis  musikaluri kulturis i kulturis i kulturis i kulturis 

zogierTi aspeqti~zogierTi aspeqti~zogierTi aspeqti~zogierTi aspeqti~ Sedgeba ori qveTavisagan. imdenad, ramdenadac,  

abstraqtulad, qarTul musikalur kulturasTan mimarTebaSi, 

aRmosavleTis cneba gaigivebulia ideologiurad ucxo islamur 

samyarosTan, pirveli qveTavipirveli qveTavipirveli qveTavipirveli qveTavi _ `religiurreligiurreligiurreligiur----msoflmxedvelobiTi aspeqtmsoflmxedvelobiTi aspeqtmsoflmxedvelobiTi aspeqtmsoflmxedvelobiTi aspeqtebi~,ebi~,ebi~,ebi~, 

eZRvneba axlo aRmosavleTis qveynebis musikalur kulturaTa religiur-

msoflmxedvelobiT aspeqtebs, kerZod, islamisa da musikis problemas. ukve 

tradiciad iqca axlo aRmosavleTis, islamis mimdevar xalxTa sulieri 

memkvidreobis erTian kompleqsSi ganxilva. siaxlove gamovlinda am 

regionis mosaxleobis tradiciul socialur-sazogadoebriv wyobaSi, 

mxatvrul azrovnebaSi, xelovnebaSi, rac mTeli rigi istoriuli da 

politikuri mizezebiT iyo warmoqmnili;� migraciuli procesebiT 

ganpirobebuli gaxsnili teritoriuli sazRvrebi;� erTi religiuri 

mrwamsis (islamis) mqone da erTian socialur-sazogadoebriv procesebSi 
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monawile xalxis istoriuli bedis siaxlove;� adreul SuasaukuneebSi 

sxvadasxva eTnikuri warmoSobis mosaxleobis erTian centralizebul 

saxelmwifoSi _ xalifatSi gaerTianeba;� da, bolos, yovelive amasTan 

dakavSirebuli erTiani, klasikuri kulturis Camoyalibeba. 

  islamisa da musikis problema rTuli da araerTmniSvneliania, iseve, 

rogorc, islamis fenomeni, romelic moicavs “oficialuri” orTodoqsuli 

islamis samyaros da misive safuZvelze warmoqmnil mistikur 

mimarTulebas – sufizms. Aam orma samyarom dapirispirebisa da 

urTierTSerwymis istoriul dinamikaSi saukuneTa manZilze warmoqmna 

giganturi kontiniumi, romlis farglebSi musikam SeiZina mxatvruli da 

filosofiur-esTetikuri mniSvnelobis mqone mravalferovani 

gamoxatuleba. misi diapazoni moicavs  farTo areals dawyebuls musikis 

akrZalva – reglamentaciiT da damTavrebuls misi profesiuli formebis 

kultivirebiT, “RvTiur saidumlod” da harmoniad gamocxadebiT. Aam or 

sferos Soris urTulesi saxis urTierTqmedeba da urTierTSeRweva moxda. 

isini Suasaukuneebis adamianis mier Seimecnebodnen TandaTan _ “yofiTi” 

orTodoqsuli islamiT dawyebuli ufro rTuli sufiuri SariaTiTa da 

misi TariyadebiT damTavrebuli.  

didi xnis manZilze islamisa da musikis problema Semoifargleboda 

ZiriTadad oficialuri islamis musikisadmi damokidebulebis sakiTxiT, am 

sferoSi mis mier dakanonebuli SezRudvebis mizezebiT _ oficialuri 

islami Tu mTlianad ar krZalavda, mniSvnelovnad zRudavda musikis 

gamoyenebis sferos. amave dros, sufizmma gaamdidra tradiciuli 

dogmaturi islamis postulatebi Rrma filosofiuri, simbolur-

esTetikuri SinaarsiT da mxatvrulad asaxa isini xelovnebis sxvadasxva 

saxeobebSi, maT Soris musikaSic (Tafazoli abul yasem “derviSebis 

rokvis rituali mavlanas mavzoleumSi~,1985). 

  Sromis am TavSi sufizmis musikasTan mimarTebis sakiTxebis wamoweva 

da mis mier kultivirebuli formebis (zikri, sama, madihi, raksa, makami) 

daxasiaTeba ganpirobebulia im roliT, romelic sufizmma Seasrula 

zogadad islamuri musikaluri xelovnebis formirebaSi, kerZod aSuRur 

xelovnebaSi (aSuRi _ sufiuri filosofiis Tanaxmad, /RmerTze/ 

Seyvarebuls niSnavs). 
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  sufizmis mniSvnelobasTan mimarTebaSi unda gavixsenoT isic, rom 

Sua saukuneebis dasavleTis kulturis ama Tu im movlenaze aRmosavluri 

gavlenis aRniSvnisas xSirad ar aris gaTvaliswinebuli is faqti, rom 

istoriis am periodSi, dasavleTsa da aRmosavleTs garkveuli 

TvalsazrisiT erTi fesvebi hqonda. kerZod, neoplatonizmi warmoadgenda 

postklasikuri xmelTaSuazRvispireTis saerTo inteleqtualuri fondis 

ganuyofel komponents, romelic aqtiur elementad darCa warmoqmnil 

samive kulturaSi: laTinurSi, bizantiurSi da muslimurSi, 

fsevdoareopagiti berZnul da siriul enebze aRmosavleTSi, eriugena 

dasavleTSi da ibn sina da misi winamorbedebi arabul aRmosavleTSi 

warmoqmnian saerTo memkvidreobis umaRles mwvervalebs Sua saukuneebSi 

(Gustav E. von Grünebaum. Avicenna's Risala fi 'I - 'isq and courtly love. - JNES. vol.XI, 1952, 

No4).  

islamuri ritualis wes-Cveulebis gamomxatveli misteria-saxiobis 

magaliTze saqarTveloSi, Cans qarTvelTa mimtevebloba da tolerantoba. 

amis saukeTeso magaliTia aRmosavluri tipis saxioba, Siituri islamis 

musikaluri tradicia, Tbilisuri moharami, romelic dRemde cocxlobs. 

Tbilisuri `moharami~  da `Saxsei-vaxsei~ aris  iranul-islamuri `Tazies" 

modifikacia qarTul niadagze. iranul-islamurma anu Siiturma misteriam 

~moharamma" Tbilisur harmoniul kulturul garemoSi transformacia 

ganicada sxva religiur da erovnul jgufebTan Tanacxovrebisas. am 

misteriam dakarga religiur-mistikuri eqstazuroba da faqtobrivad, 

uZvelesi iranuli misteria saqarTveloSi mcxovreb muslimTa kulturis 

nawilad iqca. niSandoblivia isic, rom sunitebi da Siitebi Tbilisis 

meCeTSi erTad loculoben. 

 meore qveTameore qveTameore qveTameore qveTavivivivi _ `axlo aRmosavleTis qveynebis musikalur kulturaTa axlo aRmosavleTis qveynebis musikalur kulturaTa axlo aRmosavleTis qveynebis musikalur kulturaTa axlo aRmosavleTis qveynebis musikalur kulturaTa 

tipologiuri niSantipologiuri niSantipologiuri niSantipologiuri niSan----Tvisebebi~ Tvisebebi~ Tvisebebi~ Tvisebebi~ eZRvneba islamuri qveynebis musikaluri 

kulturebis zogad daxasiaTebas aRmosavluri klasikuri monodiis 

magaliTze.  

mniSvnelovani roli am qveynebis klasikuri mxatvruli tradiciis 

formirebisas stilisturad monaTesave skolebis ganviTarebaSi, Seasrula 

xalxTa emociurma wyobam,  gansakuTrebulma msoflaRqmam,  fsiqologiuri 

aRqmis introvertulma tipma; centralizebuli saxelmwifoebrivi 

gaerTianebis, erTiani monoTeisturi religiis da arabuli damwerlobis 
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arsebobam literaturaSi, mecnierebaSi, klasikuri enebis Seqmnam (arabuli, 

sparsuli, Turquli), romlebmac gansazRvres saerTo tipologiuri niSnebi 

poeziaSi, arqiteqturaSi, xelovnebaSi. amgvarad, Suasaukuneebis profesiul 

xelovnebaSi  mxatvruli kanonis universaluri principebis Camoyalibeba, 

farTo geografiuli regionis xalxTa SemoqmedebiTi gamocdilebis 

urTierTzemoqmedebis Sedegia. es tipologia gamovlinda am regionis yvela 

qveynis profesiuli Semoqmedebis universalur monodiur musikaSi, makamis 

fenomenis CamoyalibebaSi. 

   aRmosavleTis xelovnebis tipologiuri niSnebidan gamovyofT 

ZiriTads:  

1) monodiuroba, rogorc saazrovno principi.    evropuli klasikuri 

musikis koncentrirebuli Tematizmisagan gansxvavebiT mis safuZvels 

`gafantuli Tematizmi~    (a. iusfini) warmoadgens. aseT `Temas~  ar gaaCnia 

mkafio struqturuli sazRvrebi,^ is  gafantulia Txzulebis SigniT;   

amasTanave, msgavsad koncentrirebuli Temisa, es Tema nawarmoebSi qmnis 

individualuri saxeobriv-konstruqciuli ganviTarebis safuZvels, 

musikaluri mTlianobis ganmsazRvrel erTgvar azrobriv da struqturul 

sayrdens. 

2) musikaluri Semoqmedebis udamwerlobo tradicia, anu zepiri 

SemoqmedebiTi-saSemsruleblo praqtika, romlis dafiqsirebis, Caweris 

moTxovnileba ar  yofila misi istoriis manZilze. es  ganpirobebuli iyo 

aRmosavluri musikaluri azrovnebis specifikiT (kilouri azrovneba,  

aratemperirebuli mikrointervaluri wyoba, mdidari ornamentika), sadac 

mniSvnelovani roli formaqmnadobis improvizaciul meTods ekava. 

musikaluri teqstis fiqsacias mimarTavdnen mxolod SemsruleblisaTvis 

aucilebeli `kodis~ misaniSneblad. fiqsirdeboda makami _ kilo, an kilo-

modeli,  ZiriTadi ritmuli formula da poeturi teqsti, magram 

musikaluri teqstis funqcionirebis zepiri tradicia SenarCunebuli iyo.  

3) SemoqmedebiTi da saSemsruleblo procesebis erTianoba; musikosi 

warmoadgenda kompozitor-Semsrulebels, xSir SemTxvevaSi ki poetsac.  

4) `Sereuli~ da sinTezuri Janrebisadmi mimarTva, sadac Tanabar 

sawyisebze urTierToben poeturi sityva, vokaluri, instrumentuli musika, 

cekva da pantomima.    damaxasiaTebelia    miTologiuri da epikuri 

Tematikisadmi mimarTva, tradiciuli literaturul-poeturi mxatvruli 
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saxeebiTa da siuJetebiT. klasikur SemoqmedebaSi aRsaniSnavia 

aRmosavluri `romantikiT~ aRbeWdili amaRlebuli paTetikuri toni. 

5) mxatvruli kanonisadmi morCileba aRmosavlur musikaSi 

ganazogadebs ara mxolod epoqis  esTetikur ideals, aramed mkacr 

normatiulobas, tradiciebisadmi erTgulebas. Tumca kanonikuri 

xelovnebis normatiuloba ar niSnavs Semoqmedis Tavisuflebis SezRudvas, 

vinaidan musikaluri kanoni, Tavis mxriv, iTvaliswinebs Tavisuflebas 

gamoxatuls improvizaciulobaSi. aRmosavlur kanonSi Tavs iCens 

esTetikuri reglamenti, mxatvruli saxis mdgradoba, gamomuSavebuli 

modelebisa da stereotipebis erTguleba. 

6) formaqmnadobis improvizaciuli principi;;;;    improvizaciis  masStabi 

da gamoxatvis forma SeiZleba sxvadasxvagvari iyos, Tumca misi arsi 

yovelTvis dakavSirebulia kanonikuri mxatvruli saxis ganviTarebasTan, 

misi kilo-intonaciuri da ritmuli bunebis gaxsnasTan. aRmosavluri 

improvizaciis safuZvels, rogorc wesi, Seadgens kilo-melodiuri, 

ritmul-intonaciuri  damuSavebis mravalferovani meTodebi, gamovlenili 

rogorc morfologiur, ise sintaqsur da kompoziciur doneebze. misTvis 

gansakuTrebiT saxasiaToa: sekvenciuroba, ostinaturoba, kilo-melodiuri 

sayrdenebis gamRereba, Ria monologiuri forma, `gafantuli~ Tematizmi 

monosaxeobriobis pirobebSi, intonaciuri saqcevebis da ritmuli 

formulebis varireba, kulminaciis `dapyroba~, monodiur sistemasTan 

dakavSirebuli meditaciuri azrovneba da a.S. garegnuli Tavisuflebis 

pirobebSi improvizacia regulirdeba gansazRvruli musikaluri kulturis 

specifikiT, tradiciebiT da, rac mTavaria, Semoqmedis mier arCeuli 

modelis tipiT. 

7) aRmosavleTis tradiciuli profesiuli musikis universaluri 

fenomenia makami;    misi gansxeuleba damokidebulia musikosis niWze, 

SemoqmedebiTi fantaziis unarze, amitomac procesualoba, rogorc 

`mxatvruli saxis droSi ganfenis~ Taviseburi forma _ makamis, rogorc 

mravalganzomilebiani fenomenis  erT-erTi mTavari Tvisebaa. 

   ganzogadebis siRrmiT da mravalmxrivobiT makami gascda kilouri, 

formaqmnadi da Janruli sferos sazRvrebs, rac mis universalobaze 

metyvelebs; sakmarisia, albaT,  misi gamovlinebis mravalferovani 

formebis dasaxelebac  sxvadasxva qveynebSi _ makami, muRami, makomi, mukami, 
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dastgiaxi, raga, Tagi, kiui, paTeti. sxvagvarad rom vTqvaT, makamatis 

xelovneba SeiZleba ganvixiloT, rogorc aRmosavluri profesiuli 

musikaluri azrovnebis umaRlesi gamovlineba, romelic universaluria 

ara marto axlo aRmosavleTis, aramed TiTqmis mTeli muslimuri 

samyarosaTvis. 

    makami istoriulad yalibdeboda rogorc erTiani movlena _ 

musikaluri kompozicia msxvili cikluri formis niSnebiT (fenomeni, 

romelic Seicavs uwyveti, gamWoli ganviTarebis Sinagan impulsebs). 

amitomac arsebobs e.w. makamuri formaqmnadobis principebis da evropuli 

simfonizmis kanonzomierebebis Sedarebis tendenciac da iseve, rogorc 

simfonizmi gascda simfoniis Janris cnebis sazRvrebs,   makamis 

improvizaciulobac gascda Tavad improvizaciis sferos da saazrovno 

principis mniSvneloba SeiZina 

sxva improvizaciuli formebisagan  gansxvavebiT, aRmosavluri 

klasikuri monodia da misi krebiTi saxeoba makami kanonikurobiT 

gamoirCeva, rac Tavad am movlenis arsebobis pirobebiT aixsneba; 

mxedvelobaSi gvaqvs yofiTi tradiciebi, introvertuloba, azrovnebis 

meditaciuri wyoba da musikis saero formebis “islamizaciis” procesi. is 

zepiri profesiuli Semoqmedebis Sedegia, romlis modeli arsebobs 

aRmosavlur kulturaSi da gamyarebulia mravalsaukunovani musikaluri 

tradiciebiT.  

                 IV Tavi IV Tavi IV Tavi IV Tavi _ _ _ _ ` ` ` `aSuRuri kultura da Zveli Tbilisis simRerebi aSuRuri kultura da Zveli Tbilisis simRerebi aSuRuri kultura da Zveli Tbilisis simRerebi aSuRuri kultura da Zveli Tbilisis simRerebi 

(stiluri analizis cda)~(stiluri analizis cda)~(stiluri analizis cda)~(stiluri analizis cda)~  

am Tavis Sinaarss Seadgens saero musika saqarTveloSi, anu zepiri 

tradiciis profesiuli musika da masTan dakavSirebuli movlenebis 

analizi, ganxilvis sagans warmoadgens gusan-mgosnebis, mutribebis, 

xanendeebis xelovneba, aSuRuri kultura da maTi mimarTeba Zveli 

Tbilisis simRerebTan, saTanado musikalur masalaze  da mis analizze 

dayrdnobiT.  

 `aSuRi~ _ arabuli `aSikis~ azerbaijanuli formaa da niSnavs 

`Seyvarebuls~, `trfials~, `mijnurs~ (RmerTze Seyvarebuls). aSuRuri 

xelovneba genetikurad ukavSirdeba Turqulenovani samyaros mTqmel-

musikosTa-ozanTa (VII-XII ss.) Semoqmedebas. aSuRuri xelovneba 

originaluri, sinkretuli Semoqmedebaa, romelic aerTianebs leqss, 
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simReras,  musikas, cekvas, improvizacias. aSuRi TviT wers leqss, Txzavs 

musikas, mReris sazis TanxlebiT, cekvavs da improvizaciiT hyveba 

dasThanebs _ epikuri Janris Txzulebebs. aSuRis literaturuli masala 

folklorisa da klasikuri mxatvruli sityvis erTgvari sinTezia. aSuRi, 

romelic ver dasZlevda am xelovnebis yvela elements (leqsis wera, 

musikis SeTxzva), iyenebda xolme sxvaTa Semoqmedebas. rodesac islamis 

samyaroSi Caisaxa religiur-filosofiuri mimdinareoba sufizmi, romlis 

kardinaluri dogma _ WeSmaritebis Semecnebisa da misi miRwevis gzad da 

saSualebad aRiarebuli siyvarulis grZnoba (siyvaruli Semoqmedis, 

uzenaisis, demiurgis) misioneruli gaazrebiT mxatvrul sityvaSi 

upirveles tendenciad damkvidrda, man ozanTa Sorisac iCina Tavi da 

sufiuri ganwyobilebis gamomxatveli terminic iSva _ `ozani~ `aSik-

aSuRma~ Secvala. es cvlileba mis SemoqmedebaSic aisaxa, ozanisaTvis 

damaxasiaTebeli epikuri Janri lirikis JanriT Seicvala da aSuRTa 

poeturi azrovneba lirikis JanrSi daixvewa (saintereso faqtia _ 

Suaaziuri ~aSuRis~ Sesatyvisi terminebic `akini~ da `JirSi~ 

`Seyvarebulis~, `mijnuris~ cnebis gamomxatvelia). Tematikac sasiyvarulo, 

satrfialo motivebiT Semoifargla. aSuRuri poeziis Tematikis 

gamravalferovneba mogviano epoqis danatovaria, rodesac sufiurma 

religiam TandaTanobiT dakarga pirvandeli saxe. 

  imisaTvis, rom ganisazRvros, Tu rogor gamovlinda aRmosavluri 

kulturis ZiriTadi niSnebi qarTul musikaSi, romeli plastebia 

aRmosavluri warmoSobisa da romeli qarTuli,  aucilebelad migvaCnia 

calke gamoiyos aSuRuri simRerebi qarTuli qalaquri musikaluri 

folkloridan. aRmosavluri profesiuli musikis formebTan Sedarebisas, 

gamoikveTa maTi saerTo da ganmasxvavebeli niSnebi. 

qarTuli musikis, literaturis da esTetikuri azris istoriaSi 

arsebul gamokvlevebSi xazgasmiT aris aRniSnuli qarTuli literaturis 

xelovnebis TviTmyofadoba, da amave dros, ganviTarebis garkveul etapze 

is zegavlenac, romelic TavisTavad moitana monodiur kulturebTan 

mWidro urTierTobam. 

somxur literaturaTmcodneobasa da musikismcodneobaSi, aSuRuri 

xelovneba ganixileba rogorc WeSmaritad erovnuli movlena, romelic 

agrZelebs husanebisa da Tarze SemsrulebelTa (TaResuri)  xelovnebis 
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tradicias (p. sevaki, p. muradiani, r. ataiani). marTalia, zogierTi maTgani, 

(x. torjiani, r. ataiani) ar uaryofs aRmosavluris, kerZod sparsulis  

gavlenas, magram aSuRuri xelovneba iTvleba somxuri erovnuli xalxuri 

tradiciebis gagrZelebad. 

rodesac saubaria aRmosavleTisa da qarTuli kulturebis 

urTierTkavSiris Sesaxeb, ibadeba kiTxva, Tu romeli kultura 

igulisxmeba _ aRmosavluri klasikuri profesiuli Tu aSuRuri. 

umravlesoba literaturaTmcodneebisa da musikismcodneebisa ar 

gamoyohfen aSuRur xelovnebas klasikurisagan, ufro metic, aerTianeben 

sparsul-Turqul klasikur  da aSuRurs, Tumca aRmosavluri klasikuri 

poezia da musika sagrZnoblad gansxvavdebian aSuRurisagan. unda 

aRiniSnos, rom xSirad aRmosavluris qveS igulisxmeba sparsuli, es 

aixsneba im istoriuli urTierTobiT, romelic saqarTvelos hqonda am 

qveyanasTan da agreTve imiTac, rom TviT sparsulma kulturam moaxdina 

aRmosavleTis sxva regionebze gansakuTrebiT didi zegavlena. `aSuRuri 

poezia specifikuria. igi ar ekuTvnis saxalxo mTqmelebs, arc klasikur 

literaturas, da,  amave dros, eyrdnoba erTsac da meoresac. misi 

sawyisebi _ xalxuri literaturaa, xolo leqsTwyobis forma, mxatvruli 

azrovneba, xSirad msoflmxedvelobac _ atareben klasikur xasiaTs. es 

aris ZiriTadi  saxe aSuRuri poeziisa, romliTac igi gansxvavdeba 

klasikuri da xalxuri literaturisagan... ideuri TvalsazrisiT _ 

klasikurTan SedarebiT igi ufro miwieria, folklorTan SedarebiT ki _ 

ufro amaRlebuli, mistiuri~ (g. SayulaSvili.   Zveli Tbilisis poeziis 

istoriidan.. Tb., 1984: 32). aSuRuri poeziis es  mxareebi gaTvaliswinebuli 

unda iyos qarTuli qalaquri musikaluri kulturis kvlevis dros. mag., 

rodesac saubaria besikis SemoqmedebaSi aRmosavlur zegavlenaze, kerZod 

saiaT-novasi _ unda gaviTvaliswinoT, rom es zegavlena ar amoiwureba 

mxolod aSuRuri xelovnebiT, vinaidan besiks SesaZlebloba hqonda 

gascnoboda aRmosavleTis klasikur poezias  originalSi. 

   sparsuli poezia saqarTveloSi pirvelad Semovida ara aSuRuris, 

aramed klasikuris saxiT, rac ar aris identuri. savaraudoa, rom 

sparsuli musikac saqarTveloSi pirvelad gavrcelda klasikuri 

profesiuli musikis, xolo SemdgomSi, ufro mogviano etapze _ aSuRuris  

saxiT. TviT saiaT-novasa da ieTim gurjis simRerebis Sedareba 
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aRmosavluri profesiuli musikis nimuSebTan, am sxvaobis naTeli 

magaliTia. 

Zvel qarTul xelnawerebs, poetur anTologiebsa Tu nabeWdi 

Txzulebebis komentarebSi aseT ganmartebebs vxvdebiT _ `Tejnisis 

xmazed~, `gafis xmazed~, `muxambazis xma~ da a.S. am komentarebiT 

miniSnebulia aRmosavluri musikaluri kilo anu ~muRami~. 

gansazRvrul kilo-melodiur da ritmul  models esaWiroeboda 

Sesabamisi versifikaciuli struqturis sityvieri masala; esa Tu is muRami 

(makami) moiTxovda misTvis gansazRvruli sazomis mqone leqss. magaliTad, 

`Tejnisis~ an `muxambazuri~ sazomiT agebuli leqsi saWiroebda maTTvis 

gansazRvrul kilos da a.S. 

  gamovyofT zepiri tradiciis aRmosavlur profesiul klasikur 

musikasa  da aSuRurs Soris gansxvavebis ramdenime niSan-Tvisebas: 

1. aseT momReral-Semsrulebels ewodeboda ara aSuRi, aramed xanande 

(sparsulad `momRerals~ niSnavs); 

2. xanende gamodioda ansamblTan erTad, romelic Cveulebriv 

Sedgeboda sami wevrisagan _ xanande, dairasa da qiamanCaze damkvrelebi; 

3. xanendes repertuari sruliad gansxvavebuli iyo, xolo 

literaturuli masala klasikosi poetebis _ saadi Sirazelis, omar 

xaiamis, hafezis, fuzulis, vagifisa da sxvaTa leqsebs warmoadgenda; 

4. aseTi ansambli (sazandari) Sedgenili profesiuli musikosebisagan 

da asrulebda klasikuri musikaluri xelovnebis, muRamis nimuSebs; 

5. ansambli emsaxureboda elitarul wreebs, romlebic musikosebisagan 

moiTxovdnen ara marto maRal esTetikur musikalur xelovnebas, aramed 

did yuradRebas aqcevdnen maT garegnobasa da Cacmulobas.  

  vfiqrobT, aSuRur xelovnebasTan mimarTebaSi ufro marTebulia j. 

mixailovis klasifikacia, romlis Tanaxmad kulturis es tipi miekuTvneba 

`naxevrad klasikur~ musikalur kulturas, romelic Sualeduria 

klasikursa da xalxur tradiciul Sreebs Soris. aSuRuri xelovneba aris 

aRmosavluri profesiuli da  xalxuri musikaluri xelovnebis sinTezis 

Sedegi. 

aSuRebi  agrZelebdnen rostom qarTlis mefis (1633-1658) moqmedebas, 

rodesac sparsuli `sakravnica da simRerac man SemoiRo da gaamravla 

saqarTvelosa Sina~ (`qarTuli proza~, t.VI, 1984: 331). 
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  `sparsTa xmaTa zeda samRereliT~, saiaTnovam didi popularoba 

moupova saqarTveloSi aRmosavlur musikalur kulturas. cxadia, 

aRmosavlur melodiebs saiaTnovamdec asrulebdnen, magram maTi sityvieri 

masalac aRmosavluri iyo, rac mniSvnelovnad zRudavda maTi gavrcelebis 

areals. es e.w. `sparsuli xmebi~ faqtobrivad aRmosavluri enebis mcodne 

aristokratiuli fenisa da Tbilisis mosaxleobis  mxolod erTi 

nawilisTvis iqneboda gasagebi da misaRebic. magram mas Semdeg, rac 

saiaTnovam am aRmosavlur melodiebs qarTulenovani leqsebi Seuwyo, gza 

gauxsna maT mTel saqarTveloSi. sparsul-aRmosavlurma simReram Zalze 

gaifarTova moqmedebis areali. amis gamo qarTulma musikam sakmaod didi 

zemoqmedeba ganicada.  

aSuRuri xelovneba Tavisi fesvebiTa da uZvelesi tradiciebiT 

dakavSirebulia Turqulenovani xalxebis eTnikursa da religiur 

SexedulebebTan. 

 Tbiliseli aSuRebis simRerebi, klasikuri dasTgiaxebisa da 

muRamebisagan gansxvavdebian formis simciriT, simartiviT da 

lakoniurobiT. aSuRur simRerebSi bevrad martivia improvizacia, ritmuli 

sawyisi, melizmatika.  ornamentika warmodgenilia naklebad 

mravalsaxierad, vidre klasikur formaSi; Tu ki muRami, rogorc 

aRmosavluri profesiuli musikis erT-erTi ZiriTadi improvizaciuli 

forma, xasiaTdeba droiTi sawyisis TavisuflebiT, ritmuli struqturis 

SedarebiT naklebad mkafio organizaciiT (instrumentuli sacekvao 

CanarTebis garda), aSuRurSi  ritmi SedarebiT ufro organizebuli da 

martivia. aSuRur simRerebSi ritmul sawyiss gansazRvravs ZiriTadad 

instrumentuli Sesavali, profesiul klasikur muRamebSi ki ritmi 

ganisazRvreba Sesrulebis maneriTa da teqnikiT.  

 qarTuli qalaquri da aSuRuri simRerebis SedarebiTi analizi 

cxadhyofs, rom TbilisSi warmoqmnili aSuRuri simRerebi ufro axlos 

dganan somxur aSuRur simRerebTan, vidre azerbaijanul-sparsulTan (e.i. 

muslimuri warmoSobis simRerebTan). aSuRuri simRerebi SemorCenilia 

saqarTveloSi araqarTuli warmoSobis (somxuri, azerbaijanuli) da ara 

muslimuri aRmsareblobis qarTul mosaxleobaSi. saiaT-novas melodiebi 

TiTqmis ucvleli saxiTaa dRemde moRweuli da somxuri musikis 

klasikadaa miCneuli. 
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 TbilisSi gavrcelda aSuRuri simRerebis ansambluri Sesruleba 

mesazandreTa mier; cvlilebebi warmoCinda musikaluri Tanxlebis 

xasiaTSi, kerZod,  qiamanCaze da Tarze SemsrulebelTa ricxvi 

mniSvnelovnad Semcirda, maSin rodesac gaizarda medudukeTa raodenoba, 

gansakuTrebiT 30-iani wlebis Semdeg. maTi ricxvi samamde gaizarda, amas 

daemata ori Tanmxlebi sakravi burdonuli banis saxiT. ase sruldeba 

saiaT-novas simRerebi mxolod TbilisSi, rac, SesaZlebelia, aixsnas 

qarTuli samxmiani simReris zegavleniT. aSuRuri skolebi TbilisSi aRar 

arseboben, iseve rogorc erT dros TbilisSi metad popularuli `aSuRTa 

Sejibri~. 

V TaviV TaviV TaviV Tavi    ---- `aRmosavleTi~ qarTvel klasikos kompozitorTa `aRmosavleTi~ qarTvel klasikos kompozitorTa `aRmosavleTi~ qarTvel klasikos kompozitorTa `aRmosavleTi~ qarTvel klasikos kompozitorTa 

SemoqmedebaSiSemoqmedebaSiSemoqmedebaSiSemoqmedebaSi~, eZRvneba orientalur  Temas axal qarTul profesiul 

musikaSi, kerZod ki  qarTvel klasikosTa pirveli Taobis SemoqmedebaSi.  

klasikosTa pirveli Taobis kompozitorebi, romlebic erT droiT 

monakveTSi moRvaweobdnen da erT erovnul amocanas emsaxurebodnen, 

erTmaneTTan miaxloebul msgavs intonaciur wyaroebs gansxvavebul 

stilistur konteqstSi warmoaCendnen (l. donaZe, a. wulukiZe, r. wurwumia).  

cnobilia isic, Tu ra mniSvneloba eniWeboda qalaquri  folkloris 

aRmosavlur Stos d. arayiSvilis, v. doliZisa da nawilobriv z. 

faliaSvilis SemoqmedebaSi. magram ramdenad aris `orientalizmi~ 

gamovlenili maT sakompozitoro meTodSi, am problemis  kvleva  

mocemuli Tavis ZiriTad mizans Seadgens.  

  rusuli orientalizmi, erTi mxriv, am kulturis evraziulobis 

gamoxatulebaa, xolo meore mxriv, XIX sk.-is  musikaluri xelovnebis 

tipuri romantikuli  gamovlineba; amierkavkasiis da Semdgom Sua aziis 

ruseTTan SeerTebiT aqtiurdeba rusi da aRmosavleTis xalxebis 

mxatvruli urTierTqmedebis procesi. swored am dros yalibdeba da 

viTardeba orientalizmi, rogorc erTiani SemoqmedebiTi mimarTuleba. 

musikaSi is iZens konkretul niSnebs, romlebic qarTul musikaSi vlindeba 

Tavdapirvelad  saromanso da saopero, xolo Semdeg sxva Janris 

nawarmoebebis kilo-harmoniul, ritmul-melodiur, tembrul da faqturul 

TaviseburebebSi. gansxvavebuli tipologiis kulturebis urTierTierTobis 

am etapze, ganviTarebis saerTo procesSi orientalizmis gamocdileba 

mniSvnelovani iyo.  
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TavisTavad, `qarTul orientalizmSi~ kulturaTaSorisi kavSirebi 

igulisxmeba, romelic qarTul prizmaSi danaxul aRmosavleTs warmosaxavs, 

Tumca Tavisi istoriis arc erT etapze qarTuli musika ise Sors ar 

yofila `aRmosavleTisagan~, rogorc XIX saukuneSi. Dda amis mizezi ara 

marto im drois istoriul  da politikur viTarebaSi unda veZioT, romlis 

veqtori  mkveTrad gadaixara dasavleTisaken,  aramed mxatvruli azrovnebis 

sferoSi damkvidrebul axal principebSi.  

   qarTul musikaSi didia lirikuli sawyisis mniSvneloba. swored qalaqma 

da ara sofelma Seqmna qarTul musikaSi namdvili lirikul-satrfialo 

Janri, romlis nimuSebi adamianis yvelaze intimur gancdebs esityvebodnen 

da sxvaTa Soris, es procesi mxolod qarTuli musikisTvis ar iyo 

damaxasiaTebeli. am mxriv qarTuli musikis ganviTarebaSi Zvelma qarTulma 

saero musikam, mgosnebma da aSuRebma, Zveli Tbilisis simRerebma igive 

roli Seasrules, rac trubadurebma, minezingerebma TavianTi xalxebis 

musikalur kulturaSi. `swored maT Seitanes Zlieri lirikuli nakadi 

qarTul musikaSi, gansakuTrebiT es aRmosavleT saqarTvelos bars, qarTl-

kaxeTs exeba, radgan arsebiTad dasavleT saqarTvelos misi gavlena ar 

ugrZvnia, vinaidan lirikuli simRerebis nakleboba aq namdvilad ar 

igrZnoboda~ (a. mSveliZe. qarTuli xalxuri qalaquri simRerebi. gv. 19, Tb., 

1970w.). 

  qalaquri  folkloris aRmosavluri Stos simRerebisaTvis 

damaxasiaTebeli melodiuri kategoriaa _ gadidebuli sekundis  

intervali, romlis specifikuri JReradoba misi konteqstiTaa 

ganpirobebuli. melizmaturi melodia gadidebuli sekundiT intonaciurad 

gamomsaxvel kompleqsSi moqmedebs, romlis safuZvels daRmavali 

tetraqordi warmoadgens. swored es kompleqsebi aniWeben qarTveli 

klasikosebis mxatvrul saxeebs gansakuTrebul semantikas.  magram Tu v. 

doliZesTan da d. arayiSvilTan es semantika erTgvari stiluri 

maxasiaTeblis mniSvnelobas iZens, faliaSvilis SemoqmedebaSi 

(gansakuTrebiT `daisSi~) igi erTgvarad dramaturgiuli funqciis 

matarebeli da lirikuli saxierebis Seqmnis intonaciuri safuZveli xdeba, 

risTvisac qalaquri kulturis es Sre umdidres wyaros warmoadgens. 

faliaSvili qalaquri folkloris kilo-intonaciur sferos mxolod 
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solo vokalur nomrebsa da duetebSi iyenebs, sadac wina planze gmirTa 

Sinagani gancdebi gamodis, an saorkestro SesavalSi (`daisi~) mimarTavs. 

rac Seexeba doliZesa da arayiSvils, miuxedavad maTi SemoqmedebiTi 

meTodebis sxvaobisa, qalaquri folkloris aRmosavluri Sto asazrdoebs 

ara marto maTi musikis lirikul saxierebas, aramed mTeli Semoqmedebis 

intonaciur  amosavals warmoadgens. arayiSvilis da faliaSvilis 

musikaluri ornamentis analizi cxadhyofs imas, rom orive kopozitoris 

SemoqmedebaSi ornamenti moqmedebs, rogorc melodiur-intonaciuri 

kategoria. 

gansakuTrebiT aRsaniSnavia d. arayiSvilis mimarTeba rusul 

orientalizmTan. amasTan, misi musikis Seswavlam SesaZlebloba mogvca 

kompozitoris SemoqmedebaSi gamogvevlina `aRmosavlurisadmi~ misi 

damokidebulebis araergvarovneba. 

rusul orientalizmSi, upirveles yovlisa, igulisxmeba daintereseba 

aRmosavluri motivebiT da, rac mTavaria, am samyaros erTgvari 

`distanciuri~ xedva. es aris TiTqos garedan danaxuli `ucxo~ qveynis 

feradovani suraTebi, sadac interesi mimarTulia ara misi Sinagani 

samyaros gaxsnaze, aramed zedapirul Sreebze. musikalurad es tendencia 

gamJRavnebulia rbil plagalur harmoniul saqcevebSi, arpejirebul, 

feradovan fonizmsa da  harmoniuli kilos `aRmosavluri~ tetraqordis 

saxasiaTo intonirebaSi.  

im msgavsebas, romelic arsebobs “arayiSviliseul” da “rusul 

orientalizms” Soris, saerTo da gansxvavebuli maxasiaTeblebi aqvT.  

mxedvelobaSi gvaqvs ara marto msgavsebis zedapiruli momenti 

/gadidebuli sekunda, melizmatikis gamoyeneba kadansebSi/, aramed orive 

SemTxvevaSi gauqmeba im kiloebrivi sistemis  da kilo-modelisa, romelsac 

aRmosavluri musika emyareba. arayiSvils aTvisebuli hqonda rusi 

kompozitorebis “orientaluri” meTodi, magram aranakleb mniSvnelovania 

isic, rom mis musikaSi moxsnilia stilizaciis is momenti, romelic 

rusuli orientalizmis ZiriTad Tvisebad gvesaxeba. ikveTeba kavSiri 

muRamaTisgan gansxvavdebul simRerebis  muxambazur jgufTan. 

arayiSviliseuli orientalizmi ar warmoadgens arc “aRmosavlur musikas” 

da arc “musikas aRmosavleTze”. Ees ufro aRmosavleTis is poetizirebuli 

SegrZnebaa, romelsac qarTul kulturaSi kristalizaciis sakmaod rTuli 
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gza aqvs gavlili da romlis saTaveebi momdinareoben jer feodaluri 

saero wreebis kulturidan. 

Cveni istoriis wina periodebSi qarTuli musika aRmosavluri samyaros 

ganuyofeli nawili iyo, romelTanac mas aaxlovebda ara marto 

geografiuli areali da urTierTobis uZvelesi tradiciebi, aramed 

musikaluri azrovnebis tipi, modaluroba, formaqmnadobis principebi. 

mxatvruli kanonisadmi morCileba da improvizaciuli Tavisufleba. 

evropuli  maJor-minoruli sistemis da musikaluri damwerlobis, Janrebisa 

da formebis, ganaTlebis sistemis aTvisebam  is maqsimalurad daaSora 

aRmosavleTs. Ees iyo mizezi imisa, rom XIX saukunis romantikuli 

esTetikisaTvis axlobeli `ekzotikuri~ mxatvruli samyaros asaxvisaTvis 

qarTveli kompozitorebi stilistur dasayrdens zogad aRmosavluris 

amsaxveli xerxebis garda, sakuTari erovnuli  folkloris 

`aRmosavlurobaSi~ eZebdnen. 

Tu klasikosebisaTvis qarTuli qalaquri simReris orientaluri 

nimuSebi ZiriTadad lirikuri saxierebis an mtris xatis Seqmnisas `zogad~ 

aRmosavluri stilistilis gamovlenis saSualebaa, 70-80-iani wlebidan 

xdeba am musikaluri plastis saazrovno sistemaSi CarTva da  XX da XXI 

saukuneebSi aRmosavleTiT dainteresebis evropuli da amerikuli musikis 

saerTo tendenciebs asaxavs, rasac ukvalod arc  Tanamedrove, 

postmodernizmis epoqis qarTul musikisaTvis Cauvlia. gansakuTrebiT didi 

zegavlena qarTuli qalaquri simReris aRmosavlurma Stom moaxdina 

qarTul saestrado simReraze. 

sadisertacio naSromissadisertacio naSromissadisertacio naSromissadisertacio naSromis daskvna. daskvna. daskvna. daskvna. sadisertacio Temis miznisa da amocanebis 

Sesabamisad Catarebulma qarTuli da aRmosavluri kulturebis SedarebiTma 

analizma  da disertaciis TavebSi miRebulma kvlevis Sedegebma, ufro 

zogadi daskvnebis gakeTebis SesaZlebloba mogvca. 

qarTul-aRmosavluri kavSirebis evoluciam warmoaCina rogorc 

sakuTriv qarTuli musikaluri kulturis ganviTarebis gzebi, aseve 

zogadad qarTuli musikis istoriis umniSvnelovanesi procesebi da 

warmoaCina ori, sruliad gansxvavebuli musikalur - saazrovno sistemis 

erT mxatvrul sivrceSi Tanaarsebobis SesaZlebloba, rac kacobriobis 

sulieri cxovrebis erTiani siRrmiseuli safuZvlis saukeTeso 

dadasturebaa; 
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kulturaTaSorisi kavSirebis genetikur-tipologiuri Ziebisas 

gamovlinda Semdegi maxasiaTeblebi: a) mudmivmoqmedi “horizontaluri” 

xasiaTis sinqronuli kavSirebi, romlebic warmoSobs eTnokulturis 

stabiluri da mobiluri struqturebis sistemas; b)“vertikaluri” xasiaTis 

diaqronuli kavSirebi, romlebic warmoqmnis genetikurad wamyvan 

kompleqsebs da ayalibebs eris azrovnebis tips.  

urTierT gamdidrebasTan erTad, mravalerovnul saxelmwifoebSi 

aRiniSneba sxvadasxva eTnikuri kulturebis Sinagani impulsebis wina-

aRmdegoba. erTi mxriv, eTnosis kultura xdeba ufro Ria da advilad 

aRiqvams gare gavlenebs. meore mxriv, kulturis seleqciuri niSnebi 

ZiriTadad mimarTulia eTnikuri specifikis SenarCunebaze da misi 

TviTmyofobisaTvis `saSiSi~ elementebis uaryofaze, romelTa aTvisebac 

srul an nawilobriv asimilacias uqadis mas. rogorc sCans, amaSia  

qristianobis SenarCunebis mizezi Turqebis mier dapyrobil balkaneTis da 

amierkavkasiis xalxSi, maT Soris saqarTveloSic. miuxedavad imisa, rom 

saqarTvelo Zveli aRmosavleTis organuli nawili iyo; aRmosavluris, 

rogorc islamuris daZlevis tendencia erovnuli ideologiis xarisxSi iqna 

ayvanili.   

gasaTvaliswinebelia isic, rom Tavad aRmosavluri monodiuri kultura 

ufro Caketili, introvertuli bunebisaa, ris gamoc naklebad ganicdis 

transformacias tipologiurad ucxo, gare impulsebis zemoqmedebiT; is 

ZiriTadad Sinagani ganviTarebis Sedegad transformirdeba.  

miuxedavad imisa, rom Turqul-sparsuli eqspansiis Sedegad  

saqarTveloSi Semosuli monodiuri musikis saxeobebi, maT Soris aSuRuri 

xelovneba damkvidrda sazogadoebis maRal fenebSi da droTa 

ganmavlobaSi gavrcelda qalaqis dabal, demokratiul SreebSic, erovnul 

movlenad is ar qceula. calkeul SemTxvevebSi aSuRuri simReris 

gamravalxmianebis faqtsac ki hqonda adgili. am TvalsazrisiT, mdgomareo-

ba somxeTSi da saqarTveloSi sxvadasxvagvaria. somxeTSi aSuRuri 

tradicia arsebobs dResac, iqca erovnul movlenad, imdenad ramdenadac 

somxuri musika ekuTvnis musikaluri kulturis monodiur tips. amis gamo 

organulad Seerwya erTmaneTs Suasaukuneebis somex gusanTa da aSuRTa 

xelovneba da erTis tradiciebi gagrZelda meoreSi. aSuRuri xelovnebis 
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nimuSebi saqarTveloSi dResac popularulia metwilad araqarTul 

(somxur, azerbaijanul) mosaxleobaSi.  

rac Seexeba qarTuli qalaquri, kerZod, Zveli Tbilisis simRerebis 

aRmosavlur Stos, is sxvadasxva epoqis istoriul-kulturuli azrovnebis 

konglomeratia da rogorc  `kulturaTa dialogis~ Sedegi, mniSvnelovan 

rols asrulebs Semdgomi periodis axali qarTuli profesiuli musikis 

ganviTarebaSi. erebis urTierTobis, kerZod ki `dialogis~ aspeqti 

gulisxmobs „ucxos“ mxatvruli Rirebulebis aRiarebis, misi aTvisebis 

unars da amave dros sakuTar genetikur mexsierebasTan konsonirebas. 

Aamgvarad, istoriulad damkvidrebulma da asimilirebulma 

monodiurma formebma da maTma calkeulma elementebma garkveuli adgili 

daikaves qarTuli musikis istoriaSi, rac mis eqstravertul, Ria sistemaze 

metyvelebs, magram maT ar daurRveviaT erovnuli musikaluri azrovnebis 

logika da misi Taviseburebebi.  

  qarTul-aRmosavluri musikaluri kavSirebis saTaveebs Soreul 

warsulSi mivyevarT. droTa viTarebaSi isini sustdebodnen, an 

Zlierdebodnen, icvlidnen saxes (calmxrivi da ormxrivi kavSirebi), 

moqmedebdnen Cveni qveynis musikaluri kulturis garkveul monakveTze, 

sxvadasxva doneze. XX - XXI s.s. mijnaze ki, am kavSirebma principulad axali 

masStabi SeiZines da qarTvel kompozitorTa SemoqmedemiTi azrovnebis erT-

erT umniSvnelovanes wyarod iqcnen. garda amisa,Apostmodernis epoqaSi 

qarTvel kompozitorTa saazrovno sistemis aRmosavluri musikaluri 

azrovnebis elementebTan sinTezi qarTuli musikis msoflio musikalur 

sivrceSi integrirebis erTerTi dasturi gaxda. 

    saqarTvelo ara marto kavkasiis, aramed gacilebiT ufro vrceli 

samyaros organuli, TavisTavadi nawilia; qarTuli musikaluri kulturis 

Seswavla, rogorc rTuli evropul-aRmosavluri musikaluri kavSirebis 

mqone mdidari kulturuli velis mqone movlena,  Suqs mohfens 

xmelTaSuazRvispiruli  musikaluri kulturis fenomens. 

   saqarTveloSi, rogorc  dasavlursa da aRmosavlurs Soris momijnave 

kulturaSi, mkafiod xdeba polarizeba iseTi tendenciebisa, rogoricaa 

gaxsniloba da Caketiloba; eqstravertuloba da introvertuloba; 

tolerantoba da TviTmyofadoba, kosmopolitizmi da daculoba; ufro 

metic, garkveuli TvalsazrisiT, momijnave kulturebi warmoadgenen 
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movlenebs, romlebic xasiaTdebian sirTulis ufro meti xarisxiT, vidre 

dasavleTi da aRmosavleTi, aRebuli cal-calke: aq aRmosavluri da 

dasavluri komponentebi ara mxolod jamdebian an integrirdebian 

sxvagvari saxiT kulturul mTlianobaSi, aramed qmnian sistemas, yovel 

SreSi dafuZnebuls dapirispirebulTa urTierTdabalansebaze. amdenad, 

qarTuli musikaluri kulturis tipologia ikveTeba, rogorc evraziul 

kulturaTa dialogis WrilSi danaxuli movlena. 
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General characteristics of the work 

Topicality of the Dissertation Theme 

 

In every epoch a range of issues, characteristic only of that given period of time, stands out vividly. 

From this viewpoint the epoch of globalization placed definite accents and such problems as 

multiculturalism, intercultural relations and others aroused a special interest in scholarly circles.  

Interrelation is a multilateral process which demands that the characteristic features of all the 

participants in the process be taken into consideration. The ability to acknowledge the artistic value 

of “an alien”, despite the epoch and the type of culture, is only one side of it, the other unavoidably 

means mutual influence, innovation, transformation. But the forms of the interrelation are 

conditioned by different factors – tradition types that have taken shape in this or that culture and the 

level of their development; the process necessitates aesthetic cognition, study and adoption of the 

“alien” culture. All this gives rise to the problems of the interrelation between different cultures 

which emerge when practically making such contacts in creative work. 

This problem has been vital in all the epochs, and in the 20th century as well, when the processes of 

migration and globalization were intensive. 

There is hardly any part in the world where the migration of the population and changes in their 

content have not taken place, where representatives of various ethnic groups have not established 

contacts with one another, and where no correlation, diffusion of culture and transformation, at least 

on the level of separate elements and complexes, have not occurred. Such vivid examples can be 

attested in the Georgian musical culture as well. 

Interest in the problem of the interrelation between Georgian and Oriental musical cultures was 

evoked by several reasons: great interest in the oriental subject and its topicality for Georgian 

musicology, from the viewpoint of a concrete problem – the study of various aspects of the 

interrelation between Georgian and Oriental musical cultures. As a matter of fact there are 

numerous blank spaces in the history of Georgian music; a need for their study and proper 

evaluation is prompted by a great necessity and should be dealt with immediately. 

In my opinion the oriental musical world is interesting from two viewpoints: firstly – because of the 

fact that as an aesthetic phenomenon, it is very interesting in itself and is of great historical-cultural 

significance; secondly, the spiritual life of our nation was evolving in such a way that it always 

maintained close links and had many points of contact with it. This, understandably, quite often 

resulted in the emergence of similar phenomena and models, coincidence of semantic postulates or 

the means of expression in the development of the musical idea, which proceeding from the 

“aesthetics of identity” together with canonicity and other significant reasons, must also be 
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conditioned my mutual influence. Therefore the study of the rich cultural heredity of our nation on 

the scientific level greatly depends on how well we understand and know typologically different 

cultures and characteristic features of our neighbors (both western and eastern) in the given case.  

 

 

Research Goals and Tasks 

The Subject and Methodological Basis 

 

The present work is targeted at the study of Georgian and Oriental interrelation from the viewpoint 

of its most significant vector – musical culture; revealing the dynamics of the typologically different 

musical cultures and its regularities, characterizing the forms of the transformation of cultures and 

the factors they are determined by on the example of the Georgian and Oriental interrelation.  

The goal of this research is to determinate: 1. What influence oriental musical culture made on 

Georgian culture i.e. what were the aspects of the interrelation between “its own” and “alien” 

cultures in the national music; 2. By what specter “oriental culture” was represented in Georgia; 3. 

What typological features and religious and ideological aspects these “alien” oriental cultures 

possessed; 4. What was the dynamics of this interrelation in different historical epochs; 5. How 

these interrelations were revealed in the urban musical culture of oral tradition; 6. What was the 

result of these relations at the turn of the 20th century, at the time when the new Georgian composer 

school was taking shape; 7. What influence Georgian polyphony made on the musical subcultures 

of different ethnic groups living in Georgia and what was the result of their interrelation. 

Understandably, not all of these tasks have been studied on the same level due to the paucity of the 

material, their availability, long spaces of time between the epochs under study and many other 

problems.  

The subject of the research is the historical – culturological , religious-ideological and purely 

musicological aspects of the Georgian-Oriental  musical interrelations connected with the typical 

analysis of the musical culture of the Near East countries, their typology, Ashug culture and the 

songs of old Tbilisi, also the traditional music of the Georgian Hebrews, the nation with the longest 

history of their presence in Georgia and the manifestation of the “Oriental” traits in the works of 

Georgian classics.  

The specific character of the topic demanded a methodological foundation suitable for the problem 

under study, i.e. a complex and systemic approach which conditioned interdisciplinary excursus 

into the spheres of literature, history, art and religion, basing on the corresponding sources. The 

study of the musical material, characteristic of the cultures with different typology, is implemented 

by means of the comparative method in keeping with the historical principle. 
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The Novelty of the Research and the Basic Results 

 

The novelty of the research and the basic results  is that for the first time in Georgian musicology 

the issue of the interrelation between the Georgian and Oriental music has been touched upon as a 

subject of research, at the same time different “sides” participating in this interrelation have been 

studied for the first time as well. In Georgian musicology it is the first monographic research in 

which the historical process of musical interrelations between Georgia and the Orient, its dialectics 

and typological searching is brought out in the artistic reality created by emphasizing the reference 

points of national values.  

 

As a result of the research 

 

1. On the one hand the basic issues of the interrelation between Georgian music and the Orient 

and on the other hand the correlation between Oriental music and Georgian music have been 

studied.  

2. Different factors determining the transformation of cultures have been singled out; 

historical, social, religious-ideological and others, which condition the emergence of this or 

that subculture. In keeping with the integration degree of their immanent traits the forms of 

the interrelation of cultures and their transformation have been singled out: assimilation-

integration, extrapolation, “dialogue of cultures”, “pluralism” of cultures and the 

multicultural characters. The interrelation among nations, the aspect of the “dialogue” in 

particular, mean acknowledging the artistic value of the “alien”, the ability of its absorption, 

and the necessity of analysis, at the same time with its own genetic memory.  

3. The following parameters of the genetical-typological research in intercultural links have 

been revealed: a) :the “horizontal” synchronous links, which permanently act in the ethno-

cultural process and create the systems of the stable and mobile structures of ethno-culture; 

b) diachronic links of a vertical character, which create the genetically leading complexes 

and establish the thinking type of the nation.  

4. The above forms of the interrelation of cultures are viewed on the example of the musical 

cultures of the Near East and the subcultures present in Georgia.  

5. The spectre of the Oriental cultures, important for Georgian musical culture, has been 

singled out.  

6. The Georgian-Oriental interrelations in the historical dynamics have been studied.  
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7. The Georgian-Oriental links are discussed in the aspect of cultural interrelation, in the 

context of the religious-ideological and typological features of musical cultures The 

principles of religious-ideological and musical thinking of the musical culture of the near 

East, which have different traditions, have been studied.  

8. The ashug art, as a phenomenon of Oriental culture and songs of Tbilisi have been analyzed 

from the viewpoint of style.  

9. Research has been carried out in the original features of the traditional music of Georgian 

Jews in the Georgian milieu. 

10. The typological traits of the “Oriental” music and its parameters in the works of Georgian 

classics have been determined.  

11. It has been studied that historically accepted and assimilated monodic forms and their 

separate elements have occupied their place in the history of Georgian music, which attests 

to the latter’s extrovert, open system, though these elements have never violated the logic of 

national musical thinking and its originality.  

12. Georgia is considered to be an organic, though original part of not only the Caucasus but of 

a much larger world as well. 

13. The present work emphasizes the necessity of researching into Georgian musical culture, as 

a plane with abundant European-Oriental musical links, which will clarify the phenomenon 

of the Mediterranean musical culture.  

14. The geosociocultural phenomenon is discussed from the viewpoint of Georgian music. The 

evolution of Georgian-Oriental interrelation brings out both the ways of development of 

Georgian music per se and most important processes of the possibility of the existence of 

two quite different musical-thinking systems in a single musical space, which is the best 

proof of the common foundation of mankind’s spiritual life.  

15. It has been proved that in Georgia, as in the culture on the junction of western and eastern 

cultures, there is a vivid process of polarization of such tendencies as openness and 

recipiency, extroversion and introversion, tolerance and originality, cosmopolitism and self-

preservation; more than that “constant hesitation between two polar tendencies” creates such 

a model of culture, which , if contemplated from a definite viewpoint, is characterized by a 

higher degree of complexity than the West and the East, taken separately. So the eastern and 

western components not only integrate in different forms in a single cultural whole, but 

create a system whose every stratum is based on the mutual balance between two opposing 

sides.  

16. The typology of Georgian musical culture, as a phenomenon viewed from the viewpoint of 

Euro-Asian cultures, has been defined.  
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The Approbation of the Work and its Practical Function 

 

The research has been completed and discussed at the department of History of Music at Tbilisi 

Vano Sarajisvili State Conservatoire. 

The main parts of the work have been published as scholarly papers in the years 1999-2008, and its 

basic theses were presented at the Conservatoire, local and international conferences.  

The basic theses of the research and the material presented in them may be used in the course of 

lectures on “A History of World Music”, “A history of Music of Non-European Countries”, 

“Culturology”. It will be of practical use both for musicians and representatives of other branches of 

scholarship and in general for those interested in the problems of Georgian music and intercultural 

relations.  

 

The Volume and Structure of the Work 

The contents of the research is presented on      computerized pages and includes the introduction, 

four chapters and the conclusion, it is provided with the bibliography and supplement with notated 

examples and illustrations.  
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The Contents of the research 

 

The introduction  gives reasons why the issue under study is topical, it characterizes the level of the 

study of the problem in musicology at the given stage, reviews the literature connected with the 

issue in question, sets a goal and tasks, defines the problem and the subject of the research, 

methodology, novelty of the research, its significance and structure.  

 

Chapter I – “On the issue of the interrelation of cultures on the example of the correlation of 

Georgian music and Oriental music” 

In order to thoroughly understand the interrelation system of Georgian musical culture it is 

very important to define what was borrowed from the monodic cultures of the Near East and what 

was rejected, what influence Georgian musical culture made on the development of these cultures, 

particularly on the subcultures included in its structure. Therefore Chapter 1 is dedicated to singing 

out the system of interrelation of cultures and the factors that define it.  

The greatest contribution to the development of the world civilization is made by the peoples 

and countries of the ancient East; it was the cradle of the world civilization, it is where the world 

religions – Judaism, Buddhism, Confucianism, Christianity and Islam emerged. Consequently the 

world inherited the richest cultural and spiritual legacy from these peoples; this legacy was revealed 

in an original manner in the thinking and creative activities of the following epochs. The study of 

this rich legacy is of special interest from the viewpoint of Georgian history and her cultural 

heritage as well. As early as the epoch of the ancient East the distant ancestors of Georgians 

maintained relations with number of states in the ancient Orient, to some extent it was facilitated by 

Georgia’s geographical situation – In this connection “the Silk Road” going through Georgia, was 

of great significance not only as a bridge, important as a political, economical and commercial link 

between the West and East, but also as a channel of culture, which contributed a lot to “the 

dialogue” of cultures and integration processes between different civilizations. Over the centuries 

Tbilisi has been a home of people of different nationalities and confessions (Armenians, 

Azerbaijanians, Russians, Ossetians, Greeks, Jews, Ukrainians and others) leaving peacefully side 

by side, creating the multicultural atmosphere of Tbilisi, where “our own” and “somebody else’s” 

problems were never aggravated.   

The most ancient samples of the mutual penetration of cultures are homophonic labour songs 

“Orovela” attested both in Georgia and Armenia. Some samples of Georgian folk songs, which are 

fossilized word-formulas (“Chari-rama”, “Tirini-Harirama” and their phonetic variants “Ori-rama”, 
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“Harirama”) must also have existed since the most ancient time when Georgians and Indo –

European tribes lived side by side.  

The aspect of interrelation among nations, namely the aspect of “dialogue” means 

acknowledging the artistic value of the” alien”, the capability of their assimilation and the necessity 

of their analysis, at the same time harmonizing it with its own genetic memory. In keeping with the 

degree of immanent traits of the subculture, forms of cultural interrelation and their transformation 

also take shape: assimilation, extrapolation, “dialogue of cultures”, cultural “pluralism” – the 

phenomenon of being multicultural.  

Of all those factors determining the emergence of this or that musical sub-culture and 

transformation of ethnic culture the socio-economic factor is very important, so are the concrete 

historical situation and its changes, which can be considered the second factor of the cultural 

transformation of any culture; the third factor conditioning the transformation of culture, is the 

natural environment and its corresponding changes.  The role of this factor is especially important 

for those ethnic groups which occupy a comparatively low level of the socio-economic 

development.  

The factors, mentioned above, play a dual role in the transformation of culture. On the one 

hand their influence results in corresponding changes, a demand for innovation; since it is they that 

facilitate adapting to this or that social or natural environment.  

On the other hand the further ways of its dissemination and development are determined by 

the combination of the same factors, though never separately, but by means of complicated 

interrelation and mutual influence.  

The regularity of the outer impulses on the musical culture of the ethnic group may be defined 

in the following way: the outer influence is fuller, faster and more easily implemented the closer, 

the phasic, typological and historical contacts among the cultures are; since the fate of the outer 

impulse depends on how well it coincides with the tendencies of the inner development of culture. 

At the same time ethno-cultural proximity is not a universal parameter from the viewpoint of 

determining neither the contact per se nor the level of its intensity. 

The perception of the outer impulses by the musical culture of the ethnic group depends on a) 

how it corresponds with the tendencies of its inner development; b) how it corresponds (or does not 

oppose to) with the integrated or differentiated functions of the ethnic culture; c) what is the attitude 

of different layers of the carriers of this culture toward the outer impulse. At the same time these 

factors never act in isolation but are interrelated with one another; it is mutual influence that 

determines the final result. 

It is evident that literature and various branches of art of this or that country quite often in an 

original manner reflect the best examples of their artistic activities and spiritual achievements even 
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in those cases when the various kinds of their cultural values are quite alien to one another and have 

emerged in a quite alien religious, political and social environment.  

In most cases the influence of the Moslem East is revealed in the secular trend of our art. What 

should be taken into account is that in the Moslem art the secular trend is domineering – purely 

religious pieces of art do not occur very frequently and religious works per se are clad in secular 

garments (a vivid example of this is Sufi lyrics).  

The greatest interest in this world was revealed in Georgia in the 16th-17th centuries, when the 

country, which had basically emerged within the western cultural environment, turned to the East 

due to the historical situation at that time.  

In this chapter six stages of the historical dynamics of this relationship are singled out: 1) the 

pagan, pre-Christian period, it is the longest, and the most obscure, whose “darkness of the times 

immemorial” (I. Javakhishvili) can be dispelled with the help of historiography on the basis of the 

research work carried out for the last decades in archeology, linguistics, folklore (myths, legends, 

fairy-tales), musical folklore and ethnography. The process of the formation of musical thinking of 

the ancestors of Georgians was going on in the context of the Oriental cultures, in whose milieu it 

existed. 2) Early middle Ages (3rd-4th cent. Or until the 9th-10th century) when old professional 

religious and secular music was taking shape and developing parallel with the Persian and the 

Oriental music in general, without isolating itself. At the same time at the fist stage of Evangelizing 

Georgia. The Judean –Christian and Hellenic-Christian roots can be attested in Georgian 

hagiographic monuments. It is impossible to reason about the hymns of this period without 

researching in the typological features of the musical cultures of these countries.  

The outer influences on the original national art vary in different periods. In the period of the 

country’s rise such influences in their own was facilitate the development of the original beginning. 

But at the time when due to some internal or external causes the nation’s creative forces are 

weakened, in some spheres of art it is impossible to overcome this influence, temporarily they 

acquire a leading position. It is this process that the 3rd stage reflects – the epoch of developed 

feudalism and the classic period of Georgia (9th-10th cent. Till the 13th century) and the 4th the 

Georgian-Oriental cultural relations in the 16th-17th centuries marked by the Persian hegemony in 

Georgia.  

“In the 16th-17th centuries the fate of Georgia changed dramatically. Georgia’s heroic struggle 

against Mongols and Timur Leng’s numerous devastating invasions of Georgia eventually resulted 

in the fall of Constantinople 0 the capital of the Christian State. Besides that economic, political and 

cultural relations between Nearer Asia and Europe have changed drastically, now Georgia was 

completely isolated from Europe. History made her adjust all her life to the pattern of the Moslem 

East”, wrote Giorgi Chubinashvili. It only became possible to start to overcome this influence in the 
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18th century, which played a decisive role in the process. The 5th stage embraces the aspects of this 

relationship in the 19th-20th centuries.  

In spite of the fact that at this period direct relationships with the East was the least noticeable, the 

above problem is expressed to a certain extent in the works of the first generation of the Georgian 

classics (Arakishvili, Paliashvili, Dolidze) both in the sphere when realistically expressing the urban 

life.  

 

Chapter II - “The Traditional musical Culture of Ge orgian Jews” is dedicated to the centuries-

old relationship between the Georgian and Jewish peoples, which is one of the significant of such 

interrelation.  

The chapter deals with the essence of the hymns (Shir) of Georgian Jews and is targeted at 

determining the place they occupy in the context of the world’s Jewish community.  When 

researching in this issue I thought it necessary to present a short review of the main periods of the 

history of Jewish music and have specially singled out: Synagogue-Ashkenazi and Sephardic 

musical traditions.  

The musical art of these two Diaspora share the same root and as a result of different milieus 

the acquired the traits characteristic of two cultures – western and eastern.  

Byzantine music is a direct successor to old Jewish music. The leading scholars (Wellesz E., 

Werner E.) argumentate these conjectures by the fact that the synagogue and Byzantine music had 

many points of contacts. First of all such important genres as psalmody, halleluiah, the antiphonal 

song; old Jewish hosanna, subsequently belonging to synagogue music, now alongside with the 

dissemination of the Christian religion gained position in the musical culture of the Mediterranean 

peoples. Over centuries the Holy Fathers acknowledges the links existing between the Medieval 

Christian musical genres and old Jewish music. The Christian worlds borrowed a lot from the 

Jewish musical culture, though transformed and developed these traditions I keeping with demands 

of the new lines.  

Some ideas about the nature of Jewish cult music must be formed by the religious hymns that 

have come down to this day; many scholars consider the cult chanting of Georgian Jews one of the 

oldest of all of them and note that “the wedding dances of Georgian Jews, who have been living in 

Georgia for more than 2000 years, are like those of their Christian neighbors, their clothes and a 

number of customs and traditions are also specific but the synagogue chanting of Georgian Jews 

have nothing in common with the local ecclesiastic hymns.” (Saminsky  L. – Jewish music; Music 

of the Ghetto and Bible. . VG, Bloch, 1934., NY 1965.  s..152).  
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Georgian Jews Shirs are characterized by the abundance of melodic ornamentation (with frequent 

use of semitones and quartertones), a specific rhythmic pattern, where the influence of verbal 

intonations is felt. The tunes are emotional, expressive.  

Special mention should be made of the fact that these Shirs do not reveal any influence of Georgian 

music. The culture of the Jews living in Georgia enjoyed the most favorable possibilities for 

maintaining and developing their own original features. Hence, it may be presumed that the Shir of 

Georgian Jews are very close to those originals which the Jews, driven out of their native land, 

carried to different countries, but due to different political or social conditions, their musical art 

came to differ from the original by various degrees; but where the Jewish people’s life was peaceful 

and their well-being was guarantied, e.g. as in Georgia, their culture here I mean music, succeeded 

in maintaining its originality and specific character, never having had  to overcome  any obstacles.  

It was not only because of the tolerant atmosphere in Georgia that Jewish music has preserved 

its original character. One of its reasons must be looked for in the typologically different musical art 

of Georgia. The difference between the principles of Georgian polyphonic and Jewish monodic 

thinking is so great that it completely excluded the existence of the spheres of influence. Some 

resemblance can be noticed only in the Jewish and Georgian homophonic “Urmuli” songs. It is 

conditioned by the fact that in Georgian monophonic songs the presence of some traits 

characteristic of the Oriental musical thinking can be observed. This results in the resemblance and 

some moments of coincidence between the Urmuli songs and Jewish Shir.  

It may be ascribed to the influence of Georgian music as well as that the hymns of Georgian 

Jews are performed a cappella, in spite of the fact that the traditions of accompany singing of hymns 

has been practiced since the early times of Jewish history; it has been restored almost in all the 

countries of the world, in today’s Israel among them. In order to find out what place the spiritual 

music of Georgian Jews occupy in the context of world Jewish music and determine to which style 

it belongs I thought it necessary to collate those examples of Shir, Synagogue hymns of the 

Ashkenazi tradition and Sephardi music that have come down to this day. The more so that I had 

both the recordings and notated transcripts of Ashkenazi Synagogue hymns and notated material 

and recordings of Georgian Jews which I have deciphered.  

The comparing of the Shir of Georgian Jews and Ashkenazi Synagogue chanting reveals clear 

differences. The transformation of the medieval chanting of Ashkenazi tradition according to the 

European pattern, their becoming polyphonic threatened it with losing its national aspect.  

Shir have a pronounced Oriental character. Their Oriental colouring expressed by the abundance of 

ornamentation, melismatics and the chromatic ascending and descending (not more than the fourth) 

the principles of form-creating are also different: in the first case the version-variation principle 

prevails; in the Ashkenazi tradition discrete structures are more pronounced.  
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The hymns of Georgian Jews - Shir are the closest to the almost forgotten samples of the Sephardi 

tradition. They indicate certain links with archaic layers of musical thinking. They are one of the 

most interesting but the least studied leaf of Jewish music.  The music of Georgian Jews as a culture 

of the most ancient traditions, which has passed a rough road of development.  

On the whole, it managed to preserve its originality, which is attested by the Shir that have come 

down to the 20th century and the works of Georgian Jewish composers; it is organically continuing 

this centuries – old traditions.  

 

Chapter III – “Some aspects of the Musical culture of the Near East” consists of two sub 

chapters. As far as the notion of the East abstractly in attitude towards Georgian musical culture is 

identified with typically foreign Islamic world, the first sub chapter – “Religious-ideology 

aspects” is dedicated to religious ideology of the musical culture aspects of the countries of the 

Near East, in fact to the problem of the Islam and music. It has become a tradition to discuss the 

spiritual heritage of the followers of the Islam and the Near East in one complex. The closeness is 

revealed in the arrangement of social-public life order of this region, in artistic thinking, in art, what 

is determined by the whole series of historical and political reasons; by open territorial borders 

conditioned by migration processes; by the people of one religious belief (Islam) and closeness of 

historical destiny of people participating in common social-political processes; by unification in one 

Caliphate – common centralized state of population of various ethnic origin at Early Middle Ages; 

and at last- by organization of common, classical culture connected with all mentioned. 

 The problem of the Islam and music is complicated and ambiguous as well as the 

phenomenon of the Islam what includes “official” Orthodox Islamic world and mystical direction- 

the Sufism, found on its ground. These two worlds in the dynamics of contradiction and junction 

during the centuries created gigantic continuum in the margins of which the music obtained diverse 

expression of artistic and philosophy-aesthetic importance. Its diapason includes wide area 

beginning from banning-regulation of the music ending with the worshipping of its professional 

forms, by announcing it “Divine Secret” and harmony. The most intricate cooperation and mutual 

involvement took place among these two areas.  They were learnt by the person of the Middle Ages 

little by little – beginning from “domestic” Orthodox Islam ending by more complicated “Sufi 

Shariah” and its “Tarīqahs”.  

 For a long period of time the problem of Islam and music was limited mainly by the 

question of relation of official Islam to music by the reasons of legitimated limitations determined 

by the Islam in this area. Official Islam did not prohibit totally but it significantly limited the field 

of use of music. Meanwhile, the Sufism enriched traditional dogmatic Islam postulates by deep 
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philosophical, symbolic-aesthetic content and artistically reflected it in the varieties of the Art, 

among them in music. 

 In this chapter of the work the bringing up of the relation of the Sufism to music and 

characterizing of the cultivated by it forms (Dhikr, Madih) is stipulated by the role the Sufism 

played in the Islam music formation in general as in classical as in the Ashug art (Ashug – 

according to the Sufi philosophy meaning “being in love with the God”).  

 In connection with the importance of Sufism I would like to be supported by the opinion of 

German orientalist Gustav E. von Grünebaum,  according to which during mentioning of the 

influence of the East on some events in the Western culture of the Middle Ages the fact that the 

West and the East of the Middle Ages had common roots at certain point of view often is not taken 

into consideration. In fact the Neoplatonism represented the inseparable component of the 

intellectual “baggage” of the post classic Mediterranean which has stayed as the active element in 

created three cultures: Latin, Bisantic and Muslim, Pseudo Areophagite in Greek and Syrian 

languages in the East, Eriugena (845-877 years) in the West and Ibn Sina and his predecessors in 

Arabic East create the highest peaks in the common heritage in the Middle ages” (Gustav E. von 

Grünebaum). I think the role the Neoplatonism played in the development of Georgian philosophic 

and aesthetic opinion does not require clarification. 

 At the example of mystery-performance expressing Islamic rites and traditions in Georgia 

the forgiveness and tolerance of Georgians is obvious. The best example of it is the mystery 

performance of the East type, the musical tradition of the Shiite Islam, Moharam of Tbilisi, existing 

even in nowadays. “Moharam” of Tbilisi is the modification of Iran-Islamic Tazie on the Georgian 

grounds. The Iran-Islamic or Shiite mystery “Moharam” has transformed during cohabitation with 

other religious and national groups in harmonic cultural environment of Tbilisi. This mystery has 

lost the religious-mystic ecstasy and in fact the ancient Iran mystery has become the part of the 

culture of the Muslims living in Georgia. 

 The Second sub-chapter – “The typological characteristic signs of the musical cultures 

of the Near East countries” is dedicated to the characterization of the signs of the musical culture 

of the Islamic countries explained by the example of the East classical monody.  

 The important role in formation of the classical artistic tradition in the development of the 

stylistically relative schools was played by the emotional tradition of the people, special world 

perception, introvert  type of the psychological perception; by the centralized unification of the 

state, by the existence of common monotheistic religion and Arabic written language in the 

literature, science, by the creation of the classic languages (Arabic, Persian, Turkish) which have 

determined the common topological signs in the poetry, architecture, art. Thus, the formation of the 

universal principles of the artistic laws in the professional arts of the Middle Ages is the result of 
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interaction of the activity experience of the people of wide geographic region. This topology 

revealed in the universal monody music of the artistic activity of all the countries in this region. 

We shall highlight the main topology signs of the Eastern art: 

 1) Monody, as the principle of thinking; the basis of which is the “dispersed thematism” 

(uspine) unlike concentrated thematism of the European classical music. This “theme” has not strict 

structural margins it is dispersed within the composition; meanwhile, this theme, like concentrated 

theme, represents the basis for the individual character-constructional development in the art work, 

the homogenous idea and structural support of the musical integrity. 

 2) The “unwritten” tradition of musical creative activity or “verbal” creative activity- 

performance which did not require the fixing, writing of it throughout its history.  It was determined 

by the specifics of the musical thinking of the East (tone thinking, non tempered micro interval 

harmony, rich ornamentics) in which the important place was taken by the improvisation method of 

the formation. They resorted to the fixation of the musical text only to indicate the necessary “code” 

for the performer. The Makam-tone or tone model was fixed, main rhythm formula and poetic text 

but the “verbal” tradition of the functioning of the musical text was maintained.  

 3) The unity of the artistic and performance processes; the musician represented the 

composer-performer, often he was even the poet himself. 

 4) A go towards “mixed” and synthesis genres where the poetic word, vocal, instrumental 

music, dance and pantomime contribute on the same basis. A go towards mythological and epic 

themes is typical with the traditional literature-poetic artistic characters and topics. The Eastern 

“romanticism” in exalted pathetic tone is also remarkable in classic creative activity. 

 5) The “obedience” to art canons/regulation in Eastern music generalizes not only aesthetic 

ideal of the epoch but also strict normatism, loyalty to the traditions. Though the strict normatism of 

the canonic art does not mean the limitation of the freedom as the canon of music in its own way 

considers the freedom expressed in improvisation. The aesthetic regulation is revealed in the 

Eastern canon, the stability of the artistic character, the devotion to the worked out models and 

stereotypes. 

 6) The improvisation principle of the formation; the scale of the improvisation and the 

expression form may differ but its essence shall always be connected with the development of its 

canonic form, with the opening/discovery of the tone-intonation and the rhythm nature. As a rule 

the basis of the Eastern improvisation is created by diverse methods of the arrangement of the tone-

melody, rhythm intonation revealed as at morphological as well at syntax and composition levels 

especially characterized by: sequentiality, ostinato, chanting of tone-melody backing, open 

monologue form, “dispersed” thematism in the presence of mono-character, variation of the 
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intonation turns and rhythm forms, “mastering” of culmination, meditation thinking connected with 

the monody system and etc. In the conditions of the apparent freedom the improvisation is regulated 

by the specificity of definite musical culture, traditions and, what is the most important, by the 

model type chosen by the artist. 

 7) The universal phenomenon of the East traditional-professional music is Makam (Maqam); 

the embodiment of Makam depends on the talent of the musician, on the art fantasy ability, so the 

processuality  as the distinctive form of the “filtration of the artistic person in time” (A.Saigun) – is 

one of the main features of multi-dimension phenomenon of Makam.  

 By the depth of the generalization and diversity Makam has exceeded the tone, the form and 

the genre sphere limits what approves its universality; perhaps it is sufficient to name the diverse 

forms of Makam in various countries- Makam, Mugham, Makom, Mukam, Dastgiakh, Raga, Tag, 

Kyu, Pathet. To tell in the other words, the art of Makam can be discussed as the highest expression 

of Eastern professional musical thinking which is universal not only for the Near East, but also for 

the whole Muslim world. 

 Makam historically was formed as general occurrence- musical composition with the signs 

of large cycle signs (phenomenon, which includes inner impulses of continuous through 

development). That is the reason of existence of the comparison of so called Makam formation 

principles and of the canons of the European symphonism. As the symphonism has gone outside the 

margins of notion of symphony genre also the improvisation of makam has exceeded the field of 

improvisation and has obtained the importance of the principle of thinking. 

 Unlike other forms of improvisation,  the Eastern classic monody and its general form 

Makam are distinguished with its canonism, explained by the existence of the occurrence itself; we 

mean the living traditions, introvertiveness, meditation arrangement of the thinking and the 

“Islamization” process of the secular forms of music. It is the result of the “verbal” professional 

activity the model of which exists in the Eastern culture and it is strengthened by musical traditions 

of many centuries. 

 

Chapter IV – “The Ashug culture and songs of Old Tbilisi (attempt of the analysis of style). 

The content of this chapter is the secular music in Georgia or professional music of “verbal” 

tradition and the analysis of the occurrences connected with it. The subject of the discussion is the 

art of the Gusan-singers, Mutribs, Khanendeis, the Ashug art and its relation to Old Tbilisi songs, 

based on appropriate musical material and its analysis. 

 “Ashug” is the Azerbaijan form of Arabic “Ashiki” and means “A person in love”, “love”, 

“beloved” (“being in love with the God”). The Ashug art is genetically connected with the artistic 
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activity of Turk world of storytellers-musicians-ozans (VII-XII cc). The latter finds its predecessor 

in the pre-Islamic epoch, at Shamans’ activities. The Ashug art is original, syncretic art which 

unites poem, song, music, dance, improvisation. Ashug writes the poem, composes the music 

himself, sings under accompany of the Saz, dances and ad lib tells the Dastanes - the stories of epic 

genre. The literature material of Ashug is peculiar synthesis of the folklore and classic artistic word. 

Ashug who could not overcome all the elements of this art (writing of the poem, composing of the 

music) usually used the creative activity of others. At the time when the religious-philosophic 

direction- Sufism was formed in the Islamic world, the fundamental dogma of which – feeling of 

love (love of the Creator, the Supreme, the Demiurg) was defined as the way and the mean to reach 

the cognition and the truth based as the first tendency with the missioner thinking in the artistic 

word, it also appeared among Ozans and the term for the definition of Sufi mood was created, the 

Ozan was replaced by “Ashik-Ashug”. This change was reflected in his artistic activity as well; the 

epic genre characterizing Ozan was changed by the lyrical genre and the poetic thinking of  Ashugs 

was polished in lyrical genre. The theme was also limited by love, affection. The variety of Ashug  

poetry subject is the legacy of the later epoch, when the Sufi religion little by little lost its initial 

form. 

For determining how the main signs of the oriental culture were revealed in the Georgian culture, 

which layers are of the oriental origin and which – of Georgian, we seem it necessary to single out 

the Ashug songs from the Georgian town musical folklore. When comparing them with the forms of 

the oriental professional music, both their common and   distinguished features were shaped. 

 In the studies of the history of Georgian literature and aesthetic thinking, the originality of 

the Georgian literary arts is  expressly underlined, however, these studies did not reject that such an 

originality was, on some stages of development, influenced by the monody cultures, as a result of 

the close relationships with them.   

 In the Armenian literary criticism and musicology the Ashug art is considered to be a truly 

national phenomenon continuing the art traditions of Gusans and the Tambourine (the stringed 

instrument of the oriental origin)) performers (P. Sevak, P. Muradyan, R. Atayan). It’s true, some of 

them (H. Torjyan, R. Atayan) does not reject the oriental influence, but despite this, just the Ashug 

art carries on the traditions of Armenian national folklore. 

 When speaking about the correlation of the Georgian and the oriental cultures, a question 

arises, which culture is meant here – the classical oriental professional or the Ashug one?  Much of 

the literary critics and musicologists do not separate the Ashug art from the classic arts, moreover, 

they integrate together the classic Persian-Turkish and Ashug, despite the fact that the classic 

oriental poetry and music differ considerably from the Ashug. It should be noted that in most cases 

under the term “oriental” the Persian is meant. This may be explained by the historic relations of 
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Georgia with this country, as well as by the great influence of Persian culture on other Eastern 

regions. “The Ashug poetry is a specific one. It belongs to neither public poets not the classic 

literature, but, at the same time, relays upon both of them. Its original source is the folklore 

literature, while the forms of construction of poems, the artistic thinking, and often – the world 

outlook, are of a classical nature. This is the main feature of the Ashug poetry, with which it differs 

from the classical and the folklore literature... by ideological viewpoint, it is more realistic than the 

classical literature, but more exalted and mystical   than the folklore (G. Shakulashvili. “On History 

of the Old Tbilisi Poetry” Tbilisi, 1984., 32). These sides of the Ashug  poetry must be taken into 

consideration when studying-in the Georgian town music culture, for instance, when speaking about 

the oriental influence namely in case of Sayat-Nova  – Besiki’s creative works, we must foresee that 

this influence is not reduced to the Ashug art only, in so far as Besiki had all opportunities to be 

acquainted in the original with the classic oriental poetry.   

  The Persian poetry was first introduced in Georgia not in Ashug  but in its classic form.  

Presumably, the Persian music was also spread in Georgia as a classic professional music, while on 

later stage – as the Ashug one. A simple comparison of Sayat-Nova and Yetim Gurji’s songs with 

the samples of the oriental professional music can serve as a clear example of this difference.   

 In old Georgian manuscripts, poetry anthologies and comments of the printed works, the 

following terms are met: “with Tejnis voice”, “with Gaf voice”, “with Mukhambazi voice”, etc., 

where the oriental musical form of expression - so called “Mughami” is indicated.   

 A wordy material – poem with a certain versified structure was needed for a certain  melodic 

and rhythmic model. This or that “Mughami” (Makam) requires a verse of a specific meter. E.g., a 

verse construed on the “Tejnis” meter may apply to a specific song model, a verse construed on the 

“Mukhambazi” meter -  to another song model, etc.  

Some distinguishing features of the oral traditional professional oriental classic music and the 

Ashug music are as follows:    

 1. Such singer-performer was called not “Ashugi” but “Khanande” (“Singer“ in Persian);    

 2. Khanande performed the songs accompanied by ensemble consisting usually of three 

members – khanande, and the performers on Daira and Kamancha;  

 3. Khanande’s repertoire was completely different, while  the literary material was thje 

verses of the classic poets – Saad  from Shiraz, Omah Khaiam, Hafez, Fuzuli, Vagif, etc. 

 4. This ensemble (group) comprising of the high professional musicians, performed the 

classic musical art compositions, the samples of “Mughami”;  

 5. The ensemble served for the elite society requiring not only the high aesthetic musical art, 

but paying a great attention to the appearance and dressing the ensemble members.   
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 Regarding the Ashug art, a classification by J. Mikhailov seems to be more justified, stating 

that this type of culture belongs to the “semi-classical” musical culture, that lies in the middle point 

between the classic and traditional layers.   

 Ashugs carried on the ideas of Rostom the King of Kartli (1633 – 1658) who “Introduced 

and distributed the Persian musical instruments and songs throughout Georgia” (“Georgian Prose” 

v.VI, p.331)   

 Sayat-Nova  was a person who has contributed a lot in popularization of the oriental musical 

culture in Georgia “with his Persian voice and Georgian song”. Of course, the oriental music has 

had been performing even earlier, but the wordy of this music was oriental, too, that considerably 

limited the area of spreading thereof. This so called “Persian voice” was, as  matter of fact, clear 

and understandable for just a certain part of the Georgian aristocrats and Tbilisi population who 

knew the oriental languages.  However, after Sayat-Nova  managed to combine the Georgian verses 

with the oriental melody, a new way was opened for a wide spreading of the Persian-oriental songs  

throughout Georgia. As a result, the richest Georgian music had occurred under the heavy and 

certainly undesirable influence.  

  The Ashug art with its roots and ancient traditions is tidy tied with the ethnic and religious 

views of the Turkics-speaking nations   

 Songs of the Ashugs from Tbilisi differ  from the “Mughamis” and “Dastgeakhs” with their 

small forms and simplicity and are more laconic. Here there are much more simple  improvisation,  

rhythmic basis, and melasmatics. Ornaments are introduced with less diversity than in  the classic 

form; While the “Mughami” as one of the main form of improvisation in the professional oriental 

music is characterized by a certain freedom of the time-related principle and with a less exact 

organization of the rhythmic structure (except for the dance music), the Ashug rhythm  are more 

organized and simple (in  both vocal and when accompanied by instruments). The rhythmic 

principle in the Ashug songs are mainly determined by the instrumental introduction, while in 

professional “Mughams” the rhythm is determined by the technique and manner of performance.  

 A comparative analyses of the Georgian town songs and the Ashug ones  proves that the  

Tbilisi-origin Ashug songs stand closer with the Armenian Ashug songs than with the Azeri-Persian 

(i.e. of Muslim origin) ones. The Ashug songs are still preserved in the non-Georgian nations 

(Azeri, Armenian) or Muslim population of Georgia.      

 Some differences are revealed in the character of musical accompaniment of the Ashug 

songs. Namely, a number of performers on Kamancha and Tambourine is reduced considerably, 

while a number of those performing on  “Pipe” (wind-instrument), particularly after 1930s,  is 

increased up to three, plus 2 performers on “Burdon”. The Sayat-Nova ’s songs re performed in 
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such the way in Tbilisi, only, that may be explained by influence of the Georgian three-voice mode 

of songs. No Ashug schools exist in Tbilisi any more, like the “Ashug Competitions” – so popular 

in Tbilisi, in the past.     

 Chapter VVVV    –––– “The Orient” in creative works of Georgian classic composers –––– is 

dedicated to oriental theme in the new Georgian professional music, in particular, in creative 

works of the first generation of Georgian classics. Composers of the first generation of classics, 

who carried out their activities within the same period of time and served the same national 

objective, were presenting similar intonational  material and sources approximate to each other in 

different stylistic context. It is also known what significance was assigned to oriental branch of 

urban folklore in creative works of Arakishvili, Dolidze and Paliashvili.  But research of the issue 

regarding the extent at which “orientalism” is revealed in their composing method, is the main 

purpose of this section.       

   The lyrical origin in Georgian music has significant importance. That’s city and, not the village 

that established real lyrical-amorous genre in Georgian music, samples of which were reflective of 

the most intimate human feelings and, by the way, this process was not characteristic only to 

Georgian music. That way, old Georgian secular music, poets and Ashugs, songs of old Tbilisi 

played the same role in development of Georgian music, as troubadours, minnesingers in musical 

culture of their own nations. “They were the ones, who introduced strong lyrical flow in Georgian 

music. This mainly concerns the Eastern Georgian plain, Kartli and Kakheti regions, since Western 

Georgia did not feel its substantial influence, because there was never any lack of lyrical songs in 

this part of Georgia. (A. Mshvelidze, Georgian Folk Town Songs, Tbilisi, 1970).  

The melodious category characteristic to the songs of urban folk oriental branch is the 

augmented second, the specific sonorousness of which is determined by its context. Melismatic 

melody with the augmented second is based on descending tetrachord  and comprehended within 

its context.  These are junctions that assign particular semantics to artistic characters  of Georgian 

classics. But,  if in creative activities of Victor Dolidze and Dimitri Arakishvili this semantics  

obtains meaning of  stylistic  peculiarity, in creative work of Zakaria Paliashvili (especially in 

“Daisi”) is becomes dramaturgic support and a intonational basis for creation of lyrical imagery, 

for which this layer of urbiculture is the most affluent source. Paliashvili uses tone-intonational 

sphere of urbiculture either in solo vocals and duets, in which internal feelings of heroes are 

brought to the forefront, or in orchestral introduction (“Daisi”). As for Dolidze and Arakishvili, in 

spite of their different creative methods, Eastern branch of urban folk nourishes not only lyrical 

imagery of their music, but is an intonational starting-point of their whole creative activity.  
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  Arakishvili’s relativity towards Russian orientalism shall be particularly noted. At the same 

time, study of his music afforded us an opportunity to reveal ambiguous attitude towards “oriental” 

in creative activity of the composer.   

Russian orientalism, first of all, implies interest in oriental motives and, what is important, 

some kind of “distance” vision of this world.  This seems to be colorful pictures of “unknown” 

culture seen from outside, where the interest is directed not to the workings of its functioning, but 

to the surface layers.  Musically this tendency is divulged through soft plagal harmonious modes, 

broken, slipping colorful fonism and characteristic intoning of harmonious tone “oriental” 

tetrachord.   

 The similarities that exist between “Arakishvili’s orientalism” and “Russian orientalism” have 

different peculiarities.  We have in mind not the surface moment (augmented second, use of 

melismata in cadencies), but canceling of that tonal pattern in both cases, which existed in oriental 

music in the form of tone-pattern system.  In particular, connection to those Ashug songs of 

Mukhambaz group, which, in contrast to Mughamat, were not characterized by prolongation-

procrastination of the tone, becomes apparent here.  Analysis of Arakishvili and Paliashvili 

musical ornament reveals that in creative works of both composers the ornament acts as a 

melodious-tonal category.    

   Arakishvili acquired “oriental” method of Russian composers, but it is equally important 

that his music is deprived of that moment of stylization, which is the main feature of Russian 

orientalism.  Arakishvili’s orientalism is neither “oriental music”, nor “music about the Orient”. It 

is more of poeticized perception of the Orient, which has passed quite a difficult way of 

crystallization through Georgian culture, and origins of which descend from feudal secular culture.   

 Russian orientalism is expression of Eurasian side of this culture, on the one hand, and 

typical romantic expression of XIX century musical art, on the other hand.  After joining of 

Transcaucasus and, later on, of Central Asia with Russia, the process of artistic interaction of 

Russian and Eastern people became active.  That was the time when orientalism, as an integrated 

artistic direction, was going through the process of formation and development.  It acquires 

specific signs in music, which are expressed in Georgian music in the form of tonal-harmonious, 

rhythmical-melodious, timbre and texture features in romances and operas at first and, in other 

genre musical compositions later. At this stage of different typology cultures relationship, 

experience in orientalism was significant in the overall process of development.   

While for classics oriental samples of Georgian town songs mainly served for creation of 

lyrical imagery or transmission of “general” oriental while characterizing enemy’s image, starting 

from 70-80s this musical layer in involved in speculation system and in XX and XXI centuries it 

reflects common tendencies of interest in the Orient revealed by European and American music. 
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This process did not passed without leaving a trace in modern Georgian music. Oriental branch of 

Georgian town song had a particularly big influence on Georgian pop song. 

Conclusion of the thesis generalizes main problems, covering issues of intercultural 

relations and represents outcomes of the research.   

In addition to inter-enrichment, resistance of internal impulses of different ethnical cultures is 

noticed in multinational states. On the on hand, culture of ethnos becomes more open and easily 

percepts external influences. On the other hand, selective signs of culture are mainly aimed at  

maintaining ethnical specificity and denial of  those elements that are “dangerous”  for its 

originality and adoption of which will result in its complete or partial  assimilation . It should also 

be considered, that oriental monodic culture is more of insular, introvert nature. Therefore, it is 

subject to less transformation through the influence of topologically extrinsic, external impulses. 

Mainly, it gets transformed as a result of internal development.   

In spite of the fact that types of monodic music, including the Ashug songs, introduced as a 

result of Turkish-Persian expansion were established among aristocracy and spread to lower, 

democratic social classes of the city in the course of time, it did not become a national event. There 

were even separate cases of converting Ashug songs into polyphonic songs. In this respect, there 

are different situations in Armenia and Georgia. In Armenia Ashug traditions exist even today, it 

has become a national tradition, since Armenian music belongs to monodic type of musical 

culture, with its characteristic principles of musical thinking.  Therefore, arts of medieval 

Armenian Gusans and Ashugs were organically merged and one’s traditions were passed over to 

another one. Traditions of Ashug art still exist in Georgia, mostly among non-Georgian 

(Armenian, Azerbaijani) population. This fact proves once again, that polyphonic structure of 

Georgian national musical thinking could not become intimately linked with oriental, Ashug 

monodic type of thinking.    

As for oriental branch of Georgian city, in particular, old Tbilisi songs, it represents 

conglomerate of historical-cultural thinking of different periods and regions, which, indeed, does 

not evidently follow main direction of national musical culture, but as a result of prolonged 

Georgian-oriental relationship and „dialogue of cultures“, it plays significant role in development 

of the new Georgian professional music of the following period.    

    In Georgia, as in the adjacent culture between West and the East such tendencies, as openness 

and insularity; extrovertiveness and introvertiveness; tolerance and originality; cosmopolitism and 

security are distinctly polarized.  Moreover, in some respect, adjacent cultures represent events, 

which are characterized with higher degree of complexity, than the West and the East, taken 

separately: here Eastern and Western components are not only summarized or integrated in cultural 

entirety in different forms,  but create a system, which is based on inter-balancing of the 
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counterpart in every layer.  Thus, typology of Georgian musical culture stands out as an event seen 

with a breakdown into Eurasian cultures.     
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