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Tamaz gabisonia
(saqarTvelo)

burdonis semiotikuri ganzomilebebi tradiciul musikaSi
 
        
SeiZleba iTqvas, rom burdoni iseTi erT-erTi (Tu ara erTaderTi) movle-

naa, romelic, Tavisi minimalizmiT, umetesi eTnomusikaluri kulturis saer-

To niSnad aRiqmeba. Tu eTnikuri musikis mTavar simbolod vinme burdons daa-

saxelebs, argumentirebuli protesti masTan namdvilad gaWirdeba. 

ra SegviZlia SevmatoT burdonis Sesaxeb saukunis ganmavlobaSi gamoTqmul 

mosazrebebs? yvela SemTxvevaSi Cveni moxseneba kompilaciad gamoCndeba, Tund-

ac aramizanmimarTulad. imedia, Cveni esse, romelic mxolod analizis stadia-

ze gansjas gulisxmobs, intenciis wasaxaliseblad mainc ivargebs.

vecdebiT, burdoni ganvixiloT semiotikis sami aspeqtis mixedviT, ro-

melsac meduSevskis mier daxasiaTebuli niSnebic exmianeba ( , 

1976: 29_38). gamovyofT burdonis sxva, Cveni azriT, principul Tavisebure-

bebsac.  

burdonis semantika

burdoni, SeiZleba iTqvas, arqetipia, romelsac mravalwaxnagovani mniSvne-

lobebi gaaCnia. 

cneba `burdoni~ frangulad zuzuns1 niSnavs iseve, rogorc inglisurad 

_ drone _ Zvelgermanulidan _ zuzuns da guguns. msgavsi etimologia sakravis 

mier xmovanebis gagrZelebis SeuzRudav Tvisebas efuZneba. amasTan, am saxeleb-

Si imanenturi Tviseba _ bgeris gangrZobac Cans. Tavisi warmoSobiT, burdo-

ni, cxadia, niSani-xatia, metaforaa, iseve, rogorc „ostinato“. magram, cxadia, 

burdonis koncepti ar aris erTiarusiani da erTmniSvnelobiani. garda gab-

muli bgerisa, gamoxatvis planSi igi aRniSnavs fons, sayrden tons, reCitaci-

as. Sinaarsis planSi igi SeiZleba migvaniSnebdes erTianobaze, stabilurobaze, 

transcendentul sawyisze... 

burdons gaaCnia garkveuli konotaciuri mniSvnelobebic, romelic, Sesa-

Zlebelia, Tavad adresatma mianiWos mas. magaliTad, „miwa“, „sayrdeni“, „zeca“ 

(zeda registrSi).

burdoni, rogorc tonikaluri bgeris aRmniSvneli, erTi mxriv, xolo ro-

gorc simSvidisa da simyaris aRmniSvneli _ meore mxriv, erTgvari „saxlis“, 

„binis“ simbolodac SeiZleba aRviqvaT. amitom araa gamoricxuli, masSi erTg-

vari nostalgiuri mniSvnelobac moviazroT. saintereso iqneboda am mxriv im 

filmTa saundtrekebis ganxilva, sadac nostalgiis Temaa asaxuli.

SeiZleba iTqvas, rom burdoni, garkveuli azriT, niSnavs yoveldRiurobas, 

TviT siCumesac. siCumec fonia, siCumec erTgvarovania... amave dros, Cven si-

Cumed aRviqvamT garkveul xmovanebis kompleqssac, romelsac SeCveuli varT, 
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rogorc yoveldRiur, saWiro fons (Jordania, 2008: 36). am mxriv, sainteresoa 

burdonis Sveduri interpretaciac _ Tvlema. 

burdonul banSi, komunikaciis WrilSi, Tavad SemsrulebelTa Soris, zog-

jer igulisxmeba sxva konotaciac _ esaa „naklebunariani Semsruleblebi“. 

burdoni _ kontinuumi Tu konstanta?

ra substancia sazRvravs burdons, rogorc formas _ kontinuumi Tu bge-

raTsimaRlebrivi konstanta? kontinuumis imanenturi Taviseburebaa erTi bge-

ris ganvrcoba. igi burdonis absoluturi gansxeulebaa; da misi mxolod meore 

rigis movlenaa burdonis diskretulad, „korpuskularulad“ gatareba. xolo 

bgeraTsimaRlebrivi konstantas mTavari niSania ucvleloba, romelic, garda 

gabmuli JReradobisa, SesaZloa, gamoixatos reCitaciiT, Tundac simis gamok-

vriT an zaris rekviT, an, rogorc minimumi _ Samanis dairaze regularuli 

dartymiT. 

aRsaniSnavia isic, rom ganmeorebadoba, romelic arsobrivad ucxoa burdo-

ni-kontinuumis ideisaTvis, SedarebiT ergeba ucvlelobis, anu konstantis 

ideas. amis gamo ostinato SeiZleba gaigebodes, rogorc burdonis erTgvari 

reinkarnacia. gavixsenoT asafievi, romelic „kantus firmuss“ burdonis gamo-

vlenad ufro Tvlis, vidre ostinatosi. misi mizani, mkvlevris TqmiT, „poli-

foniuri qsovilis gaerTianeba, Sekvra da mxardaWeraa“ ( , 1971: 74). 

konstantasadmi dapirispirebuli kontinuumis saukeTeso magaliTad SeiZ-

leba moviyvanoT taivanuri „pasibutbutis“ tradicia. aris Tu ara es cvaleba-

di xmovanebis JReradoba burdoni? cxadia, aris (audiomag. 1) !

konstanturoba burdonis SemTxveviTi Taviseburebaa, xolo kontinualoba 

_ substanciuri. amitom, SeiZleba iTqvas, kontinuumi burdonis arsicaa, meTo-

dic da formac, maSin, rodesac konstanta mxolod meTodi da formaa. amitom, 

reCitaciuli burdoni kontinualurTan mimarTebaSi rogorc qronologiurad, 

aseve fenomenologiurad, meoradad unda miviCnioT.

burdoni _ qronotopis xati

orlovis xatovani TqmiT, dro musikis sulia, xolo bgeriTi fenomeni - mu-

sikis sxeuli ( , 1972: 359). davamatebdiT: am ori ganzomilebis gadakveTis 

wertili burdonia. mas qronotopis yvelaze minimalur da amgvarad, adekvatur 

gamoxatulebad miviCnevdiT.

marTlac, burdonSi orive zemoaRniSnuli koordinati minimizebulia Sem-

degi ori tendenciiT: 1) ritmis, rogorc drois uSualo erTeulis nivelire-

biT; 2) melodiuri moZraobis, rogorc, zogadad, moZraobis nivelirebiT. swo-

red am ori faqtoris pirobebSi SegviZlia raRac momentSi SevigrZnoT „zRvari 

transcendentul udroobasTan“ ( , 1992: 66).

drois faqtorTan aqtiuri mimarTeba aqvs kilour mizidulobas. am mxriv, 

burdonuli mravalxmianoba modaluri mravalxmianobis antipodad SeiZleba 

miviCnioT, gamomdinare modaluri esTetikidan, romelic tonikaluri bgeris, 

rogorc mizidulobis simultanuri centris aRqmas ewinaaRmdegeba. burdonis 

centri ki garkveul droiT koordinats qmnis musikalur qsovilSi, romlis 
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erT-erTi reglamenti, zogadreligiuri esTetikiT, zedroulobis asociaciiT 

transcendentulis asaxvaa. 

musikisTvis ase sisxlxorceuli droiTi koordinati, SeiZleba iTqvas, 

burdon-konstantaSi ufro aqtualuria, vidre burdon-kontinuumSi, radgan 

pirveli Tavis TavSi, an paralelur sivrceSi moZraobis mixedviT aiTvleba, 

xolo meores amgvari droiTi erTeuli ar gaaCnia. SeiZleba iTqvas, rom kons-

tanta „uZravia moZravSi“ (burdonuli xma mravalxmian faqturaSi), xolo kon-

tinuumi - „moZravi uZravSi“ (burdonis calkeuli bgerebis jaWvad aRqma). 

orlovis azriT, musikaluri bgera drois yvelaze sufTa da sruli mani-

festaciaa. droSi igi moZraobs da ganisvenebs kidec „rogorc Cinuri WurWeli, 

mudmivad moZravi Tavis uZraobaSi“ ( , 1992: 395). aq, cxadia, „bgeraSi“ swo-

red burdoni igulisxmeba (audiomag. 2).

burdonis sazRvrebi

rogorc aRvniSneT, burdonis arsobriv Tvisebad unda CaiTvalos konti-

nualoba, xolo sakuTar Tvisebad – konstanturoba. magram gangrZobiToba da 

wyvetiloba mxolod formalur sivrceSia konteqstis gareSe. gvainteresebs 

ra arsobrivi (da ara klebiTi, meoradi) sididiT, vsvamT kiTxvas: ra semantikis 

matarebelia musikaSi kontinuumi? rogorc binaluri opoziti aq mas moZraoba 

upirispirdeba, romelic melodiiTaa gamoxatuli. xolo am mocemulobidan ga-

momdinare, burdonulad SegviZlia vigulisxmoT gangrZobadi intonireba, ro-

melSic ar SeiniSneba melodiuri svla, viwro gagebiT _ musikalur azri.

lomaqsi miiCnevs, rom burdoni ar ikargeba im SemTxvevaSic, Tu gabmuli 

toni gadanacvldeba sxva safexurze (Lomax, 2009: 67). Cven davZenT: magram man 

ar unda miipyros yuradReba, rogorc melodiurma motivma. 

swored amitom, farTo gagebiT burdoni Tanxlebaa, xolo burdonuli or-

xmianoba realuri funqcionaluri, anu funqciagansxvavebuli mravalxmianobis 

erTgvar minimalur niSan-xatad SeiZleba aRviqvaT. Tavad burdonuli xma ki mu-

sikaluri qsovilis mTavari konturebidan ( , 1972: 119) erT-erTis _ 

banis aseve minimaluri, anu lakonuri niSani-xatia.

burdonis sintaqtika

radganac burdonis mTavar maxasiaTeblad kontinualoba miviCnieT, calke 

aRebuli gabmuli bgerac burdonad vigulisxmeT. am mocemulobiT, burdoni 

SeiZleba gansxeuldes 1) individualurad an koleqtiurad, 2) reCitaciulad an 

kontinualurad, 3) sakravierad an vokalurad, 4) kontrastuli funqciiT (sxva 

xmebTan) an erTfunqciurad 5) statikurad da dinamiurad. es xuTi ganzomile-

bis wyvilebi mxolod erTi xmis partiaSi moiazrebian, rogorc binaluri opo-

zitebi. amave pirobiT, SesaZloa, es wevrebi erTmaneTTan sxvadasxva kombinaci-

iT SekavSirdnen: individualuri kontrastuli burdoni _ „homei“ (audiomag. 3), 

sakravieri solo burdoni _ „dijeridu“ (audiomag. 4), koleqtiuri calxmiani 

reCitaciuli burdoni _ budisturi fsalmodia (heterofoniis elementebiT) 

(audiomag. 5), totaluri gunduri burdoni _ „pasibutbuti“, kontrastuli 

kontinualuri burdoni _ „Cakrulo“ (audiomag. 6) da a.S. 

Tamaz gabisonia



135

marTlac, burdonis erTze meti xmis partiaSi gansxeuleba metad iSviaTia, 

gansakuTrebiT – sxvadasxva zemoCamoTvlili formiT. erTi performansisas 

burdonis ideis gansxvavebuli mowodeba arabunebrivia.

amitom gavrcelebuli cneba „burdonuli mravalxmianoba“ niSnavs ara arsob-

rivad burdonul xmaTasvlas (aseTi mxolod burdonis SemoqmedebiTi principis 

prioritetiT aRniSnuli muzicireba SeiZleba iyos, magaliTad _ igive pasibut-

buti), aramed saxasiaTo niSnis, kerZod, burdonis Semcvel mravalxmianobas. ase 

rom termini „burdonuli mravalxmianoba“ (msgavsad Tavad „burdonisa“) araa 

realuri (arsidan gamomdinare) da arc adekvaturi (definiciisa da defiden-

tis moculobebis Sefardebis mxriv). maS ratom damkvidrda igi? rogorc Cans, 

ekonomiurobis gamo. melodiis mravalsaxovnebis fonze burdoni erTaderTi 

aramelodiuri xmaa da, Sesabamisad, mkafio predikati.

burdoni _ foni 

asafievis sityvebiT, „zrunva, Tu rogor gagrZeldes, gaiwelos intoni-

rebadi qsovili, yovelTvis da gardauvalad Caeqsoveba zrunvas, Tu rogor 

moxdes am qsovilis iseTi cementireba, rom mexsierebaSi gabundovnebul tonTa 

arqiteqtonikis aRqmaSi mogvexmaros. sxvagvarad rom vTqvaT: xmaTasvla da pe-

dali“ ( , 1987: 88). aq mecnieri burdonze, rogorc geStaltis (xmaTas-

vlis) fonze amaxvilebs yuradRebas.

golicinis dadasturebiT, stimulisadmi yuradRebis SenarCunebis umar-

tivesi xerxi obieqtisaTvis kontrastuli fonis Sexamebaa. es yuradRebas sa-

Sualebas aZlevs drodadro fonze gadainacvlos da Semdeg kvlav daubrundes 

obieqts ( , 1980: 59). es meqanizmi savsebiT esadageba burdonuli banis, 

rogorc fonisa da zeda wamyvani xmis, rogorc geStaltis urTierTobas.

iSviaTad, magram burdoni SeiZleba iqces geStaltadac _ gamoirCeodes 

mZlavri funqcionaluri iniciativiT, xolo moZravi xmebi, piriqiT, meorexa-

risxovani iyos.

burdonis kidev erTi funqciaa melodiuri xmebisadmi harmoniuli kompo-

nentis miniWeba _ rogorc frazis kilouri sayrdenis, aseve calkeuli konkor-

dis fuZe-bgeris rolSi. zogadad, burdonis kilouri sayrdeni, tonikaluri 

orientiriT, zeda xmebSi improvizaciisTvis erTgvar „sasaTbure pirobebs“ qm-

nis.

burdonis pragmatika

cxadia, burdonis funqcionalur mniSvnelobas Tavad ama Tu im burdonuli 

kulturis mqone xalxi aniWebs xarisxs. magaliTad, Tu berZnebi Tvlian, rom 

sakmaod moZravi isonis Semcveli bizantiuri sagalobeli erTxmiania, qarT-

velebi safexurisucvleli burdonis Semcvel „metivurs“ orxmian simRerad 

Tvlian.

aqtualuri droiTi koordinati burdonis subieqturi aRqmisas sakmaod 

mkafio asociaciebs badebs, rac gansakuTrebiT nayofierad gamoiyeneba medit-

aciur religiur kulturebSi. igi aq saWiroa fonad improvizaciisTvis – har-

monika yavalisaTvis, tampuris Teraga ragasTvis, reCitacia budistur fsal-

burdonis semiotikuri ganzmilebebi tradiciul musikaSi
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modiaSi. TviT bizantiuri izokratema, Tavisi tonikaluri muxtiT, modaluri 

wyobaSi ucxo sxeuladaa Caqsovili, magram mainc Zlebs am dialeqtikur gare-

moSi.

aRsaniSnavia, rom xsenebuli religiuri sivrceebi, umetesad, monodiur 

kulturebs Tanxvdeba. qarTul sagalobelSi burdoni gacilebiT naklebad 

aqtualuria, vidre qarTul xalxur simReraSi.

religiuri musikis kuTxiT aRvniSnavdiT burdonis kidev erT ganzomi-

lebas _ mis intravertul veqtors, moZravi xmis eqstravertulobis sapiri-

spirod, romelic umetesad dablaa mimarTuli. aseTia budisturi mantra `aum~ 

(audiomag. 7), monRoluri „homei“. 

paralelur meTodad SegviZlia aRviqvaT rusuli saRvTimsaxuro bas-pro-

fundoc, romelic diakvnebis asamaRleblebSi gvxvdeba. amgvari reCitaciac xom 

burdonzea damyarebuli?

SesaZloa, gamoiyos burdonis intencionaluri da komunikaciuri Sesrule-

ba. pirvel SemTxvevaSi burdonis Semsrulebeli Tavad burdonis Tavisebure-

bebze axdens fokusirebas, xolo meore SemTxvevaSi, burdonis mimarTuleba 

sxva, geStalti xmiTaa gansazRvruli.

burdoni _ motivacia da afeqti

musikaluri figurebi erTgvari „emociur-akustikuri kodebia“ ( , 1992: 

93) da burdoni maT Soris gamoirCeva mkafio, ekonomiuri struqturiT, ro-

melsac erTgvari narativis konteqsti aqvs. gavixsenoT varganis (audiomag. 8),  

dijeridus xmovaneba, romelic erTgvari „laparakismagvari“ vibrirebis Semc-

velia. am eniT sulebs esaubrebian. da marTlac, verbaluri metyvelebidan mu-

sikamde asvlisas fexi unda SevdgaT burdonis safexurze, romelic musikaluri 

bgeris dafiqsirebis tolfasia. burdoni ufro epikaa, vidre lirika. xSirad es 

burdonis mier gamowveuli mTavari emociaa. 

zogadad ki, eTnomusikaluri praqtikidan gamomdinare, burdonuli, gaWia-

nurebuli bgeris ori emociuri datvirTva gamoikveTeba: 1) dinamiuri, aqtiuri 

(intensiuri, momabezrebeli, energiiT dammuxtveli), zuzuni, gaWianureba: zur-

na, Wianuri, begfaifi, fidlis burdoni, Sopuri burdoni da a.S. 2) statikuri, 

pasiuri (damamSvidebeli, meditaciuri, pasiuri foni): tambura ragaSi, harmoni-

ka yavalSi, „metivuris“ burdoni da a.S. 

ratom aris burdoni erT SemTxvevaSi gamaRizianebeli, xolo meore SemTx-

vevaSi _ damawynarebeli? dinamiuri burdoni zeda registrisaa, xolo statiku-

ri _ dabali. soxoris TqmiT, maRali tonebi iTxovs Tavisi gamocemisTvis met 

Zalisxmevas, vidre dablebi, ( , 1986: 34). 

Cveul, banis burdonul mravalxmianobas ki kargad Seesabameba meduSevskis 

mier daxasiaTebuli „musikis cnobisa da gagebis... mSvidi ... meqanizmi“, romel-

zec „mimarTulia klarituli (gamanaTebeli, gamgebinebeli, formis sicxade, 

ganmeorebebi) musikaluri xerxebi~ ( , 1976: 136).
burdonuli foni ara marto Tavadaa statikis, ukonfliqtobis aRmniSvne-

li, aramed Tavis geStaltis konfliqturobasac sakmaod aneitralebs. Seyov-

nebuli sekundisagan gansxvavebiT, martivi Sefardebis intervalebze agebuli 
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da burdonul banze dayrdnobili xmovaneba ar Seicavs agonalobis efeqts (ga-

bisonia, 2012).

sainteresoa, rom zogadad uritmobas adamiani ufro uaryofiTad aRiqvams, 

vidre ritmul musikas, radgan es ukanaskneli sasiamovno intonaciis ganmeore-

bas eyrdnoba ( , 1992: 95). rogorc Cans, „melodiis registris“ solirebuli 

gabmuli xma am principis sawinaaRmdego, destruqciul reaqcias iwvevs. 

dramatizaciis efeqts zogjer „mSvidi“ burdonic uqmnis garemos partni-

or xmasTan kontrastiT, magram amgvari plasti, rogorc mxatvruli amocaniT, 

aseve fsiqologiuri proeqciis meqanizmiT, sabolood dadebiT emocias badebs. 

vigotski miiCnevs, rom kaTarzisis faqtori yovel nawarmoebSi Zevs, rogorc 

„aucilebeli afeqturi winaaRmdegoba, romelic iwvevs grZnobaTa urTierTsa-

pirispiro rigs da sruldeba maTi mokle CarTviT da ganadgurebiT“ ( , 

1986: 267).

cnobilia, rom msmeneli musikas interpretirebiT aRiqvams ( , 1986: 

14). amitom, xSirad, ufro gasagebi aris musika, romelic burdons Seicavs. 

burdonis dekodireba ufro advilia, vidre melodiuri moZraobisa, gansaku-

TrebiT, naklebad prognozirebadisa. marTlac, „rac ufro naklebia msmenelis 

Tezaurusi, miT ufro didia sonoruli erTian-sinkretuli, grZnobiTi aRqmis 

roli“ ( , 1986: 106). xolo burdoni erTgvari buferia Cveni smenisaTvis 

ucxo da Znelad adaptirebadi xmovanebisaTvis zeda xmebSi. 

gavixsenoT aseve saorgano punqtis mier zeda xmebisadmi „Tavisufali qce-

vis“ vizireba, romlis drosac am pedalur bgerasTan zeda xmebis „disonansuri“ 

mimarTeba aqtualurad aRar ganicdeba. 

samsjelod gamovitandiT burdonis sxva interpretaciebsac. magaliTad, 

simReris damasrulebeli unisonis didxans SenarCuneba, romelic slavebs axa-

siaTebs, SesaZlebelia, aixsnebodes, rogorc, erTi mxriv, moZraobis inerciis 

gadalaxvis, aseve, meore mxriv, usasrulobis dafiqsirebisadmi miswrafeba, ro-

melic frazis dasrulebis erTgvari protestia (audiomag. 9).

xSirad zeda xmis verbaluri teqsti kontinualur burdonul banSi gark-

veul latentur asls saxavs. swored am fsiqo-fiziologiuri realiis gaTva-

liswinebiT SegviZlia vigulisxmoT bizantiuri xmovanze gamRerebuli ison-is 

mgaloblebSi Tanalocva „erTiTa guliTa da erTiTa gonebiTa“.

aris Tu ara burdoni calkeuli individis mier melodiis unisonurad 

gayolis SeuZleblobis Sedegad kompromisuli gadawyvetileba? amgvari motivi 

mxolod individis da ara koleqtiuri azrovnebis donezea savaraudo. musi-

kaluri evoluciis adreul epoqaSi melodiis ayola an burdonuli xmiT Sex-

mianeba socialuri funqciiT iqneboda gansazRvruli da ara unaris mixedviT.

burdoni qarTul tradiciaSi

solistTan banis Sexmianeba qarTvelisTvis, pirvel rigSi, burdons gu-

lisxmobs. Tumca es ukanaskneli mcire moculobis subniSania ufro didi mocu-

lobis termin „banisa“, romelic, zogadad, Tanxlebas aRniSnavs. 

aRsaniSnavia, rom termin „bams“ ioane petriwis mier nagulisxmev samxmiano-

baSi swored Semkvrelis, gammTlianeblis funqcia ekisreba (fircxalava, 2002: 

burdonis semiotikuri ganzmilebebi tradiciul musikaSi
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115), rac gvavaraudebinebs imJamindel qarTul tradiciaSi burdonuli mra-

valxmianobis arsebobis faqts. 

sainteresoa, rom qarTul tradiciaSi burdons gamorCeuli saxeli ar aqvs. 

igi „banad“ iwodeba kaxeTSi, iseve, rogorc „bania“ guruli trios solisti. 

Tumca zemoaRniSnuli zuzunis qarTul paralelad, SesaZlebelia, sakrav Wia-

nuris saxelwodeba moviyvanoT, romelic, SesaZlebelia, Wrialis mniSvnelobi-

sac iyos (SeadareT _ lazuri Wilili). arsebobs gamoTqma „nu aWianureb“ (nu 

agrZeleb zedmetad). aqve gavixsenebdiT Janr „zuzuns“, romelic aseve reCita-

cias ukavSirdeba.

saxeli aqvs oTxxmiani SromiTi „nadurebis“ burdonul xmas “Semxmobarsac“. 

misi mdebareoba principulad banis diapazoniT ar iniSneba TviT samxmian nadu-

rebSic (gavixsenoT burdonis qveviT „CayvinTva“ imerul nadurSi), rac miuTi-

Tebs imaze, rom misi pirveladi funqcia foni araa. cxadia, igi sayden, maori-

entirebel tons aRniSnavs, magram ufro dinamiuria, mowodebis xasiaTisaa da 

ara sufrulis baniviT statikuri (audiomag. 10). sainteresoa, rom Semxmobari 

wydeba maSin, rodesac fraza bolovdeba da danarCeni sami xma sakadansod amo-

Zravdeba.

„zeda xmaSi _ solistebi, banSi gundi“ _ es, SeiZleba iTqvas, qarTuli sim-

Reris mTavari wesia, romlis darRvevis ufleba mxolod e.w. „trios“ banis mom-

Rerals eZleva. magram ratom asruleben Tundac melodiurad ganviTarebul 

bans qarTveli momRerlebi unisonSi? aSkaraa, rom es principi ostinaturi da 

burdonuli banis Zveli tradiciidan momdinare inerciaa. 

sabolood, SeiZleba iTqvas, rom burdoni tradiciuli eTnikuri musikis 

sivrceSi musikaluri struqturis erT-erTi sabaziso elementia, romelic, mi-

uxedavad Tavisi primitiulobisa da erTgvarovnebisa (an, SesaZloa, amis gamoc), 

polisemiur da mravaliarusian konceptad gvevlineba.
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1 http://www.britannica.com/art/drone-music
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TAMAZ GABISONIA
(GEORGIA)

It can be said that drone is one of the phenomena (if not the only one) which for the most part 
is regarded as the common feature of traditional musical culture. If anyone refers to drone as the 
chief symbol of ethnic music, it will be hard to raise a well-reasoned objection. 

What can we add to the viewpoints expressed about drone during this century? In any case 
our paper will seem like a compilation, even if non-purposeful. Hopefully our essay, which implies 
discussion on the stage of analysis, will be useful at least to encourage the intention.

We will do our best to regard drone according to three aspects of semiotics, also echoed by 
the features characterized by Medushevsky (Medushevsky, 1976: 29-38). We will also distinguish 
other, in our opinion, important peculiarities. 

Drone can be regarded as the archetype with polyhedral meanings. 
The word drone means buzzing in French1, as well as drone from the old German – humming 

or buzzing. Similar etymology is based on the continuous sound of an instrument. These names also 
show an immanent feature- sustaining a sound. Originally “drone” was a sign-symbol, a metaphor 
like “ostinato”. But the concept of drone does not have a single meaning. Apart from a sustained 
note, it also denotes background, support tone, recitation. From the standpoint of content, it may 
indicate unity, stability, transcendental impulse. 

Drone also has certain connotational meanings, which can be attributed by the addressee, e.g. 
“ground”, “support”, “sky” (in the upper register). 

Drone as denoting the central sound (tonic) on the one hand, and calmness and steadiness 
on the other hand, can also be perceived as the symbol of “house”, “room”. This is why it can 
also imply a kind of nostalgic meaning. From this standpoint it would be interesting to discuss the 
soundtracks of  lms with a nostalgic plot. 

It can be said that in a certain context drone denotes a daily occurrence, even silence. Silence 
is also a background, it is also homogenous….. At the same time we perceive a certain sound as 
a silence, which we are used to as a daily, necessary background (Jordania, 2008: 36). From this 
viewpoint the Swedish interpretation of drone is interesting – drowse. 

Static drone, from the standpoint of communication, has another connotation among perform-
ers – as a part for “less skillful performers”.

Which substance determines drone, as form – continuum or sound pitch constant? The imma-
nent peculiarity of continuum is expansion of a sound. It is an absolute embodiment of drone; and 
its secondary occurrence is a discrete, corpuscular sound stretch. The basic feature of sound pitch 
constant is invariability, which alongside a stretched sound, can also be expressed by recitation, 
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even by strumming a string or ringing a bell, or at least by regular beating on a shaman’s tambou-
rine. 

It is also noteworthy that repetition, which essentially contrasts with the idea of drone-contin-
uum, more  ts the idea of invariability or constant. For this reason ostinato can be understood as 
a kind of drone reincarnation. Let us remember Asa  ev, who considers “cantus  rmus” an occur-
rence of drone more than of ostinato. As he says “cantus  rmus” aims to “unite polyphonic tissue, 
tie and support it” (Asa  ev, 1971: 74).

The best example of constant opposed continuum is the Taiwanese “Pasibutbut” tradition. Is 
this variable sound drone? Indeed, it is! (audio ex. 1) 

Constant nature is the accidental peculiarity of drone, but continuity is a substantial character-
istic. This is why it can be said that continuum is the essence, method and form of drone, while con-
stant is only method and form. This is why in relation to continued (pedal drone) recitative drone 
should be considered as secondary both from chronological and phenomenological standpoints. 

– 
As Orlov  guratively says, time is the soul of music, and the sound is the body of music 

(Orlov, 1972: 359). We would add: drone is the intersection of these two dimensions. We would 
consider it as the most minimal and thus adequate expression of chronotope. 

Indeed, these two afore-mentioned coordinates are minimized in drone according to two ten-
dencies: 1) of rhythm, by directly leveling the time unit; 2) by leveling melodic movement as move-
ment in general; under the conditions of these two factors we can at some point feel “the border with 
transcendent timelessness” (Orlov, 1992: 66)

Modal gravitation is directly connected with the time factor. From this viewpoint drone po-
lyphony can be considered as an antipode of modal polyphony- proceeding from modal aesthetics, 
which contradicts the perception of tonical sound asa simultaneous centre of gravitation. Such a 
centre creates a coordinate in musical tissue, one regulation of which is the re  ection of transcen-
dental by general aesthetics, association of timelessness. 

It can be said that for music such an essential time coordinate is more actual in drone – con-
stant than in drone-continuum, as the former is counted in itself or by movement in parallel space, 
the latter has no such time unit. It can be said that constant is “immovable in mobile” (drone in 
polyphonic texture), and constant is “mobile in immovable” (perception of drone as a chain of 
separate sounds). 

In Orlov’s opinion musical sound is the clearest and most complete manifestation. In time 
it moves and even rests, “as aChinese vessel, constantly moving in its immobility” (Orlov, 1992: 
395). Here, certainly, under the “sound” the author means “drone” (audio ex. 2). 

Proceeding from the above discussion continuity should be considered as an essential charac-
teristic of drone, and constant nature as its own characteristic. But continuity and discontinuity exist 
only in formal space without context; and we ask the question: what are the semantics of continuum 
in music? As a binary opposite it is contradicted by movement, expressed by melody, proceeding 
from this continued intoning, without melodic movement, musical idea – in narrow understanding 
can be considered as drone.

Lomax considers that drone does not get lost in a situation where the stretched tone is dis-
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placed to another step (Lomax, 2009: 67). We would like to add: but it should not attract attention 
as a melodic motive. 

This is why, in a broader sense, drone is an accompaniment, but drone two-part singing can 
be understood as a sort of minimal image of real functional polyphony or that with a different func-
tion. Drone itself is a minimal or laconic image of bass – one of the chief contours of musical tissue 
(Nazaikinsky, 1972: 119).

Since we consider continuity as the chief characteristic of drone, we also considered an indi-
vidual stretched sound as drone. Proceeding from this, drone can be embodied 1) individually or 
collectively, 2) recitatively or continually, 3) instrumentally or vocally, 4) with contrast function 
(from other voice parts) or with a single function, 5) statically and dynamically. These pairs of  ve 
dimensions are regarded within one voice part, as binary opposites. In the same way, they can make 
different combinations: individual contrast drone – homey (audio ex. 3), instrumental solo drone – 
didgeridoo (audio ex. 4), collective single-part drone – Tibetan psalmody (audio ex. 5) total choral 
drone – Pasibutbut, contrast continual drone – Chakrulo (audio ex. 6), etc. 

Indeed, the embodiment of drone in more than one voice part is a very rare occurrence, par-
ticularly in any of the afore-mentioned forms. A different presentation of the drone idea in one 
performance is not natural. 

This is why the disseminated notion “drone polyphony” denotes not essentially a drone vocal 
movement (such can only be the music playing imprinted with the priority of drone creativity, for 
instance “Pasibutbut”), but polyphony with drone. Thus the term “drone polyphony” (similar to 
“drone” itself) does not proceed from real essence, nor is inadequate. So how did it happened to be 
inculcated? Evidently, for thrift reason, on the background of melodic diversity, drone is the only 
non-melodically active part and represents a relatively stable predicate.

In Asa  ev’s words “the strive to prolong the musical material is intrinsically connected to the 
strive to help us perceive the architectonics of the blurred tones in memory, in other words: melodic 
movement and pedal” (Asa  ev, 1987: 88). Here the scholar particularly focuses on drone as the 
stable background of gestalt. 

Gollitzin states that the simplest way to focus attention on stimulus is to match a contrasting 
background to the object. This allows the attention to move to the background sometimes and return 
to the object again (Golitzin, 1980: 59). This mechanism can be completely applied to the relation 
between the bass drone, as a background, and the upper leading voice, as gestalt. 

Rarely, drone turn into gestalt – it can be distinguished by a powerful functional initiative, 
leaving the melodically active voices a secondary role. 

Another function of drone is attaching a harmonic component to a melodic voice – as to the 
modal support of the phrase. In general, modal support, with a tonical (tonal?) reference-point, 
creates a green-house effect for the improvisation of the upper voices. 

Indeed, people with a drone culture determine the degree of the functional meaning of drone. 
For instance Greeks consider that the Byzantine chant with ison is a single-part tradition, but Geor-
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gians consider “Metivuri” (East Georgian song with a pedal drone on the unchanged tone through-
out the song) as a two-part song. 

In the subjective perception of drone’s actual time coordinate there arise evident associations, 
most fruitfully used in meditative religious cultures. Here it is necessary as the background for 
improvisation: harmonica for qawal, tanpura for the raga, recitation in Buddhist psalmody. The 
Byzantine isokratema itself, with its tonical charge, is knitted as a foreign body into the modal scale, 
but it survives in this dialectic environment. 

It is noteworthy that the above-mentioned religious spaces are mostly encountered in monadic 
cultures. In Georgian chant the drone is less important than in Georgian folk song. 

From the standpoint of religious music we would like to mention another dimension of drone 
– its introvert vector, in contrast to the extravert mobile voice, mostly directed downward. The 
Buddhist mantra “Aum”, or the Mongolian “Hoomei” are the examples (audio ex. 7). 

The Russian liturgical basso profundo can also be regarded as a parallel method. Such recita-
tion is also based on drone.

We can distinguish between the intentional and communication performance of drone. In the 
 rst case the drone performer focuses on the peculiarities of the drone, in the second case the direc-

tion of the drone is determined by another gestalt voice. 

Musical  gures are types of “emotional-acoustic codes” (Levi, 1992: 93) and among them the 
drone is distinguished in a distinct, economic structure, with a certain narrative context. Let us re-
member the vargan (audio ex. 8) and didgeridoo, containing “speech-like” vibration. This language 
is used for speaking with spirits. When ascending from speech to music we usually “step” on a same 
pitch repetition, drone, which equals to the documentation of musical sound itself. Drone is more 
epic than lyrics. This is the chief emotion caused by drone. 

 In general, according to the ethnomusicological practice, there are two qualities in the 
drone (stretched) sound: 1) dynamic, active (intensive, even annoying, charged with energy) – 
buzzing, prolonged – zurna, chianuri, bagpipe,  ddle drone, drone from Shop region in Bulgaria, 
etc 2) Static and passive (calming, meditational, passive background) – tambourine in raga, har-
monica in qawwali, drone in the song ”Metivuri”, etc.

 Why the drone produces anxiety in some cases, and relaxes in the others? Dynamic drone 
is mostly in the upper register, the static one in the low register. According to Sokhor, more effort 
is needed to produce high tones than low ones. They are regarded as expressing more emotional 
tension (Sokhor, 1986: 34). 

Habitual drone polyphony corresponds well “…..tranquil …. mechanism of music recognition 
and understanding” de  ned by Medushevsky (Medushevsky, 1976: 136)

Drone background does not only denote statics, con  ict-freedom, but also neutralizes its con-
 ict gestalt. Sound, constructed on simple intervals and based on a bass drone does not have agonal 

(competition) effect (Gabisonia, 2012).
It is interesting that the absence of rhythm is perceived more negatively than rhythmic music 

by man, because the latter is based on the repetition of a more pleasant intonation (Levi, 1992: 95). 
Obviously, the solo stretched voice of “melody register” provokes opposite, destructive reaction. 

Sometimes a “calm” drone also creates the environment for the effect of dramatization – via 
the contrast with the partner voice, but a similar layer causes positive emotion both as artistic goal 
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and the mechanism of psychological projection. Vigotsky considers that the factor of catharsis is 
present in every piece, as “essential affective resistance”, which causes opposite sensations fol-
lowed by their brief inclusion and annihilation” (Vigotsky: 1986: 267).

It is known that the listener perceives music and interprets it (Kostiuk, 1986: 14). This is why 
music with a drone is often more understandable. It is easier to decode drone than melodic move-
ment, particularly a less predictable one. Indeed, “the lesser is the listener’s thesaurus, the bigger is 
the role of sonorous, common-syncretic perception” (Duvirac, 1986: 106). And drone is a kind of 
buffer to our ear against strange and hardly-adaptable notes in the upper voices. 

We would also discuss other interpretations of drone, for instance the maintenance of unison 
at the end of a song, characteristic of the Slavs, can be explained as overcoming the inertia of 
movement on the one hand and striving for documenting in  nity on the other hand, which is a sort 
of protest against the phrase ending (audio ex. 9). 

Frequently, the verbal text of the upper voice represents a certain latent copy in the bass drone. 
Considering this psycho-physiological reality, it can be implied in the co-prayer “With one heart 
and one mind” in ison chants sung on the Byzantine syllable. 

Is drone a compromise decision resulting from the individual’s inability to follow the melody 
in unison? Such motivation is supposed on the level of individual, not collective thinking. In the 
early epoch of musical evolution joining the melody or tuning drone might be determined by social 
function, not by ability. 

Accompaniment of a solo singer with a bass implies primarily the drone. However the latter is 
the small sub-sign of a larger capacity term “bass”, denoting accompaniment in general. 

It is noteworthy, that in three-part singing implied by Ioane Petritsi the term ”bami” has a 
combining function (Pirtskhalava, 2002: 115), which makes us presume the existence of drone 
polyphony in the Georgian tradition of the time. 

It is interesting that in Georgian tradition drone has no distinguishing name; it is referred to as 
“bani” in Kakheti, the same term which represents a virtuoso low part of a Gurian trio. However the 
name of the Georgian instrument chianuri – which can also have the meaning of “squeak” (compare 
with Laz chilili) can be considered as the parallel to the afore-mentioned buzzing, also connected 
with recitation. 

The pedal drone in four-part work songs naduri has the particular name “shemkhmobari”. Its 
location is not marked out by the range of the bass even in three-part naduri songs (let us remember 
the “diving” of the top parts under the drone in Imeretian naduri), indicating that background is not 
its primary function. Indeed it denotes a supportive, axis tone, but is more dynamic – with appealing 
character and not static as the bass in table songs (audio ex. 10). It is interesting that shemkhmobari 
stops when the phrase ends and the other three parts start moving towards a cadence. 

“Upper voice must be sung by soloists, the bass by a choir” – this can be considered as the 
chief rule of Georgian singing tradition, and only the bass of a western Georgian trio is allowed to 
violate this rule. By why do Georgian singers perform the melodically developed bass in unison? 
Apparently, this principle of ostinato and bass drone is inertia coming from old tradition. 

Finally it can be said that drone is one of the basic elements of musical structure of traditional 
music, which despite (or possibly because of) its primitiveness and homogeneity appears to be a 
poly-semantic and poly-layer concept.
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