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Tamaz gabisonia
(saqarTvelo)

Sebanebis kanonzomierebani qarTul tradiciul musikaSi

qarTul eTnomusikalur sivrceSi bani met-naklebi kompetenciis Semsrule-

belTa mSvidobiani, saerTo miznisken mimarTuli TanaSemoqmedebis saxea. amitom 

SegviZlia visaubroT banze, rogorc qarTuli xalxuri simReris yvelaze koncep-

tualur elementze. amave dros, qarTuli simRera-sagaloblis bani, erTgvarad, 

ambivalenturi mniSvnelobisaa: igi TiTqosda wamyvani xmebis emanacia da garsia 

da, amave dros, – is bazisi, romelzec aisxliteba zeda xmebis SemoqmedebiTi 

„zambara„. 

bani qarTuli tradiciuli musikis semiozisis yvelaze mniSvnelovani kodia. 

igi SeiZleba warmogvidges, rogorc niSani-xati (banSi sayrdeni da finaluri 

tonebi, rogorc kilouri centris erTgvari metonimi), rogorc niSani- indeqsi 

(mizidulobis aRmniSvneli banis safexuri, an moZraoba) da rogorc niSani- 

simbolo (Ziri, fesvi, safuZveli – rogorc motivirebuli da araintencional-

uri niSani). 

semantikuri TvalsazrisiT, bani Sexmianebis („Sebaneba„), komunikaciis sim-

boloa. misi etimologiac amaze migviTiTebs – „bam„, rac bmaze, SekavSirebaze 

migvaniSnebs (Cemi azriT, ar unda gamoiricxos banis Semdegi etimologiuri ver-

siebic: a) bani – swori zedapiri; b) bam, ban – dabali bgeris mkafio atakiT mRe-

ris bgerweriTi gamosaxva; 3) Tanmxlebi sakravis [ebani, simis saxelwodeba „bam„) 

dasaxelebidan momdinareoba). Sesabamisad, bani saqarTveloSi, zogadad, mravalx-

mianobis, xmis Sewyobis principze mianiSnebs.

qarTuli simRera-sagaloblis banis ganxilvisas gamovyofdiT mis Semdeg 

funqciebs: saSemsruleblo reglamentis, struqturuls (grafikuli iersaxiT ga-

moxatuls) da komunikaciurs.

saSemsruleblo reglamentis mxriv, bani SeiZleba iyos: gunduri, ansamblu-

ri (specifikuri xmis partia „gadaZaxilis„ SemTxvevaSi) da solo. gunduri bani 

umetesad burdonulia, ansambluri bani ufro aRmatebul saSemsruleblo-Semo-

qmedebiT kompetencias gulisxmobs da misi partiac, xSirad, ufro moZravia, rac 

Seexeba solo bans, igi xSir SemTxvevaSi, ganviTarebuli samxmianobis wamyvan xma-

dac gvevlineba – ZiriTadad, guruli simReris „trios„– sami solistis for-

matSi.

grafikuli reliefis mxriv, bani mravalxmianobis formaTa indetifikaciis 

erT-erTi mkafio kriteriumia. igi SeiZleba iyos: burdonuli, ostinaturi, zeda 

xmis/xmebis paraleluri, Tavisufali ganviTarebis; amas garda, banis aRniSnu-

li saxeobebi, SesaZloa, iyos sada da figuraciuli. aRsaniSnavia, rom burdonis 

sxvadasxva formad daxarisxebisas, swored misi sada da figuraciuli formis 

gamokveTa aris arsobrivad relevanturi da ara _ misi reCitaciuli da kontin-

ualuri saxeobebisa.

banis, erTi SexedviT, ganviTarebuli moZraoba xSirad naklebadaa melodiis 

kompoziciuri principis amsaxveli, vidre – banis ufro martivi, magram mkaf-

iod gamoxatuli melodiuri frazebi. SeiZleba iTqvas, guruli bani ufro me-
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tad swored figuraciis meTodiT ganapirobebs rTuli mravalxmiani struqtur-

is SemuSavebas da ara – Tavisufali improvizaciuli melodiuri ganviTarebis 

Sedegad. 

bani da zeda xmebi, solistebi, TiTqmis mTlianad moicaven qarTuli mravalx-

mianobis paradigmas, romlis mixedviT, qarTuli mravalxmianobis struqtura 

SeiZleba or ZiriTad funqcionalur plastad warmovidginoT: erT plastSi, 

ZiriTadad, terciuli paralelizmiT moZravi zeda solo xmebi, xolo meoreSi 

gunduri bani igulisxmeba. bani da zeda xmebi – esaa erTgvari konceptualuri 

orxmianoba, an orplastianoba. 

am models naklebad esadageba guruli „trios„ formati, igi Tanabari samx-

miani struqturisaa, riTac emezobleba sagalobels (saidanac, rogorc Cans, mom-

dinareobs kidec). magram amis gamo „trio„, SesaZloa, arc miviCnioT xalxuri 

musikis tipobriv saxeobad. am mosazrebas ganamtkicebs is faqtori, rom trios 

Semsrulebelebi gamorCeuli ostatebi, e.w. „naxevradprofesionalebi„ arian (ga-

rayaniZe, 2007).

qarTuli banis komunikaciuri funqciebi sxva xmebTan koordinaciis pirobebSi 

yvelaze mkafiod SegviZlia gamovacalkevoT SemoqmedebiTi iniciativis xarisxis 

mixedviT (gabisonia, 2009:). bani qarTul simReraSi SesaZlebelia iyos mxolod 

Tanxlebis, fonuri (iniciativis armqone), partnioruli (sxva xmebSi Tanabrad an 

talRiseburad gadanawilebuli iniciativis) da melodiuri (iniciativis mflo-

beli) komunikaciuri funqciebisa. fonur banad miviCnevT burdonuls, partn-

iorulad – sinqronuli (zeda xmebTan sinqronulad moZravi), paraleluri da 

paralinealuri (Tavisufali xmaTasvlis) mravalxmianobis bans. melodiur banad 

ki miviCnevT ostinatursa da gadaZaxilis tipis bans. 

banis zeda xmebisgan damoukideblobis xarisxi, aseve, mJRavndeba mis mier 

originaluri sityvieri teqstis flobisas. zogadad, rac ufro Zvelia qarTuli 

simReris plasti, miT ufro damoukidebeli da originaluria misi calkeuli 

xmebis sityvieri teqsti, artikulacia da kompoziciuri principi.

miTi imis Sesaxeb, rom „qarTveli qarTvels xmas unisonSi ar aayolebs„ xSir-

ad baTildeba swored qarTuli gunduri baniT. risi gamoZaxili SeiZleba iyos es 

movlena? iqneb, igi responsoruli arqaikis STamomavalia (Jordania 2004:38)? – 

korifes mowodebis pasuxi, romelic Tavidan kvlav solistis frazis gameorebas 

efuZneboda? 

amgvari erToblivi (ufro – ansambluri da ara – gunduri) melodiuri 

banis mkafio magaliTia guruli gadaZaxili. gadaZaxilian simRerebSi aqcentire-

bulia banis erTgvari „alternatiuli dramaturgia„: unisonuri banis gankerZoe-

bul models (gabisonia, 2009: 40) upirispirdeba trios mier namReri paralineal-

uri, individualuri ganviTarebis bani (mag. 1). am mxriv, sainteresoa, simRera 

„Tirini horeramaSi„ banis mier rolebis cvalebadoba – melodiuri frazidan 

igi fonis burdonze gadaerTveba (garayaniZe, 2007) (mag. 2). xdeba erTgvari re-

cefcia – sxva modusis aTviseba, rac kontaminaciur formas warmoSobs (gabiso-

nia, 2009: 93).

gadaZaxilis msgavsi funqciisaa martiv responsorul simRerebSi gamoye-

nebuli gunduri unisonuri melosi TuSur „dalaSi„, aWarul „Tirni horeramaSi„, 

megrul „ZabraleSi„ (mag. 3 a, b). da sxv. amgvari melodiuri frazebi erTgvari 

„kantus firmusia„, romelSic zogjer dasrulebuli musikaluri azria asaxuli 

da romelic mravalxmian faqturas polifoniurobis maRal xarisxs aniWebs. zo-

Sebanebis kanonzomierebani qarTul tradiciul musikaSi
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gadad, gadaZaxili, rogorc calke xmis partia, simReraSi sxva banis partiasTan 

ar unda jgufdebodes. Sesabamisad, guruli triosa da erTxmiani gadaZaxilis 

simRerebi oTxxmianad da ara samxmianad unda aRviqvaT.

gadaZaxilTan mimarTebaSi gansakuTrebul yuradRebas imsaxurebs imeruli da 

aWaruli gunduri melodizebuli bani. SeiZleba iTqvas, rom aWaruli orxmianoba, 

guruli trios ganviTarebuli solo banis, aseve, zogadad, qarTuli kontrastu-

li polifoniis wina etapia. 

davasaxelebT zogierT formulas, romlis mixedviTac banSi mivdivarT sakvan-

Zo safexurebamde (orientacias viRebT kvlav da kvlav gurul banze, rogorc 

yvelaze improvizaciulze): a) gamiseburi moZraoba sakvanZo safexurisken (mag. 4); 
b) martivi figuraciebi: terciuli Senacvlebebi sekundiT zeviT da qveviT gad-

anacvlebisTvis (mag. 5); g) rTuli figuraciebi: sekundur-terciuli da terci-

ul-sekunduri figuracia terciis misaRebad (rogorc zeviT, aseve, qveviT) (mag. 

6 a, b), aseve, samxmovanebis figuracia kvartis misaRebad (mxolod dabla) (mag. 7), 

daRmavali sekventuri terciebi, rogorc jvaredini, aseve, mimdevrobiTi (mag. 8 a, 

b); d) sekventuri figuraciebi _ ZiriTadad terciuli svlebiT (mag. 9).

unda aRiniSnos isic, rom, zogadad, qarTuli simReris banis sakvanZo safex-

urebisadmi orientirebuli figuraciuli moZraoba, ZiriTadad, kadansuri xasiaT-

isaa. imave trioSi banis moZraoba, ZiriTadad, safexuridan safexuramde figura-

ciebiT datvirTuli kadansebis jaWvs warmoadgens (mag. 10 a, b). TiTo aseT frazaSi 

Seicnoba, umetesad, ori kadansis sinTezi: sayrdeni safexuridan opoziciur 

safexurze, xolo Semdeg, am ukanasknelidan axal (an Zvel) sayrdenze kadansireba. 

cnobilia, rom bani qarTuli simRera-sagaloblis harmoniuli funqcionalo-

bis ZiriTadi ganmapirobebeli faqtoria. qarTuli xalxuri simRera SedarebiT 

mkafiod diferencirebuli funqcionalobiT xasiaTdeba, vidre saeklesio sagalo-

beli, radgan es ukanaskneli modalobis meti xarisxiT gamoirCeva. 

ioseb Jordania sruliad marTebulad miiCnevs, rom qarTuli harmoniis 

erT-erTi principi banis safexurTa terciuli naTesaobaa (Jordania, 1989: 54, 58). 

aseve, yuradsaRebia i. Jordanias mosazreba, rom qarTul simReraSi terciul da 

kvintur melodiur orientacias exameba xmaTa sekunduri da kvartuli harmoni-

uli koordinacia (Jordania, 1989: 152). qarTuli simReris dramaturgiis es bina-

ruli mimarTeba principulad marTebuladaa danaxuli jer kidev 27 wlis win. 

ioseb Jordania, aseve, marTebulad adasturebs banis safexurebis simetriul 

damokidebulebebs tonikaluri centris pirobebSi (Jordania, 1989: 69). aseTi si-

metriiT xasiaTdeba ara mxolod safexurebi, aramed melodiuri figurebic, rom-

lis kargi gamoxatulebaa zogierTi aWaruli orxmiani simRerebis bani. am mxriv, 

sainteresoa banis simetriuli moZraobebic (mag. 11).

Tumca vfiqrobT, i. Jordanias adreuli Sexedulebebi dRes mcireoden ko-

reqtirebas moiTxovs. kerZod, misi mosazrebebi zeda me-4 safexuris dominan-

turobis, xolo qveda me-4 safexuris tonikalobis Sesaxeb terciuli principis 

ucvlelad mTel skalaze gadatanidan momdinareobs. magram qarTul tradiciul 

musikaSi, ufro metad, vidre evropul harmoniul sistemaSi, tonikuri bgeridan 

orive mimarTulebiT daSoreba terciuli kavSirebis TandaTanobiTi SesustebiT 

aRiniSneba. igive iTqmis sekundaze: qarTul simReraSi harmoniul-funqcional-

uri opozicia, didi umetesobiT, sekundasTanaa dakavSirebuli, xolo kvartuli 

safexuri SeiZleba aRiqmebodes opoziciuradac da monaTesavedac (msgavsia, am 

mxriv, kvinturi safexuric). 

Tamaz gabisonia
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maSasadame, terciuli naTesaobis principi qarTul mravalxmianobaSi, gan-

sakuTrebiT, dasavlurSi, Sepirapirdeba, rogorc oqtavuri, aseve, kvartuli da 

kvinturi vertikaluri SeTanawyobis principTan, rac drois sakvanZo wilebze 

mdebare safexurebis xazgasmazea orientirebuli. es safexurebi SeiZleba Sen-

acvlebuli iqnas, rogorc terciuli bgeriT (ufro xSirad), aseve, kvinturiTa 

da kvartuliT. 

amasTan, vfiqrobT, dRes ukve Tamamad SegviZlia visaubroT qarTuli tradi-

ciuli musikis sivrceSi evropuli musikis zegavlenis Sedegad warmoqmnili hi-

briduli harmoniuli struqturebis Sesaxeb. vgulisxmobT dominantur kvartul 

aRmaval veqtors, aseve, subdominantur alternatiul tonikalobas (sagalobleb-

Si erTgvari `subdominanturi elferi~ arcTu iSviaTad Seicnoba) (mag. 12).

zogadad, harmoniuli vertikalis mxriv, Cveni azriT, mcire revizias moiTx-

ovs d. arayiSvilis mier „triqordis„ (kvartkvintakordi _ d. arayiSvili, 1916) 

qarTuli harmoniis safuZvlad miCneva. SeiZleba Tamamad iTqvas, rom qarTu-

li tradiciuli akordika didi wiliT dafuZnebulia „banalur„ samxmovanebaze.

aseve, ar viziarebT enTuziazms qarTul simReraSi araterciul TanxmovanebaTa 

xSirad xazgasmul mniSvnelobis mimarT. amgvarad, SeiZleba iTqvas, rom qarTuli 

simRera araa kardinalurad gamijnuli zogadi „musikaluri substanciidan„ da 

igi mxolod sakuTari „eTnosmenis„ (zemcovskis terminebi _ zemcovski, 2004: 17) 

„kaleidoskopiT„ gaawyobs Tavis naxats.

zogadad, banis, rogorc qarTuli xalxuri simReris stabilurobis simbo-

losa da garantis stabiluroba sami veqtoriT SeiZleba gamoixatos: 1) simReris 

harmoniuli ConCxi, 2) melodiuri frazeologia; 3) unisonuri Sesruleba.

qarTul saeklesio sagalobelSi bani ar aris iseTi gamorCeuli reglamen-

tisa da mravalferovani, rogorc simReraSi. aq mis zogad Taviseburebad unda 

dasaxeldes zeda, wamyvani xmisadmi ufro mkafio paraleluri orientacia, vidre 

meore xmisa _ imave wamyvanTan. burdonuli bani qarTul sagalobelSi, gansx-

vavebiT simRerisagan (da gansxvavebiT bizantiuri izokratemisagan), tradiciuli 

reglamentiT, faqtobrivad, ar dasturdeba. es faqti miuTiTebs qarTuli saga-

loblis paraleluri xmaTasvlisadmi erTgulebaze, msgavsad dasavleTevropuli 

organumisa. amasTan, unda vifiqroT, rom qarTul simReraSi melodiis moculo-

bis zrda da paralinealuri xmaTasvlis ganviTareba swored sagaloblis gavle-

nis Sedegi unda yofiliyo.

qarTul sagalobelSi banis mixedviT sxvaoba yvelaze mkafiod sveticxovli-

sa da gelaTis skolebis gamSvenebul nimuSebs Sorisaa gamoxatuli. zogadad, 

sagalobelSi, ufro metad, vidre simReraSi, banis SemoqmedebiTi aqtivoba fig-

uraciebiT Semoifargleba. aRmosavleTqarTul nimuSebSi es figuracia iSviaTad 

scildeba or bgeras (mag. 13), dasavleTqarTulSi ki xSiria 4-5-bgeriani figura-

ciebi (mag. 14).

sainteresoa, rom qarTul sagalobelSi, msgavsad simRerisa, mkafiodaa 

gamokveTili banis zeda xmasTan kvintur-oqtavuri cvalebadi paralelizmi (mag. 

15), rac kidev erTxel adasturebs simReris mier sagaloblidan paraleluri 

xmaTasvlis principis nasesxobis varauds. zogadad ki, Tamamad SeiZleba iTqvas, 

rom harmoniuli orientaciiTa da melodiuri qceviT qarTuli simRerisa da 

sagaloblis bani ufro erTiani stiluri movlenaa, vidre qarTuli tradiciuli 

musikis am ori masivis zeda xmebi.



264

gamoyenebuli literatura

gabisonia, Tamaz. (2009). qarTuli tradiciuli mravalxmianobis formebi. disertacia 

musikologiis doqtoris akademiuri xarisxis mosapoveblad. Tbilisi.

garayaniZe, ediSer. (1988). responsoruli simReris roli qarTuli mravalxmianobis 

CamoyalibebaSi. wliuri samecniero naSromi, xelnaweri Tbilisis saxelmwifo kon-

servatoriis qarTuli xalxuri musikaluri Semoqmedebis laboratoria.

garayaniZe, ediSer. (2007). qarTuli xalxuri simReris Semsrulebloba. redaqtori 

ioseb Jordania. Tbilisi, `inteleqti~.

zemcovski, izali. (2004). `polifonia, rogorc `eTnosmena~ da misi `musikaluri sub-

stancia~: Homo Polyphonicus–is qceva~. krebulSi: tradiciuli mravalxmianobis 

me–2 saerTaSoriso simpoziumi, moxsenebebi,. gv. 17–32. redaqtorebi: wurwumia, 

rusudan da Jordania, ioseb. Tbilisi: Tbilisis saxelmwifo konservatoriis tra-

diciuli mravalxmianobis kvlevis saerTaSoriso centri. 

Jordania, ioseb. (2004). `Interrogo Ergo Cogito” _ `viZlevi SekiTxvebs, maSasadame var-

sebob~. krebulSi: tradiciuli mravalxmianobis me– 2 saerTaSoriso simpoziumi, 

moxsenebebi, gv. 33–44. redaqtorebi: wurwumia, rusudan da Jordania, ioseb. Tbi-

lisi: Tbilisis saxelmwifo konservatoriis tradiciuli mravalxmianobis kvlevis 

saerTaSoriso centri.

). 

Tamaz gabisonia



265

TAMAZ GABISONIA
(GEORGIA)

REGULARITIES OF BASS TUNING IN GEORGIAN TRADITIONAL MUSIC

In the Georgian ethno-musical space, bass is a form of peaceful mutual creation of more or 
less competent performers directed towards the common aim. That's why we can talk of bass as of 
the most conceptual element of the Georgian folk song. At the same time, bass of Georgian song-
chants has a sort of ambivalent meaning: it seems to be the emanation and interface of leading 

Bass is the most important code of semiosis of the Georgian traditional music. It can be rep-

center), as a sign-index (the step or movement of bass denoting attraction) and as a sign-symbol 
(root, radix, basis, as a motivated and not-intentional sign). 

-
nection (in my opinion, the following etymological versions of "bani" or bass in Georgian should 

of the singing of low sounds with the method of sharp attack; c. name of an ancient musical instru-

polyphony, voice blending. 
When discussing the bass of the Georgian song-chants, we distinguish its following functions: 

performing regulative, structural (expressed in graphic form), and communicative. 

_ far calling) and solo one. Group bass is mostly bourdon. Ensemble 
bass implies superior performing and creative competence and its part in most cases is more mobile. 
What about solo bass, it also represents most frequently the leading voice of the developed triphony, 

forms of polyphony. It can be bourdon, ostinato, parallel to upper voice/voices, it can have a free 

forms is essentially relevant and not so, to distinguish its recitative and continual varieties. 

the compositional principle of a melody, in compare with simpler, but more accurately expressed 
melodic phrases. It can be boldly asserted that Gurian bass causes the elaboration of a complex 

melodic development. 
Bass and upper voices _ soloists almost entirely cover the paradigm of the Georgian polypho-

ny, according to which, the structure of the Georgian multipart singing can be imagined as two main 
functional layers, out of which, in one layer there occur mostly the upper solo voices moving with 
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third parallelism, and in the second layer there is implied the group bass. Bass and upper voices 
represent a sort of a conceptual bi-phony, or bi-layerism. 

voice structure, where it resembles to the chants (and apparently it takes its origin from chants, too). 
Yet, "Trio" just due to this fact, can be possibly even not be regarded as a typical variety of the folk 
music. This opinion is backed by the factor that trio performers were outstanding masters, so called 

Communicative functions of the Georgian bass under the conditions of coordination with the 
other voices can be most comprehensively separated by the degree of creative initiative (Gabisonia, 
2009: 40). Bass in the Georgian song can have communicative functions of just accompaniment, 
background (having no initiative), partnership (with equal or wave-like sharing of initiative among 
other voices), and melodic (holding the initiative). Bourdon bass is believed to be a background 
bass, partnership bass in synchronic one (moving synchronically with upper voices), and parallel 

(far calling) type basses as melodic ones. 
The degree of independence of bass from upper voices is also revealed when it possesses orig-

inal verbal text. In general, the more ancient the layer of the Georgian song is, the more independent 
and original are the verbal texts, articulation and composing principles of its separate voices. 

is frequently basted with exactly Georgian group bass practice. What can be this phenomenon be a 
_ a response to 

coryphe's call, which was initially based again onto the repeat of the soloist's phrase? 
A clear example of such joint (or rather ensemble and not group type) melodic bass is the 

-

sung by trio, which is paralinear and has an individual development (ex. 1). In this respect, it is 
_ from the melodic 

phrase the bass is switched onto background bourdon (Garaqanidze, 2007) (ex. 2). There occurs a 
sort of reception _ assimilation of other modes, which gives birth to a contaminative form (Gabi-
sonia, 2009: 93). 

The group unison melos (melisma) used in simple responsive songs, in Tushetian "Dala," 

-

perceived as four-voiced (tetraphonic) songs and not three-voiced ones. 
Imeretian and Ajarian group melodized bass deserves a special attention in connection with 

represent the stage directly preceding the bass and, in general, Georgian contrastive polyphony. 
We shall cite several formulae according to which we can reach key steps in bass (we orient 

from the Gurian bass as the most improvisational one): a) gamma-like movement to the key-step 
-

Tamaz Gabisonia
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-

-
gian songs, oriented towards the key steps, has mainly the cadence character. In the same trio, the 

supporting step to the oppositional step, and then making a cadence from the latter to the new (or 
the former) supporting step (ex. 10 a, b). 

It is accepted that bass is the main conditioning factor of harmonious functionality of Georgian 
song-chants. The Georgian folk song is characterized by a relatively distinctly differentiated func-
tionality in compare with the ecclesiastic chant, as the latter stands out by more extents of modality. 

J. Jordania believes absolutely logically that one of the principles of the Georgian harmony 
is the family relationships of third type characteristic for the bass steps (Zhordania, 1989: 54, 58). 

the Georgian songs is matched with second and fourth harmonic coordination of voices (Zhordania, 
1989: 152). This binary relationship of the dramaturgy of Georgian songs is, in principle, correctly 
contemplated by this author as early as 27 years ago. 

conditions of tonic center (Zhordania, 1989: 69). Such a symmetry is characteristic not only for 

expression of the described regularity. In this respect, symmetrical movements of bass deserves 
some interest, too (ex. 11). 

Yet, we consider that the early opinions of J. Jordania demands certain corrections today. 
Namely, his ideas about the dominance of the upper 4th step, and tonic nature of the lower 4th step 
proceed from the idea of transposing third principle unchanged onto the whole scale. Yet, in the 
Georgian traditional music, to a greater extent than in the European harmonious system, getting 
farther from the tonic sound in both directions is manifested by the gradual weakening of third 
links. The same is true for the second interval: the harmonious-functional opposition, in most cases, 
is connected with the second interval, and the fourth interval can be perceived both as oppositional 

Therefore, the principle of third family ties in the Georgian polyphony, especially in the West 
of Georgia type polyphony is matched with the octave, as well as with the principle of vertical 

portions of time measure. These steps can be alternated with the third sound (more frequently) as 

At the same time, we believe that today we can boldly speak of the hybrid harmonious struc-

We imply here the dominant fourth ascending vector as well as the subdominant alternative tonicity 

Generally speaking, in terms of harmonic vertical, according to our opinion, D. Araqishvili's 

that the Georgian traditional set of chords is based on the "banal" triphony to the greatest extent. 
Also, we do not share the enthusiasm about often emphasized importance of non-third (non-tertia) 

Regularities of Bass Tuning in Georgian Traditional Music
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cosoundings for the Georgian singing. Thus, it can be expressed so that the Georgian singing is not 

In general, stability of bass as of the symbol and guarantee of the stability of Georgian folk 
song can be expressed with three vectors: 1) the harmonic skeleton of the song; 2) melodic phrase-
ology; 3) unison performance. 

In the Georgian ecclesiastic chants, bass has not such outstanding spectrum and diversity as 
in songs. Here it must be cited as its general peculiarity its clearer parallel orientation in respect 
with the upper, leading voice in compare with the orientation of the second voice in respect with 
the same leading voice. The bourdon bass in Georgian chants, as distinct from the songs (and as 

This fact points to the loyalty of the Georgian chants to the parallel movement of voices, just like 
the Western European organum. At the same time, we must think that increase of the volume of 
melody and development of the para-linear movement of sounds in the Georgian singing must be 

In Georgian chants the differences in bass are most comprehensively expressed among the 
decorated samples of Svetitskhoveli and Gelati schools. Generally, the creative activity of bass is 

containing 4-5 sounds are common (ex. 14). 
-

time the suggestion that songs presumable borrowed the principle of parallel voice movement from 

melodic behavior, bass of the Georgian song and chant is a more uniform stylish movement than the 
upper voices of these two massive groups of the Georgian traditional music. 
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