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nana mJavanaZe
(saqarTvelo)

erTi sakadanso artikulaciis Sesaxeb svanur simReraSi

qarTul xalxur simReraSi sityvisa da musikis urTierTmimarTebis sakiTxis 

gamorkvevas araerTi kvleva mieZRvna. metwilad, am problemiT enaTmecnierebi 

interesdebodnen, Tumc xalxuri musikis mkvlevrebi gverds ver uvlidnen te-

qstebs specifikurad musikologiuri sakiTxebis ganxilvisas, erTi mxriv, maTi 

formisSemqmneli segmentis rolis (gvarjalaZe, 1983), xolo, meore mxriv, sity-

visa da musikis semantikuri urTierTmimarTebis (kalandaZe-maxaraZe, 1993) mniS-

vnelobis gamo formis SeqmnaSi. kvlevaSi qarTuli sityvis intonaciuri Tavise-

burebebis Sesaxeb s. JRenti saintereso dakvirvebebs gvTavazobs. pativcemuli 

enaTmecnieri farTod ganixilavs qarTul xalxur sasimRero repertuarSi te-

qstebis gansxvavebul aspeqtebs da aRwers enis, sityvis maxasiaTeblebs, xSir-

ad musikaluri qsovilis moTxovnebiT ganpirobebuls (JRenti, 1963). s. JRentis 

kidev erTi enaTmecnieruli kvleva svanuri enis fonetikis Taviseburebebs exeba, 

sadac avtori ambobs: „...aRsaniSnavia svanuri metyvelebis musikaloba. svanuris 

aqcentuacia da intonacia imdenad mdidaria, rom am mxriv svanurs dRes ver See-

dreba verc erTi sxva qarTveluri ena. bevri ram, rac moZme qarTvelur enebSi 

miCqmalulia savsebiT, an Sesustebulia, svanurSi reliefuradaa warmoadgeni-

li„ (JRenti 1949: 96). igi naSromSi qarTuli sasimRero teqstebis zogad maxas-

iaTeblebze msjelobs da miznad ar isaxavs calkeuli dialeqtebis sametyvelo 

da sasimRero enis TaviseburebaTa warmoCenas. Tumc avtoriseuli postulatebi 

dagvexmara im orientirebis gansazRvraSi, romelTa mixedviTac warimarTa Cveni 

kvleva. upirveles yovlisa, es aris artikulaciis zogierTi Tavisebureba, rac 

svanebis muzicirebas danarCeni dialeqtebisagan gamoarCevs. 

xmovnebi da sakadanso artikulacia. 

svanur musikalur repertuarze yuris „Sevlebac„ ki sakmarisia, rom erTi 

Tavisebureba gamovarCioT. esaa xmovnebis - i, (u)o, (h)a - intonireba speficikuri 

artikulaciiT, romelic gamorCeuli elferis mqone eTnikur (dialeqtur) sti-

lur Taviseburebas qmnis. dakvirvebisas gamoikveTa, rom msgavsi musikalur-ver-

baluri artikulireba garkveuli kategoriis simRerebSi gvxvdeba, romlebic 

mWidrodaa dakavSirebuli saweso dReobebTan da ritualebTan da saritualo 

wesSi damaxasiaTebeli kompoziciuri forma da adgili aqvs. Janris zemcovsk-

iseuli formulirebis mixedviT (Zemtsovsky, 1983: 61-65), aRniSnuli simRerebi, 

romlebic ZiriTadad religiuri funqciis matarebelia, saritualo himnebs Sei-

Zleba mivakuTvnoT. 

es stiluri Tavisebureba Semdegnairad SeiZleba aRvweroT: a) gvxvdeba mx-

olod himnuri tipis sagaloblebSi, romelTa sityvieri teqstebi samRerisebi-

sagan Sedgeba, b) damaxasiaTebelia mxolod sakadanso saqcevis nagebobisTvis, g) 

simReris metri Tavisufali, amorfulia da, Sesabamisad, aRniSnuli sakadanso 

saqcevic Tavisufalia metruli CarCosagan; d) ZiriTadad artikulirdeba Sua da 

zogjer zeda xmis mier, e) melodiurad warmoadgens kvartul daRmaval naxtoms 
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qveda sayrden bgeraze, romlis Sedegadac orxmian TanafardobaSi warmoqmnis in-

terval kvartas, kvintas an unisons sayrden bgeraze, v) gamRereba xdeba xmovneb-

ze: i, (h)a, o; z) axasiaTebs ritmuli da melodiuri Tavisebureba [ .]. sayrden 

bgeraSi daRmavali safexurebrivi moZraobis nacvlad, Sua xma adis erTi safex-

uriT zeviT da myisierad akeTebs naxtoms kvartiT qveviT, tonikaze (sayrden 

bgeraze), rac warmoqmnis kvintur vertikals, xolo ukidures zeda xmaSi kvar-

tuli moZraoba metwilad gvxvdeba himnis damabolovebel kadansSi da warmoqmnis 

damamTavrebel unisons. 

kvarta svanur simReraSi. 

kvartuli naxtomis upiratesobaze _ kadansirebis sxva tipis formebTan Se-

darebiT _ SeniSnavs svanuri musikis pirveli mkvlevari d. arayiSvili (aray-

iSvili, 1950: 40). kvartis mniSvnelobas svanur simReraSi sagangebod aRniSnavs 

agreTve S. aslaniSvili da mas musikaluri azrovnebis siZvelis erT-erT indika-

torad miiCnevs (aslaniSvili, 1954: 38, 40); yvelaze saintereso isaa, rom kadansSi 

kvartul daboloebas avtori ganixilavs, rogorc saritualo simReris damaxa-

siaTebel niSans, romelic gvxvdeba rogorc svaneTSi, aseve, xevSi _ aRmosavleT 

saqarTvelos mTis musikalur dialeqtSi (aslaniSvili, 1954: 80-81). marTalia, 

mecnieri ar uRrmavdeba am sakiTxs, magram am SeniSvniT movlenis saerTo qarTul 

Zirze mianiSnebs. zogadad, kvartis wamyvan mniSvnelobas svanur simReraSi, ker-

Zod, aRmaval kvartul intonacias ori nagebobis sazRvarze, am kuTxis stilur 

Taviseburebad miiCnevs e. garayaniZe (garayaniZe, 2011: 61).

Tumca svaneTSi kadansis es saxe ufro intensiurad gamoiyeneba da artikuli-

rebis damaxasiaTebeli formiT gamoirCeva, rac mas svanuri saritualo simReris 

stilur maxasiaTeblad aqcevs. gvxvdeba, rogorc misi dausrulebeli forma, ro-

melic frazas kravs kvinturi intervaliT vertikalSi (kvinturi CarCo), aseve, 

dasrulebuli, roca zeda ganapira xmis daRmavali naxtomi kvartaze xmebs So-

ris warmoqmnis damabolovebel unisons (unisonuri CarCo). naTeli warmod genis 

 Sesaqmnelad, nimuSis saxiT, vurTavT mxolod erTi himnis srul notirebul ver-

sias, radgan danarCeni himnebis (jgragiS, sadam, ga, uo qrisdeeS, zari da sxv.) 

kvartuli artikulaciis formebi identuria (audiomag.1, 2).

SeTxveviToba Tu `sisxlSi gamjdari~ Cveva? 

amgvari artikulaciis, rogorc mkveTrad eTnikuri, bunebiTi maxasiaTeblis 

xarisxze metyvelebs erTi sayuradRebo faqti: audio wyaroebze dakvirvebisas 

amgvarma kvartulma artikulaciam moulodnelad Tavi iCina qarTulenovani 

sagaloblis _ micvalebulTaTvis gankuTvnili wmidao RmerTos svanur versi-

aSi. aRniSnuli sagalobeli qristianuli RvTismsaxurebis tipikonis Semadgene-

li nawilia _ sruldeba micvalebulis dakrZalvis ritualisas. misi kanonikuri 

(verbaluri) teqsti svaneTSi daumaxinjeblad, zedmiwevniT zustadaa daculi. 

qarTulenovani sagaloblis _ micvalebulTaTvis gankuTvnili wmidao RmerTos 

_ svanur variantSi himnis ramdenime versia arsebobs, romlebic mniSvnelovnad 

ar gansxvavdeba erTmaneTisagan. erT-erTi variantis mosmenisas, romelsac 

balszemo svanuri ansambli „riho„ antifonurad asrulebs, mesame Semotrialebi-

sas (rogorc wesi, sagalobels imeoreben samjer) Sua xma sityva „RmerTo„-s 

bolo xmovans swored am damaxasiaTebeli kvartuli „vardniT„, odnav SesamCnevi 

glisandirebiT artikulirebs. ritmulad regulirebuli, mkafio struqturuli 

erTi sakadanso artikulaciis Sesaxeb svanur simReraSi
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kompoziciebis mqone simRerebSi msgavsi artikulaciuri formulisTvis sivrce 

ar rCeba da, Sesabamisad, arc gvxvdeba. amis erT-erTi mTavari mizezi, Cveni az-

riT, unda iyos misi qarTuli warmoSoba, ramdenadac msgavsi artikulacia da-

narCen saqarTveloSi ar gvxvdeba. Tumc, qarTulenovan sagalobelSi misi Tun-

dac erTjeradi gamoCena ar migvaCnia „SemTxveviTobad„, radgan amgvari „wacdena„ 

ganpirobebulia intonirebis „sisxlSi gamjdari„ CveviT, romelic Tavisuflebis 

SemTxvevaSi (Tavisufali muzicirebisas) uneblied, gaucnobiereblad iCens Tavs.

evfoniuri instrumenti? 

Tavisufali ritmis mqone „usityvo„ himnebis Sinagani regulaciisa da rit-

muli koordinaciis funqcias am kompoziciis mqone simRerebSi kadansuri for-

mula iRebs. svanuri simRerebis es jgufi, romelic modalur azrovnebas asaxavs 

da romlis kilo-harmoniuli funqcia ar aris mkveTrad gamoxatuli, qmnis 

struqturulad Tavisufal, gamWoli ganviTarebis kompozicias, rasac aZlierebs 

asimetriuli, araregularuli metri da ritmuli pulsacia. am dros ki aRniSnu-

li kvartuli melodiuri kadansuri saqcevi xels uwyobs sagaloblis aRqmas da 

misi mTlianobis garantad iqceva. igi himnuri sagaloblis, erTi SexedviT, amor-

ful struqturas Sinagan simetrias aniWebs da, amgvarad, qmnis „asimetriul si-

metriulobas„.

rogorc vxedavT, aRniSnul artikulaciur movlenas mkveTrad gamoxatuli 

evfoniuri funqcia aqvs da konstruqcias gamorCeul esTetikur elfers sZens. 

misi gamoyenebis intensivoba amgvar artikulacias svanuri saritualo himnis 

stilistur niSnad aqcevs. 

musikaluri idioma: `svanuri saritualo himni~

garda evfoniurisa, amgvari melodiuri kvartuli artikulirebis semantiku-

ri bunebac ikveTeba. musikaluri enis kvlevisas lingvisturi midgomebis gamoy-

eneba (Seeger, Nettle, Bright da sxv.) am mikro-formulis analizi saintereso Sedegs 

avlens. i. zemcovski artikulaciis Sesaxeb aRniSnavs, rom igi „... warmoadgens 

mkveTrad markirebul eTnikur indikators. jer kidev manam, sanam gavigonebT 

sityvebs, intonaciur leqsikas, melodiur tips da Janrs, ukve erTi artiku-

laciuri SeteviT da intonirebis tipiT SegviZlia gamovicnoT folkloruli 

Semsruleblis eTnikuri kuTvnileba„ (Targmani Cemia - n.m.) (Zemtsovsky, 1991: 156). 
svanuri simReris metnaklebad mcodne da gamocdili msmenelisTvis am orbgeri-

ani intonaciis mosmena -i/a/o- xmovnebTan kombinaciaSi Sesabamisi artikulaciiT 

(ritmul-tembruli maxasiaTeblebis CaTvliT) garkveuli informaciis Semcve-

lia; da miuxedavad imisa, rom ar Seicavs dasrulebuli azris mqone verbalur 

erTeuls da erT xmovanze sruldeba, maSinve mianiSnebs mis eTnikur warmomav-

lobas da ufro metic, Janrul kuTvnilebasac. es informacia sam sityvaSi aku-

mulirdeba: svanuri saritualo himni. orbgeriani intonaciuri formulis amg-

vari mZlavri semantika mas musikaluri idiomis mniSvnelobas aniWebs da xsnis mis 

Sinaarss. 

ratom kvarta? 

Cven aRvwereT kvartuli vokaluri artikulaciis forma da misi evfoniuri 

Tavisebureba, rac svanuri saritualo simReris stilur niSnad miviCnieT da, amg-

varad, SevecadeT gagveca pasuxi kiTxvaze „ra„ (anu ra movlenaa) da rogor? Tumc 

nana mJavanaZe
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sainteresoa pasuxi kiTxvaze „ratom„? ra ganapirobebs amgvar artikulaciur Ta-

viseburebas svanis SesrulebaSi? ratom irCevs svani Sor gzas sayrden bgeramde 

„misasvlelad„, romelTanac sul erTi nabiji (sekunda) aSorebs? vfiqrobT, es, 

erTi SexedviT, umniSvnelo detali svanebis sasimRero tradiciis, mravalxmi-

ani formiT azrovnebis gamovlinebaa. v. axobaZe svaneTis eqspediciis aRwerisas 

ixsenebs SemTxvevas, rogor darCa gakvirvebuli, roca 4-5 wlis svani bavSvebis 

samxmiani simRera moismina: „... sami patara bavSvi... saxlis win xelixel Cakidebuli 

dabajbajebdnen da mRerodnen samxmian svanur ferxuls... movismineT sami simRera 

ferxuliT. CvenTvis aSkara gaxda simReris samxmiani wyoba. garkveviT ismoda ro-

gorc terciuli wyobis, ise araterciuli wyobis samxmianoba„ (axobaZe, 1957: 16). 

eqspediciebSi yofnisas Cven sistematurad vawydebiT SemTxvevas, roca musikalur 

smenasTan „mwyralad myofi„ svanic ki axerxebs xmebi Seuwyos wamyvan momRerals 

da, amasTan, kvarta-kvinturi damokidebulebis dacvasac „daJinebiT„ cdilobs. 

qarTuli kilo-harmoniuli enis Taviseburebebis Sesaxeb kvlevaSi k. WoxoneliZe 

kvarta-kvintur intervalebs gamoyofs, rogorc melodiuri da vertikaluri in-

tonirebis makoordinirebel sayrdenebs da maT miiCnevs ara romelime calkeuli 

kuTxis, aramed zogadad, qarTuli musikis „mTeli bgeruli sistemis maorganizeb-

el„ Zalad (WoxoneliZe, 1983: 28). svaneTSi kvartis, rogorc wamyvani makoordini-

rebeli intervalis mniSvnelobaze samxmiani simRerebis orxmiani fragmentebi da 

„kvirias„ orxmiani saxiT SemorCenili nimuSic miuTiTebs. S. aslaniSvili qarTuli 

mravalxmianobis or gansxvavebul Stosa da maTi warmoSobis or gansxvavebul 

gzaze msjelobisas, svanuri simRerebis analizis safuZvelze, askvnis, rom „...

kompleqsur mravalxmianobaSi gadasvla moxda orxmianobis qveda xmis bgerebze 

wminda kvintebis daSenebiT...„ (aslaniSvili, 1954: 37). orxmianobis qveda xmis bge-

rebSi ki, upiratesad, swored kvarta moiazreba. amdenad, vfiqrobT, saritualo 

himnebis sakadanso saqcevebSi Tavs iCens svanuri samusiko azrovnebis fundamen-

turi elementi: vertikalis kvartuli koordinacia, rasac zeda xmebi axorciele-

ben kadansur saqcevSi da misi swrafi dacureba, naxtomi kvartaze erTdroulad 

vertikalSi kvartuli intervalis materializebis surviliTaa ganpirobebuli, 

Semsrulebels winaswar esmis es intervali da TiTqos, mis erT xmaSive, erTdrou-

lad gaJRerebas cdilobs. amgvarad, warmoSobiT ara evfoniuri daniSnulebis 

es artikulacia droTa ganmavlobaSi swored evfoniur, stilur maxasiaTeblad 

iqca. svanebis intonirebisas kvartis, rogorc melodiuri intervalis roli, Cans, 

agreTve, Cven mier mopovebul saeqspedicio CanawerebSi, romelTa Sorisaa jgu-

furi saritualo locva da solo datireba (audiomag. 3, 4; sur. 1. 2)

`yoveli saidumlo  amas enasa Sina damarxul ars~

sakiTxis amowurvis mizniT, davinteresdiT, ratomaa es movlena Sewyvilebu-

li mxolod garkveul xmovnebTan. rogorc aRvniSneT, am tipis kvartuli arti-

kulacia, rogorc wesi, modis sam xmovanze - i/a/o. saritualo himnebis teqstebi 

ki, romelTa ganuyofeli nawilia amgvari artikulireba, ZiriTadad, marcvlebisa 

da xmovnebisagan Sedgeba da Sinaarsis mqone teqstebi zogjer himnis dasawyis-

Si, mTqmelis partiaSi da damabolovebel (zogjer reCitatiul) nawilSi JRers. 

iSviaTad, amgvar e.w. usityvo simRerebSi erTi semantikuri mniSvnelobis sityva 

mTel musikalur konstruqciazea gadanawilebuli da xmovnebis meSveobiT ivseba. 

svanur enaSi, Cveulebrivi xmovnebis (a, e, i, o, u) garda umlautiani da grZeli 

xmovnebic arsebobs. gvxvdeba agreTve megruli da lazuri enebisTvis damaxasi-
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aTebeli Sualeduri xmovani da Zvel qarTulSi gavrcelebuli bgerebi - iota da 

O ari (WumburiZe,… 2007). miuxedavad aseTi mravalferovnebisa, „kvartuli„ ar-

tikulacia mxolod sam xmovanzea gawyobili. dakvirvebisas Cans, rom xmovani `o~ 

ZiriTadad gvxvdeba ` ~-sTan erTad. konkretuli himni ki konkretuli xmovniT 

Tu marcvliT xasiaTdeba. mag.: „zarSi„ „kvartuli„ artikulacia mxolod „ o„-ze 

gvxvdeba. rogorc Cveni wina gamokvlevidan Cans, svanur sasimRero `metyvele-

baSi~ aRniSnul marcvals savedrebel-sadidebeli funqcia ekisreba da xmobis 

gamomxatvelia: o didab, o jgrag, o qrisdeeS da a.S. (mJavanaZe da Camgeliani, 

2015). vfiqrobT, „kvartuli„ artikulaciis Sesatyvisi ` o~-sgamoyeneba himnur 

simRerebSi, konkretulad, micvalebulis ritualis Tanmdevi himnis „zaris„ 

SemTxvevaSi, am verbaluri erTeulis semantikuri mniSvnelobiTaa ganpirobebu-

li. igive SeiZleba iTqvas, xmovanze `a~, romelic, Tu kargad davakvirdebiT, xSi-

rad ismis Tanxmovnis `h~ TanxlebiT, rac vfiqrobT, agreTve, gamowveulia Cven 

mier gamovlenili „iehas„ formulis mniSvnelobiT himnur simRerebSi. xolo rac 

Seexeba xmovans `i~, igi svanuri enis sintaqsis organul nawils warmoadgens da 

winadadebaSi `da~ kavSiris funqcia aqvs, rac gasagebs xdis mis xSir gamoyenebas 

yvela Janris simReraSi da, maT Soris - himnurSic. „da„ kavSiri azris gagr-

Zelebis molodins aRZravs da ar asrulebs (amTavrebs) mas. am TvalsazrisiT, Sei-

Zleba aixsnas misi mravaljeradi gamoyeneba `kvartuli~ artikulaciis mqone Si-

dakadansirebis dros. mag.: himnSi jgragiS igi oTxjer gamoiyeneba konstruqciis 

muxlebs, gardamaval nawilebs Soris da sruldeba `kvartuli~ artikulirebiT, 

xolo himnis damabolovebel kadansSi `i~ icvleba „ o„-Ti. vfiqrobT, am SemTx-

vevaSi, ̀ i~-s funqcia muxlis Semotrialeba da/an Semdeg muxlze gadasvlis momas-

wavebelia. xolo ~ o~ swored saboloo, himnis damasrulebeli nagebobisTvisaa 

tipuri. amdenad, aRniSnuli xmovnebis gamoyeneba ar Cans SemTxveviTi movlena da 

Cven mier dasaxelebuli faqtorebiT unda iyos ganpirobebuli. 

daskvna: 

svanuri sasimRero repertuari xasiaTdeba erTi artikulaciuri Tavisebu-

rebiT, romelic warmoadgens kadansirebisas daRmaval kvartul vardnas Zir-

iTad bgeraze Sua (zogjer zeda) xmis mier. aRniSnuli artikulacia, romelic 

gansakuTrebul elfers sZens svanur simReras, rogorc dakvirvebidan Cans, sa-

ritualo himnuri simRerebisTvisaa damaxasiaTebeli da konkretuli daskvnebis 

safuZvels iZleva; 

kerZod:

aRniSnuli elementi ireklavs svanuri polifoniuri azrovnebis on-

tologiur Sreebs da iZleva svanuri sasimRero Semoqmedebis sawyisi stadiis 

rekonstruqcias, romlis erT-erT makoordinirebel elements intervali kvarta 

warmoadgens;

droTa ganmavlobaSi, aRniSnuli artikulacia, romelic bunebiTad evfo-

niuri xasiaTis ar yofila, TandaTan iqca evfoniur xerxad, romlis meSveobiTac 

xdeba himnuri tipis saritualo simReris metrulad da ritmulad bundovani 

struqturis organizeba da kadansireba; amgvarad, kvartuli artikulacia svanu-

ri sasimRero repertuaris esTetikur, stilur niSnad iqca; Sedegad, igi iqca 

himnuri tipis saritualo simRerebis kadansuri nawilis erT-erT mTavar makon-

struirebel elementad; musikaluri TvalsazrisiT, gvxvdeba ori _ kvinturi da 

unisonuri kadansuri CarCo, romelTagan pirveli (kvinturi) Sualeduri fraze-

nana mJavanaZe
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bis, xolo meore (unisonuri) _ finaluri konstruqciebis kadansirebisas iCens 

Tavs;

Tvrameti arsebuli xmovnidan (balszemo svaneTSi 18 xmovani dastur-

deba) samis gamoyeneba aRniSnuli kadansirebisas, vfiqrob, gamowveulia iseTi 

sityvieri elementebis semantikuri mniSvnelobiT, rogoricaa: o (xmobis, sa-

didebeli mimarTva) da (h)a (formula `ieha~-s nawili, romelic aRniSnavs Rv-

Taebis pasuxs, gamoZaxils); rac Seexeba `i~ xmovans, svanur repertuarSi mas xSi-

rad formis Semqmneli elementis roli aqvs da molodinis, dausrulebeli azris 

gagrZelebis mauwyebelia;

aRniSnuli mikro-frazis Taviseburi artikulirebis gaTvaliswinebiT, 

igi warmoadgens svanebis mReris stilur niSans da gascems informacias simReris 

eTnikuri kuTvnilebisa da Janris Sesaxeb.

audiomagaliTebi

1. kviria. asr. ansambli riho, 1989 w. pirveli xma _ Taisav Camgeliani, meore xma _ 

geronti filfani.

 

2. fragmenti kviriadan. kadansuri moZraoba

3. jgufuri locva. Cawerilia nana mJavanaZisa da frank Serbaumis mier dReobatze 

liTnaRil. sof. laxuSdi, latalis Temi, 2016. https://lazardb.gbv.de/detail/7517 
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NANA MZHAVANADZE
(GEORGIA)

ON ONE CADANCE ARTICULATION IN SVANS’ SINGING REPERTOIRE

The relationship between a word and sound in Georgian folk music has been the subject of 
academic research. Historically, this study area has been the territory of linguists. But, over gen-
erations, scholars of Georgian folk music were hard pressed to bypass verbal texts while studying 
musicological issues. On the one hand, the importance of the contribution of verbal language to 
the process of authentic form creation was hard to overlook (Gvarjaladze, 1983) On the other hand 
the clear semantic importance of the relationship between word and music was incontrovertible 
(Kalandadze-Makharadze, 1993). 

In his study of the intonational peculiarities of Georgian spoken word, the linguist S. Zhghenti 
provides interesting observations. The scholar broadly discusses various aspects of texts present in 
the Georgian singing repertoire and describes characteristics of language, where the presence of a 
word, can often be determined by the demands of the musical "tissue" of the song (Zhghenti, 1963). 
Another piece of research of the author, which is also a linguistic study, focuses on phonetical pe-
culiarities of Svan language. Here Zhghenti states: "… Musicality of Svan speech is remarkable. 
Accentuation and intonation of Svan language is so rich that in this regard no other Kartvelian 
languages can be compared to it. Many things, which have been glossed over or weakened in fra-
ternal Kartvelian languages, are clearly manifest" (Zhghenti, 1949: 96). In this research the author 
discusses general features of texts of songs and does not aim to expose any speech and singing lan-

identify those orientations according to which we have set up our research directions. The following 
are some features of articulation which distinguish Svan singing from other dialects. 

Vowels and cadence articulation
Limited acquaintance with Svan singing is enough to illustrate one feature, namely the sing-

peculiar to Svaneti. Analysis of this phenomenon shows, that such musical-verbal articulation takes 

can be attributed as ritual hymns which mainly carry religious function (Zemtsovsky, 1983:61-65).
This stylistic peculiarity can be described as follows: a) it occurs only in hymn-type songs, the 

verbal texts of which predominantly consist of vocables1, b) It is characteristic solely to the cadence 
parts of songs, c) the rhythm of a song is free, amorphic and, thus, the given cadence construction 
is free of metric frame; d) basically it is articulated by the middle and sometimes, top part in three 
part singing, e) melodically it involves a descending jump downwards to the supporting pitch note 

1We have dedicated research to the issue of semantic texts in Svan songs, where we discuss types of vocables and their 
pivotal existence in the Svan repertoire [Mzhavanadze 2015]. 
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(h)a, (w)o; g) and is characterized by the following rhythmic [ .]. and melodic peculiarities, such 
that instead of moving downwards to the axis step by step, the middle voice moves a step higher and 
makes an instant jump down with the interval of the fourth to the axis. This creates a vertical of the 

the very last cadence of a hymn and creates the ending unison. 

Fourth in svan music

fourth" compared to other forms of cadence movements (Araqishvili 1950: 40). S. Aslanishvili also 
paid special attention to the importance of the fourth interval in Svan singing in general and he 
believed this to be one of the indicators of the expression of ancient musical thinking (Aslanishvili 
1954: 38, 40). Most interestingly, the author considers the cadence with the interval fourth to be a 
feature of ritual singing which occurs not only in Svaneti, but also in Khevi, a region which repre-
sents a musical dialect of one of the eastern Georgian mountain regions (Aslanishvili, 1954: 81). 

Although the author does not develop this issue, he indirectly demonstrates via this observa-
tion that this phenomenon is of a common Georgian origin. The leading role of the fourth in Svan 
music, namely the ascending movement of the fourth on the edge of two sections, is further consid-
ered by E. Garaqanidze as a stylistic feature of this musical dialect (Garaqanidze, 2011: 61). 

However, in Svaneti, this form of cadence is more intensively applied and distinguished by 
a particular method of articulation which makes it a stylistic feature of Svan ritual singing. There 

ending unison between the voices (unison frame)2. In order to create a better understanding of the 
phenomenon, we are including within this paper only one hymn since the articulation forms of other 
hymns_Jgragish, Sadam, Ga, Wo Krisdeesh, Zari, etc._are identical (Audio ex.1,2). 

Accidental or “inherent in bloodline”
One interesting observation clearly shows an ethnical, ontological characteristic of such artic-

ulation. While listening personally to audio recordings, suddenly, a characteristic "fourth" articula-
tion revealed itself in a Svan version of "Holy God" which is a funeral ritual chant sung in Georgian 
language. The chant is a part of Christian service rite and has a canonical text which is strictly pre-
served in its Svan version and which is sung in Svaneti during the ritual of burying a body. There are 
several versions of the hymn which differ only mildly from one another. As I was listening to one 
of the variants of it, sung in two choirs three times (it is customarily sung three times in any given 
rendition) by the Riho ensemble from upper Bal Svaneti, I noted that, before they turn round the 
hymn for the third time, the middle voice sings the last vowel of the word Ghmerto (meaning 

2Majority of audio sources we analyzed, reveals this peculiarity of the singing articulation in Svan songs with a couple 
of exceptions among which are for example: "Jgragish" (recorded by Ivette Grimout decades ago and the same hymn 
recorded by us in Udabno recently). In the version recorded by us there is no articulation of the fourth cadence of Svan 
type the reason of which, I think, could be that the top part was sung by a non-Svan guest. The hosts were very careful 
trying to respect the guest carefully following him. As to the recording made by Ivette Grimout, although there is no 

frame) is obvious. There are other hymns sung in the same form. For example: "Zari" (Jokia Meshveliani version), 
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God) with this peculiar articulation, dropping with the fourth interval with the use of a scarcely 
perceptible glissando. In songs with clearly regulated rhythm and timing and clearly structured 
forms, there is no space left for such an articulation formula and, thus, it does not occur. One of 
the main reasons for such articulation though, in our opinion, must be explained by its remote 
early Georgian roots since it is not heard in the rest of Georgia now. However, its noteworthy one-
time appearance in the Svan version of a Georgian chant we do not consider accidental because 
such an "accident" is determined by force of habit "inherent in the bloodline", which during free 
improvisation inadvertently, unconsciously manifests itself .

 
Euphonic ool? 
In so called "nonverbal" hymns with free rhythm, the cadence formula assumes the function 

of internal regulation and rhythmic coordination within the construct of the hymn. This group of 
Svan songs which manifest modal thinking and modal-harmony the function of which is obscure, 

-
metric and irregular meter, and rhythmic pulsation. Here the given "fourth" melodic segment of 
the phrase promotes the cognition of the hymn and guarantees its integrity. It grants the seem-
ingly amorphous structure internal symmetry and thus, forms "asymmetric symmetry"3. 

As we see, the given articulation phenomenon has a clearly euphonic function and infuses 
the construction with unique aesthetic nuances. The intensity of its use makes such articulation a 
stylistic feature of Svan ritual hymns. 

Musical idiom: "Svan ritual song of worship"

its semantic nature too. The use of linguistic methods in analysis of a given musical body of 

words, intonation vocabulary, type of melody and genre, with only one intense burst of articu-

me - N.M.) (Zemtsovsky, 1991: 156). For a listener who is more or less aware of Svan singing 
and is an experienced singer, hearing this two-tone micro-phrase in combination with the vowels 
-i/a/o and sung with the relevant articulation (including rhythmic-timbre characteristics), already 
contains important information. Even although it does not display a verbal unit which conveys a 
complete musical thought and is sung only on one vowel, immediately it points to certain ethnic 

information is accumulated in the following terminology: "Svan ritual song of worship". Such 
strong semantics of the two-note formula affords it a meaning of "musical idiom" and explains 
its content4. 

3 -
metry and expectation. There are segments ,the regular use of which serves to bring a feeling of symmetry and helps 
with cognition of the piece as a poem. In other words, this segment brings the expectation that it will be repeated. Such 
elements can be rhythm or refrain. But where these elements are absent (for example "verlibr") then this function is 
performed by content-carrying construction, which creates the expectation that they will be repeated."
4I wondered if I could consider this musical unit as part of Svan singing vocabulary, or a smallest unit of Svan singing 
syntaxes, or "museme", which Ch. Seeger, according to analogy of a linguistic model, considers to be a completed 
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Why fourth? 
We have described a form of "fourth interval" vocal articulation and its euphonic peculiarity 

which we believe to be a stylistic feature of Svan ritual singing and thus, we have attempted to 
answer the question "What?" i.e. what kind of phenomenon is this?" However, the answer to the 
question of why this central stylistic feature exists in this way, and how it evolved are both ques-
tions of equal importance. Besides, the answer to the question "why?" is also very interesting. What 
determines such an articulation phenomenon in Svan singing? Why does a Svan choose a long 
roundabout way to get to the axis note which could be accomplished in just one musical "step" (to 

manifests an indivisible feature of Svan singing, as they express themselves musically via polypho-
ny, and demonstrate thought processes causing them to think polyphonically in musical expression.

surprise. This was when he heard very small (3-4 year old) Svan children singing in three parts: 
"…three little kids… they were pacing holding hands in front of the house and singing a three-part 
Svan perkhuli (round dance song)… In all, we heard from them three songs with a round dance. 
The three part arrangement was very obvious. We could clearly hear three part harmonies arranged 
in both thirds and non-third chords" (Akhobadze, 1957: 16). 

when a Svan, including those with "no ear" manages to somehow adjust the voice to a leading 

research on peculiarities of Georgian mode and harmony language, K. Chokhonelidze picks out 

and coordinating interval, is proved by two-part segments of three-part songs of Svan songs and 
the two-part version of "Kviria" preserved up to today. Sh. Aslanishvili, discussing two different 
branches of Georgian polyphony and different formative routes, and basing his work on analysis of 

a fundamental element of Svan musical thinking reveals itself: the coordination of the vertical by 
the fourth which the upper voices realize in the cadence part and via an instant sliding down, jump 
to the fourth interval. I believe that this process is determined by the inevitable attempt to strive 
for materialization of the fourth interval in the vertical. A singer hears this interval before it is sung 
and it is as if, he tries to make the interval sound in the same voice at the same time to create a two-
part vertical in the fourth. Therefore, we believe that this articulation, which is not ontologically 
euphonic, over time became a euphonic, stylistic peculiarity of the Svan singing repertoire. Rope 
of the fourth as melodic interval, has manifested itself in our own expedition recordings, including 

Nana Mzhavanadze



369On One Cadance Articulation in Svans' Singing Repertoire

"All (divine) mysteries are buried in this language. . ."
In order to exhaust the issue, I became interested in why this phenomenon is paired only with 

certain vowels. As I have noted above, such articulation of the interval fourth, as a rule, is sung with 
three vowels: -i/a/o. The texts of ritual hymns, to which such articulation is predominantly typical, 
consist of mainly syllables and vowels and meaningful texts. They are typically often sung at the be-

-

In Svan language (Upper Svan dialect), apart from ordinary vowels such as a, e, i, o u, there are 
vowels with umlauts and long vowels. The language also contains so called mediating vowel typical 
to Megrelian and Laz languages and sounds such as iota and (Chumburidze, 2007). Despite 
such variety, the articulation with the fourth happens only with three vowels. Detailed observation 
shows us that the vowel "o" generally sounds together with ' ' (" "). A hymn is characterised with a 

. As our previous research shows, in Svan singing vocabulary the given syllable 
has a supplication-veneration function and is applied to call up the supernatural power ( Didab, 

Jgrag, Krisdeesh, etc.). I believe that the use of "wo" in Svan hymns with the fourth articu-
lation, in this case, in the hymn (Zari) which is sung as part of a funeral ritual, is determined by the 

-

its frequent use in all the genres, including hymns, very understandable. The particle "i" (meaning 

multi-use while constructing the inter-cadences with the articulation of the fourth. For example, in the 
hymn of "Jgragish" it is used between inner sections of the construction of the hymn as a transitional 
segment and ends with the articulation of the fourth. As for the very end of the hymn, the vowel "i" is 
replaced with "wo" 
the phrase via creating an expectation that we are going to restart the singing again for the second and 
or third time and thus, it always predicts the transition. As to “wo” , it is typical to the very last 
cadence completing the whole hymn. 

Thus, we believe, the use of the given vowels is not an arbitrary phenomenon and is likely to be 
determined by the factors, described above5. 

Conclusion: 
Svan singing repertoire is featured with one peculiar type of articulation which is a quick 

descending jump on the interval fourth in middle (sometimes top) voice and which adds Svan sing-

attribute of ritual hymn-type songs, helps me to argue that:
- it is an important element which mirrors ontological level of Svans polyphonic thinking and 

5 -
sion about its use in Svan singing and its role of form-making role and will compare its equivalent in Georgian songs 
"da" (yes, in Georgian).
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manifestation, which allows to reconstruct the beginning stage of Svans music making coordinated 
by the interval fourth;

- over times this articulation which was not euphonic initially, has developed as an euphonic 
tool to organize and complete the metrically and rhythmically obscure shape of hymn-type ritual 
songs and thus, became an aesthetic stylistic feature of Svan singing repertoire; Thus, it has become 
the main building material for cadence parts of hymn-type ritual songs; Musically there occur two 

-

-
cance of the verbal units such as: "wo" (a supplication-veneration utterance) and "(h)a" (part of 
"ieha" formula meaning the response from a Supreme power); as to the vowel "i", as part of Svan 
language syntax (meaning connection "and"), as its Georgian equivalent "da", is often used in Svan 

-
tive stylistic feature of Svans' singing and accumulates the information about the (ethnical) origin 
of a song and a genre.

 

Audio examples

1. Kviria.. Ensemble Riho, 1989. I voice – Taisav Chamgeliani, II voice – Geronti Pilpani.
 
2. A fragment from Kviria. Cadence movement.

3. Group prayer. Recorded by Nana Mjavanadze and Frenk Scherbaum at the celebration Litnaghil. Vil. 

4. Female lament. Perf. Niania Tserediani. Recorded by Nana Mjavanadze and Frenk Scherbaum, Latali, 
-

OAX4.mov
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suraTi 1a. ganxorcielebuli bgerebi. kvarta=500 cents.

Figure 1a. Realized pitches. Fourth = 500 cents.

suraTi 1b. dipazonis statistika 4 wm-is ganmavlobaSi.

Figure 1b. Range statistics in 4 sec windows shifted over whole trace.

diagramis wakiTxvis wesi: aq warmodgenilia 3 suraTi. pirvel suraTze mocemuli 

cisferi wertilebi1 aRniSnavs damtireblis mier ganxorcielebul yovel bgeras 

1
diagramis feradi suraTi ix. vebgverdze: www.polyphony.ge 

danarTi. nana mJavanaZe.

APPENDIX. Nana Mzhavanadze.
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droSi da mis melodiur intervalur sidides yvelgan, sadac TONY-s programa 

misi fiqsaciis saSualebas iZleva. meore suraTze mocemulia is intervaluri 

sididebi (minimaluri da maqsimaluri), romelic 4-wamian fragmentebSi 

warmoiqmneba 120-wamiani monakveTis ganmavlobaSi. rogorc vxedavT, yvelaze 

xSirad da intensiurad swored wm. kvartis intervali gvxvdeba. mesame suraTi 

ufro gafiltruli saxiT warmogvidgens me-2 suraTze naCveneb informacias. 

aq aRniSnulia intervaluri mwvervalebi. Sesabamisad, wm. kvarta yvelaze 

intensiurad gamoyenebadi melodiuri intervalia. 

THE RULE FOR READING THE DIAGRAM: 2 on 
Figure 1 stand for each sound uttered by the weeper in time and its melodic interval everywhere 
where TONY program allows documenting it. Figure 2 shows all the interval sizes (minimal and 
maximal) created in 4-second fragments during 120-second section. As we see, pure fourth is the 
most frequently and intensely encountered interval. Figure 3 presents the information of Fig 2. in 

Therefore, pure fourth is the most intensively used interval. 
suraTi 2. bgeris simaRlis gansazRvra. kvarta = 500 cents.

Figure 2. Pitch determination.

2 www.polyphony.ge
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diagramis wakiTxvis wesi: lurji xazebi uCveneben bgerebis simaRles (hori-

zontalur ganviTarebas, mimdevrobas). pirvel suraTze isari aRniSnavs frazis 

dasawyiss, xolo meoreze yvelaze maRal bgeras; aq Cans, rom glisandirebisas 

dasawyisidan (yvelaze dabali bgeridan) yvelaze maRal bgeramde manZili Sead-

gens wm. kvartas.

THE RULE FOR READING THE DIAGRAM: blue lines indicate the pitch (horizontal develop-
ment, succession). On Figure 1 the arrow indicates the beginning of the phrase, on Figure 2 – the 
highest pitch; it also shows that the distance between the beginning of glissando (the lowest pitch) 
and the highest pitch is pure fourth. 

danarTi. nana mJavanaZe.

APPENDIX. Nana Mzhavanadze.


