


GEORGIAN MUSIC
Anthology of folk music. Spirit of folk

The Georgian traditional musical culture, both the folklore and the church
music, is, first of all, vocal art of amazing beauty. Its particular feature is a
complexly organized combination of many voices in an integrated flow of sound,
which moves everybody who has even immersed into it.

The core element of the Georgian song tradition is its sacred music. Georgia
adapted Christianity along with the foundations of the Byzantine culture,
especially those pertaining to music as far back as in the 4th century A.D., having
developed them into an original, brightly distinctive world of choral music.
Luckily, this treasury was preserved by the Georgians up to the present day.
The sacred hymns were sung also among the common people outside of church
service; their numerously repeated exclamations of glorification alilo convey to
us the sublimity of Orthodox Christianity and the genuine happiness of believers.

The folk music grew out of the soil of sacred chants; similarly to church music
it was passed along from generation to generation directly by means of a live
singing tradition and regularly accompanied activities of work, hunting, weddings,
funerals, historical or heroic events, military campaigns, popular amusements
and dance. There exist historical documents from the period between the 6th
and the 4th centuries B.C. which give due mention to the presence of labor,
marching and dancing round songs in the lives of Georgians. Wandering singers of

historical lays, the mestvire, were simultaneously the creators of music and poetry,
improvisers, singers and performers on musical instruments.

Every ethnic group, whether they be the Khevsurs, the Tushins, the Pshavs, the
Mokhevians, the Mtiuls, the Kakhetinians or the Meskhs in Eastern and South-
Western Georgia, or the Rachinians, the Svans, the Imeretians, the Megrels and
the Adjarians in Western Georgia, has its own dialect and recognizable musical
style with definite forms, structure and manner of performance. At the same time
for all the regions of Georgia singing in many voices is characteristic, whereas solo
singing is seldom encountered.

Particularly singing in many voices, musical structures with many different
sections and the variety of the local styles is what distinguishes Georgian folklore
from the basic monophonic styles of the neighboring countries with which there
has been economic, political and cultural connections for lengthy periods of
time. Traditionally monophonic songs are sung in chorus by one of the sexes,
predominantly, the men: the middle voice (mtkmeli, the narrator) starts the
songs by intoning, and is usually the leading voice. The upper voice (modzakhili,
the echo voice, or magali bani, the “high bass”) usually follows the middle voice;
together they develop the melody in various combinations, whereas the bass
(bani) forms a singular voice, presented by a group of people singing in unison.
However, in families who have preserved and passed their own traditions through
the generations all the family members, regardless of their sex or age, perform
choral songs altogether.

During festivities, called supra, there frequently could be heard songs and
toasts in honor of the fatherland, love, friendship and the traditional ceremonial
songs — the songs expressing wishes for long life, called the Mravazhamieri. An
example of such a hymn performed by the folk chorus under the direction of



V. Erkomaishvili is saturated with unusual astringent sounds. In the drinking song
“Beri katsi var’, performed by the male folk chorus “Gori’;, the melody of the leading
duet, singing against the background of the other voices with its volatile and free
character reminds us of the inspiring nature of the Caucasus with its ragged
mountain projections. A similar type of texture could be found in the Kakhetian
lyrical song “Sheyn bicho anagurelo” (performed by Z. Beradze, A. Kakashidze
and the “Sairme” Folk Ensemble); the different types of melodic movement are
assembled in these kinds of genres into a distinctive musical dictionary. All the
wealth of the different types of polyphony and homophony are based on four main
principles: the bass drone similar to a bagpipe, ostinato, parallel movement and
free polyphony. The Imeretian marching song “Bogdadauri mgzavruli” in many
ways reminds us of examples of Georgian sacred music in its usage of antiphonal
juxtaposition of groups of voices and alternate entrance of the voices in canon.

Another widespread type of marching song, the “Adila,” performed by a vocal
trio, demonstrates a type of vocal polyphony that is characteristic to a greater
extent for the Gurian and Adjarian examples of vocal music — it is a very
whimsical, mobile and free combination of sounds. Such songs are sung in full
voice with a great amount of expression. The texts do not play the most important
role in them, but are frequently interrupted by separate exclamations, such as “oh,’
“oho,” “oida,” or such expressions as “orira,” “dela” and “abadela,” which accompany
songs containing several alternate rhythmical beats of time. These exclamations,
which are refrains, frequently substitute text in the songs, which is generally
characteristic of Georgian labor songs in many voices.

Special interest is presented here by the upper voice in the most complicated
extremely high register, the krimanchuli. This deep-throat or laryngeal falsetto
is used to perform various kinds of ornaments and technically complex vocal
embellishments in an equally natural manner whether it is in a slow or fast tempo.

The krimanchuli is always sung with stereotypical vocalizations (for instance,
“ee-a-00-a-0,” “ir-va-k-ur-va-ho,” “i-ri-a-ho-oo-ru-ho”), at that the various vowels
are sung on different tones. This is one of the highest achievements of the musical
art of Guria, and its practitioners are highly esteemed in Georgia.

In Georgia’s capital, Tbilisi, as well as in Kutaisi for a lengthy period of time
there have coexisted two extremely important musical traditions of the city. Its
Western oriented trend has since the mid 19th century undergone the influence
of the European harmonic system through Italian opera and Russian art song.
Since the 1970s a new tradition of four-voiced singing (chartulit) has emerged,
which is a sort of vocal quartet of the Western variety. An example of such type of
singing is demonstrated by the vocal quartet under the direction of M. Chokolava
accompanied by a guitar: the city song of the salon type “My Shalva” evokes
a outhern color by means of its velvety timbres.

In the modest and much more seldom encountered solo repertoire three
categories could be discerned: the solo songs sung by men, which are the labor
songs, the solo songs sung by women, mostly lullabies, as well as the lyrical,
historical, heroic and jesting songs, sung both by men and by women with the
accompaniment of various instruments. A bright example of the latter kind of
song is “Rotsa gimzer” (“When I look at you”) — a solo song accompanied by the
ensemble of duduk performers under the direction of M. Beberashvili.

The lyrical song “Shavi mimino,” appearing towards the end of this CD, is
presented in the brightly individual interpretation of L. Tataraidze with the
singer’s own accompaniment on the buzik (a small accordion, traditionally an
instrument performed more frequently by women, frequently given to the bride
during weddings).

The wealth of the variety of folk dance melodies is conditioned by the motley
collection of musical and verbal dialects. This edition presents such folk dances



as the Mtiulian Mtiluri in both its male and female variants, performed by the
instrumental group of the “Rustavi” ensemble. The male dance opens up with
boisterous doli rhythms (performed on a two-sided drum, usually played by
two sticks or two hands), whereas in the more elegant female dance two small
accordions enter in a pensive manner, gradually accelerating in motion under
the accompaniment of the doli and achieving a saturating expressivity of sound.
A totally different type of Mtiluri could be found in the sound of the ensemble of
duduk players under the direction of G. Ksovreli: a type with change of metric
symbols and a powerful acceleration of tempo. The radiant, soft and slightly nasal
timbre of the Georgian duduk presents a very organic addition particularly to an
instrumental ensemble and reflects the tradition of joint music making, common
for all of Georgia. The Tushin melodies in performance of L. Tataraidze on the
buzik demonstrates this characteristic feature of Georgian singing in many voices
even on the example of one instrument, which made its way into Georgia rather
late. The dance of the Kartuli conveys a buildup of musical texture that is rather
typical for choral music: against the background of the pedal of one duduk two
others wind around in parallel lines with an abundance of descending glissandi. In
the Kintouri the prolonged sound of the duduks acquires a tinge of fancy colors
only towards the end of the song.

Georgian music for song and dance undoubtedly evokes fascination from
listeners, it is considered to be among the most beautiful types in the world, and it
holds a large quantity of beauty in store for researchers and genuine connoisseurs.

I'PY3MHCKAA MY3bIKA

AHTOAOTMS HAPOAHOI MY3BIKM. Ayllia HApoA2

[pysmHCKass TpPaAMLMOHHAs MYy3bIKaAbHasl KYABTYpa, KaK HapOAHas, TaK U
AYXOBHasl, — 3TO IPEXAe BCEro IeBYeCcKoe VICKYCCTBO M3YMUTEABHON KPaCOTHI.
OCOOEHHOCTBIO €ro SIBASIETCSI CAOXKHO OpPraHM30BaHHOE COYETAHME MHOTMX
TOAOCOB B €AIHOM 3BYKOBOM IIOTOKE, BOAHYIOLIIEM BCEX, KTO KOTAQ-AMOO B HEro
MOTPY>KAACS.

OCHOBOJ1 TPY3MHCKOJ IECEHHON TPAAMLIMM SIBASIETCSI AYXOBHas My3BbIKa.
Ipysus eme B IV Bexe BOCIpPMHSIAQ XPUCTMAHCTBO M OCHOBBI BU3aHTMIICKO
KYABTYPBI, B TOM YMCA€ MY3bIKaAbHbIE, Pa3BUB MX B CAMOOBITHYIO, CBOC0OpasHyI0
BCEAEHHYIO XOPOBOJl My3bIKM. K cYacThio, 3Ty COKpPOBUIIHMITY I'PY3MHBI AOHECAU
AO HAIMX AHeN. AyXOBHbIE TMIMHBI MICHOAHSIAMCE M B HapOAE; MHOTOUYMCAE€HHbIE
CAABAEHMSI AAVIAO AOHOCSIT AO HaC BeAdMe MPABOCAABMS U MOAAVHHYIO PAaAOCTD
BepYIOIVX.

HapoaHass MysbIka BBHIpOCAQ Ha IMOYBE AYXOBHBIX IIECHOIEHUII, KaK U Iiep-
KOBHAasl MY3bIKa, IIepeAABAAACh OT ITOKOAEHMS K ITOKOAEHMIO HEelOCPEeACTBEHHO
yepe3 JKUBYIO IE€BYECKYI0 TPAAMLIMIO M TPAAMLIMOHHO COIPOBOXAaAa pabory,
OXOTY, CBaAbOBI, TOXOPOHBI, UCTOPUYECKIE VAV T€PONIECKUEe COOBITHS, BOEHHbIE
KaMIIaHMY, TOMYASIDHbIe pa3BAedeHMs M TaHUbL CyllecTBYIOT MCTOpUYeCKMe
aoxymenTs! VIII n IV Bexka A0 Hauleil spbl, MTOBECTBYIOLME O TPYAOBBIX, TOXOA-
HBIX I XOPOBOAHBIX necHsiX. CTPaHCTBYyIOIIe MEeBLbI-CKa3UTEAN MECTBUPE OBIAY
OAHOBDEMEHHO TBOPLIAMU MY3bIKM, I033MM, MMIIPOBM3ATOPAMM, INE€BLAMU MU
VICTIOAHUTEASIMM Ha MY3BIKaAbHBIX MHCTPYMEHTaX.

Kaxpast aTHU4ecKast rpymmna, 6yAb TO XeBCYPBI, TYIIVHLIbI, IIIABbI, MOXEBL[bI,
MTUYABI, KAXeTMHLBI 1 Mecxy B Bocrounoi1 u IOro-3anmaaHon Ipysun, nan pauns-
Ljbl, CBAHBI, IMEPETUHILIbI, METPEABI U aAXKapLpl B 3amapHoin Ipysuu, obaapaer
CBOMM AMAAEKTOM ¥ Y3HaBaeMbIM MY3bIKAABHBIM CTMAEM C OTpeAeA€HHBIMM (HOop-



MaMM, CTPYKTYpPOI1 I MaHEPOI1 MCIIOAHEHMsI. B To ke Bpems aAsl Bcex obaacTein
I'pysum xapakTepHO MHOTOTOAOCHE, TOTAQ KaK COABHOE IeHVe BCTPEeYaeTCs pexe.

/IMEHHO MHOTOTOAOCHOE ITI€HI€e, MHOTOCOCTAaBHbIE MY3bIKAaAbHbIE CTPYKTYPBI
U MHOTOOOpasye AOKAAbHBIX CTUAEI OTAMYAET IPY3MHCKUI POABKAOP OT OCHOB-
HBIX MOHOAMIHBIX CTHAEN COCEAHMX TOCYAQPCTB, C KOTOPBIMM M3AABHA OBIAM
SKOHOMMYECKME, TOAUTIYECKME Y KYABTYPHbIE CBS3M. TPaAMIIMOHHO MHOIOro-
AOCHBI€ TIECHM MCITOAHSIIOT XOPOM OAHOTO ITOAR, NMPENMYIeCTBEHHO MY)XCKOIo:
CPEAHMIT TOAOC (MTKMEAM, PacCKasuuK), KaK IPaBMAO, 3AII€BAET U SIBASIETCS
BeAyIMM. BepxHuit roaoc (MOA3aXMAM, TOAOC-2XO0, MAM MaraAu 6GaHu, BHICOKMII
6ac) 0OBIYHO CAEAYET 3a CPEAHMM; BMECTe OHU PasBUBAIT MEAOAMIO B Pa3HOO6-
PasHBIX COYETAHMIX, a 6ac (6aHM) — eAMHDIN TOAOC, TIPEACTABAEHHBDII IPYIIION
noroIux B yHUCOH. OAHAKO B CeMbsIX, KOTOPbIe COXPAHMAM U TIEPEAABAAM YePe3
ITOKOAEHMVSI CBOY COOCTBEHHbIE TPAAVLINY, BCE YAEHBI CEMbY, HE3aBUCHMO OT II0AA
¥ BO3PACTa, BMECTE MCIIOAHSIOT XOPOBBIE ITECHIL.

Ha TopskecTBax, Ha3bIBaeMbIX CyIpa, HEPEAKO 3By4aT ITECHM U TOCTBI B YeCTb
OTYM3HBI, AIOOBHU, APY>KOBI U TPAAULIMOHHBIE TOP)KECTBEHHbIE TECHM — MHOTO-
Aetusi, MpaBaxamuapu. ITpyMep Takoro r’mMHa y HapOAHOTO XOpa II0A YIpaB-
AeHVeM B. DpKOMaillBMAM HACbIIJeH HEOOBIYHBIMM, TEPIKMMMU CO3BYYMIMU.
B sactoabHOM necHe «Bepy Kaum Bap» B UCIHOAHEHUM My>KCKOrO HapOAHOrO
xopa «[opy» MeAOAMsT COAMPYIOLIETO AySTa Ha (POHe OCTAABHBIX TOAOCOB CBOEN
ITOAETHOCTBIO M CBODOAOJI HAIIOMMHAET O BAOXHOBAsiomiey npupope KaBkasa,
M3AOMaHHBIX TOpPHbIX peAabedax. ITopoOHast ¢akTypa BCTpewaeTcss M B Kaxe-
TUHCKON Aupuyeckoit necHe «lllen 61m4o aHarypeao» (ucmoansiior 3. Bepapse,
A. Kakammase n Hapoausiit ancambabp «Canpme»); TUIIBI MEAOANYECKOTO ABU-
SKEHMsI CKAAQABIBAIOTCS B TAKMX )KaHPaX B CBOOOPA3HBIN MY3bIKAABHBIN CAOBAPb.
Bce 60raTCTBO TUIIOB MHOIOTOAOCHsI OCHOBBIBA€TCsSI Ha YETBIPEX OCHOBHBIX
MIPUMHLUIIAX: TOAOOHO BOABIHKE I'yA€HMe 0aca, OCTMHATO, TAPAAAEABHOE ABIDKE-

HUue U cBOOOAHast moAndoHus. VimepeTnHckasi moxoaHas necHs «boraapaypu
MI3aBPyAM» BO MHOTOM HAaIllOMMHAeT 00pasiibl IPY3MHCKON AYXOBHON MYy3bIKM,
UCIIOADB3YsI aHTU(POHHOE COMIOCTABAEHME TPYIIII TOAOCOB U TOOYEPEAHOE BCTYIIAE-
Hye KAHOHOM.

Apyras pacnpocTpaHeHHasl IIOXOAHAS IeCHs «AAMAa» B MICTIOAHEHIY BOKAAb-
HOTO TPMO AEMOHCTPMPYeT XapaKTePHBINI CKOpee AAS TYPMICKMX M aAKapCKUX
00pasLioB TUIT HAPOAHOI MOAUPOHNM — OYeHb ITPUXOTAUBOE, TIOABI)KHOE 11 CBO-
60AHOe coyeTaHme TOAOCOB. Takue MecHM MOITCS B MOAHBIN TOAOC C OTPOMHOI
aKcrpeccyeil. TeKCcTbl B HUX He UIPAlOT TAABHOM POAM; OHM YaCTO IPEepPbIBAIOTCS
OTAEABHBIMYU BOCKAMLIAHMSMM BPOAE «O», «OXO», «OMAQ», MAM BBIPOKEHMIMMU
«Opupar, «AeAa», «abapeAar, KOTOpble aKKOMITAHUPYIOT TIECHE Ha HECKOABKO Bpe-
MEHHBIX AOA€I. DTU BOCKAMLIAHN-TIPUIIEBBI YaCTO 3aMEHSIOT TEKCT, YTO BOOOIIe
XapaKTePHO AASI IPY3MHCKMX MHOTOTOAOCHBIX TPYAOBBIX meceH. Ocobblit MHTepec
MIPEACTABASIET 3A€Ch BEPXHMII FTOAOC B HAMOOAE€e CAOXKHOM, HEBEPOSITHO BBICOKOM
perucTpe KpUMaHYyAU. DTUM TFOPAOBBIM MAU FOPTAHHBIM (DAABLIETOM MCIOAHSI-
I0TCSL PasAMYHble OPHAMEHTBI U TEXHUYECKM CAOXKHbIE BOKaAbHbIE (MOPUTYPbI
PaBHO HENPUHY)XAEHHO B MEAAEHHOM 1AM ObIcTpoM Temie. KpumaHuyan Bcerpa
MO€TCsI Ha CTEPEOTUITHBIX TAOCCOAAAMAX (HAlpMUMep «U-a-y-a-0», «Up-Ba-K-yp-
Ba-X0», «M-pPU-a-XO-Y-Py-XO»), DM STOM pasHbIe TAACHbIe IOITCS Ha Pas3HBIX
TOHaX. DTO OAHA M3 BEPUIMH MY3BIKAABHOTO MCKycCTBa Iypym, 1 ero Hocurean
OueHb yBakaeMbl B Ipysum.

B croanue I'pysun, Touaucy, a Taoke B KyTanucu AOATo cocyliecTBOBaAu ABe
BayKHeJIIIIe TOPOACKIE My3bIKaAbHbIe TpaAuivy. Ee 3armapHast BETBb C CepeAVHBI
XIX B. ucmpiTara BAMSIHME €BPOIIEIICKOJ IapMOHMYECKON CUCTEeMbl yepes MTa-
ABSIHCKYIO orepy u pycckuit pomasc. C 1970 rT. Bo3HMKaeT HOBas TPAAVLIVS YeThI-
PEXTOAOCHOTO MeHMst (YapTYAUT), CBOETO POAA BOKAABHBIN KBAPTET 3aMaAHOTO
tuna. IIpyumep Takoro meHus AeMOHCTPUPYET BOKAABHBIN KBApTeT MOA yIIpaBAe-
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HueM M. HokoaaBa ¢ aKKOMITAHEMEHTOM TUTapbl: TOPOACKAs TIECHS POMaHCOBOTO
tuna «Moit llaaBa» ¢ MOMOIIbI0 GapXaTHBIX TEMOPOB 0Opa3yeT TEMAbIIT FOXKHBII
KOAODUT 3ByYaHMs.

B ckpoMHOM 1 ropasp0 60Aee peAKOM COABHOM periepTyape MOXXHO BBIAEAUTD
TPU KaTErOPUM: MYXKCKIME COAbHbIE TIECHU — TPYAOBbIE, )KEHCKIIE COABHBIE ITECH,
B OCHOBHOM KOAbBIOEAbHbIE, @ TAK)Ke AMPUYECKNUE, MICTOPUYECKNE, TePOMYecKIe 1
IIYTOYHbIE TIECHY, MICIIOAHSIEMbIE ¥ MY>KUMHAMM U )KEHIITHAMMU B COIIPOBOXKAEHUM
Pa3AMYHBIX MHCTPYMEHTOB. SIpKIM MPUMEPOM TaKOl TTecHU siBAsieTcs «Poria rum-
3ep» («Korpa cMoTpio Ha Te€0s1») — COABHAsI IIECHSI B COPOBOXKAEHUY aHCAMOAST
AYAYKMCTOB MOA yripaBaeHueMm M. BebepauBuan.

TMo3aHsst Avpuyeckas necHs «lllaBu MUMMHO» TMpeACTaBA€HAa B SIPKO MHAU-
BUAYaAbHON uHTepnperauuu A. Tarapanase, ¢ COOCTBEHHBIM COIIPOBOXXAEHMEM
Ha OysuKke (MaAeHbKMIT aKKOPAEOH, TPAAULIMIOHHO CKOpee )KEHCKMUIT MHCTPYMEHT,
YaCTO NMPUHOCKMBIL B AQp HEBECTE).

TlecTpoTOI My3bIKAABHO-CAOBECHBIX AMAAEKTOB 00YCAOBAEHO OOraTCTBO pas-
HOO0Opa3usi HAPOAHBIX TaHLIEBAABHBIX MEAOANIL. B M3AQHMY MTPEACTaBAEHDI TaKMe
HAapOAHbIE TAHLbI KAK MTUYABCKUIT MTHUAYPY — B MY)XCKOM 1 XEHCKOM BapyaH-
Tax B MICTIOAHEHUU MHCTPYMEHTAAbHOI IPYIIbl aHcaMbAsl «PycTaBu». MyskcKoi
TaHell OTKPBIBAeT 3aAOPHbIE PUTMbI AOAU (ABYXCTOPOHHMIT 6apabaH, Ha KOTOPOM
UTPAIOT ABYMS MAAOYKAMU VMIAM PYKaMu), a B OOAee MBSIHOM >KEHCKOM TaHILje
3aAyMYMBO BCTYNAIOT ABa MaA€HBKMX aKKOPAEOHA, ITOCTENEHHO pacKayuBasiCh
IIOA COTIPOBOXKAEHUE AOAM M AOCTUras boratoit skcrpeccun 3Bydanusi. CoBcem
MHOI MTMAYpM MBI BCTPETUM B 3By4aHMM aHCAMOASI AYAYKMCTOB IOA YIIpaBAe-
HueM I. KcoBpeAn: co cMeHOIT MeTpa M MOIHBIM yCKopeHyeM Temmna. CBeTABIN,
MSTKUI M HEMHOTO THYCaBbli1 TeMOP I'PY3MHCKOTIO AYAYKa OYeHb OpraHi4€eH VMeH-
HO B aHCaMOAe 1 OTpaskaeT o01IyIo AAsi [Pysun TpaAuLIMIO COBMECTHOTO MY3HLI-
poBanus. TymmHckne Meaopuu B ucnoanenun A. Tatapanase Ha Oy3uke siBAsieT

3Ty CHeLMPUKY IPy3UHCKOTO MHOTOTOAOCHS AQ’Ke Ha OAHOM MHCTPYMEHTE, CpaB-
HUTEABHO MO3AHO TonasuieM B Ipysuio. Taner KapTyan oTpaskaer TunmyHoe AAs
XOpa CTpOeHMe My3bIKaAbHOJ TKaHU: Ha (OHE IIeAAAM OAHOTO AYAYKa ABa APYTMX
U3BVMBAIOTCS TAPAAAECABHBIMM AVHUAMU C OOMAMEM CIIOA3AIOIMX TAMCCAHAO.
B KunTOoypu pAAuTeAbHOE 3ByYaHue AYAYKOB AVLIb B KOHIIe PacIiBe4MBaeTCs y30p-
JaTbIMU PUTMAMU YAAPHBIX.

ITecennass u TaHlleBaAbHas TPY3MHCKas MY3bIKa HEM3MEHHO BbI3bIBA€T BOC-
XUILEHME y CAyIIATeAell, ee CYIUTAIT OAHON M3 KPacUBeNMX B MUPE, M HEMAAO
KPacOT OHa ellle CKPhIBAET AASl ICCAGAOBATEAEI Y TIOAAMHHBIX LieHUTeAEI.
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Alilo
1. Zakaidze, N. Kurukhalia and their Vocal Ensemble

Mtiuluri (Men’s Dance)

Instrumental Group of the “Rustavi” State Folk Music Ensemble

Adila
Vocal Trio: G. Chelidze, A. Tugushi, D. Khomeriki

Georgian Folk Melodies

Ensemble of Duduk Performers, art director G. Ksovreli

My Shalva

Vocal Quartet, art director M. Chokolava

Tushin melodies
L. Tataraidze

Bogdaduri mgzavruli (Imeretian Marching Song)
“Sairme” Folk Music Ensemble, art director S. Vepkhvadze

Beri katzi var (Drinking Song)

“Gori” Male Folk Chorus, art director M. Mtsuravishvili

Kartuli (Folk Dance)

Instrumental Group from the “Rustavi” State Folk Music Ensemble

4.14

2.35

10.

11.

12.

13.

14.

15.

16.

17.

18.

Mravalzhamieri (Song Wishing a Long Life)

Folk Music Chorus, art director V. Erkomaishvili

Mtiuluri (Women’s Dance)
Instrumental Group from the “Rustavi” State Folk Music Ensemble

Hey, Adilo (Marching Song)

“Sairme” Folk Music Ensemble, art director S. Vepkhvadze

Rotsa gimzer (When I Look at You)

M. Berberashvili, Ensemble of Duduk Performers, art director M. Berberashvili

Shavi mimino (Black Falcon)
L. Tataraidze accompanying himself on the harmonica

Mtiuluri

Ensemble of Duduk Performers, art director G. Ksovreli

Kintouri (Folk Dance)
Instrumental Group from the “Rustavi” State Folk Music Ensemble

Sheyn bicho anagurelo (Kakhetian Lyrical Song)

Z. Beradze, A. Nakashidze, “Sairme” Folk Music Ensemble

Chven mshvidoba (Peace Be to Us)
Chorus of the School for Restoration and Study of
Gurian Folk Songs, art director G. Salukvadze

Total time: 49.25
Recordings from 1972-1987

2.05

4.32

3.42

3.56

1.09
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I'PY3VNHCKAS MY3bIKA

AHTOAOTMS HAPOAHOI MY3BIKI. Aylra Hapoaa

Aauno
V. 3axanpse, H. Kypyxaausi u BOKaAbHBIIT aHCAMOAD

Mruyaypu (MysKckoit TaHeLr)

VIHCTpyMeHTaAbHasl IPYIIIa FOCYAQPCTBEHHOTO aHCaMOAs «PycTaBi»

Aanaa

BoxkaabHoe Tpuo: I. Heanase, A. Tyrymm, A. Xomepuku

IpysnHCK1e HapOAHBIE MEAOAN
Ancambab ayaykuctos 11/y I. Kcoppean

Moit Illaasa
BokaabHbiit kBapTeT n1/y M. Hokoaara

Tymmuckne meaoarn
A. Tarapaupse

Borpaaypu mraaBpyau (VImepeTnHCKas MOXOAHAsT)
Hapoambiit aHcambab «Canpme», x/p C. Berxsaase

Bepu xauu Bap (3actoabHasi)
My»xckoit HapoaHblit xop «Topu», x/p M. MiypaBuisuau

Kapryau (HapoaHsiit Tanelr)

MHCTpyMeHTaAbHAs IPYIIIA TOCYAQPCTBEHHOTO aHCaMOAs «PycTaBin

2.33

4.14

2.35

10.

11.

12.

13.

14.

15.

16.

17.

18.

Mpasaaxamuspu (MHorue Aera)
Hapoawbiit xop 1i/y B. Spromaimmsuau

Mruyaypu (OKencknit TaHelr)

MHCTPYMGHTaAbHaH TpyIina rocyAapCTBeHHOro aHcaMOAs «Pyc‘raBu»

i1, Apuao (IToxopHas)

Hapoamblit ancambab «Canpme», x/p C. Berxsaase

Poua rumsep (Koraa cmorpio Ha Te6s1)
M. Be6epausuan, AHcaMbAb AyAyKucTos 1/y M. BebepaimBsuau

1laBu mummHO (UepHBIT COKOA)

A. TaTapalese B COGCTBEHHOM COMPOBOXXAEHMM Ha rapMOLIKe
Mrtuyaypu

AnHcambab AyaykucTos 11/y I. KcoBpean

Kunroypu (HapoaHsrit TaHelr)
VIHCTpyMeHTaAbHAsI TPYIIIIa FOCYAQPCTBEHHOrO aHcaMbAst «PycTaBu»

Illex 6uyo anarypeao (KaxeTuHckast Aupyudeckast)
3. Bepaase, A. Haxaumage, HapoaHbliit aHcambAb «Caupme»
UseH MiBrpA06a (Mup Ham)

XOP LIKOABI IO BOCCTAHOBAEHUIO U MSYLIEHVIIO

TypuiicKux HapoAHbIX nieceH ni/y I. Caaykpapse

Ob6iee Bpemst: 49.25
3ammen 1972-1987 rr.

2.05

4.32

1.09






