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naSromis zogadi daxasiaTeba

antikuri berZnuli tragediisa da XX saukunis musi-

kis gadakveTis gzebi mravali da sxvadasxvagvaria. isini 

aireklaven XX saukunis uCveulo stilur da ideologiur 

heterogenulobas. dRemde antikuri tragedia mkvlevrebis 

mier interkulturuli urTierTobebis umniSvnelovanes 

saSualebad miiCneva. masSi dasmuli sakiTxebi yovelT-

vis aqtualuria nebismieri adamianisaTvis. amas uamravi 

mizezi xsnis, maT Soris gamovyofdi ramdenimes, romelic 

r. gordezians moaqvs. `klasikuri tragediis [... ] popu-

larobas  mravali momenti gansazRvravs [... ]: metwilad, es 

aris dramad transformirebuli miTologiuri infor macia, 

romelic mayurebelze ori ZiriTadi siuJeturi arxiT ze-

moqmedebs: 1. dramaturgis mier miTidan arCeuli da maRal-

mxatvrulad gardaqmnili mZafri epizodis da 2. Tavad ber-

Znul miTTa uWknobi mniSvnelovanebiT, rac  kacobriobas 

dRemde esoden mZlavrad izidavs~1. garda amisa, avtori 

asaxelebs `rCeulTa tanjvisadmi TanagrZnobis da Tana-

gancdis~, `tanjviT Secnobis~ yvela droSi aqtualurobis, 

gadmocemis bunebrivobis da maRali mxatv ruli Rirsebebis 

faqtorebsac. 

arsebobis daaxloebiT 2500 wlis ganmavlobaSi tra-

gediis Janri aireklavda sazogadoebrivi formaciebis, 

 ideologiis, azrovnebis,  esTetikis cvlilebebs _ amis 

erT-erTi gamovlena operis gaCenac iyo. sazogadod ki,  

operis msgavsad, tragedia is iSviaTi Janria, romlis  yvela 

1  gordeziani, r. (2009). berZnuli literatura. eposi, lirika, drama. 

Tbilisi: logosi. gv. 460
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aspeqti, dRevandeli gadasaxedidan, misi warmoqmnis pir-

velsave etapze mkafiod ganisazRvra. es kidev erTi dam-

atebiTi kavSiria mis pirdapir `STamomavalTan~, aseve da-

sawyiSive konkretuli miznebisa da parametrebis mi xedviT 

Seqmnil JanrTan, operasTan da SemTxveviTi arc isaa, rom 

mis frangul nairsaxeobas Tavdapirvelad li rikuli tra-

gedia ewodeboda. 

dRes termin musikaluri tragediis mraval mniSvnelo-

vaneba,  Tavad sityva da cneba tragediis ga bundovanebidan 

da mravalmniSvnelovanebidan gamomdina reobs. 

sinamdvileSi, tragikulobis cneba, viwro da farTo 

gagebiT, konkretuli Taviseburebebis kompleqss gulisx-

mobs da ar vrceldeba adamianuri ubedurebis amsaxvel 

nebismier movlenaze. r. gordezians Tavis wignSi `berZ-

nuli literatura. eposi, lirika, drama~ moaqvs tragiku-

li siuJetis modelirebis principebi, romelic jer kidev 

 antikur tragediaSi SemuSavda da CvenTvis tragikuli 

 Sinaarsis gagebisaTvis amosavals warmoadgens. es princi-

pebi Semdegia:

1. tragediis siuJetis arafiqciuroba, miTis gamoye-

neba. `mayurebels izidavs ara savsebiT ucnobi 

 ambavi, aramed is, Tu rogor SeZlebs mwerali ukve 

nacnobi siuJetis xorcSesxmas~;

2. saerTo `siuJeturi fondidan~ upiratesoba eni Weba  

ara ubedurebas da sikvdils, zogadad, aramed Semza-

rav movlenas, romelic Tavisi `uCveulobiT ar jdeba 

movlenaTa ganviTarebis Cveulebrivi logikis far-

glebSi~. tragikul konfliqts buneb rivi wesrigis, 

kosmosis harmoniulobis xelyofa iwvevs;

3. tragikosi axdens `tradiciuli ambis da saxeebis 
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aqtualizacias, ramdenadme koreqtirebasac, Tavisi 

koncefciis Sesabamisad~;

4. damaxasiaTebelia cnobili faqtebis da qmedebebis 

mkafio motivireba, yoveldRiurobisa da konkre-

tulobisgan dawmenda, ganzogadeba da konkretul 

drosa da garemoze aRmatebuli, zogadadamianuri 

saxiT warmoCena;

5. eTikuri faqtori: `erTjeradi warmodgenisaTvis 

gankuTvnili tragedia... axdenda sazogadoebrivi 

swrafvis da TviTSegnebis gamoxatvas, ris gamoc 

misi ganzogadebis xarisxi arasodes scildeboda 

zogadadamianurs, Tumca, arasodes dadioda konk-

retul _ pirovnulamde~2. 

mocemul naSromSi Cven vadgenT, Tu tragediis ra Jan-

ruli maxasiaTeblebi SenarCunda Cveni kvlevis sagan-

Si _ gasuli saukunis, kacobriobis istoriaSi arnaxu-

li  cvlilebebis da gadatrialebebis epoqis musikalur 

TeatrSi da ra saxis SeiZleba yofiliyo is cvlilebebi, 

romlebic aswleulebis Semdeg sruliad bunebrivad unda 

gamoCeniliyo. 

tragediis Janris dawvrilebiTi da yovelmxrivi k vleva, 

raTa axali drois xelovnebaSi misi namdvili saxe da 

arsi ganisazRvros, Cvens mizans ar warmoadgens, igi mudmi-

vad  xorcieldeba Sesabamisi sferos mecnierebis mier. Cven 

vikvlevT tragediis, rogorc cocxali, mkafiod gamoxatu-

li maxasiaTeblebis mqone Janris arsebobis  Taviseburebas 

mis erT-erT saxesxvaobaSi, romlis Seqmnis mizanic, Tav-

dapirvelad, swored tragediis rekonstruqcia iyo. 

2  gordeziani, r. Op. cit. _gv. 307
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rogorc aRvniSneT, am uZveles Janrs mravalricxovani 

Teoriuli naSromi eZRvneba, magram yvela maTganis saerTo 

`winaparia~ `poetika~ _ aristoteles mier Zv. w. IV sauku-

neSi wakiTxuli leqciebis konspeqturi Canaweri, romelic 

CvenTvis umniSvnelovanesad iqca. am naSromSi trage diis 

arsi klasikur nimuSebze dafuZnebiT kristaldeba. `uaxle-

si gamokvlevebis mixedviT aristotelem yvelaze sworad da 

zustad daiWira klasikuri tragediis yvela Tavisebureba~3. 

amasTan, miviCnieT, rom ramdenime aTas wlovani distancia 

Teoriul naSromsa da saanalizo obieqtebs Soris relie-

furad gamokveTda rogorc konstantur, ise cvalebad prin-

cipebsa da erTeulebs `winapris~ _ tragediisa da `STamo-

mavlis~ _ operis Sedarebisas. 

amgvarad, Cveni naSromis mizania gamovavlinoT XX sau-

kunis musikalur TeatrSi Cveni kvlevis obieqti _ trage-

diis Janruli maxasiaTeblebi da maTi arsebobis Tavise-

burebebi. tragediisa da musikaluri tragediis Janruli 

maxasiaTeblebis gansazRvrisas Cveni Teoriuli bazisi 

aris aristoteles `poetika~, romelSic avtori tragediis 

sami ZvelberZeni klasikosis nawarmoebebis mixedviT Jan-

ris arss, mis miznebs, amocanebsa da maTi miRwevis xerxebs 

aRwers. am fasdaudebel cnobebTan erTad aristotele, 

tragediis eTikuri daniSnulebis dafiqsirebiT Zvel ber-

Znul sazogadoebaSi xelovnebis nawarmoebis eTikur mniS-

vnelobas adgens. dRes miiCneva, rom `poetikaze Seqm nili 

naSromebi yovelTvis ver dagvexmareba im nawarmoebebis 

arsis gagebaSi, romelsac isini eZRvneba, magram, gvexmare-

ba gavigoT, Tu rogor gadaiWreba is teqnikuri problema, 

 rasac nawarmoebis Seqmna ewodeba~4. saqme isaa, rom aris-

3  gordeziani. Op. cit. _ gv. 304. 
4  eko, u. (2011). boloTqma `vardis saxelisTvis~. wignSi u. eko, vardis sa-

xeli (gv. 785-839). Tbilisi: diogene. gv. 791. 
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toteles naSromis Rirebuleba mdgomareobs mis mier ara 

konkretuli nawarmoebebis, aramed, Janris poe tikis SeqmnaSi 

da, amasTanave, rogorc aRvniSneT, teqnikuri problemebis 

gadaWris gzebis miTiTebaSic. 

savaraudoa (da bunebrivic), rom tragediis Janris 

formirebis dasabamidanve SemuSavda garkveuli sqema, 

 romelic nawarmoebebs safuZvlad edeboda. am mosazrebis 

dadasturebas vxvdebiT r. gordezianTanac, sadac igi, 

aRniSnavs ra tipurobis tendencias tragediis formaSi 

da konfliqtis ganviTarebis etapebis gaazrebaSi, askvnis: 

`ar aris SemTxveviTi, rom aristoteles ase  uadvildeba 

aTasobiT tragediisTvis myari kompoziciuri elementebis 

gamoyofa~5. meore tendenciad mecnieri miiCnevs berZeni 

tragikosebis Zalumad gamomJRavnebul  novatorobas am, ram- 

denadme kanonikuri formis farglebSi6. amgvarad, tragedia, 

rogorc Janri, TavisTavad gulisxmobs myar,  arqetipul 

maxasiaTeblebsac da maTze dayrdnobiT mudmivi novatoro-

bis SesaZleblobasac, rac mis did  sicocxlisunarianobaze 

unda miuTiTebdes. es sakmaod mniSvnelovani motivatori 

iyo Cveni kvlevisas. 

disertaciaSi konkretul saanalizo masalas aris-

toteles `poetikaSi~ mocemuli tragediis ZiriTadi maxa-

siaTeblebis safuZvelze ganvixilavT. analizisas es ma-

xasiaTeblebi, metnaklebad, Tanasworuflebiani arian, mag-

ram maT Soris pedalirebulia tragediis pirveli da 

umTavresi elementi, misi `suli~, romelsac TargmanebSi 

uwodeben fabulas, aristoteles originalur teqstSi 

ki igi JRers, rogorc `Mythos~7. tragediis aqtualu-

5  gordeziani. Op. cit. _gv. 314. 
6  Ibid. 
7  amasTanave, aristotele araerTxel miuTiTebs, rom tragediis umTavresi 

miznis gansaxorcieleblad saWiroa poetma ki ar gamoigonos masSi 

gadmocemuli ambavi, aramed gamoiyenos uZvelesi miTebi (IX da XIV Tavebi). 
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robis erT-erTi universaluri faqtori swored miTia 

_ arqetipi, romelic erTi mxriv, aerTianebs samyaros 

da romelsac, meore mxriv, eyrdnoba tragedia. marTalia, 

nebismier kulturas Tu civilizacias Tavisi sakuTari 

miTologia gaaCnia, magram, isic aRsaniSnavia, rom maT Soris 

bevri saerTo Strixia, rac sulac ar aris SemTxveviTi. 

piriqiT, levi strosi amtkicebs, rom es faqti swored maT 

`araSemTxveviT Sinaarsze~ miuTiTebs8. Cvens naSromSi miTis 

aqcentirebas Tavad operac ganapirobebs: misi arsebobis 

ganmavlobaSi miTi Zalian intensiurad gamoiyeneboda9. 

am Janris pirveli nimuSebi swored masze iyo agebuli. 

bunebrivia, rom igi warmoadgenda siuJetur safuZvels 

da gansazRvravda moqmedebis Sinaarsobriv mxares10. XX 

saukunemde operis JanrSi aristoteleseul tragediasTan 

ueWvel Sesabamisobas vagneris musikalur dramebSi vipoviT, 

romelebSic Zvelgermanuli miTologiuri masala isevea 

gadamuSavebuli avtoris mier, rogorc homerosis poemebSi 

mocemuli miTebi ZvelberZeni tragikosebis mier11. maT 

TviTon ar SeeZloT moefiqrebinaT tragediis fabula, aramed, 

miTisTvis unda miemarTaT. es aucilebloba `berZnuli 

8  Леви-Стросс, К. (2001). . Москва: Эксмо-Пресс. c. 214-215. 

9  Wikipedia-Si marto orfevsis miTis operaSi gamoyenebis yvelaze cno-

bili 68 nimuSia warmodgenili. 

10  Tumca, miTis originaluri fabulidan gadaxvevebic operis istoriis 

dasawyisSive iRebs saTaves, ZiriTadad, ukavSirdeba finalis Secvlas 

(bednieri dasasruli), an konkretul miTSi ararsebuli personaJebis 

Semoyvanas (veneciuri operisTvis tradiciuli Tavisebureba) da 

ganpirobebulia, ZiriTadad, araavtoris surviliT, aramed koniunqturuli 

moTxovnebiT. 

11  bunebrivia, tragediis calkeuli Tvisebebi ZvelberZnuli miTis ele-

mentis povna XVII-XIX saukuneebis operis sxva uamrav nimuSSi savsebiT 

SesaZlebelia, magram, es araa Cveni sakvleviperiodi da amasTan Cven veZebdiT 

ara calkeul Tvisebebs, aramed sruli kompleqsis Semcvel nawarmoebebs 

da masSi Semavali komponentebis Sesabamisobas da Sefardebas tragediis 

aristoteleseul kanonebTan. 
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msoflaRqmis12 specifikurobidan gamomdinareobda~13. 

TavisTavad miTebi ̀ ar iyvnen tragikuli struqturis, maTSi 

arasodes yofila mTavari tragikuli konfliqtis warmoCena, 

Sesabamisad, tragikosi poeti miTis gamoyenebisas Tavad 

arCevda garkveuli ciklidan iseT siuJetur elementebs, 

saidanac tragedia SeiZleboda aRmocenebuliyo~14. 

tragikosis upirvelesi da uzenaesi movaleoba,  poeturi 

saSualebebiT miTSi Caqsovili ideis ametyveleba iyo. 

jer kidev antikur periodSi, miTis gamoyenebisas avtorebi 

sxvadasxvagvar mimarTebas amyarebdnen miTisadmi. `es 

arsebiTad cvlida miTis gaazrebis, interpretaciis, 

aqtualizaciis dones~15. Tu esqile am masalisadmi yvelaze 

didi erTgulebiT gamoirCeoda, evripide _ piriqiT, imde-

nad Tavisufali damokidebulebiT, rom miTis Sinaarssac 

ki cvlida. maT Soris mdgari sofokle oqros Sualeds 

inarCunebda. miTis miseuli interpretacia warmoadgenda 

`miTSi simboloTa enaze kodirebuli azris gaxsnas, mis 

realizacias poetur xatebSi da am azrTan mayureblis 

ziarebas~16. SemdgomSi, msgavs movlenebs yovelTvis hqonda 

adgili roca am sferos didi xelovani exeboda, magram 

miTTan damokidebuleba, SeiZleba iTqvas, arasodes yofila 

iseTi mravalferovani da mravalsaxovani, rogorc gasuli 

saukunis dasawyisidan dRemde, amitom, roca XX saukunis 

orive naxevris musikaluri Teatris iseT nimuSTa solidur 

12  specifikur ZvelberZnul msoflaRqmas igive avtori Semdegnairad 

 aR wers: berZenisTvis samyaro `kosmosi, anu wesrigia, romlis 

harmoniulobasac RvTiuri neba gansazRvravs, Sesabamisad, Tuki xdeba 

kosmosis harmoniulobis darRveva, es samyaros ukuRmarTobas ki ar unda 

davabraloT, aramed adamianTa zviadobas [... ] ris Sedegadac warmoiqmneba 

anomaliebi~ (gordeziani, r. Op. cit. _ p. 310)
13  Ibid. 
14  Ibid. 
15  Ibid. 
16  xomeriki, g. (1996). winasityvaoba. krebulisTvis: esqile, sofokle, evri-

pide. Zveli berZnuli tragedia (gv. 5-18). Tbilisi: saqarTvelo. gv. 12. 
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raodenobas gavecaniT, romlebic ama Tu im saxiT Seicaven 

ZvelberZnuli miTis elements sami ZvelberZeni tragikosis 

midgomebis ramdenadme msgavsi damokidebulebebi gamo-

ikveTa saanalizo masalaze muSaobisasac17. konkretul 

saanalizo masalad18 disertaciaSi gamoyenebuli, XX 

saukunis musikaluri Teatris TvalsaCino nimuSebidan 

SerCeuli nawarmoebebi, zemoxsenebuli sami tendenciis 

Sesabamisad, ganawildnenamave raodenobis jgufebSi, 

romlebSic miTi warmodgenilia:

• rogorc siuJeti, Sinaarsobrivi safuZveli, movle-

nebis Sesabamisi, konkretuli Tanmimdevroba _ Sem-

Tx  veva, roca miTi zedapirzea amotanili, iolad 

SesamCnevia. 

• rogorc ama Tu im saxiT safuZveli `sxva~ ambisTvis, 

romelic, Tavis mxriv, konkretuli nawarmoebis Si-

naarsobrivi safuZveli xdeba. 

• rogorc dafaruli an transformirebuli damate-

biTi (savaraudo) Sinaarsobrivi `Senakadi~, roca 

misi arseboba-ararsebobis sakiTxi damokidebulia 

avtoriseuli SemTxveviTi an araSemTxveviTi miniS-

nebebis aRqmadobaze. 

Cveni amocanaa gavarkvioT, ra saxes iZens, rogor saxe-

cvlas ganicdis an ra Tvisebebs inarCunebs klasikuri 

tragediis Janri musikaluri Teatris im nawarmoebebSi, 

 romlebic amgvari saxiT Seicaven miTs. amisaTvis Tavdapir-

17  Tumca, bunebrivia, gansxvavebuli garemoebebis safuZvelze (didi 

droiTi distancia da mis mier motanili evolucia rogorc tragediis 

Janris SigniT, aseve misi da miTis funqciis gaazrebaSi), da Tan, ara 

Tanmimdevrulad, rogorc antikur periodSi, aramed, erTdroulobaSi, 

rogorc es zogadad axasiaTebs saanalizo periods. 

18  TiToeuli nawarmoebis SerCevis argumentebi motanilia Sesabamis 

analitur TavebSi. 
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velad ganvsazRvreT tragediis Janris Sinagani struqtura. 
Tuki tragediis aristoteleseul definicias movargebT 

Janris parametrebis aranovskiseul formu lirebas19, igi 
ase gamoiyureba:

ra: tragedia, sakulto msaxurebebidan warmoSobili 

dasrulebuli da seriozuli Teatralizebuli qmedeba, 

romelic

rogor: miTze dafuZnebuli SiSisa da sibralulis 

 aRmZvreli fabuliT auditoriis winaSe gaTamaSdeba

risTvis: da ganwmends mas afeqtebisagan, ganacdevinebs 

kaTarsiss

risi meSveobiT: fabulis, xasiaTis, azrovnebis 

 metyvelebis, sanaxaobisa da musikaluri kompoziciis 

elementebis meSveobiT. 

am SemTxvevaSi, aranovskiseuli gansazRvra zogadia 

da, rogorc qvemoT vaCvenebT, praqtikulad srul Sesaba-

mi sobaSia tragediis pirvelad da uZveles, aristotele-

seul gansazRvrebasTan. amitom, Cven ar mivmarTavT Janris 

Sida struqturis gansazRvris cukermanisada soxoriseul 

 midgomas, radgan, isini a priori musikalur nawarmoeb zea 

mimarTuli da morgebuli. 

Cven viyenebT `poetikaSi~ mocemul elementebs da 

moTxovnebs, romlebze dayrdnobiTac, aristoteles mi xed-

viT, Sedgenili unda iyos tragedia. swored am parametrebis 

musikalur masalasTan SesabamisobiT vaanali zebT konkre-

tul nawarmoebebs. kerZod, esenia: fabula misi nawilebiT, 

maT Soris umTavresi _ miTiT; xasiaTi anu  personaJebi da 

19  ix.: Арановский, М. (1987). Структура музыкального жанра и современная ситуация 
в музыке. В Музыкальный современник: Сб. статей. Вып 6. Москва: Сов.  Композитор. 
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maTi Tvisebebi; azrovneba; metyveleba, anu, dialogTan, te-

qstTan, sityvasTan da mis TvisebebTan dakavSirebuli el-

ementi, sanaxaoba da musikaluri kompozicia. mTlianobaSi, 

am elementebis erTobliobis meSveobiT miiRweva trage-

diis mTavari eTikuri mizani, ganwmenda _ kaTarsisi20. 

TiToeuli es elementi TavisTavad imdenad mravlis-

momcvelia, rom maT saTiTaod SeiZleba mieZRvnas vrce-

li naSromebi. Cven, am SemTxvevaSi, maT viyenebT, rogorc 

mu sikalur-Teatraluri nawarmoebis analizis saSuale-

bebs, rac, TavisTavad, naSromis erT-erT mecnierul siax-

les  warmoadgens, radgan, musikaluri nawarmoebis, maT 

Soris misi wminda musikaluri mxaris analizi Teatral-

uri  Janris, am SemTxvevaSi `poetikaSi~ mocemuli parame-

trebiT jer arsad Segvxvedria. davazustebT, rom saopero 

 dramaturgiis kvlevis, tradiciuli meTodebi (romelTac, 

bu nebrivia, mivmarTavT mocemul naSromSi), iseve,  rogorc 

wminda Teatraluri nawarmoebis analizis xerxebi swored 

`poetikidanaa~ amozrdili. amdenad, erTi SexedviT, Se-

saZloa Znelad SesamCnevi sxvaoba aprobirebul da Cven 

mier  gamoyenebul meTods Soris _ konkretizaciaSi mdgo-

mareobs: Cven detalurad (da ara ganzogadebulad) mivyve-

biT ̀ poetikas~, rogorc amosavals da musikalur nawarmoebs 

konkretuli Teatraluri Janris WrilSi va a nalizebT, rac, 

Cveni informaciiT, amgvari midgomis pirveli SemTxvevaa. 

anali zis amgvar meTods, Cven,   pirobiTad,  bilateraluri 

 vuwodeT. igi, rogorc aRvniSneT, musika luri nawarmoebis 

analizis tradiciul komp leqsur me TodebTan erTad Cvens 

meTodologiur amosavals warmoadgens. axalia  kvlevis 

20  aqve unda aRvniSnoT, rom Cven parametrebad ar viRebT tragediis e. w. 

meqanikur nawilebs (prologi, epizodioni, eqsodosi da xoros samReri), 

radgan, es nawilebi mxolod berZnuli tragediisTvisaa specifikuri, 

Tanac, aristotele ar azustebs maT Sinaasobriv da dramaturgiul 

mniSvnelobas. 
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rakursi da gaanalizebuli nawarmoebebic am konteqstSi 

pirvelad gani xileba. amgvarad, naSromis obieqti, mizani, 

amocanebi da meTodologia,  kvlevis rakursi, terminolo-

giur da Janruli gansazRvrebis dazusteba ganapirobebs 

mis aqtualurobas. 

antikuri berZnuli Teatrisa da operis urTierT-

mimarTeba yovelTvis iyo erT-erTi yvelaze xSirad gamokv-

leuli sakiTxi, romelsac TavianT naSromebs araerTi av-

toritetuli mecnieri uZRvnida, magram, Cveni konkretuli 

Tematikis _ tragediis aristoteles mier fiqsirebuli 

Janruli maxasiaTeblebisa da operis urTierTmimarTebis 

irgvliv kapitaluri naSromebi kvlevis ganmavlobaSi ar 

Segvxvedria, Sesabamisad, ar vicnobT sxva mecnierTa mo-

sazrebebs, romlebSic XX saukunis musikaluri Teatri am 

konkretul WrilSi ganixileba. 

unda iTqvas, rom naSromis sxvadasxva sakiTxi sxva-

dasxvagvari intensivobiT sakmaod didi moculobis sa-

mecniero literaturaSi ganixileba. Cven mier damuSavebu-

lia saliteraturaTmcodneo, saTeatrmcodneo, musi kaluri 

 dramaturgiis da konkretuli nawarmoebebis Sesaxeb ar-

sebuli xelmisawvdomi naSromebis angariS gasawevi raode-

noba. antikuri tragediis istoriaSi Cveni dasayrdenia r. 

gor dezianis naSromebi, romlebSic avtori, mravalricxo-

van sazRvargareTel avtorebze da sakuTar kvlevebze 

dayrdnobiT amomwurav da ganzogadebul, Se saZleblobis 

farglebSi dazustebul informacias da mosazrebebs 

gvTavazobs Janris arsebobis da ganviTarebis Tavisebure-

bebis Sesaxeb. 

sakmaod saintereso literaturas vxvdebiT operisa 

da antikuri Teatris urTierTdamokidebulebasTan dakav-

SirebiT. am mxriv gansakuTrebiT mniSvnelovnad migvaC-

nia erT-erTi uaxlesi krebuli piter braunisa da suza-
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na ograienCekis redaqtorobiT Ancient Drama in Music for the 
Mo dern Stage (Oxford University Press. 2010). konkretulad sao-

pero dramaturgiasTan dakavSirebul mravalricxovan naS-

romebs Soris gansakuTrebiT unda gamovyoT Caroline  Abbate 
and Roger Parker-is History of Opera (Norton and Company. 2012). igi 
mniSvnelovani aRmoCnda ara mxolod im uaxlesi informa-

ciis gamo, romelsac Seicavs, aramed, antikuri Teat risadmi 

florenciis kameratelTadamokidebulebis CvenTvis aqamde 

miuwvdomeli dokumentebis dafiqsirebiT. qarTul musiko-

logiaSi operis dramaturgiis kvleviT ramdenime mec-

nieria dakavebuli, maT Soris, Cvens saana lizo TemasTan 

mimarTebaSi aRsaniSnavia m. qavTaraZisa da n. SariqaZis 

gamokvlevebi. magram, literaturaSi, romelsac gavecaniT 

musikalur-Teatraluri nawarmoebis ana lizs tragediis 

aristoteleseuli principebis mixedviT ar SevxvedrivarT, 

Sesabamisad, ZiriTadi teqsti, umetesad, dayrdnobilia sa-

kuTar analizebze. 

amgvarad, kvlevis obieqtidan, miznebidan da amoca-

nebidan gamomdinare, disertaciis struqtura Sedgeba Ses-

avlis, oTxi Tavisa da daskvnisagan. pirvel istoriul-

Teoriul TavSi tragedia da masTan dakavSirebuli musi-

kaluri Teatri warmodgenilia istoriul retrospeqti-

vaSi saanalizo periodamde, ZiriTad, analitur nawilSi, 

romelic sami Tavisgan Sedgeba, Sesabamisad, ganxilulia 

nawarmoebebi, romlebic Seicaven miTs, rogorc siuJets, Si-

naarsobriv safuZvels (II  Tavi: Strausi `dafne~, qsenakisi 

`orestea~); miTis, rogorc xerxis, `sxva~ ambis sa fuZvlis 

Semcveli opus-ebi (III  Tavi: bergi `lulu~, berio `mefe us-

mens~) da bolos, SemTxvevebi, roca nawarmoebSi miTolo-

giuri elementi mxolod savaraudodaa miniSne buli (IV 

Tavi: prokofievi `cecxlovani angelozi~, yanCeli `da ars 

musika~). kvlevis Sedegebi Sejamebulia daskvnaSi. naSroms 
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Tan axlavs gamoyenebuli literaturis sia, sanoto mag-

aliTebi da sqemebi. Sesavlis meore nawilSi ganxiluli 

da ganmartebulia aristoteles `poetikis~ umTavresi pos-

tulatebi da elementebis raoba. 

tragedia aris mibaZva seriozuli da sruli moqmedebi-

sa, romelsac garkveuli sidide aqvs, asaxva Semko bili eniT, 

misi sxvadasxva saxeebiT sxvadasxva nawilebSi21, asaxva 

 moqmedebiT da ara moTxrobiT, asaxva, romelsac Secodebisa 

da SiSis saSualebiT amgvar vnebaTa gawmenda sisruleSi 

moyavs _ dgeba kaTarsisi. am ukanasknelis miRweva urT-

ierTdaqvemdebarebuli eqvsi elementis meSveobiT xdeba22. 

esenia: fabula (romlis nawilebia peri petia, amocnoba da 

tanjva), xolo siuJetad aucileblad miTia gamo yenebuli; 

xasiaTi, anu tragikuli gmiri, romelic aucilebeli araa 

samarTlianobisa da keTilgonierebis nimuSi iyos, magram 

arc borotmoqmedi. tragedia aigeba tragikul Secdomaze, 

romelsac gmiri metafizikuri Zalebis CareviT uSvebs. 

azrovnebis elementi sityvebiT gadmocemas gulisxmobs. 

amasTan, sasiamovno an saSineli ori gziT SeiZleba iq-

nas gadmocemuli, an avtoris mier, dawvrilebiT moTxro-

bili, an axsna-ganmartebis dauxmareblad. sasurvelia, Tu 

tragediaSi orive gza iqneba gamoyenebuli _ ambobs ar-

istotele. azrovnebis elementi musikaSi gansakuTrebuli 

saxiTaa realizebuli, rasac analitur Ta vebSi SevexebiT. 

metyvelebis elementi  gulisxmobs sityvebis garegnul 

formas. saubaria ama Tu im tipis winadadebaSi (brZanebis, 

vedrebis) sityvebis intonaciis sworad SerCevaze da Sem-

deg sityvis sintaqsur analizze. sanaxaobas _ speqtak-

21  „sxvadasxva saxeebis qveS me vgulisxmob imas, rom tragediis zogi erTi 

nawili sruldeba mxolod metrebiT, sxva nawilebi ki agreTve simReriT“ 

- azustebs aristotele. 

22  Aristotle. (2000). The Poetics of Aristotle. A Translation by S. H. Butcher. Pennsylvania, 
Pennsylvania, USA: A Penn State Electronic Classics Series Publication. p. 10. 
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lis ganxorcielebisaTvis saWiro damatebiTi detalebs, 

dekoracias da a. S. aristotele ar miiCnevs mniSvnelovnad, 

radganac, misi azriT, amas poetikasTan mas Zalian mcire 

kavSiri aqvs. musikaluri kompoziciis Sesaxeb aristo-

tele Zalze Zunw cnobebs iZleva, mxolod ambobs, rom igi 

tragediis umTavresi samkaulia23. Cveni naSromis analitur 

nawilSi, am elements, bunebrivia, yvelaze didi yuradRe-

ba daeTmoba, ramdenadac, musikalur TeatrSi musikaluri 

sawyisi gacilebiT aRemateba samkaulis, Tundac umTavre-

sis _ mniSvnelobas da uTanabrdeba erTad aRebul yvela 

elements. eqvsi elementis erTianobiT, aristoteles azriT, 

miiRweoda SiSisa da sibralulis gavliT maTgan ganwmenda 

_ kaTarsisi. 

23  aristoteli. (1940). poetika. sabWoTa xelovneba #7-8, gv. 24. 
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naSromis Sinaarsi

disertaciis pirveli Tavi `antikuri tragediis gza 

Teatrsa da musikaSi~ warmoadgens istoriul-Teoriul 

sayrdens disertaciisaTvis. aq mocemulia tragediis gan-

viTarebis da evoluciis mimoxilva berZeni klasikosebis 

Semoqmedebidan da aristoteles `poetikis~ debulebe bidan 

XX saukunemde. paralelurad SevexeT tragedias operaSi: 

konkretul, sakvanZo epoqebSi kompozitorebis mier trage-

diis Janruli maxasiaTeblebis gamoyenebis Tavi seburebebs. 

klasikuri berZnuli tragediis epoqis Semdeg Janris 

degradireba moxda, sanaxaobrivi mxare aRemata eTikurs da 

axal welTaRricxvaSi TiTqmis daviwyebasac mieca. misi nam-

dvili renesansi Seqspiris SemoqmedebaSi ganxorcielda. 

Seqspiris tragediebSi `poetikiseuli~ debulebebi axal si-

brtyeSia warmodgenili da kavSiri antikur tragediasTan 

ufro Sinagani da organulia, vidre ga regnulad gamoxat-

uli. amasTanave, `bedisweris tragedia~ Canacvlebulia `xa-

siaTis tragediiT~, rac, udaod, udidesi miRweva iyo drama-

turgiaSi. sainteresoa, rom Seqspiris SemoqmedebaSi mniS-

vnelovani adgili eWira musikas, rogorc sxvadasxva dra-

matuli situaciis amsaxvel da ga maZlierebel saSualebas. 

swored im periodSi, roca Seqspiri Tavis udides 

tragediebs qmnida (daaxl. 1599_1606-7ww. ) paralelurad, 

italiaSi yalibdeboda Dramma per musica-s koncefcia, rom-
lisTvisac, antikuri tragedia, yvela gagebiT, pirdapiri 

amosavali iyo. florenciuli `kameratas~ wevrebi mas, ro-

gor models ki ar mimarTavdnen, aramed, misi restavracia 

gadawyvites. ris safuZvelze miiCnevdnen kameratelebi, rom 

tragedia mTlianad imRereboda? saqme isaa, rom `maTi xel-
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CasaWidi gaxda erTi pasaJi `poetikidan~, kerZod, is, rom 

tragedia aRZravs emociebs da iwvevs maTgan ganwmendas _ 

kaTarsiss. grafi jovani bardi Rrmad iyo darwmunebuli, 

rom mxolod poezia ver SeZlebda msgavsi mZlavri emociis 

aRZvras da misi es rwmena daedo safuZvlad mis warmo-

saxvas _ klasikuri tragedia Tavis efeqts mxolod imis 

wyalobiT aRwevda, rom frazebi ki ar warmoiTqmoda, ar-

amed, imRereboda, musika dramis SigniT Tavis kontinuums 

qmnida da es ganapirobebda saswaulebriv Sedegs~24. amgva-

rad, swored kaTarsisis idea gaxda operis ideuri safuZ-

veli. dramisTvis ararelevanturad miaCndaT ra musikis 

imgvari formebi, rac maSin arsebobda, Seiqmna „Cveulebriv 

metyvelebaze metad amaRlebulia da sasimRero melodiaze 

naklebad gamokveTili xazis mqone“25 musikaluri reCita-

cia _ Recitar cantando TanxlebiT. kameratas wevrebi Tavi-

anT nawarmoebebSi iyenebdnen ara `mza~ tragediebs, aramed 

miTebs, magram, aristoteles miTiTebisgan gansxvavebiT, maT 

TviTneburad cvlidnen. 

axali Janris pirveli klasikosi, klaudio montever-

di Zvel berZnul tragediasTan dakavSirebuli iyo erTis 

mxriv, florenciuli kameratas esTetikuri principebis 

codniT da, garkveul etapze gaziarebiT, xolo meore mxriv 

– berZeni klasikosebis Semoqmedebisa da aristoteles 

naSromis Rrma SeswavliT da Tavis SemoqmedebiT princi-

pebTan maTi SesabamisobaSi moyvaniT. aseTma xedvam ki igi 

Janris ganviTarebaSi principul novaciebamde miiyvana. 

gaCnda dramis axali, musikaluri nairsaxeoba, bevrad ufro 

didi potencialiT, vidre berZnuli tragediis meqanikuri 

24  Abbate, C. , & Parker, R. (2012). A History of Opera. New York: W. W. Norton & Company. 
p. 43. 
25  Роллан, Р. (1986). История оперы в Европе до Люлли и Скарлатти. Истоки совре-
менного музыкального театра // Музыкально-историческое наследие: Выпуск первый. 
Москва: Музыка. c. 81. 
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adaptacia SeiZleboda yofiliyo musikaSi. aristoteles 

calkeuli debulebebi _ gansakuTrebiT ki dramaturgi-

ulad fabulis agebis da misi nawilebis organizebis _ 

universalobas inarCunebda da musikaluri realizaciisas 

misi koncefcia mxolod gamdidrda musikis specifikuri 

gamomsaxvelobiTi saSualebiT. 

am TavSi aseve franguli klasikuri tragediisa da misi 

poetikis magaliTze naCvenebia JanrSi ganxorcielebuli 

arsobrivi cvlilebebi, roca, formalurad, aristoteles 

parametrebi daculia, magram, realurad _ absolutizmis 

moTxovnebsaamorgebuli. amave cvlilebebs da dramatur-

giul Taviseburebebs aireklavs franguli lirikuli tra-

gedia. ganmartebulia, rom aristoteles Teoria frangebi-

saTvis mxolod formaluri safuZvelia, romelzec isini 

Janris ramdenadme modificirebul nairsaxeobas da mis 

axal poetikas ageben. 

tragediis interpretaciis tendenciebma, romlebic ope-

ris istoriis dasawyisSive gamovlindnen da opera-seria-d 
gardaisaxnen aseve musikaluri mxaris mniSvnelobis da 

funqciis prioritetulobam, libretoebis stan dartizaciam 

da vokaluri ostatobis srulyofisken swrafvam da misi 

warmoCenis tendenciam seriozuli opera _ krizisamde mi-

iyvana, Seasusta ra dramis roli. XVIII  s.-is meore naxe-

varSi opera-seria-Si glukis mier ganxorcielda reforma, 

romelic, ZiriTadad, Seexo ara imdenad dramas, ramdena-

dac mis musikaSi realizacias. Tuki Teatraluri nawar-

moebis is Tvisebebi, romelsac aristotele moiTxovs, dra-

matul teqstSi arcTu daculia, maT savsebiT Tanmimdevru-

lad pasuxobs glukis musika. fabulis dapersonaJebis 

TaviseburebebiT da sworxazovnebiT glukis nawarmoebebi 

frangul tragediebs mogvagonebs, mag ram, misi musikalur 

 opus-ebs dramatuli da intonaciuri gamomsaxveloba anti-
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kurTan gacilebiT metad aaxlovebs, vidre frangulTan. 

musikaluri klasicizmisa da romantizmis pirobebSi 

antikur tragedias ufro xSirad aanalizebdnen, vidre mas, 

rogorc models da saazrovno meTods praqtikaSi axor-

cielebdnen. xolo romantizmis miwuruls, antikuri tra-

gedia axleburi gaazrebiT, jer arnaxuli simZlavriT da-

brunda vagneris musikaluri dramebis saxiT. misi Teatri 

berZnuli tragediis eToss korespondirebs da aseTive 

damokidebuleba gaaCnia miTis gamoyenebis mimarTac. an-

tikuri miTi warmoadgenda vagneris dramebis sul qveda, 

yvelaze zogad da gaSualebul Sres, romelzec daSenebu-

li iyo erovnuli (Zvelgermanuli) legendaruli saxeebi. 

ukanaskneli, zeda Sre Tavad avtoris mier am ori qveda 

Sris masalis Tavisufali literaturuli interpre taciaa. 

vagneri Tavis TavSi aerTianebs antikuri tragediis av-

torTa universalurobas: igi dramaturgicaa, musikis Semqm-

nelic, damdgmelic da Semsrulebelic (diriJori). vagne-

ris publicistur naSromebSi araerTxelaadafiqsirebuli 

uaryofiTi damokidebuleba aristoteles wesebis brma 

dacvisadmi. dramis mTeli istoriis manZilze dagrovil 

gamocdilebasTan Serwymuli es wesebi vagneris sakuTari 

dramaturgiis safuZveli xdeba. 

miTi da masze muSaoba, vagnerTan, gansakuTrebiT tet-

ralogiaSi, udaod xdeba nawarmoebis suli da, praqtiku-

lad, yvelafris ganmsazRvreli. es ki, aristoteles erT-

erTi ZiriTadi debulebaa. aq savsebiT Tavisuflad Sei-

Zleba tragediis eqvsive elementze saubari ise, rom ar 

ganvacalkevoT musikada teqsti. maTi ganviTareba urTi-

erTganmapirobebelia, rogorc calkeuli sityvis (semio-

tikuri da JReradi erTeulis) doneze, ise calkeuli per-

sonaJis, konteqstisa da qveteqstis, dramis ganviTarebis 

yvela etapis da, bolosdabolos, ideis donezec. garda 
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amisa, vagnerTan, musikis meSveobiT arnaxuladaa gaaqtiure-

buli  azrovnebis elementi (rac mis Semdgom Taobebsac ga-

daecema), ramdenadac, laitimotivuri sistemis meSveobiTigi 

avlens moqmedebas sityvieri `axsna-ganmartebis dauxmare-

blad~. amgvarad, tragediis JanrSiarsebul gamocdilebaze 

dayrdnobiT da misive axleburad gaazrebiT, vagnerma sa-

kuTari Janruli nairsaxeobaSeqmna, romelSic tragediis 

paradigmatuli maxasiaTeblebi ganuyoflad erwymian musi-

kalur sawyiss da Tanamedrove da amasTan, marad aqtua-

lur problematikas, romlis fesvebi, aseve uZveles miTeb-

Sia. ase, rom vagneri, iseve, rogorc Seqspiri da yvela didi 

tragikosi, Tavad qmnis sakuTar miTologias. 

musikalur Teatrze da, zogadad, musikaluri azrov-

nebis ganviTarebaze vagneris gavlenam (rac, Tavis mxriv, am 

gavlenisagan Tavis daRwevis mcdelobebsac gulisxmobs) 

moicva yvela sfero, dawyebuli ideebidan da dramaturgi-

idan, damTavrebuli musikalur-gamomsaxvelobiTi saSuale-

bebiT da araCveulebrivad sicocxlisunariani aRmoCnda. 

magram, tragedia, rogorc dramatuli Janri mTeli am xnis 

ganmavlobaSi erTgvar stagnacias ganicdida. XIX sauku-

nis bolos da XX-s dasawyisSi gamoCndnen henrik ibseni, 

anton Cexovi da august strindbergi, mogvianebiT ki, iujin 

o’nili, romelTac axleburi tragikuli xedva moitanes. 

meoce saukuneSive, tragediis istoriaSi pirvelad, moxda 

antiaristoteleseuli, brextis epikuri Teatris Teoriis 

Camoyalibeba, romlis ZiriTadi niSnebi aseve aRwerilia I  

TavSi. 

XX saukunis TeatrSi, da maT Soris, musikalurSic, 

 sakuTriv tragediis Janri ramdenadme naklebad warmoad-

genda interesis obieqts. gacilebiT didi iyo misi `su-

lis~, miTis aqtualuroba. Seiqmna mTeli rigi nawarmoe-

bebisa, maT Soris iseT siuJetebze, romlebic, Tavis droze 
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safuZvlad daedo ZvelberZnul tragediebs. magram, am Sem-

TxvevaSi, miTisadmi interesi arqauli tradiciebisadmi in-

teresidan momdinareobda. meore mxriv, antikuri tragediis 

siuJetebis gacocxlebisas, XX saukunis I  naxe varSi, kom-

pozitorebi upirvelesad, sakuTar Tavs musikalur amo-

canebs usaxavdnen. d. miios, e. satis, a. onegeris, k. orfis 

nawarmoebebSi miaxloeba antikur tragediasTan vokaluri 

partiis uCveulo gaazrebiT, specifikuri instrumentobiT 

xdeba, rac erTgvar tendenciad iqceva, romelsac XXI  sau-

kuneSic SeiZleba SevxvdeT (h. v. hences ̀ fedra~). magram, aqve, 

arsebobs SemTxvevebi, roca tragediis siuJeti anda miTi 

gamoyenebulia amosavlad, magram, ganicdis transformacias. 

magaliTad, r. Strausis `ariadne naqsosze~ an d. miios e. 

w. `wuToperebi~: miTologiuri siuJetis inversiebiT. miTis 

amgvari, TiTqosda mrude sarkeSi danaxva ayalibebs mis 

axal variants, antimiTs, Sesabamisad, antimiTi safuZvlad 

edeba antitragedias. I  Tavi sruldeba XX saukunis meore 

naxevarSi tragediis originaluri gaazrebis magaliTad 

motanili hari perCis nawarmoebis Revelation in the Courtyard 
Park mimoxilviT. 

am zogad Tavs mosdevs sami analituri. 

disertaciis meore TavSi `miTi, rogorc siuJeturi 

safuZveli~ ganixileba rihard Strausis `dafne~ da ia-

nis qsenakisis `orestea~, rogorc amgvari midgomiT gasuli 

saukunis pirvel da meore naxevarSi dawerili nawarmoe-

bebi. isini interess iwvevdnen avtoriseuli definiciebis 

gamo: Strausi Tavis opus-s bukolikur tragedias uwodebda, 

xolo qsenakisi `oresteas~ _ `mis mier damuSavebul anti-

kur tragedias~. SemorCenil dednebTan an maT versiebTan 

Sedarebisas irkveva, romorive nawarmoebSi met-naklebad 

zustadaa SenarCunebuli miTis siuJeturi xazi. analizis 
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Sedegad mivdivarT daskvnebamde, rom Strausis SemTxveva-

Si saqme gvaqvs tragediis, rogorc modelis gamoyenebas-

Tan. aqdaculia Janris Sinagani da garegani struqtura, 

tragediis Semadgeneli elementebi da maTi moTxovnebic 

(calkeuli, araarsebiTi gamonaklisis gareSe), magram, `bu-

kolikuri~ plastis (personaJebis gaazreba, modelis musi-

kaSi realizacia, musikaluri enis Taviseburebebi) arseboba 

da naklebi Sesabamisoba modelTan da meore mxriv Tavad 

modelirebis faqti ganapirobebs mayureblisgan mis ram-

denadme distancirebas, warsulis movlenaze mayureblis 

obieqturi damkvirveblis pozicias, Sesabamisad, kaTarsisis 

nakleb SesaZleblobas, saidanac gamomdinareobs trage-

diis umTavresi eTikuri funqciis arasaTanado simaRleze 

realizeba. 

rac Seexeba qsenakisis `musikalurad damuSavebul an-

tikur tragedias~, misi erT-erTi umTavresi maxasiaTeb-

lis, sinTeturobis xarisxi swored antikuri tragediisas 

Seesatyviseba. igi realizebulia koncefciis, kompoziciis, 

Janris, musikaluri enis doneze (aq pirvel rigSi aRsa-

niSnavia gamosaxvis arqauli da Tanamedrove saSualebebis 

ganuyofeli erTianoba), da erwymis antikur dramaturgiul 

`karkass~: ZiriTadad, Seucvlel esqileseul tragedias. 

amgvarad, evropuli tradiciuli musikaluri dramatur-

giis Taviseburebebi, maT Soris, intonaciuri dramaturgia, 

romelic korelaciaSi unda yofiliyo dramatuli speq-

taklis maxasiaTeblebTan (ris Sedegadac, viRebT operas, 

musikalur-Teatralur nawarmoebs), qsenakisTan Canacvlebu-

lia musikaluri plastis sxvagvari, tradiciuli evropu-

li musikaluri TeatrisTvis originaluri gaazrebiT, ro-

melic gacilebiT met siaxloves avlens swored antikur 

TeatrTan, upirvelesad, ZvelberZnuli teqstis vokaluri 

intonirebis Taviseburebebis gamo. amgvarad, musikaluri 
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plasti qsenakisTan, TeatralurTan Tanasworuflebiani da 

ganuyofeli ki araa, rasac, idealur SemTxvevaSi moiTxov-

soperis specifika, aramed, swored aristoteleseuli musi-

kaluri kompozicis rangSia warmodgenili, romelic trage-

diis eqvsi elementidan erT-erTia. cxadia, aristotelesgan 

gansxvavebiT igi mxolod samkaulis funqciiT ar Semoi-

fargleba, magram, verbaluri elementis xazgasmuli upi-

ratesoba cxadia. aq saqme tragediis modelirebasTan ki ar 

gvaqvs, aramed rekonstruirebasTan, xolo rekonstruqciis 

saSualebaSi _ musikaSi erTis mxriv, xazgasmulia asocia-

cia arqaulTan, amavdroulad gamoyenebulia musikaluri 

enis is maxasiaTeblebi, romliTac qse nakisi istoriaSi Se-

vida, rogorc novatori. nawarmoebi pasuxobs aristoteles 

moTxovnebs imdenad, ramdenadac mas pasuxobs literaturu-

li pirvelwyaro: esqiles tragedia. mayurebelTan distan-

cireba am SemTxvevaSic aSkaraa da amas ganapirobebs is, rom 

tragediis teqsti ar aris mayureblisTvis gasagebi. operas-

Tan, tradiciuli gagebiT, nawarmoebs TiTqmis araferi aqvs 

saerTo, radgan, misi  vokaluri partia, `dafnesgan~ gansxvave-

biT, swored ZvelberZnul deklamacias SeiZleba uaxlov-

debodes, vidre operaSi Camoyalibebul sasimRero formebs.

amgvarad, `oresteaSi~ tragedia, rogorc Janri, arsebobs, da 

gacilebiT maRali xarisxiT, vidre `dafneSi~, magram tra-

gediulad aRqma, paradoqsulia, magram, Zveli berZnuli enis 

gamoyenebis gamo, praqtikulad SeuZlebelia. 

disertaciis mesame Tavis `miTi, rogorc nawarmoebis 

latenturi safuZveli~, dasawyisSi mokledaa mimoxiluli 

miTis gaazrebis is procesi XX saukuneSi, roca uZvele-

si miTi TiTqosda SeumCnevlad, qvecnobierad, magram mainc 

aqtiurad ganagrZobda `muSaobas~, rogorc latenturi 

safuZveli. 

`luluSi~, romelSic jer SenarCunebulia musikisa da 
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dramis operisTvis tradiciuli aliansi, ganxilulia mi-

Tologiuri26 safuZveli, romelic ramdenime motivis saxi-

Taa mocemuli rogorc fabulaSi, ise personaJis semanti-

kur velSi. misi dramaturgiuli agebuleba eyrdnoba ara 

imdenad aristoteles sqemas, ramdenadac am ukanasknelis 

mixedviT SemuSavebul fraitagis samkuTxeds. teqstis am 

monakveTSi gansakuTrebuli yuradReba eTmoba mTavar per-

sonaJs da mis maxasiaTeblebs aristoteleseuli xasiaTisa 

da miTologiuri parametrebis musikaluri realizaciis 

TvalsazrisiT, romlis upiratesoba sxva elementebTan Se-

darebiT aSkaraa. Strausis msgavsad, vagneris tradiciis 

kvaldakval, udides mniSvnelobas iZenen laitmovlenebi _ 

laitrigebi. isini, praqtikulad, qmnian ra damatebiT dra-

maturgiul Sres, disertaciaSi ganxilul nawarmoebTa 

Soris yvelaze did mniSvnelobas sZenen azrovnebis ele-

ments musikaSi, romlis sasargeblodac muSaobs, maT Soris, 

gameorebadi kompleqsebi da konstruqciebi _P `laitse-

qciebi~ (g. veisgalis termini). imis gaTvaliswinebiT, Tu 

ra droiTi intervali da evoluciuri procesebi aSorebT 

antikur tragedias `lulusgan~, tragediis parametrebis 

Sesabamisobis xarisxi savsebiT damakmayofileblad SeiZ-

leba miviCnioT. 

luCano berios Azione Musicale-s`mefe usmens~ warmo-

adgens rTul, mravalSrian nawarmoebs, romlis latentur 

safuZvladac, italo kalvinos moTxrobis da sxva mravali 

siuJeturi wyaros yvelaze qveda SreSi kasandras miTi 

ikiTxeba. gansxvavebiT aqamde ganxiluli sxva nawarmoe-

bebisgan, aq musikaluri procesi upiratesobs dramatul-

ze da warmarTavs mas. fabula da personaJebi metad See-

sabamebian beketis Teatrs, vidre aristotelesas. Tumca, 

26  antikuri miTi pandores yuTze, Zvelgermanuli miTi miwis sulze da 

minionze, bibliuri evas Strixebi da sxv. 
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naCvenebia, rom is calkeuli Taviseburebebi, romlebSic 

aristotelesTan siaxlove aSkarad vlindeba (xasiaTis Se-

saferisoba, anu, fabulaSi gadmocemul ambavTan relevan-

turoba), musikalur da naklebad verbalur narativs ukav-

Sirdeba. fabulis calkeuli Tvisebebi ki, rac musikaze 

araa damokidebuli (SiSi da Tanagancda, TviTidentifika-

cia, kaTarsisi), SeiZleba aRqmuli iqnas `poetikis~ moTxo-

vnebis Sesabamisad, an Seusabamod, gamomdinare ma yureblis/

msmenelis individualuri damokidebulebidan. magram, rac 

Seexeba tragediulobas, nawarmoebSi saqme gvaqvs ara im-

denad konkretuli antikur miTis TematikasTan, aramed 

TemasTan, romelis wamoiwia adamianis, individis sakiTxis 

wamowevasTan erTad da XX saukuneSi (an, SesaZloa, ufro 

adrec) miTologizacia ganicada, Tumca, rogorc aRvniSneT, 

prosperos tragediis latenturi safuZveli antikuri ka-

sandras miTia. im periodSi, roca es nawarmoebi iqmneboda, 

mosmenis Tematika gansakuTrebiT aqtualuri iyo. berios 

nawarmoebi, umTavresad, swored am, `axal~ miTs emyareba _ 

konfliqts gare da Sinagan samyaros, gagonil da gagebul 

xmebs Soris. igi am miTis mravalTagan erT-erTi versi-

aa, romlis realizacia tragediisTvis uCveulo, gansaku-

Trebuli xerxebiT _ musikaluri procesis mier imarTeba, 

romelic mesame Tavis am monakveTSi dawvrilebiTaa ga-

analizebuli. swored musikaluri narativis gansakuTre-

buli Taviseburebebis gamo, miuxedavad imisa, rom `mefes~ 

verbaluri teqsti da dramaturgiuli gaazreba aristote-

les yvela elements detalurad ar Seesabameba, misi tra-

gediuloba, swored aristoteles ZiriTadi Tezisebis (maT 

Soris eTikurisac) gaTvaliswinebiT, CvenSi eWvs ar iwvevs. 

meoTxe TavSi `miTologiuri motivi, rogorc siuJetis 

aluziuri Senakadi~ - ganvixilavT kidev erT midgomas, ro-

melsac saTave swored gasul saukuneSi daedo, aris miTis 
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aluziuri elementebis SesaZlo arseboba nawarmoebSi, ro-

melsac, erTi SexedviT antikur miTTan saerTo araferi aqvs 

da mTlianad Tanamedrove mimarTulebebis esTetikazea damya-

rebuli. ase, magaliTad, sergei prokofievis `cecxlovani an-

gelozi~ briusovis simbolistur romanzea dafuZnebuli. 

masSi mocemulia stilizebuli Txroba pirvel pirSi, rac 

tragediaze metad epikurobas ukavSirdeba. Tumca, am operas-

Tan dakavSirebiT xSirad iyeneben termins `tragedia~ (mTava-

ri gmiris tragedia,  socialuri tragedia da a. S. ). 

magram, nawarmoebis analizisas irkveva, rom mas tra-

gediasTan, miuxedavad calkeuli elementebis ramdenadme 

Sesabamisobisa (gansakuTrebiT unda aRiniSnos aristo-

telesTan SedarebiT uaRresad garTulebuli da fsiqo-

logizebuli xasiaTis zedmiwevniT ̀ Sesaferisad~ gadmoce-

ma musikis meSveobiT, miuxedavad imisa, rom renata araa 

tragikuli gmiri), sakmaod cota saerTo aqvs. es ganpirobe-

bulia fabulis epizodurobiT, miTis identifi kaciis pra-

qtikulad SeuZleblobiT, konfliqtis tipiT (Sinagani, 

fsiqologizebuli) `cecxlovan angelozSi~,  mci re doziT, 

abstragirebuli an aluziis saxiT SeiZleba arsebobdes 

miTologiuri motivebi (zevsisa da semeles, miwierTa da 

ukvdavTa urTierTobis), magram, ZiriTadi Temisadmi av-

toris (prokofievis) damokidebuleba obieqtivizebulia, 

 rasac didwilad ganapirobebs swored musikalu ri mxare, 

rac Sesabamis TavSi dawvrilebiTaa gaanalizebuli. kaT-

arsisulobis potencialis miuxedavad xdeba misi gadafar-

va da gadalaxva. saboloo jamSi, nawarmoebi gacilebiT 

miesadageba dramas, vidre tragedias. calkeuli aristo-

teleseuli elementebic ufro dramis niSniTaa warmodge-

nili, vidre tragediisa. 

gia yanCelisa da robert sturuas `da ars musikas~ 

saTauri Tavisi paTosiT,  gvkarnaxobda, rom nawarmoebi 
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exeba musikis garkveul Zalas, rasac, asociaturad, ramde-

nime  miTologiur motivTan mivyavarT: musikis yovlis-

SemZleobis (orfevsis miTi) da musikiT ganwmendis, ga-

darCenis, musikis pirvelsawyisobis, an yovlismomcvelobis. 

da Tu asea, maSin, savsebiT realuri iyo dagveSva, rom nawar-

moebis saxiT saqme gvqonoda tragediis raimenair variant-

Tan. saboloo jamSi, analizis Sedegad irkveva, es savarau-

do miTologiuri motivebi musikis ama Tu imgvar ZalasTan 

dakavSirebiT mxolod provocirebuli aluziebia, romle-

bic nawarmoebis rogorc musikalur, ise verbalur teqstSi 

raime xelmosaWids ar Seicavs. miuxedavad amisa, tragediis 

elementebis mixedviT analizma cxadyo, rom `da ars musi-

ka~ rTuli, ambivalenturi nawarmoebia, romelicmTeli rigi 

niSnebis gamo _ da upirvelesad, epikuri Teatrisadmi mi-

kuTvnebulobis wyalobiT _ mxolod nawilobriv SeiZleba 

warmoadgendes tragedias: ara aristoteleseuli Janruli 

maxasiaTeblebis mixedviT, aramed, ufro ganzogadebuli 

gagebiT: iseTiT, rogorsac dRes, xSirad iyeneben yovel-

dRiur cxovrebaSi. am daskvnas ganapirobebs nawarmoebis 

Teatralur gaazrebaSi mravalJanruloba _ maT Soris is-

eTi Janrebi, romlebic Tavisi arsiT upirispirdebian tra-

gedias. fabulis mravalmniSvnelovneba, personaJebis cal-

saxovneba da calmxrivoba, araindividualuroba da sim-

boluroba, sanaxaobrivi planis upiratesoba verbalurze, 

musikaluri narativisa ki orive maTganze, roca azrovnebis 

elementi musikaSic da sityvaSic araTu ganmartavs raimes, 

aramed aSkarasac abundovanebs, scenuri moqmedebis sta-

tika da a. S. aSorebs yanCelis nawarmoebs tragediisagan. 

disertaciis daskvniT nawilSi vajamebT kvlevis Se de-

gebs. 

meoce saukuneSi tragediis, rogorc konkretuli Jan-

ris mdgomareoba antikurTan SedarebiT metismetad saxe-
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cvlilia, rac, Tu mis `asaks” gaviTvaliswinebT, sruliad 

bunebrivia. rogorc kvlevis sawyis etapze vivaraudeT, 

miuxedavad tragediis recefciis sxvadasxvagvarobisa 

(xatis, siuJetis, teqstis, interteqstis, subteqstis simbo-

los da a. S. saxiT)27, ukanasknel aswleulSi _ rogorc 

uSualod masSi, ise musikalur TeatrSi mis gamovlineba-

Sic _ yvelaze stabilurad SeiZleboda SenarCunebuliyo 

ara imdenad garegani saxe, aramed, yvelaze universaluri 

ma xasiaTeblebi. amitom, tragediis arqetipul maxa sia-

Teblebad aristoteles `poetikaSi~ mocemuli debulebebi 

aviReT, xolo sazomad _ antikuri tragedia. aseTi mid-

goma gansakuTrebiT efeqturia maSin, roca misi meSveo-

biT iseTi nawarmoebebis analizi mimdinareobs, romlebic 

 eyrdnobian antikur tragedias an miTs, anda, cnobierad Tu 

aracnobierad miznad isaxaven maT gaTanamedrovebas. ase 

JanrSi ganxorcielebuli cvlilebebis arsi TvalsaCino 

xdeba. sxva opus-ebSi ki igi myari maxasiaTeblebis gamov-

lenis saSualebas iZleva. 

gavixsenoT, rom disertaciis SesavalSi Cven, aristo-

teleze, gordeziansa da aranovskize dayrdnobiT gamov-

yaviT tragikuli Sinaarsisa da tragediis Sinagani struq-

turis maxasiaTeblebi. isini, konkretuli nawarmoebebis ar-

istoteleseuli parametrebiT analizis Semdeg sqematurad 

cxrilebis saxiT warmovadgineT, romlebSic gamovkveTeT 

am maxasiaTeblebTan TiToeuli maTganis Sesabamisoba. 

27  uaxlesi informaciiT, mxolod `medeas~ 600ze meti recefcia ar-

sebobs. ix.: gvaxaria, g. , da gordeziani, r. (16 ianvari. 2010). wiTeli zona. 

medea, miTi da miTis interpretacia. Tbilisi, saqarTvelo: saqarTvelos 

sazogadoebrivi mauwyebeli da radio Tavisufleba. 
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rac Seexeba ZiriTad elementebs. 

XX saukunis I  naxevris Cven mier ganxiluli nawar-

moebebis elementebTan (gansakuTrebiT, fabulasa da xa-

siaTTan) dakavSirebiT SegviZlia vTqvaT, rom warsulis 

tradiciasTan memkvidreobiToba aSkaraa, maSin, roca meo-

re naxevris samive nawarmoebSi isini sruliad sxvadasx-

vagvaradaa warmodgenili. gansakuTrebiT unda aRiniSnos 

azrovnebis elementis Sesaxeb. am elementis funqcioni-

reba aristotelesTan, dakavSirebulia tragikosis osta-

tobasTan, sasiamovno an saSineli movlenebi dawvrilebi-

Ti moTxrobis saxiT, an axsna-ganmartebis dauxmareblad 

gadmosces. operaSi es elementi gaaqtiurebulia musikis 

meSveobiT, radgan `dawvrilebiTi moTxrobis~ SemTxvevaSi, 

sityvebis aRqmisas musika damatebiT emociur zemoqmedebas 

axdens, sxva SemTxvevaSi, igi `ganmartavs~ qveteqstebs, xolo 

`axsna ganmartebis gareSe~ warmodgenil scenebSi igi gan-

sakuTrebul mniSvnelobas iZens, gvevlineba ra `axsna-

ganmartebad~. am mxriv gansakuTrebiT aRsaniSnavia lait-

motivebis Semcveli da simfonizebuli saopero fragmente-

bi, rogorc wminda musikalur SreSi aristoteleseuli 

azrovnebis elementis arsebobis SemTxveva. es mosazreba 

CvenTvis xelmisawvdom literaturaSi arsad Segvxvedria, 

amitom, daskvnis es punqti, romlis mixedviT: 

a. musikalur-Teatralur nawarmoebSi azrovnebis ele-

menti mudmivad funqcionirebs sam sxvadasxva sax-

esxvaobaSi;

b.  Tavisi mniSvnelobiT aq igi aRemateba aramusika lur 

dramatul nawarmoebSi mis mniSvnelobas da 

g.  ganuyofel kavSirSia musikaluri kompoziciis el-

ementTan _ Zalze mniSvnelovnad migvaCnia. amas-

Tanave, esaa mizezi imisa, rom zemoTmocemul ana-
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lizebSi azrovnebis da musikaluri kompoziciis 

elementebi ganuyofladaa dakavSirebuli. musikaSi 

azrovnebis elementis gaaqtiureba gasul saukuneSi 

imdenad Sors wavida, rom musikaluri TeatrisTvis 

iseTi `uCveulo~ nawarmoebebi gamoCnda, rogoricaa 

luiji nonos Prometeo, Tragedia del ascolto28, an karl-

hainc Stokhauzenis Licht29, an instrumentuli Teat-

ris mTeli rigi nimuSebisa. 

meore mxriv, azrovnebis elementi aseve Seicavs sityvas-

Tan dakavSirebul, metyvelebis elementsac, romelic musi-

kaluri Teatris SemTxvevaSi, dakavSirebulia sityvis musi-

kalur intonirebasTan. Cvens SemTxvevaSi, pirveli naxevris 

nawarmoebebis Sesaxeb SegviZlia kidev erTxel vaxsenoT 

gasuli saukuneebis tradiciebTan kavSiri, kerZod, vag-

nerTan – bergisa da Strausis SemTxvevaSi, masTanve, aseve 

mu sorgskisa da debiusisTan _ prokofievis SemTxvevaSi. 

qsenakisTan sityvis musikaSi intonirebis sakiTxi ramden-

ime xerxis meSveobiT gadaiWreba, magram, umniSvnelovanesi 

Tavad Zveli berZnuli sityvis JReradoba da aqcentuaciaa. 

beriosTan sityvis intonirebis msgavsi meTodi per-

sonaJebisTvis specifikurad damaxasiaTebel metyvelebis 

konkretuli maneras ukavSirdeba. amasTan, igi groteskis 

misaRwevadac gamoiyeneba. yanCelTan sityvis intonireba 

mTlianad musikazea damokidebuli. Cadgmul operaSi ki 

misi meTodi stilizebuli epoqisa da skolis identuria. 

sanaxaobis komponenti TeatrSi azrovnebis elementis 

erTgvari Senakadi gaxda da iseTive aucilebeli dramis 

gagebisTvis, rogorc sityva. aseve, erTi mxriv, komer ciuli 

faqtoris gaZlierebisa da meore mxriv, nawilobriv, TeatrSi 

reJisoris damkvidrebiT man adgili sabolood ganimtkica. 

28  mosmenis (an mosasmeni) tragedia (ital). 

29  naTeli (germ). 



32

Cven mier ganxilul nawarmoebTa Soris sanaxaobis el-

ementis aristoteleseul gaazrebas mxolod qsenakisis 

`orestea~ pasuxobs. masSi sanaxaoba minimaluria. sruliad 

sapirispiro suraTs vxvdebiT yanCelis `da ars musikaSi~. 

aq sanaxaoba, musikasTan erTad erT-erTi warmmarTveli el-

ementia. berios operaSi, yanCelis msgavsad, umTavresi el-

ementi musikaa, magram sanaxaobis wili ara marto yanCelT-

an, aramed, konvenciur nimuSebTan Seda rebiTac Sesustebu-

lia, swored musikis naratiuli rolis gaZlierebis gamo. 

`dafneSi~, `lulusa~ da `cecxlovan angelozSi~ sanaxaoba 

da misi mniSvneloba warmodgenilia operis JanrisaTvis 

tradiciulad. 

musikaluri kompozicia. rogorc araerTxel aRvniS-

neT, operis gaCeniT dramatul nawarmoebSi musikis roli 

dominirebuli gaxda da bevrad gascda `umTavresi sam-

kaulis~ daniSnulebas. musikiT gadmoicema dramis nebis-

mieri elementi, Sesabamisad, igi, Tavisi mniSvnelobiT, Seg-

viZlia vTqvaT, utoldeba aristoteles yvela moTxovnas, 

erTad aRebuls. analizisas Cven Segvxvda SemTxveva, roca 

aRemateba kidec (berio, yanCeli). 

XX s-is I  naxevris nawarmoebebSi damokidebuleba 

musikasa da dramas Soris jer kidev inarCunebs vagneris 

tradicias _ musika warmoadgens saSualebas dramis gad-

mocemisTvis, magram, saSualebas yvelaze aRmatebuli gage-

biT. samive nawarmoebSi musikaluri dramaturgia lait-

motivuri sistemiT (`luluSi~ laitrigebiT) xorcieldeba 

da dramis damatebiT plasts qmnis, romelic,  xan avsebs, 

xan winaaRmdegobaSi modis ZiriTad SresTan. ase muSao-

bs musikalur nawarmoebSi aristoteleseuli azrovnebis 

 elementi. 

saukunis meore naxevarSi suraTi radikalurad icv-

leba. `oresteas~ SemTxvevaSi saqme gvaqvs sityvis, ro-
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gorc fonemis upirobo dominirebasTan, sadac azrovnebis 

elementi ukana planze gadadis da, uCveuloa, magram, eqv-

sive elementTan SedarebiT win wamoiwevs meoTxe elemen-

ti _ sityvasTan da mis intonirebasTan dakavSirebuli me-

tyveleba. igi mTlianad iqvemdebarebs musikas. qsenakisTan 

musikaSi azrovnebis elementis gamovlinebac ki sakmaod 

rTulia, Tu ara SeuZlebeli, radgan, musika, ar asaxavs gan-

wyobilebebs, afeqtebs da situaciaTa cvalebadobebs ise, 

rogorc Cven konvenciur SemTxevebSi SeveCvieT, maT Soris, 

Cven mier gaanalizebuli nawarmoebebis umravlesobaSi. 

amgvarad, qsenakisTan musika uaxlovdeba mis aristotele-

seul funqcias, magram, msmenelis yuradRebis umTavres 

obieqtad mainc rCeba, radgan tragediis teqsti, misTvis 

savsebiT gaugebaria. esaa uZvelesi karkasis rekonstruq-

cia `axali masalis~, musikis meSveobiT. 

magram qsenakisis SemTxveva, vfiqrobT, gamonaklisad 

SeiZleba miviCnioT. radgan, XX saukunis II  naxevarSi musi-

kalur TeatrSi dramaze musikis upiratesoba erTgvar 

 tendenciad iqca (d. ligetis, k. Stokhauzenis,  m. kagelis, 

l. nonos, s. raixis, f. glasis da sxvaTa nawarmoebebi) da 

Cven mier ganxiluli Semdegi ori nawarmoebic, beriosa 

da yanCelis, am tendenciis gamovlinebis nimuSebia. maTSi 

sityva, rogorc semantikuri erTeuli, TandaTan kargavs Ta-

vis mniSvnelobas da wina planze musikaluri narativi iw-

evs. sityvis mniSvnelobis nivelirebas vxvdebiT nonosa da 

Stokhauzenis zemoT naxseneb nawarmoebebSic. verbaluri da 

musikaluri narativebis iseTi daumTxvevlobebi, rogorsac 

am or individualur, beriosa da, gansakuTrebiT yanCelis 

SemTxvevebSi vxvdebiT, maT dramaturgiul simultanurobas 

arRvevs. sityva kargavs azrobrivi warmmarTvelis funq-

cias (gansakuTrebiT yanCelis SemTxvevaSi) da iqceva erTi 

mxriv simbolur, meore mxriv wminda intonaciur, JRerad 
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elementad. amitomac, kompozitorebi am vakuums musikiT 

avseben. wina planze gamodis wminda musikaluri drama-

turgia, romelic aqtiurad zemoqmedebs winaswar mocemul 

fabulaze. amgvarad, Tu musikaluri kompoziciis elementi 

Tavisi mniSvnelobiT, YXX saukunis pirvel naxevarSi, iseve, 

rogorc gasuli saukuneebis operebSi, aristoteleseuli 

tragediis umTavres elemen tebs uTanabrdeboda, XX sau-

kunis meore naxevarSi gacilebiT met datvirTvas iZens. 

Cven mier ganxilul SemTxvevebSi, es Tavisebureba berios 

nawarmoebis tragediulobas xels srulebiT ar uSlis. 

amgvarad, SegviZlia vTqvaT, rom tragediis elementebis 

gamoyenebis TvalsazrisiT qronologiasTan dakavSirebu-

li tendencia ikveTeba: I  da II  naxevris sam-sami sruli-

ad gansxvavebuli nawarmoebi am mxriv ufro met saerTos 

avlens, vidre miTis gamoyenebis mixedviT gaerTianebuli 

wyvilebi. magram, am ukanasknel aspeqtTan dakavSirebiT, 

 kvlevis saboloo daskvnebi aseTi saxiT yalibdeba:

• iseT SemTxvevaSi, roca miTi an Zveli berZnuli tra-

gedia gamoyenebulia, rogorc siuJeturi safuZveli, 

miuxedavad tragediis elementebis SedarebiT sru-

lyofilad warmodgenisa, dasaSvebia, rom Sedegad 

miviRoT musikaSi misi ramdenadme meqanikuri an 

formaluri ganxorcieleba. magaliTad, StrausTan 

gamoyenebulia tragediis, rogorc Janris modeli 

ise, rom `dafne~ tragikuli Sinaarsis parametrebs 

arasrulad, calkeul SemTxvevaSi ki mxolod form-

alurad pasuxobs. `oresteaSi~ saqme gvaqvs trage-

diis, rogorc literaturuli teqstis da Janris 

rekonstruirebasTan. unda davZinoT, rom, Cveni azriT, 

aq yvelaze aqtualurad dgeba arsebuli formebiT 

axali tragikuli Sinaarsis novatoruli xorcSesx-
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mis sakiTxi, anu, is meTodi, romelsac, rogorc Ses-

avalSi aRvniSneT, mimarTavdnen berZeni tragikosebi. 

am meTodis praqtikaSi gacocxleba bevrad bune-

brivadaa SesaZlebeli, Tu Semoqmedi

• mimarTavs miTologiur siuJetebs Sefarulad, 

aqcevs mas axali tragikuli Sinaarsis safuZvlad 

da originaluri gziT da xerxebiT xorcs Seasx-

ams. amis SemTxvevebs Cven bergisa da berios nawar-

moebebSi, miTis latenturad arsebobisas da gamo-

yenebisas SevxvdiT. 

• maSin,  roca mocemuli gvaqvs aluzia miTze an zogad 

miTologiur formulaze, tragedia ver yalibdeba, 

miuxedavad nawarmoebSi misi calkeuli elementis 

arsebobisa. aseTi faqti nawarmoebis tragediu-

lobas im gagebiT, romelic Cven gvqonda mxedvelo-

baSi kvlevis manZilze, ver gansazRvravs: sxvadasxva 

doneze gamovlenili tragediis 6 elementi nebism-

ieri dramatuli nawarmoebis safuZvelia. ganmsaz-

Rvrelia, Tu ramdenad organul erTianobas qmnian 

isini da emsaxurebian tragikuli Sinaarsis warmo-

Cenas. 

• yvela SemTxvevaSi gansxvavebuladaa mocemuli 

kaTarsisis sakiTxi. gamoikveTa tendencia, rom igi 

ukve ara avtoris mier mxatvruli amocanis Ses-

rulebaze, aramed msmenelis aRqmazea damokide buli. 

zemoT naxsenebi sqema da elementebis gamoyenebis Ta-

viseburebaTa Sejameba gvaCvenebs: tragedia SeiZleba Sed-

ges mxolod maSin, roca nawarmoebSi SeZlebisdagvarad 

sruladaa mocemuli tragikuli Sinaarsis parametrebis 

didi umravlesoba; daculia Sinagani struqtura da,   Tun-
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dac ramdenadme saxecvlilad, mocemulia Janris ZiriTadi 

 elementebis organuli erTianoba. 

r. gordezianis araerTxel citirebul naSromSi kla-

sikuri da Tanamedrove tragediisadmi miZRvnili Tavi 

 iwyeba SeniSvniT, romlis mixedviTac `aristotelem aRniS-

na: ‘mravali cvlilebis gadatanis Semdeg tragedia Se-

Cerda, radgan miaRwia Tavis bunebas’ (1549а)30... ~ amis Semdeg 
gordeziani ganmartavs: `[aristotele] ubralod ver xe-

davda Janris ganviTarebis SesaZleblobas im parametrebis 

farglebSi, romlebic mis epoqaSi gansazRvravda trage-

diis saxes~31. miuxedavad Zveli berZeni filosofosis pasa-

Jis aseTi `pesimisturobisa~ antikuri tragediis koncef-

cia da elementebi, erTi mxriv, safuZvlad daedo dasavlur 

Teatrs, dramatuli piesebis struqturas; meore mxriv ki, 

Janris imanenturi, universaluri eTikuri da dramaturgi-

uli maxasiaTeblebi operaSi _ mis musikalur modifika-

ciaSic mniSvnelovanwilad SenarCunda. miuxedavad imisa, 

rom arcTu didia iseTi nawarmoebebis ricxvi, romelSic 

antikuri tragediis principebi da idealebi axal dro-

sa da sivrceSi cocxldeba, aseTi nawarmoebebis arsebo-

ba gvaZlevs saSualebas, vivaraudoT, rom tragediis maxa-

siaTeblebi musikalur TeatrSi ganagrZobs sicocxles da 

momavalSic araerT SedevrSi gamovlindeba. 

30  unda aRvniSnoT, rom 1549 cifriT danomril pasaJs poetikis Cven mier 

nanax verc erT gamocemaSi mivakvlieT. sazogadod, pasaJebis danomrva 

SedarebiT axal gamocemebSi sakmaod iSviaTia, xolo Zvel gamocemebSi 

1500-mde arc ki aRwevs. magaliTad, makmilanis mier 1902 wels gamocemul 

berZnul-inglisur paralelur teqstSi pasaJebis danomrva 1462-ze 

wydeba (ix.: Aristotle. (1902). Poetics. Retrieved March 29, 2014, from Saint Mary’s College 
web site: https://www. stmarys-ca. edu/sites/default/fi les/attachments/fi les/Poetics. pdf) 
gordeziansac es fraza sxva mecnieris naSromidan aqvs citirebuli. 

31  gordeziani, r. Op. cit. _ gv. 453. 
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GENERAL CHARACTERISTICS OF THE 
WORK

Topicality of the dissertation theme

There are many different connections between Ancient Greek tragedy 
and the music ofthe 20th century. These refl ect the unusual stylistic and ideo-
logical heterogeneity of those times. Up to today, ancient tragedy has been 
considered by researchers as important for intercultural relationships. All 
the related issues are very relevant for all people. There are many reasons 
for this, however, some of which are pointed out here and which are also 
mentioned by R. Gordeziani. “The popularity of classic Tragedy” […] is 
determined by many aspects […]; mostly, this is mythological information, 
transformed into drama, which impacts on people using two main approach-
es: 1. a highly transformed episode, selected from myth by a playwright 
and 2. by the unfading importance of Greek mythology, which still has a 
strong attraction for people32. In addition, the author mentions the continual 
actuality of “compassion and pity for the suffering of the chosen ones” and 
“knowledge, received from suffering”, which conveys a naturalness and ar-
tistic value factors. 

Throughout almost 2500 years the genre of tragedy has been used to 
refl ect changes in society, ideology, thinking, aesthetics – and is refl ected 
in the emergence of opera. In general, like opera, tragedy is that rare genre 
in which every aspect, considered from today’s point of view, is defi ned 
from the very fi rst stages of its formation. This is an additional connection 
to its direct “descendants”, as well as to the genre, that was created in the 
beginning according to specifi c goals and parameters. It is also not by ac-
cident that opera in France was originally called a lyric tragedy (Tragédie 
en musique). 

Today, the diverse meaning of the term musical tragedy, the word it-
self and concept derives from the vagueness and diversity of explanations. 
32  gordeziani, r. (2009). berZnuli literatura. eposi, lirika, drama. Tbi-

lisi: logosi. gv. 460
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In fact, the notion of tragedy, in both a narrow and broad sense of view, 
involves a complexity of specifi c characteristics and does not apply to any 
specifi c human disaster event. R. Gordeziani in his book “Greek literature. 
Epos, lyric, drama” talks about the principal of modeling for a tragic sto-
ry, which was developed for ancient tragedy and gives us the key to under-
standing the tragic content. This principal is as follows: 

1. A nonfi ctional story of tragedy, the use of myth. The viewer 
is attracted not by a completely unknown story, but rather by 
how the playwright is able to re-invent an already familiar 
plot;

2. From the overall “story fund” preference is given not to su-
ffering and death in general, but to a terrifying events that 
with its “peculiarity doesn’t fi t in the scope of conventional 
logic for the development of events”. The tragic confl ict is 
provoked by the natural order, an encroachment of cosmic 
harmony;

3. The tragedian is making an “actualization of the traditional 
story and faces some adjustments in accordance to its con-
ception”;

4. Well known facts and the motivation of actions are also cha-
racteristic, as well as a distancing from everyday life and spe-
cifi city, generalization and common presentation, in a way 
which gives superiority over time and environment. 

5. Ethical factor: “tragedy, designated for a single performan-
ce… it was committing self-expression and aspiration for the 
public, based on what its degree of generalization was and 
never went beyond the common understanding, however, it 
also never went to a specifi c – personal level either33. 

In this dissertation, the characteristics of the tragic genre that still 
are present are identifi ed in the subject of current research, in Musical 

33  gordeziani, r. Op. cit. _ p. 307
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theatre, that belongs to the last century, an era of unprecedented changes; 
and also kind of changes could have been appeared in the genre after the 
several centuries. 

A comprehensive and detailed research of the tragedy genre is not the 
aim of this study as a means of revealing its true nature in art. This is under 
constant study by researchers in other relevant areas. This investigation looks 
at tragedy as a whole, with its peculiarity of distinct characteristics in one of 
the genre, the purpose of which, originally, was to reconstruct tragedy. 

As mentioned, there are lots of theoretical works dedicated to this an-
cient genre, but for all of them there is a common “ancestor” “Politics” 
– written by Aristotle in the 4th century BC. , represented as lecture notes, 
which became of a huge importance. The essence of tragedy is crystallized 
based on the classical models. “Based on recent research, Aristotle saw all 
the specifi cations of classical tragedy in the most correct way”34. In addition, 
it is considered that a couple of thousand-year theoretical distance between 
two objects – the theoretical thesis and the analyzed object, was seen in 
relief as a constant, as well as a changing principle and units of the “ances-
tors” – tragedy and “descendants” were opera’s comparison. 

Thus, the aim of this work is to show the 20th century musical theatre 
as – characteristics of the tragedy genre and peculiarities of their existence. 
The determination of genre characteristics in tragedy and musical tragedy, 
the theoretical basis of this study, is “Poetics” by Aristotle, where the au-
thor describes the essence, goals, aims and the method of achievement for the 
genre, and based on three ancient Greek classic’s works. Along with these 
priceless notes and according to the ethical use of tragedy Aristotle deter-
mines the signifi cance of ethical art works in ancient Greek society. Today, it 
is considered, that “Works that are created about Poetics will not always help 
us to understand the thesis that they are created about, but they will help us 
to understand how those technical problems were solved that are called the 
creation of the work35. The case is that the value of Aristotle’s work is not 
only in creating the piece, but in creating the whole genre of Poetics and also, 

34   gordeziani. Op. cit. _gv. 304. 
35  eko, u. (2011). boloTqma `vardis saxelisTvis~. wignSi u. eko, vardis 

saxeli (gv. 785-839). Tbilisi: diogene. gv. 791. 
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as mentioned, in giving tips about solving the technical problems. 
It is likely (and natural), that the scheme has been designed from the 

start of the formation of the genre of tragedy, which was used as the bases 
for the work. This is confi rmed by the opinion of Gordeziani, where he men-
tions the typical trend in the form of tragedy and concludes, while under-
standing the development stages of confl ict: “It is not accidental, that it was 
so easy for Aristotle to separate the elements of composition for thousands 
of tragedies”36. The second tendency of a researcher is considered an 
uncovered, obvious innovation by the Greek classics, within a rather 
canonical form37. Therefore, tragedy, as the genre means solid, archetypi-
cal characteristics and based on them a chance for constant innovations, 
which should indicate its viability. This was an important motivation for the 
presented research. 

In the dissertation, a specifi c analyses of the material is reviewed based 
on the main characteristics of tragedy as presented in Aristotle’s “Poetics”. 
While reviewing the analyses, these characteristics are more or less equal, 
however, between these two is highlighted the fi rst and main part of the 
tragedy, it’s “soul”, which is called in translations as the plot. In the original 
text by Aristotle it is termed Mythos38. One of the universal factors for the 
topicality of tragedy is myth – archetype, which at one point connects with 
the world and which, on the other hand, tragedy depends on. It is true that 
all cultures and civilizations have their own mythology, however, it should 
be noted that there are many commonalities which are not by any chance ac-
cidental. Levi Strauss claims, that this fact indicates it is a “non-accidental 
content”39. In this work the emphasis is on myth and its use in Opera; during 
its existance, myth was very actively used40. The fi rst examples of this genre 
were based exactly on it. It is natural that the plot determined the content41. 

36  gordeziani. Op. cit. _ gv. 314. 
37  Ibid. 
38  At the same time, Aristotle points out, not just once, that for the implementation of the main 
aim of tragedy, it is necessary that the poet does not create the story, but uses the old myths (Iand 
XIV chapters). 
39  Леви-Стросс, К. (2001). Структурная Антропология. Москва: Эксмо-Пресс. c. 214-
215. 
40  In Wikipedia there are 68 samples presented about the use of the Orpheus myth in Opera. 
41  However, the myth deviations from the original plot take place already at the very beginning 
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Until the 20th century, a compliance with Aristotle’s tragedy in the Opera 
genre is found associated with Wagner’s musical dramas, where old German 
mythology is revived, as in the mythologies of the Greek tragedies in Hom-
er’s poems42. They could not consider the plot themselves and, therefore, 
had to alter it. “This inevitability43 derived from the Greek understanding of 
world perception”44. Myths themselves “were not of tragic structure, they 
have never focused on displaying tragic confl ict, therefore, the tragic poet, 
while using myth, was selecting those plot elements, where tragedy suppos-
edly emerged”45. The main and supreme duty of tragic was to refl ect myth 
ideas through poetry. Still in ancient times, authors were establishing differ-
ent approaches while using myth. “This was essentially changing the under-
standing of myth, its interpretation and actualization level”46. If Aeschylus 
was distinguished for his great devotion towards the material, Euripides, on 
the contrary, did not depend on this but was even changing the content of the 
myth. Sophocles stood between them and maintained the golden mean. His 
interpretation of myth was “decoding the idea of the myth, written in sym-
bolic language, its poetic realization and presenting all this to the viewer”47. 
Later, this kind of events always happened when a great artist was work-
ing in this area, but it may also be saidthat the attitude towards myth never 
has been so varied and diverseas it was since the beginning of the previous 

of Opera history. Mainly it was a change of the ending (happy), or the introduction of a new 
unknown character in the concrete myth (a traditional feature for Venetian opera) which was 
determined not by the author, but by opportunistic requests. 
42  It is possible to fi nd particular elements of tragedies in 17th – 19th century operas, however, 
this is not the research period of the present study and consequently not only the particular 
characteristics, but only those works that contained the full process and compatibility of the 
components with Aristotle’s rules are being investigated. 
43  The author is describing a specifi c Greek understanding of the world in the future: for the 
Greek universe is a “cosmos, meaning peace, the harmony of which is determined by supreme 
power of God, therefore, if the cosmic harmony is violated, we should blame the subversiveness 
of Gods but the people’s uppity […]according to which the anomalies happen”. gordeziani. Op. 
cit. _ gv. 310. 
44  Ibid. 
45  Ibid. 
46  Ibid. 
47 xomeriki, g. (1996). winasityvaoba. krebulisTvis: esqile, sofokle, 

evripide. Zveli berZnuli tragedia (gv. 5-18). Tbilisi: saqarTvelo. p. 12. 
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century up to present. That is why, when becoming acquainted with so the 
works of the musical theatre for both halves of the 20th century which, in a 
way, included elements of Ancient Greek tragedies, similar attitudes were 
identifi ed for three ancient Greek tragedy approaches while working on the 
present analysis48. For the 20th century musical theatre examples analyze-
d49in this thesis, accordingly to the above-mention three tendencies, a divi-
sion was made according to how myth is represented: 

• As a story, having a content with a particular sequence of 
corresponding events – the case where myth is very easy to 
distinguish. 

• As the plot for other story which, on the other hand, becomes 
the basis of the of work content. 

• As covered and transformed into a “tributary” of additional 
content, when its existence depends on a random or not ran-
dom way of perceiving the reference. 

The present task is to determine what have been changed are and 
what remains the unchangeable in the classical tragedy genre as in those 
works of musical theatre, which contain a myth in today’s circumstances. If 
the defi nition of Aristotle’s tragedy is adjusted to the genre parameters by 
Aranovsky50, it will look like this: 

What: tragedy, original, completed from a cult, theatrical action, which: 
How: will it be played for audience, with a plotbased on fear and pity. 
What for: will it be cleared of emotions, feel the catharsis. 
With the help of: the elements of plot, character, through diction, spec-

tacle, musical composition. 

48  However, it is natural, based on different circumstances (big time lapse and the evolution 
brought with it inside the genre, as well as its acknowledgement of myths functions) and not 
consistently as it was in the antique period, but simultaneously, as it is characterized with the 
period of analysis. 
49  The arguments for each works are reviewed in the analytical chapters. 
50  See: Арановский, М. (1987). Структура музыкального жанра и современная ситуация 
в музыке. ВМузыкальныйсовременник: Сб. статей. Вып 6. Москва: Сов.  Композитор. 
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In this case the defi nition of Aranovsky is general and, as will be shown, 
in full compliance with the fi rst and very last defi nition of Aristotle. As a re-
sult the approach to the internal structure of the genre by V. Trukerman and 
A. Sokhor will not be considered since it is a priori aimed at and adjusted 
to the music. 

The elements and requirements presented in “Poetics” will be used, 
based on which, according to Aristotle, tragedy was attained. This work is 
based exactly on the compliance of these parameters with the musical mate-
rial analyzed. In particular these are: a plot, along with its parts, including 
the main myth; the characters and their characteristics; thought; diction – 
the element associated with dialog, text, word and it’s features, show and 
musical composition. In total, through the unity of these elements the main 
ethical purpose of tragedy is achieved – Catharsis51. 

Every one of these elements is so comprehensive that each could be 
considered separately. Here they are used as the analyzing tool for the mu-
sical-theatrical work, which also represents the novelty of the research 
thesis, because, at this point the analyses of the musical work and, in par-
ticular, the analyses concerning the music with the parameters presented in 
“Poetics”, has not been attempted. The traditional methods of research for 
operatic dramaturgy are defi ned here, as well as the analyses of the theatrical 
works, as being driven from “Poetics”. Therefore, with just once glimpse, 
the hardly noticeable difference may lie in the method being tested – con-
cretization. “Poetics” is being followed in detail, and the music composition 
analyzed for a particular theatrical genre, which, based on the information 
available, is the fi rst case x. As already mentioned, the analyses of the musi-
cal works along with traditional complete methods represents the method-
ological origin. The new research angle and already analyzed works are 
reviewed in this contextfor the fi rst time, while the object of the thesis, aim, 
task and methodology, research angle, terminological and genre defi nition 
clarifi cation conditions its actuality. 

The relation between ancient Greek theatre and Opera has always 

51  Hereby, it should be mentioned that the mechanical parts of tragedy as parameters (prologue, 
episodes), because these parts are only specifi c for Greek tragedy, also Aristotle does not clarify 
their content and dramatic meaning. 
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been one of the most researched topics and carried out by many respected 
researchers; however, nothing has been found specifi cally addressing the 
current topic under investigation– tragedy, genre characteristics given by 
Aristotle that discusses the musical theatre of the 20th century in this scope. 

It should be saidthat different parts of the thesis review and discuss the 
vast literature available. The present study has reviewed the literature x, the-
atre studies, musical dramaturgy and considerable number of papers avail-
able specifi cally concerning the work. For the history of ancient tragedy it is 
maintained that the studies of Gordeziani, based on the works of many for-
eign authors and also his own research, gives us both a comprehensive and 
generalized information about the existence and development of the genre. 

There is signifi cant literature to be found about the interdependence 
of Opera and ancient theatre. In this regard, the newest collections of Peter 
Brown and Suzana Ograjensken are the most noteworthy. In particular, the 
work of Caroline Abbate and Roger Parker’s history of Opera (Norton and 
company 2012) are signifi cant due to the new views expressed. It should be 
noted that there are a couple of researchers who are currently working on 
Opera dramaturgy in Georgian musicology. In this respect the research of M. 
Kavtaradze and N. Sharikadze’s should be mentioned. In the literature, how-
ever, musical-theatrical analyses based on the principles of Aristotle have not 
been encountered and, therefore, the text presented is a totally new analysis. 

Consequently, the structure of the research, the goals and objectives of 
the thesis consistof an introduction, four chapters and a conclusion. In the 
fi rst is a historical-theoretical chapter and the musical theatre associated with 
it up to the period of analysis is presented. The main, analytical part consists 
of three chapters in which are discussed the works, which include mythas 
the story and the conceptual basis (Chapter II: Richard Strauss: Daphne, 
Iannis Xenakis: Oresteia); myth, as a work containing other variations of a 
story (Chapter III: Alban Berg: Lulu, Luciano Berio: Un re in Ascolto) and 
last, cases where the mythological element in the works is not indicated 
openly (Chapter IV: Sergei Prokofi ev: Fairy Angel, Giya Kancheli: Music 
for the Living). The research results are summarized in the conclusion. The 
work also has a list of references, musical examples and charts. In the sec-
ond part of the introduction the main postulates of the essence and ele-
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ments in Aristotle’s Poetics are discussed and explained. 
Tragedy, then, is an imitation of an action that is serious, complete, and 

of a certain magnitude; a language embellished with different artistic orna-
ments, several kinds being found in separate parts of the play - in the form of 
action, not of narrative; through pity and fear affecting the proper purgation 
of these emotions52. 

The achievement of catharsis is possible by the mutually dependent 
elements. These are: Plot (the parts of it are peripeteia, recognition and suf-
fering) and subjectively the myth used; character, meaning tragic hero, 
which does not necessarily have to be an example of fairness and rationality, 
however, does not have to be criminal either. Tragedy is based on tragicfail-
ure, the characteristics of which have to do with metaphysical forces. The 
element of thought means paraphrasing with the words. In addition to this, 
pleasant or scary can be expressed in two way, one by the author, told in 
detail, or without any explanation. It is desirablethat both ways will be used 
in tragedy according to Aristotle. The element of thinking is realized with a 
special form in music and this will be discussed in the analytical chapters. 
The element of diction means the appearance of the word. Here a certain 
type of sentence (command, supplication) and the way of choosing the cor-
rect intonation of words and syntactic analysis of the word is discussed. 
Spectacle, additional necessary details that are used for the embodiment 
of the spectacle and decoration amongst others. Aristotle does not consider 
all this as signifi cant, as he thinks it has very little to do with the poetics. 
Aristotle also gives very few details about the musical composition; he only 
says that it is the main embellishment of tragedy53. In the analytical part of 
the present study, natually, this element will be given greater attention since 
in musical theatre, the musical form exceeds the defi nition of embellish-
ment and equals all the elements together. With the unity of the sielements, 
through fear and pity, Aristotle considered catharsis was achieved. 

52  Aristotle. (2000). The Poetics of Aristotle. A Translation by S. H. Butcher. Pennsylvania, 
Pennsylvania, USA: A Penn State Electronic Classics Series Publication. p. 10. 
53  aristoteli. (1940). poetika. sabWoTa xelovneba #7-8, p. 24. 
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THE CONTENT OF THE WORK

The fi rst chapter of the thesis The Road of Ancient Tragedy in The-
atre and Music presents the historical-theoretical support for the disser-
tation. Here the development and evolution of tragedy through the works 
of the Greek classics and Aristotle’s “Poetics” up to the 20th century is re-
viewed. Alongside this, tragedy in Opera is discussed - the characteristics of 
the use of the features of the genre in tragedy by composers in the particular, 
key eras. Following the era of classical Greek tragedy there was a genre 
degradation, the visual side exceeded the ethical and in the new era tragedy 
almost became forgotten. Its genuine renaissance came through the works of 
Shakespeare. In Shakespeare’s tragedies “Poetic” provisions are represented 
on a new plane and the connection with ancient tragedy is more inward and 
organic, rather than outwardly expressed. At the same time “fate tragedy” 
was replaced with “character tragedy”, which was the greatest achievement 
in Drama. It is interesting to note that in the works of Shakespeare music 
was of major importanceas an illustration of the dramatic situation. 

In exactly the same periodwhen Shakespeare was creating his great 
tragedies (approx. : 1593-1606/7) Dramma per musica’s conception was de-
veloping in Italy, for which, ancient tragedy, in all its senseswas the starting 
point. Florentine “Camerata” members referred to it not as a model and de-
cided on a conceptual revision. On what basis did the Camerata believe that 
tragedy should be fully sung? Their case was based on, “one passage from 
Poetics, in particular, that tragedy stirs emotions and causes the purge from 
them – catharsis. Count Giovanni de’Bardi was highly confi dent, that only 
poetry was not able to purge such strong emotions and his conviction 
was based on his imagination – classical tragedy was reaching its effect 
only due to the fact that phrases were not said, but sung, music was 
creating the continuum inside and this was determining the miraculous 
outcome”54. Therefore, catharsis became an ideological basis for Opera. 
The musical form, that existed during that period was not considered rel-
evant for drama, so musical recital was created that was “more sublime that 

54  Abbate, C. , & Parker, R. (2012). A History of Opera. New York: W. W. Norton & Company. 
p. 43
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the usual speech and less clear-cut than the melody”55 alongside with Recital 
cantando. Camerata members in their works did not use “readymade” trag-
edies, but myths, however, unlike Aristotle’s reference, they were arbitrarily 
changing them. 

The fi rst composer of the new genre, Claudio Monteverdi, was related 
to Ancient Greek tragedy fi rstly by a knowledge of the esthetic principles 
of Florentine Camarata and, in addition, with in-depth studies of the Greek 
classics and Aristotle’s works and with their compliance with his work’s 
principles. This type of vision led him to the principal innovations in the 
development of the genre. A new type of drama with musical diversity was 
created which had a much greater potential than a mechanical Greek adap-
tation could have. Aristotle’s statements – in particular the construction of 
dramatic plot and the organization of its parts – maintained that the univer-
salization and musical realization of the concept of music only enriched the 
expressive means of the specifi cs. 

In this paragraph, based on the French classic tragedy and its poetic 
examples, it is possible to see substantive changes in the genre, while for-
mally, Aristotle’s parameters are maintained, however, in reality, is adjusted 
to absolute requirements. The same changes and drama peculiarities are re-
fl ected in French lyrical tragedy. It has been explained here, that Aristotle’s 
theory for the French people was just a formal basiswhich they used to build 
a modifi ed diversity of the genre and its new poetics. 

The tendencies of tragedy interpretation, which are already seen at the 
beginning of Opera history and which subsequently transformed into Opera 
seria, together with the importance of music and function prioritization, the 
standardization of librettos, the quest for vocal mastery and the tendency 
for vocal display led to a serious Opera crisis which weakened the role of 
Drama. In the second half of the 18th century, Gluck implemented reform 
in Operaseria which mainly focused not so much on drama, but it’s realiza-
tion in music. If the features of theatrical works, which Aristotle specifi es, 

55 Роллан, Р. (1986). История оперы в Европе до Люлли и Скарлатти. Истоки совре-
менного музыкального театра // Музыкально-историческое наследие: Выпуск первый. 
Москва: Музыка. c. 81. 
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are not so much protected in drama text, they are consistently followed in 
Gluck’s music. Gluck’s works remind us of French tragedy due to the lin-
ear peculiarities of its plot and characters, however, his musical works are 
considered more similar to Ancient expressiveness, rather than French, due 
to its Drama and intonation. 

Within the context of musical classicism and romanticism ancient 
tragedy was mostly seen as a model and method of thought, rather than 
implementation in practice. At the end of Romanticism, ancient tragedy re-
turned in the form of Wagner’s musical dramas with unprecedented power. 
Its theatre corresponds to the ethos of Greek tragedy and there is a similar 
approach applied to the use of myth. Ancient myth represented the lowest, 
most common and mediated layer in Wagner’s dramaswhich had been built 
on national (Old German) legendary types. The last, upper layer is the free 
literal interpretation of these two lower layers by the author. Wagner com-
bines, in himself, the universalization of ancient tragedy authors: he is a 
playwright, creator of music, director and conductor. In Wagner’s articles he 
never detrimentally mentions any thoughts about blindly following Aristo-
tle’s rules. These rules combined with all the experience gained throughout 
the whole drama history by Wagner, becomes the bases for his drama. 

Myth and the work on it, with Wagner, mainly in Tetralogy, becomes the 
spirit of the work and practically defi nes everything. And this is one of Aris-
totle’s main regulations. It is possible here to talk freely about all elements 
of tragedy in a waythat does not separate text and music. Their development 
is based on mutual conditions, as for the level of a separate word (semiotic 
and sounding unit), as well as separate character, context and subtext, on all 
the levels of drama development and fi nally on the level of an idea. Besides, 
alongside the music the element of thinking is especially activated with 
Wagner (and passed to later generations), the leitmotiv system reveals the 
effect of acting without the help of verbal explanation. Therefore, based on 
the experience of the tragedy genre and with the new rethinking, Wagner 
created his own genre diversity, where the paradigmatic characteristics of 
tragedy are inseparably blended with musical origins and contemporary i. e. 
actual, problems fi nding their roots in ancient myths. Therefore, Wagner, as 
well as Shakespeare and all great tragic writers, creates his own mythology. 
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Wagner’s infl uence on the development of musical theatre and musical 
thought (which, also means the attempts to escape the infl uence) included all 
fi elds, starting from ideas and drama, to musical expressionism and became 
very viable. However, tragedy, as a drama genre was experiencing stagna-
tion throughout all this time. At the end of 19th century and the beginning 
of the 20th century playwrites such as Henrik Ibsen, Anton Chekhov and Au-
gust Strindberg, and later Eugene O’Neill, introduced a new view. In the 20th 
century, for the fi rst time in the history of tragedy, an Anti-Aristotle, Brecht 
theory was formed, with the main features described in the fi rst chapter. 

In the theatre of the 20th century, as well as in the music, the tragedy genre 
was somewhat less an object of interest. However, its “soul’s”, was elevated as 
central to myth. Many works were created and some of them with a content-
which, at the time, formed the basis for Greek tragedies. However, interest in 
myth was driven from the interest about archaic traditions. On the other hand, 
in the fi rst half of the 20th century, composers were themselves challenging the 
revival of ancient stories. In the works of Milhaud, Satie, Honegger and Orff 
the consideration of ancient tragedy using an unusual vocal approach happens 
with a specifi c instrumentationwhich, at some point, becomes a tendencythat 
we can encounter in the 21st century too (H. W. Henze’s Phaedra). There are 
also cases when the plot of tragedy or myth is used as an origin which, how-
ever, experiences transformation. Examples of this are Richard Strauss’s Ari-
adne auf Naxos and Milhaud’s so calledOpéras-Minute with the inversions of 
a mythological story. This side of myth is, at some point, as if it is refl ected in 
a crooked mirror, developing its new option, antimyth, which becomes a basis 
for antitragedy. Chapter I ends in the second half of the 20th century with a 
review of Harry Partch’s work Revelation in the Courtyard Park. 

This general chapter is followed by three analytical chapters. In the 
second chapter of the thesis, myth, as the basics of a plot is reviewed using 
Dahpne by Richard Strauss and Oresteia, by Iannis Xekanis, as examples of 
works written according to this approach in the fi rst and second half of the 
last century. Particular interest was aroused due to the author’s defi nitions: 
Strauss called his opera a bucolic tragedy, while Xekanis called his Oresteia 
an “ancient tragedy processed by him”. After comparison with the originals 
and their versions, it becomes clear, that in both works the myth subject line 
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is more or less clearly preserved. Based on the analyses one can conclude 
that in case of Strauss we are dealing with tragedy. The internal and external 
structure of the genre is preserved, as well as constituent elements of tragedy 
and their requirements (without the exception of non-essential certainties). 
The existence of bucolic ageing (understanding the characters, realization 
of model in music, features of the musical language), however, and less 
consistency with the model and, on the other hand, the modeling fact itself, 
determines a certain distance or alienation for the viewer. The observer’s 
objective position about past events, therefore, has less chance for cathar-
siswhere the realization of the ultimate ethical tragedy function is derived. 

As for Xekanis’s “musically processed ancient tragedy”, its one main 
characteristic, synthetic quality corresponds to ancient tragedy. It is realized 
on the level of conception, composition, genre and musical language (fi rstly, 
here should be noted the integral unity of the archaic and modern means of 
expression) and merges with the “carcass” of ancient dramaturgy: mainly, 
the unchanged tragedy by Aeschylus. Therefore, the features of European 
traditional musical dramaturgy, including intonation drama, which should 
correlate with the features drama spectacle (based on which, Opera, works 
of the musical theatre are derived), with Xenakis is replaced by a different 
musical component. The original conception of traditional European musi-
cal theatre, which reveals the proximity with ancient theatre is seen through 
the peculiarities of ancient Greek text vocal intonation. Therefore, musical 
ageing with Xekanis is not equal and inalienable with the theatre that Opera 
specifi cations ideally require, but is presented within the range of Aristotle’s 
musical composition, that is one, of the tragedy elements. Clearly, unlike 
Aristotle it is not just limited to an embellishment function; rather, the ben-
efi ts of underlined verbal elements are obvious. Here the case is not with the 
tragedy modeling, but with its reconstruction, and through this, at one point, 
there is an association with the archaic. It is these characteristics associated 
with those of musical language for which Xekanis entered history as an in-
novator. The work is an answer to Aristotle’s requirements as it responds to 
the primary literature source: Tragedy of Aeschylus. Distancing the viewers 
is apparent here too because the text of the tragedy is not understandable 
for them. The work has nothing to do with Operafrom the traditional point 
of view, as long as it is vocal, unlike Daphne it may be getting closer to 
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ancient Greek declamationrather than the singing formsdeveloped in Opera. 
Therefore, the Oresteia tragedy, as a genre, exists with a signifi cantly better 
quality than in Daphne, however, the traditional perception is paradoxical 
and the use of the ancient Greek language is practically impossible. 

The beginning of the third chapter of the thesis, myth, as the latent 
basis of the work, briefl y reviews the understanding of myth in the 20th 
century, when the oldest myth was as if invisible but sub-consciously still 
actively “working” as the latent basis. 

In Lulu, where the traditional alliance for music and drama opera is still 
preserved, the mythological56basis is discussed, which is presented in the 
form of several motives in the plot, as well as in a semantic fi eld of the main 
character. It’s dramatic structure is based to a considerable extent on an Ar-
istotelian scheme, and Gustav Freytag hasdeveloped a rectangular scheme 
based on an Aristotelian scheme. In this part of the text particular attention 
is given to the main character and her characteristics from the perspective 
of Aristotle’s character and mythological parameters in musical realization, 
the advantage of which, compared with other elements becomes obvious. 
Like Strauss, following the Wagner tradition, leitmotivs attain a huge impor-
tance – Leit-rows. They practically create an additional dramaturgical layer, 
between the works reviewed in this thesis and give a huge importance to the 
thought element in the music, with the success of recurring complexes and 
constructions – Leit-sections) (G. Weisgal’s term). Taking into account the 
time interval and evolutional processes between ancient tragedy and “Lulu”, 
the quality parameters of tragedy may be considered satisfactory. 

Luciano Berio’s Azione Musicale Un re in Ascolto represents a com-
pound, multilayer work, in which the latent basis of Italo Calvino’s story’s, 
and other sources, the Cassandra myth is evident. Unlike other works re-
viewed before, here the music is superior to the drama and is leading it. 
The plot and characters are correspond to the theatre of Beckett, rather than 
Aristotle. However, it can be seen that those individual featureswhich show 
themselves having a proximity to Aristotle (the suitability of character, 
meaning the relevance to the story given in the plot), are connected more to 

56  Ancient myth about Pandora’s Box, an ancient German myth about the spirit of the ground 
and Minion, the stocks of biblical Eve and so on. 
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music than the verbal narrative. Certain features of the plot, which do not 
depend on music (fear and solidarity, self-identifi cation, catharsis), may be 
considered to be in accordance with Poetic’s defi nition, or not, depending on 
the individual’s view. But as to tragedy, in the work dealt with, not so much 
with the specifi c topic of ancient myth, but with the topic that has arisen 
concerning the highlights of the human/individual issue and in the 20th cen-
tury (maybe even earlier), mythologization was experienced, however, as 
mentioned, the latent basis of Prospero’s tragedy is the ancient Cassandra’s 
myth. In the period, when this work was created, the thematic when heard 
was considered actual. Berio’s work, mainly depends on this “new” myth – 
a confl ict between the outer and inner worlds, among the voices heard and 
understood. This is one of the many versions of myth, the realization of 
what happens in ways which are unusual for tragedy, based on music; this 
is explained in great detail in the third chapter of this study. Due to the spe-
cial properties of the musical narrative, and despite the fact that Re’s verbal 
text and dramaturgical understanding does not fi t all of Aristotle’s elements, 
its tragic nature, with the consideration of Aristotle’s main thesis, does not 
leave us in doubt. 

In the fourth chapter mythological motive, as the allusional tributary 
to story – one more approach that originated in the last century, the possible 
existence of myth’s allusional elements x, which, at one point may have 
nothing in common with ancient myth and are entirely based on the modern 
trend, is reviewed For example, Sergei Prokofi ev’s The Fairy Angel in based 
on Bryusov’s symbolic novel. It contains a stylized narrative that is epic, 
rather than tragic. However, in relation to this opera, the term “tragedy” is 
often used (the main character’s tragedy, social tragedy and so on). 

When the story is analyzed, it becomes clear, that its connection with 
tragedy, despite the compliance of certain elements (in particular the way of 
adequately conveying character though music, despite its highly complicat-
ed nature in comparison to Aristotle and in spite of the fact that Renata is not 
a tragic character) have very little in common. This is conditioned by the ep-
isodic nature of the The Fairy Angel plot, with the practical impossibility of 
myth identifi cation and confl ict type (inner, psychological). At some point, 
it can exist in the abstract and allusional motive forms (between Zeus and 
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Semele, between mortal and immortal), however, the author’s (Prokofi ev’s) 
dependence on the basic idea is objective, which is mainly conditioned by 
the music and is explained in detail in the corresponding chapter. In addi-
tion the catharsis potential becomes overlapped and crossed. In the end, the 
work is much more suitable to drama, rather than tragedy. Certain elements 
of Aristotle are presented more in a drama circle, than tragedy. 

The title of Music for Living by Gia Kancheli and Robert Sturua, with 
its pathos, alludes to the fact that work is dealing with the particular power 
of music leading to an association with several mythological motifs: music’s 
omnipotence (Myth by Orpheus) and purifi cation, survival and origins. And 
if so, then, it was right to consider the work to have a connection with some 
variety of tragedy. Finally, the analysis reveals that the alleged mythologi-
cal motifs that are connected to various parts are only provoked allusions 
and consequently do not contain any suffi ciency in musical or verbal text. 
Besides, based on the tragedy elements, the analyses shows that Music for 
Living is an ambivalent work, which due to many reasons, and mostly by 
belonging to epic theatre, can only partly represent tragedy not according to 
Aristotle’s genre characteristics, but with a more generalized understand-
ing, such as today as used in everyday life. This conclusion is based on the 
presented genres in the works, which include those genres, which by their 
nature are opposite to tragedy. The importance of the plot, unequivocal and 
unilateralism of characters, non-individualism and symbolism, the advan-
tage of highlighting the verbal presentation, the positive infl uence of musi-
cal narrative on both of them, when the Thoughts element is not explaining 
anything, but also makes it vague, static of scenic actions and consequently 
a combination of these distance the work of Kancheli from tragedy. 

In the conclusive part of thesis, the results of the research are summa-
rized. 

The tragedy of the 20th century as the condition of the specifi c genre 
is signifi cantly modifi ed in comparison to the ancient forms, which, if its 
“age” is considered, is quite natural. As considered on the initial phase of 
research, despite the difference of tragedy reception (in the face of character, 
text, story, inter-text, sub-text’s symbol and so on)57in the last century, as 

57 There are more than 600 interpretations or receprionsof Medea. See: gvaxaria, g., 



57

well as in the musical theatre’s manifestation, it is possible to endorse not 
so much the outer features, but the most universal characteristics of tragedy. 
Therefore, for the archetype characteristics of tragedy, the statementsgiven 
in Aristotle’s Poetics are used as a reference point for ancient tragedy. This 
kind of approach is most effectivewhen works are analyzedwhich are based 
on ancient tragedy or myth, or consciously or sub-consciously are aimed at 
modernizing it. So the essences of the changes made in the genre become 
visible. For other works it allows a determination of other stable character-
istics. 

To recap, in the introduction to this thesis the inner structure character-
istics of tragedy and its plot based on Aristotle, Gordeziani and Aranovsky 
were outlined. They are presented in the schematic tables based on the anal-
yses of specifi c parameters from the works of Aristotle, where the relevance 
of each of these characteristics is highlighted. 

The following can be said about the main elements of tragedy. 
As described for the fi rst half of the 20th century (mainly about plot 

and character), it can be said that their resemblance to the old traditions and 
inheritance is clear, whilst for all three works of the second half of the same 
century analyzed they are presented in totally different ways. Considering 
the element of Thought, the following should be noted. The functionality of 
this element with Aristoteles related to the mastery of tragic, in the way of 
telling pleasant and terrible events with a detailed explanation, or presenting 
then without the description. In Opera, these elements are achieved though 
music; whilst “telling the detailed story”music gives a more emotional per-
ception to the words. In other cases, it just defi nes the implication, and it 
has even more effect in the scenes with “explanation without defi nition” and 
becomes the “explanation” itself. In this situation, noteworthy are fragments 
of Opera containing leitmotivs, as the presence of Aristotle’s thought ele-
ments are in the pure musical layer. The opinions expressed have not been 
presented in any of the available literature, according to which: 

da gordeziani, r. (16 ianvari. 2010). wiTeli zona. medea, miTi da miTis 

interpretacia. Tbilisi, saqarTvelo: saqarTvelos sazogadoebrivi 

mauwyebeli da radio Tavisufleba. 
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An element of musical-theatrical work is continuously functioning in 
three varieties of thought; 

with this signifi cance, it exceeds its value in dramatic nonmusical 
works and

the integral connection between elements of musical composition are 
considered of major importance. At the same time, this is why in the analy-
ses presented x, concerning the elements of thought and musical composi-
tion, areintegrally related. In the last century, the activation of the thought 
element in musical theatre has gone so far, that very “unusual” works have 
been created, like Prometeo, Tragedia del ascolto by Luigi Nono, or Licht by 
Karlheinz Stockhausen, or a series of instrumental theatre works. 

On the other hand, the thought element also contains a verbal element, 
which in musical theatre is connected to the musical intonation of the word. 
In respect to works of the fi rst half of the 20th century the connection with the 
tradition from the last centuries is recalled, in particular, with Wagner – Berg 
and Strauss, as well as Mussorgsky and Debussy – and the case of Prokofi ev. 
With Xenakis the intonation issue of the word in music was resolved in a 
couple of ways, however, the most important is the sound and accentuation 
of the ancient Greek word itself. 

With Berio the specifi c method of word intonation is associated in a 
particular manner linked with speech. In addition, it is also used to achieve 
the grotesque. With Kancheli, the intonation of the word completely de-
pends on the music. In the opera into the opera, his method is identical to a 
stylized era and its school. 

The Show component in theatre became a tributary element and is as 
necessary for understanding drama as is the word. Also, at one point, to 
strengthen the commercial viability and, on the other hand, with the help of 
directors it has fi nally confi rmed its place in theatre. 

Of the works reviewed, the show elements with Aristotle’s thought are 
only present in Orestea by Xenakis. The show there is minimal. A complete-
ly different picture is seen with Kancheli’s Music for the living. Here the 
show, alongside the music is one of the main elements. In the opera of Berio, 
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just like Kancheli, the main element is music; however, the show element is 
weakened not only in comparison to Kancheli, but also to the conventional 
examples, due to the strengthening of the narrative role of music. In Daphne, 
Lulu and The Fairy Angel the show is traditionally presented according to 
the Opera genre. 

Musical composition. As has already been mentioned, with the appear-
ance of Opera the role of music in dramatic works became dominant and has 
exceeded the function of the “main embellishment”. Music helps to depict 
every element of the drama, therefore, it can be said that it equates to all of 
Aristotle’s requirements. A case has been encountered whilst carrying out 
the analyses, when it was even exceeded (Berio, Kancheli). 

The attitude between the drama and music in the fi rst half of the 20th 
century still maintained Wagner’s traditions – music is the way of conveying 
the drama, however, this way is the most superior. In all three works the mu-
sical dramaturgy is achieved through the leitmotiv systems (in “Lulu” with 
leit-rows)which creates an additional layer for drama, which sometimes 
fulfi lls it, but is sometimes at odds with the layer. This is how Aristotle’s 
thought element functions in musical works. 

In the 2nd half of the century the situation radically changed. In the case 
of Oresteia word, as the absolute domination of phonemes is considered 
where the element of thought is moved to the background and it may be 
strange, but in comparison to all other elements, the fourth elements comes 
to the fore – which is connected to the work and it’s intonation – Diction. 
This entirely depends on the music. With Xenakis it is very diffi cult, if not 
impossible to detect a thought elementbecause the music does not display 
the mood, the emotion and the change of situation in a conventional way 
also including most of the works reviewed. Therefore, Xenakis music ap-
proaches an Aristotelian function, however, it still remains the main objec-
tive for the viewer as the text of the tragedy is completely obscure. This is 
the reconstruction of the oldest frame with “new material” music. 

However, Xenakis’s case can be considered an exception since in the 
second half of the 20th century the domination of music over drama in musi-
cal theatre became a tendency (Ligeti, Stochkausen, Kagel, Glass, Reich, 
Nono and others) and the two works by Berio and Kancheli that are re-
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viewed here, are also good examples of this tendency. The word in them, as 
the semantic unit, loses its meaning and the musical narrative moves to the 
forefront. An equality with the meaning of the word is seen in Nono’s and 
Stokenhausen’s works. The considerable verbal and musical narrative dif-
ferences, as are presented in these two cases of Berio and mostly Kancheli, 
breaks their dramaturgical simultaneousness. The word loses its semantic 
function of guiding (mostly in the case of Kancheli) and becomes at one 
point symbolic and, at another, a purely intonational sounding element. 
Consequently the composers fi ll this vacuum with music. The pure musical 
dramaturgy then comes to the fore, which actively impacts on the plot given 
in advance. Thus, if the element of musical composition with its meaning 
balances the main elements of Aristotle’s tragedy in the fi rst half of the 20th 
century as well as in the Operas of the past centuries, in the second half of 
the 20th century it becomes dominant. In the cases reviewed, this specifi ca-
tion does not eliminate tragedy as used by Berio. 

It is therefore possible to say that there is a chronological tendency in 
using elements of tragedy: of the three works for each half, the fi rst and sec-
ond half reveal more similaritiesthan using matches according to the myth. 
However, in accordance to this last aspect, the fi nal conclusions of the re-
search can be stated as follows: 

• In the case, when myth or ancient Greek tragedy is used as the 
plot of the content, despite the relatively complete representa-
tion of the elements of tragedy, it is allowed, to receive its me-
chanic or formal embodiment in the music. For example, with 
Strauss the model of tragedy as a genre is such that Daphne rep-
resents the parameters of tragic content incompletely, or at some 
points just formally. In Oresteia the reconstruction of tragedy, as 
the literature text and genre, is clearly seen. It should be empha-
sized that here, the case of the implementation of the innovative 
forms of tragic content is most actual, which points to the method 
mentioned in the beginning, to which Greek tragic writers were 
referring to. The realization of this method in practice is possible 
quite easily, if the creator
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• refers to mythological stories implicitly, turns it into a new 
tragic concept and realizes it in the original way. This can be 
seen to be the case in the works of Berg and Berio. 

• When there is an allusion about myth or about general mythologi-
cal formula, tragedy cannot be formed, in spite of the existence 
of this particular element in the work. If this is the case it is not 
possible to define the tragic sense in the way wanted; to have 
the elements that have passed different levels which form the ba-
sis for dramatic stories. This determines whether they create 
organic unity of form and are functioning such as to display 
tragic content. 

• The above-mentioned scheme and the summery of the peculiari-
ties of elements shows that tragedy may only take place if in the 
work there are more or less fully the tragic parameters; they are 
preserved within the inner structure even if somewhat modified 
and are given the organic unity of the main elements of genre. 

• In all cases the question of Catharsis is solved differently. Here 
the tendency is to rely on the spectator’s individual perception 
more than the author. 

In the work of Gordeziani, which was not cited, the chapter dedicated to 
classical and contemporary tragedy begins with the note, to which Aristotle 
pointed: “after conveying many changes, tragedy stopped, as it reached it’s 
nature (1549а)58... ” After this Gordeziani explains: [Aristotle] could not 
see the development possibilities for the genre within the parameterswhich 
in his era were defi ning the face of tragedy. Besides, the pessimism of the 

58   It should be notedthat the passage from Poetics with the number 1549a could not be found in 
any editions. In general, the numeration of passages in the newer versions is very rare, however, 
in old editions they go up to 1500. For example in the Greek-English edition published in 
1902 by Macmillan the numeration of passages ends at 1462. (See. :Aristotle. (1902). Poetics. 
Retrieved March 29, 2014, from Saint Mary’s College web site: https://www. stmarys-ca. edu/
sites/default/fi les/attachments/fi les/Poetics. pdfGordeziani has cited this phrase from other 
works too. 
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ancient Greek philosopher, the conception and elements of ancient tragedy, 
at one point became the basis for western theatre, the structure of dramatic 
plays; on the other hand, the immanent, universally ethical and dramaturgi-
cal characteristics of the genre in Opera were preserved in his musical modi-
fi cation. Despite the fact that the number of the workswhere the principles 
and ideals of ancient tragedy come to life in time and space, are not many, 
works like this, give us the possibility to assumethat the characteristics of 
tragedy in musical theatre continue their existence and will be seen in many 
future masterpieces too. 
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