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naSromis zogadi daxasiaTeba

XX saukune musikaluri xelovnebis ganviTarebis erT-
erTi rTuli da mravalferovani epoqaa. misTvis damaxa-
siaTebelia kontrastebi, esTetikuri idealebis xSiri cvla, 
mravali da zogjer urTierTgamomricxavi movlenebis Ta-
naarseboba. Tanamedrove epoqaSi axali Ziebebi mimdinareobs 
yvela mimarTulebiT, maT Soris, musikaluri enis, sakompo-
zicio teqnikis, musikaluri Janrisa da formis sferoSi. 

musikaluri Janri mudmivad ganviTarebadi da ganaxle-
badi fenomenia, rac ganapirobebs mis sicocxlisunarianobas. 
Janris kvlevisas yuradReba unda gamaxvildes mis stabilur 
da mobilur elementebze, vinaidan swored maTi gamokveTa 
gvexmareba Janris genezisis, istoriuli ganviTarebis speci-
fikisa da evoluciis dinamikis danaxvaSi.

musikaluri Janrebi pirobiTad SeiZleba or jgufad 
daiyos: I jgufSia e.w. pirveladi, yofa-cxovrebaSi Camoya-
libebuli Janrebi (marSi, simRera, nana da a. S.), II jgufSi 
ki _ e.w. istoriulad CamonakvTili Janrebi, profesiul 
musikaSi Seqmnili Janruli nairsaxeobebi (simfonia, opera, 
oratoria, sonata, preludia, tokata, fantazia da sxv.). 

instrumentuli Janrebi _ preludia, tokata da fan-
tazia istoriuli ganviTarebis gzaze ganicdis gardaqmnas. 
sawyis etapze isini improvizaciuli, Tavisufali kompozi-
ciebis saxiT yalibdeba, barokos epoqaSi ki ganviTarebis 
umaRles mwvervals aRwevs. am periodis samive Janrs bevri 
saerTo Tviseba gaaCnia, romelTa Sorisaa improvizaciuloba, 
Sesavlis funqcia, polifoniuroba, formis aRnagobis Tavi-
sufleba. msgavsi Tvisebebis arsebobis gamo, barokos epoqaSi 
xSirad maTi erTmaneTTan gaigivebac ki xdeboda. barokos 
Semdgom mocemul Janrebs naklebad mimarTaven klasikosebi 
da kvlav metad interesdebian romantikosebi. 

XX saukuneSi aRniSnuli Janrebisadmi interesi Zlier-eSi aRniSnuli Janrebisadmi interesi Zlier- aRniSnuli Janrebisadmi interesi Zlier-Zlier-
deba. preludiis, tokatisa da fantaziis uamravi saintereso 
da mravalferovani nimuSia Seqmnili evropel (maT Soris, rus 
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da qarTvel) kompozitorTa mier. xSirad es tradiciuli�Jan-xSirad es tradiciuli�Jan-
rebi axali musikaluri enis, harmoniuli sistemisa Tu sakom-
pozicio teqnikis pirobebSi saintereso gardasaxvas hpovebs, 
rac gansakuTrebiT mniSvnelovans xdis maT kvlevas sxvadasxva 
sakompozitoro stilis pirobebSi. yovelive zemoaRniSnuli 
gansazRvravs winamdebare sadisertacio Temis aqtualobas.

kvlevis sagans XX saukunis evropul profesiul in-
strumentul musikaSi Seqmnili preludiis, tokatisa da 
fantaziis Janrebi warmoadgens. am periodSi samive Janri 
mravali saerTo Tu ganmasxvavebeli TvisebiT xasiaTdeba, 
TiToeuli maTgani iZens an kargavs mTel rig axal Tu ima-
nentur Tvisebas. Sedegad ikveTeba Janruli stabilurobis 
problema: rogor gardaiqmneba damoukidebeli an ciklis 
Semadgeneli nawilis saxiT mocemuli es monaTesave Janre-
bi individualuri sakompozitoro stilis, sxva JanrebTan 
urTierTkavSiris pirobebSi, maTi istoriuli ganviTarebis  
konteqstSi; aseve mniSvnelovania, Tu ra adgils ikavebs am 
saerTo panoramaSi qarTul musikaSi Seqmnili preludiis, to-
katisa da fantaziis nimuSebi. swored aRniSnuli sakiTxebis 
Seswavla warmoadgens winamdebare kvlevis ZiriTad mizans. 

XX saukunis evropul profesiul musikaSi Seqmnili in-
strumentuli preludiebis, tokatebisa da fantaziebis anali-
zis safuZvelze, kvlevis amocanebi Semdegnairad ganisazRvra:

preludiis, tokatisa da fantaziis Janruli Tavi-•	
seburebebis gamokveTa evropuli profesiuli musikis  gan-
viTarebis sxvadasxva istoriul etapze da XX saukune-
Si Camoyalibebuli maTi Janruli modelebis gansazRvra;

musikalur JanrTan dakavSirebuli ZiriTadi Taname-•	
drove Teoriebis kritikuli mimoxilva;

sakvlev JanrebSi imanenturi da SeZenili Tvisebebis •	
dadgena: 

preludias, tokatasa da fantazias Soris arsebu-- 
li saerTo da ganmasxvavebeli Tvisebebis gamovlena da ur-
TierTSedareba;

ciklSi an damoukidebeli nawarmoebis saxiT warmod-- 
genili TiToeuli Janris qmnilebebis Sedareba;
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qarTuli musikaluri nimuSebis komparatiuli gan-•	
xilva evropul identur JanrebTan.

dasaxulma miznebma da amocanebma ganapiroba kvlevis 
kompleqsuri da komparatiuli meTodologiis SerCeva. 

problemaze muSaobisas ganxiluli literaturis 
erTi nawili (enciklopediebi, n.speqtoris, k.zenkinis, 
v.protopopovis da sxv. Sromebi) ama Tu im saxiT exe-
boda sakvlevi Janrebis definiciis, sxvadasxva etap-
ze istoriuli ganviTarebis problemebs. v.cukermanis, 
m.aranovskis, a.soxoris, e.carevas, t.popovas, o.sokolovis 
SromebSi moyvanili Janris Teoriis zogadi mimoxilvis 
Sedegad ki gamokveTilia preludiis, tokatisa da fanta-
ziis Janrebis imanenturi da SeZenili Tvisebebi, gaanali-
zebulia maTi transformacia istoriuli dinamikis kon-
teqstSi. calke unda aRiniSnos is Sromebi (m.saponovi, 
s.malcevi, p.grifiTsi, s.biriukovi, v.cenova, m.pereverzeva, 
v.meduSevski, m.virsalaZe, a.skripniki), romelTa kritiku-, m.virsalaZe, a.skripniki), romelTa kritiku-
li mimoxilvis Sedegad disertaciaSi sakvlev sam JanrTan 
mimarTebiT xdeba improvizaciis/ulobis, aleatorikisa da 
fantaziis fenomenTa urTierTmimarTebaze msjeloba. aseve 
Seswavlilia uamravi wyaro, sadac kvlevis sagani gaSuqe-
bulia ama Tu im kompozitoris SemoqmedebasTan kavSirSi, 
moyvanilia zogadi debulebebi XX saukunis evropul (maT 
Soris, qarTul) musikalur xelovnebasTan dakavSirebiT. 

miuxedavad damuSavebuli literaturis simravlisa, 
zemoaRniSnuli rakursis samecniero kvleva ar Segvxved-
ria, raSic aisaxeba sakiTxis Seswavlis axleburi midgoma. 
Sesabamisad, sadisertacio naSromis siaxle Semdegnairad 
gvesaxeba:

1. Catarebuli kvlevis Sedegebze dayrdnobiT 
gansazRvrulia XX saukunis instrumentuli preludiis, 
tokatisa da fantaziis Janrebis raoba;

2. sakvlevi sami Janri ganxilulia musikaluri Janris 
Tanamedrove Teoriebis konteqstSi;

3. gamokvleulia preludiis, tokatisa da fantaziis 
Janrebis ganviTarebis istoriuli dinamikis Taviseburebebi:
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damoukidebeli nawarmoebis Tu ciklis Semadgene-- 
li nawilis saxiT warmodgenili XX saukunis prelu-
dia, tokata da fantazia Sedarebulia manamde Camoya-
libebul maT Janrul prototopebTan Semdeg ZiriTad 
Teoriul aspeqtebSi: Janrobrivi damoukidebloba/dra-
maturgiuli funqcia, musikaluri forma, polifonia, 
ostinatos roli, musikis gamomsaxvelobiTi saSualebe-
bi, harmoniuli sistema, sakompozicio teqnika, Janruli 
urTierTkavSirebi, sakravis gaazreba, damokidebuleba 
tradiciebTan; 
4. sakvlev Janrebs Soris arsebuli saerTo  Tu ganmasx-

vavebeli niSnebis dadgenis mizniT:
preludiis, tokatisa da fantaziis JanrebSi gamokve-- 

Tilia improvizaciulobisa da aleatorikis gamovlenis 
doneebi; 

gamovlenili da urTierTSedarebulia samive Janrs - 
Soris arsebuli msgavsi da gansxvavebuli Tvisebebi;

ciklSi gaerTianebuli TiToeuli Janris nimuSebi - 
urTierTSedarebulia damoukidebeli nawarmoebis saxiT 
warmodgenil nimuSebTan; 
5. ganisazRvra preludiis, tokatisa da fantaziis qar-

Tuli nimuSebis mniSvneloba XX saukunis evropuli in-
strumentuli musikis identuri Janrebis ganviTarebaSi.

disertaciaSi Sesuli ganxiluli nawarmoebebis SerCeva 
ramdenime kriteriumiT moxda. kerZod, warmodgenilia gansx-
vavebuli stilis, skolisa Tu mimdinareobis kompozitorTa 
is nimuSebi, romlebic, imavdroulad, identuri Janris sxva 
qmnilebebisgan ama Tu im TaviseburebiT gamoirCeva. garda 
amisa, naSromis ZiriTadi miznidan gamomdinare, didi adgili 
eTmoba qarTveli kompozitorebis musikalur nawarmoebebsac. 
disertaciaSi ganxilulia mxolod is nimuSebi, romlebic 
avtoris mier dasaTaurebulia, rogorc `preludia~, `toka-
ta~ an `fantazia~. aqve aRvniSnavT, rom Segnebulad avuareT 
gverdi preludiisa da fugis didi polifoniuri ciklis 
fenomens, romelic calke kvlevis sagans warmoadgens. 
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Catarebuli kvlevis Sedegad: 
sxvadasxva Janruli kriteriumisa Tu Teoriuli  - 

aspeqtis WrilSi ganxilulia preludiis, tokatisa da 
fantaziis Janruli transformacia istoriuli dinamikis 
konteqstSi;

gamokveTilia XX saukunis instrumentuli prelu-- 
diis, tokatisa da fantaziis Janruli modelebi.

naSromis praqtikuli Rirebuleba ganisazRvreba im 
debulebebiTa da daskvnebiT, romlebic SeiZleba gamoyene-
bul iqnas musikaluri nawarmoebebis analizis, polifoniis, 
musikis istoriis saleqcio kursebSi. isini nawilobriv 
safuZvlad daedo samagistro kurss `barokos epoqis mu-
sikaluri formebi~, romelsac avtori kiTxulobda Tbi-
lisis saxelmwifo konservatoriaSi 2013-2014 wlebSi. 

disertacia aprobirebulia Tbilisis v.sarajiSvilis 
saxelobis saxelmwifo konservatoriis musikis Teoriis mi-
marTulebaze 2015 wlis 15 dekembers. naSromSi Camoyalibe-
buli mosazrebani aisaxa sxvadasxva wlebSi gamoqveynebul 
samecniero statiebSi, aseve warmodgenili iyo sakonser-
vatorio, respublikur Tu saerTaSoriso konferenciebze. 

naSromis Sinaarsi

disertacia moicavs 200 gverds. igi Sedgeba Sesavlis, 
ori ZiriTadi nawilis (eqvsi Tavi) da daskvnisgan, Tan ax-
lavs gamoyenebuli literaturis sia (sul 132 dasaxeleba) 
da danarTi (sqemebisa da sanoto magaliTebis saxiT).

disertaciis SesavalSi dasabuTebulia Temis aqtua-
loba, sagani, mizani da amocanebi; gamokveTilia kvlevis 
mecnieruli siaxle, meTodologia, kritikuladaa mimoxi-
luli sakiTxis irgvliv damuSavebuli literatura da ga-
mokveTilia naSromis struqtura. 



8

I  nawili _ ̀ Teoriisa da istoriis zogierTi 
problema~ _ iyofa sam Tavad.

pirvel TavSi – `preludiis, tokatisa da fantaziis 
istoriuli ganviTarebis etapebi XX saukunemde~ � ������� ������ ganxi-
lulia preludiis, tokatisa da fantaziis Janruli genez-
isi, istoriuli ganviTarebis etapebi. kvlevis Sedegad dad-
ginda, rom XIX saukunisTvis preludia yalibdeba, rogorc 
instrumentuli, upiratesad mcire masStabis, improviza-
ciuli xasiaTis nawarmoebi-miniatura, romelsac axasiaTebs 
erT saxeze, grZnobaze aqcenti, lakonur formaSi tevadi 
Sinaarsis gadmocema, figuraciuloba, motoruloba, arapro-
gramuloba. igi gaerTianebulia 24 preludiis safortepiano 
ciklis saxiT, an warmoadgens damoukidebel kompozicias Tu 
araerTgvarovani1 ciklis Semadgenel nawils. 

tokata `kargavs~ misTvis manamde damaxasiaTebel po-
lifoniurobas da yalibdeba homofoniuri, `etiuduri~ ti-
pis  virtuozul,  sakoncerto  gaqanebis  Janrad,  romelic, 
umetesad, klaviSiani sakravebisaTvis iqmneba da gvxvdeba ara-
erTgvarovani ciklis Semadgeneli nawilis an damoukidebe-
li nawarmoebis saxiT. 

fantazia masStaburad izrdeba da msxvili formis 
mravalnawilian, sakoncerto gaqanebis instrumentul kom-
poziciad yalibdeba, romelSic xSirad aisaxeba sonatur-
simfoniuri ganviTarebis idea da mocemulia rogorc araer-
Tgvarovani ciklis Semadgeneli nawilis, ise damoukidebeli 
nawarmoebis saxiT. 

meore TavSi – `musikaluri Janris Teoriis zogier-
Ti sakiTxi~ � moyv���l�� mus�k�lur� J��r�s Ses��eb s�v��
dasxva Tanamedrove Teoriebi Janris definiciisa da kla-
sifikaciis problemebis konteqstSi. kritikuladaa mimoxi-

1. s�d�sert�c�o ��SromS� ��moye�ebul�� term��eb� � `erT�v�rov���~ 
da `araerTgvarovani~ cikli. pirvel SemTxvevaSi igulisxmeba msgavsi, 
identuri Janrebisgan Semdgari cikli (magaliTad, preludiebis cik-
li), meore SemTxvevaSi ki _ gansxvavebuli Janrebisgan Semdgari cikli 
(magaliTad, `preludia, qorali da fuga~).
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luli a.soxoris, t.popovas, o.sokolovis, m.aranovskis, 
v.cukermanis SromebSi asaxuli Janris raobisa da klasifi-
kaciis problemebi. 

aRniSnulis safuZvelze, Janris funqciis, Sesrule-
bis pirobebis, SinaarsTan kavSirisa da Sinagani da garegani 
struqturis kriteriumebis gaTvaliswinebiT gamokveTilia 
XIX saukunisTvis Camoyalibebuli preludiis, tokatisa da 
fantaziis Janrebis imanenturi da SeZenili  Taviseburebe-
bi. preludiis Sinagani struqturis amsaxvel imanentur, 
stabilur Tvisebebs Sorisaa: wminda instrumentuli, ara-
programuli safortepiano miniaturis Janri `erTelemen-
tiani~ dramaturgiiT (aigeba erTi intonaciuri formulis 
figuraciul ganviTarebaze), improvizaciuloba, aRnagobis 
Tavisufleba, xSirad formis nawilTa disproporcia (kom-
poziciaSi kadenciis Seyvana, axali masalis Semotana pre-
ludiis dasasrulisken, `oqros kveTis~ Semdeg mocemuli 
`dagvianebuli kulminacia~).

amasTan erTad, ganviTarebis sxvadasxva etapze prelu-
diis Janri ganicdida ganaxlebas da iZenda an kargavda rig 
Tvisebebs. barokos epoqaSi igi xSirad warmoadgenda mra-
valnawilian kompozicias, sadac Serwymuli iyo Tavisufal-
improvizaciuli da kontrapunqtis kanonebiT Seqmnili na-
wilebi. safrangeTSi iqmneba metrul-ritmulad Tavisufali, 
e.w. unmeasured preludiebi. aRsaniSnavia, rom momdevno epo-
qebSi polifoniuri sawyisis mniSvneloba preludiis JanrSi  
sagrZnoblad  klebulobs.  romantizmis  epoqaSi gvxvdeba 
iseTi preludiebic, sadac, kompoziciuri aRnagobis Tavi-
suflebis nacvlad, naTlad ikveTeba ama Tu im klasikuri 
formis niSan-Tvisebebi. gansxvavebuladaa gaazrebuli pre-
lud��s  dr�m�tur��ul� fu�qc��c � T�vd�p�rvel�d ��� 
warmoadgenda Sesavlis tipis kompozicias, ganviTarebis 
Semdgom etapebze ki, metwilad, damoukidebeli nawarmoebis 
saxiT gvxvdeba. 

tokatis Janris Sinagani struqturis Sesabamis ima-
nentur TvisebebSi moviazrebT Semdeg maxasiaTeblebs: wmin-
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da instrumentuli, araprogramuli, ostinatur-figuraciul 
ganviTarebaze agebuli virtuozuli Janri, swrafi tempiTa 
da uwyveti moZraobiT, sadac xSirad xazgasmulia saSemsru-
leblo virtuozuloba, klaviSiani instrumenti ki gaazre-
bulia, rogorc dasartyami sakravi.

tokatis Janrma ganviTarebis procesSi preludiaze 
metad ganicada Janruli Tvisebebis modifikacia. Janris  
araimanentur, arastabilur Taviseburebebs Sorisaa: po-
lifoniuri da homofoniuri faqturis monacvleoba (baro-
kos epoqa). XIX saukunis  dasasrulisaTvis tokata metwi-
l�d homofo��ur J��r�d y�l�bdeb� � md�drdeb� s��eobr�v� 
sferoc, igi izrdeba masStaburad da iZens sakoncerto ga-
qanebas (magaliTad, r.Sumanis tokata op. 7). 

preludiisa da tokatis msgavsad, imanenturi Tvise-
bebi axasiaTebs fantaziasac, romelic aseve warmoadgens 
wminda instrumentul, araprogramul Janrs; aigeba zogadad 
Tavisufali ganviTarebis principze, improvizaciulobaze, 
moulodneli da mravalferovani kontrastebis monacvleoba-
ze, ritmisa da tempis Tavisuflebaze.

tokatis msgavsad, fantaziac polifoniuri Janridan 
TandaTanobiT  homofoniur Janrad gardaiqmneba. Tu XVI_
XVII saukuneebSi polifoniurobiT igi emsgavseba riCer-
kars, tokatas, fugas, XVIII saukunis fantaziaSi xdeba 
Semsruleblis virtuozulobis warmoCena, mas axasiaTebs 
harmoniisa da modulaciebis mravalferovneba, iqmneba e.w. 
`Tavisufali~, arametrizebuli fantaziebi. klasikur epo-
qaSi xdeba am Janris simfonizeba (garda imisa, rom ho-
mofoniuroba misi mTavari maxasiaTebelia), amasTan erTad, 
fantazia iZens instrumentuli koncertis virtuozul xa-
siaTs, oratoriisTvis damaxasiaTebel monumenturobas (ma-
galiTad, l.beThovenis fantazia fortepianos, gundisa da 
orkestrisTvis c-moll op. 80). 

amgvarad, preludia, tokata da fantazia ganviTarebis 
etapebze, sxvadasxva doneze Janrulad modificirdeba. XIX 
saukunisTvis metad Rrma iyo is gardaqmnebi, rac ganicada 
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fantaziam, sagrZnoblad modificirda tokata da naklebad 
preludiis Janri. miuxedavad amisa, samive Janrma XX sau-
kunemde SeinarCuna zemoaRniSnuli specifikuri imanenturi 
Tvisebebi. 

mesame TavSi – `cnebebis - improvizacia/improvizaci-
uloba, aleatorika, fantaziuroba - Sesaxeb~ � �R��S�ul�  
cnebebis raobisa da klasifikaciis sakiTxebia gamokvleu-
li (p.grifiTsis, i.iampolskis, p.bulezis, s.biriukovis, 
s.malcevis, c.kogoutekis, i.suponevas, v.cenovas, 
m.pereverzevas, t.kiuregianis, m.virsalaZis, e.denisovis, 
m.saponovis, v.meduSevskis Sromebis safuZvelze). garda 
amisa, problemis ganxilvisas gverdi ver avuareT improviza- improviza-improviza-
ciis/ulobis, aleatorikisa da fantaziurobis kategoriebis 
urTierTmimarTebis sakiTxebs. 

rigi mecnierebisa Tavs aridebs am or movlenaTa Se-
darebas (s.biriukovi, s.malcevi)2, sxvebi ki ganasxvaveben 
maT erTmaneTisgan. kerZod, a.skripniki3, improvizaciisa da 
aleatorikis Sedarebisas, yuradRebas swored maT Soris ar-
sebul araidentur Tvisebebze amaxvilebs. Tumca, aRniSnuli 
Sedarebis amsaxvel cxrilebSi Tavmoyrili zogierTi de-
buleba kiTxvebs badebs. magaliTad, improvizaciis Tvisebad 
mkvlevari Tvlis kliSes arsebobas, maSin, rodesac aleato-
rikis SemTxvevaSi kliSe `ar muSaobs~. migvaCnia, rom alea-
torikaSi es momenti ar aris mkacrad reglamentirebuli. 
aleatorikuli teqnika gulisxmobs kompoziciis sxvadas-
xva doneze SemTxveviTobis gamoyenebas da misi realizebis 
saxe damokidebulia mxolod Semsrulebelze: mas SeuZlia 
gamoiyenos kliSe an ara. aradeterminirebuli nawarmoebis 
Sesrulebisas (miT ufro, Tu Semsrulebels erTi da igive 
nawarmoebi aqvs repertuarSi da, Sesabamisad, mas bevrjer 

2.  Бирюков  С.  Импровизационность  в  музыке  //  Советская музыка,  
вып.3, 1977; Мальцев С. О психологии музыкальной импровизации, 
Москва: Музыка, 1991.
3. Скрыпник А. Импровизация и алеаторика (опыт сравнительной 
характеристики). Музичне мистецтво. Вып. 12 - http://nbuv.gov.ua/j-pdf/
Muzmyst_2012_12_15.pdf.
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asrulebs), savsebiT SesaZlebelia, Semsrulebelma moaxdi-
nos sakuTar mexsierebaSi daleqili modelebis realizeba 
sxvadasxva doneze (mTeli kompoziciis, calkeuli monakve-
Tebis, harmoniuli enis da sxv.), rac, TavisTavad, kliSes 
gamovlenis erT-erTi saxea. 

zogierTi mkvlevari (m.saponovi, s.biriukovi, 
t.kiuregiani, t.diaCkova da sxv.)4 aigivebs improvizaci-
ulobasa da aleatorikas  an xazs usvams am ori movlenis 
urTierTSeRwevis faqts. Tumca, rig SemTxvevaSi, xdeba maT 
Soris arsebuli ierarqiis gamokveTa (magaliTad, m.saponovis 
azriT, aleatorika improvizaciis gamovlenis formaa). am 
sakiTxis gadasawyvetad mizanSewonilia, ganisazRvros am or 
movlenas Soris arsebuli msgavsi da gansxvavebuli mxareebi. 
improvizaciis arsis daxasiaTebisas aqcenti spontanurobaze 
keTdeba, maSin, rodesac aleatorikasTan mimarTebiT mkvleva-
rebi yovelTvis xazs usvamen SemTxveviTobis arsebobas. 

miuxedavad amisa, maT aerTianebT aradeterminirebis 
faqtori, vinaidan, orive SemTxvevaSi, nawarmoebi saboloo 
saxiT iqmneba Sesrulebis momentSi. imavdroulad, arade-
terminireba, SemTxveviToba gansxvavebuli xarisxiTaa war-
modgenili da erT-erTia, rac ganapirobebs am or zRvrul 
movlenas Soris arsebul sxvaobas. kerZod, Tu arakontro-
lirebad aleatorikaSi (gansakuTrebiT ki, grafikul musi-
kaSi) aradeterminireba gadamwyvetia, improvizaciaSi igi mo-
cemulia determinirebasTan erTad, xSirad am ukanasknelis 
upiratesobiT.

improvizaciulobasa da aleatorikas axasiaTebs Sem-
degi saerTo Tvisebebi: improvizaciuloba, SemTxveviToba, 
fantaziuroba,  spontanuroba,  Tavisufali  ganviTareba,  
amasTan erTad, orive warmoadgens SemoqmedebiTi azrovne-
bis princips. metad TvalSisacemia msgavseba improvizaciasa 

4.  Сапонов  М.  Искусство импровизации.  Москва:  Музыка,  1982; 
Кюрегян Т. Форма в музыке XVII-XX веков. Москва: “ТЦ Сфера”, 1998; 
Дьячкова Л. Гармония в музыке XX века. Москва: МГК, 2004; Stanlay Sa-
die (Editor) Improvisation. The New Grove Dictionary of Music and Musi-
cians, Oxford: Macmillan, 1980.
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da kontrolirebad aleatorikas Soris, vinaidan orivegan 
saxezea marTvadi SemTxveviToba. imavdroulad, aradetermi-
nirebis moqmedebis doneebic araidenturia: Tu improviza-
ciaSi aradeterminireba mxolod saSemsruleblo procesis 
donezea, aleatorikaSi es SesaZlebelia ara mxolod sa-
Semsruleblo, aramed  sakompozitoro an orive procesSi 
erTdroulad. garda amisa, aleatorika warmoadgens sakom-
pozicio teqnikas, xolo improvizacias metwilad musikis 
Sesrulebis nairsaxeobas miakuTvneben. Sesabamisad, maT So-
ris metad mkafio da detalizebuli ierarqiis gamokveTa ar 
migvaCnia mizanSewonilad. 

aRsaniSnavia, rom fantazia/urobasac gaaCnia saerTo 
Sexebis wertilebi improvizaciasa da aleatorikasTan, ro-
melTa Sorisac unda gamoiyos: improvizaciuloba, Tavisufa-
li ganviTareba, samive warmoadgens SemoqmedebiTi azrovne-
bis princips. amasTan, fantazia/uroba, iseve, rogorc impro-
vizacia, gamoxatavs ra musikis Sinagan Tvisebas, SeiZleba 
musikaluri Janris saxiTac arsebobdes. 

naSromis II nawili � `Ta�amedro�e i�str�me��� `Ta�amedro�e i�str�me�� `Ta�amedro�e i�str�me��
t�li prel�dia, tokata da fa�tazia“ � Sedgeba 
preambulisa da sami ZiriTadi analitikuri Tavisgan. 

preambulaSi ganxilulia XX saukunis evropul in-
strumentul musikaSi sakvlevi Janrebisadmi interesis 
gazrdis ZiriTadi mizezebi: Zveli Janrebisa da formebis 
aRdgena, dakavSirebuli neoklasicistur tendenciebTan Tu 
zogadad, polifoniis rolis gazrdasTan; romantizmis tra-romantizmis tra-
diciebis gagrZeleba (miniaturis Janri); improvizaciulo-
bis, aradeterminirebis mniSvneloba, gansakuTrebiT, gasuli 
saukunis II naxevris musikaSi. preludiis Janris evoluciis 
sruli suraTis aRqmisTvis mokledaa mimoxiluli musiko-mokledaa mimoxiluli musiko-mimoxiluli musiko-
logiur literaturaSi araerTgzis gamokvleuli k.debiusis, 
a.skriabinisa da s.raxmaninovis 24 preludiis ciklebis Zi-
riTadi specifika. aRsaniSnavia, rom SromaSi Teoriuli de-
bulebebis Camoyalibebisas, Sesabamis konteqstSi, araerTg-
zis miTiTebulia aRniSnuli ciklebis gavlena da roli XX 
saukunis preludiis Janris ganviTarebaSi.
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disertaciis sam analitikur TavSi gaanalizebuli XX 
saukunis preludiebi, tokatebi da fantaziebi dajgufebu-
l�� �m�s m��edv�T, ro�or�� �s��� w�rmod�e��l� � c�klS� 
Tu damoukidebeli nawarmoebis saxiT.

Tavi 4 – `XX saukunis instrumentuli preludia~ 
� Sed�eb� s�m� qveT�v�s���. �m�T��� p�rvelS� (4.1.) – `prelu-
diebis erTgvarovani cikli~ � �����l�zebul�� f.buzo��s, 
d.SostakoviCis, i.viSnegradskis, y.yaraevis 24 preludiis 
safortepiano ciklebi, s.cincaZis 24 preludiis sami cikli 
(fortepianosTvis, Celosa da fortepianosTvis, violinosa 
da kameruli orkestrisaTvis), r.SCedrinis `polifoniuri 
rveuli~ (`25 polifoniuri preludia~), g.ustvolskaias da 
s.slonimskis 12 preludiis ciklebi, n.roslavecis xuTi 
preludia, o.mesianis rva preludia, k.serockis `preludie-
bis siuita~. 

Catarebuli analizis Sedegad dadginda, rom XX sau-
kunis musikaSi preludiis cikli xasiaTdeba mTeli rigi 
TaviseburebebiT. ikveTeba: a) preludiis didi ciklebi (24, 
25/12), romlebic moicavs harmoniul sistemaSi Semaval 
yvela tonalobaSi daweril piesebs, b) preludiis cikle-
b�, s�d�c 24/12�ze ��kleb� prelud��� T�vmoyr�l� d� �r 
efuZneba tonaluri principiT ganlagebis ideas. 24 pre-
ludiis ganxiluli ciklebi upiratesad aigeba kvartul-
kvinturi wris mixedviT, sadac yovel maJorul tonalobas 
mosdevs misi paraleluri minori (f.buzoni, d.SostakoviCi, 
i.viSnegradski, s.cincaZe). gamonaklisia y.yaraevis 24 pre-
ludia, romelic aseve kvintur wres efuZneba, Tumca, yove-
li maJoruli tonalobis  Semdeg  mocemulia  erTsaxeliani 
minoruli tonaloba. 12 preludiisgan Semdgari ciklebi ki 
qromatuli principiTaa ganlagebuli. 24/12-ze naklebi pre-
ludiis ciklebSi es logika, cxadia, araa daculi da maTi 
gamTlianeba, didi ciklis msgavsad, ZiriTadad, intonaciu-
ri da saxeobrivi TaRebiT miiRweva. ciklebis am jgufSi 
gamoirCeva k.serockis nawarmoebi, romelSic preludiebi 
siuitis saxiTaa gaerTianebuli preludiebi. amasTan, mcire 
gamonaklisis garda (k.debiusis, o.mesianis ciklebi), upira-
tesad, iqmneba araprogramuli ciklebi.  
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saxeobrivad XX saukunis preludiis ciklSi Warbobs 
etiuduri, sacekvao, sasimRero tipis preludiebi, xSiria 
kavSirebi iseT JanrebTan, rogoricaa tokata, marSi, qorali, 
valsi,  fuga,  fugeta, pasakalia, etiudi,  bliuzi, skerco 
da sxv. 

ciklebis dramaturgia ZiriTadad efuZneba Tematurad, 
tonalurad, Janrulad, tempobrivad, saxeobrivad kontrastu-
li preludiebis monacvleobas. ciklebis gamTlianebas aseve 
xels uwyobs gamWoli ganviTarebis principi, intonaciuri Ta-
Rebis arseboba (f.buzonis, d.SostakoviCis, i.viSnegradskis, 
y.yaraevis, s.cincaZis, r.SCedrinis, g.ustvolskaias cikle-
bi). xSirad preludiebis ciklebi agebulia monoTematizmis 
principze, sadac erTi intonaciuri modeli safuZvlad edeba  
sxva preludiebs (d.SostakoviCi, s.cincaZe). zog SemTxveva-
Si, mcire ciklebSi preludiebs Soris ar aris mocemuli 
mkveTri kontrasti da mTliani cikli gadmoscems erT saer-
To xasiaTs (n.roslavecis `xuTi preludia~), rac ganasxva-
vebs maT ganxiluli didi ciklebisgan. 

preludiebis ciklebSi kompoziciis sxvadasxva done-
ze xSirad gansxvavebuladaa asaxuli erovnuli folklo-
ruli sawyisi, rac ZiriTadad mis gaSualebul gamoyenebaSi 
vlindeba (d.SostakoviCi, y.yaraevi, s.cincaZe). XX saukunis 
preludiebis ciklebSi dominirebs tradiciuli klasikuri 
formebi, sadac, imavdroulad, ikveTeba preludiis Janris-
Tvis damaxasiaTebeli improvizaciuloba, formis Tavisufali 
gaazreba.

ciklebis preludiebis didi nawili qromatul siste-
maSia Seqmnili. aseve gvxvdeba axali harmoniuli sistemiT 
Tu s�kompoz�c�o teq��k�T (m�kroto�ur� � �.v�S�e�r�dsk�, 
�to��lur� � k.serock�, �le�tor�kul� � �.ustvolsk���, 
s.slonimski) dawerili preludiebi, rac saxeobrivi sferos 
gafarToebis sawindaria da, rig SemTxvevaSi, garkveulwilad 
meditaciuri JReradobis, filosofiuri elferis asaxvis sa-
Sualebaa (i.viSnegradski, g.ustvolskaia). ciklebSi aseve 
mravalferovnadaa gaazrebuli instrumentis gamomsaxvelo-
biTi da mxatvruli SesaZleblobebi. 
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 4.2. qveTavSi – `preludia – araerTgvarovani ci-
klis Semadgeneli nawili~ � �����lul�� prelud�eb� 
m.ravelis safortepiano siuitidan `kuperenis saflavi~, 
n.mamisaSvilis ciklidan `preludia, qorali da fuga~, 
a.Snitkes Concerto grosso-dan #1. analizis safuZvelze dad-
genilia, rom araerTgvarovani ciklis Semadgenel nawilad 
mocemuli preludia xasiaTdeba improvizaciulobiT, formis 
Tavisufali aRnagobiT, erTafeqturobiT, ostinaturobiT, 
modalobisa da tonalobis SereviT, polifoniuri xerxebis 
gamoyenebiT. garda amisa, garTulebuli da disonirebuli 
harmoniuli eniT, es Janri, zog SemTxvevaSi, iZens axal, so-
norul JReradobas.

4.3. qveTavSi – `preludia – damoukidebeli nawar-– `preludia – damoukidebeli nawar- `preludia – damoukidebeli nawar-
moebi~ � ���v���l�vT z. f�l��Sv�l�s prelud��s forte�� ���v���l�vT z. f�l��Sv�l�s prelud��s forte� ganvixilavT z. faliaSvilis preludias forte-
pianosTvis, a.balanCivaZis safortepiano preludiebs C-dur 
da F-dur, a.Snitkes preludias `d.SostakoviCis xsovnisad-
mi~. kvlevam aCvena, rom XX saukuneSi damoukidebeli ti- XX saukuneSi damoukidebeli ti-
pis preludiisadmi kompozitorebis interesi imdenad didi 
araa, rogorc preludiebis ciklebisadmi. amis mizezi, al-
baT, imaSic mdgomareobs, rom preludia, rogorc miniaturis 
Janri, ciklad gaerTianebisken miiswrafvis. imavdroulad, 
XX saukunis damoukidebeli tipis preludia, ciklebSi 
gaerTianebulTan SedarebiT, gamoirCeva metad msxvili mas-
StabiT da iZens sakoncerto gaqanebas, rac aRniSnul Janrs 
virtuozulobas aniWebs. aq xSiria sxvadasxva polifoniuri 
xerxebi da formebi, aseve Tavs iCens gaSualebuli saxiT 
gamoyenebuli folkloruli sawyisi. 

Tavi 5. – `XX saukunis instrumentuli tokata~ 
_ iyofa or qveTavad: 5.1. qveTavSi – `tokata – ara-
erTgvarovani ciklis Semadgeneli nawili~ � �����l�zebu-
lia tokatebi m.ravelis safortepiano siuitidan `kupere-
nis saflavi~, i.stravinskis saviolino koncertidan in D, 
n.gabunias ciklidan `improvizacia da tokata~, s.cincaZis 
ciklidan `preludia da tokata~, a.Snitkes Concerto grosso-
dan #1. Catarebuli kvlevis safuZvelze dadginda, rom XX 
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saukuneSi araerTgvarovan ciklSi gaerTianebul tokatas 
axasiaTebs motoruloba, homofoniuroba, uwyveti ganviTa-
reba, ostinaturoba, swrafi tempi, etiudis tipis faqtura, 
Semsruleblis virtuozulobis xazgasma. Tu tokata ciklis 
pirvel nawils warmoadgens, igi xasiaTdeba Sesavlis fun-
qciiT, xolo Tu sxva nawilia _ damoukidebeli da xSirad 
damaboloebeli finalis funqcia gaaCnia. garda amisa, Tval-
Sisacemia iseTi Tvisebebi, rogoricaa sakoncerto gaqaneba, 
folkloruli JReradoba, garTulebuli harmoniuli ena, 
metris xSiri cvla, Janris polistilistikurad gaazreba. 

5.2. qveTavSi – `tokata – damoukidebeli nawarmoe-– `tokata – damoukidebeli nawarmoe- `tokata – damoukidebeli nawarmoe-
bi~ � ganxilulia m.regeris tokata op. 59, s.prokofievis, 
f.buzonis, r.laRiZis, o.TaqTaqiSvilis tokatebi. analizis 
safuZvelze SeiZleba davaskvnaT, rom XX saukunis damouki-
debeli tipis tokataSi Tavs iCens Semdegi ZiriTadi Tavise-
burebebi: motoruloba, ostinaturoba, uwyveti ganviTareba, 
msxvili masStabi, upiratesad homofoniur-harmoniuli fa-
qtura, sakoncerto gaqaneba,  qromatuli sistemis gamoye-
neba, disonansebis xSiri monacvleoba, erovnuli sawyisis 
gardatexa.

Tavi 6. _ `XX saukunis instrumentuli fantazia~ 
_ moicavs qveTavs 6.1. – `fantazia – araerTgvarovani 
ciklis Semadgeneli nawili, damoukidebeli nawarmoe-
bi~ � gaanalizebulia m.regeris saorgano fantazia op. 46, 
a.Sonbergis fantazia violinosTvis fortepianos TanxlebiT 
op. 47, a.balanCivaZis, g.SaverzaSvilisa da i.bardanaSvilis 
safortepiano fantaziebi, s.slonimskis `koloristuli 
fantazia~. 

Catarebuli kvlevis safuZvelze gamoikveTa, rom XX 
saukunis musikaSi fantaziis Janri xasiaTdeba mTeli rigi 
TvisebebiT, romelTa Sorisac aRsaniSnavia: improvizaciulo-
ba, Tavisufali aRnagoba, virtuozuloba, ritmisa da tempis 
Tavisufleba, polifoniuri da homofoniuri faqturis mo-, polifoniuri da homofoniuri faqturis mo- polifoniuri da homofoniuri faqturis mo-
nacvleoba, sakoncerto gaqaneba. zog SemTxvevaSi gamoiyeneba 
rogorc `tradiciuli~, ise axali sakompozicio teqnika 
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� aleatorika (s.slonimski), dodekafonia (a.Sonbergi), po-
listilistika (i.bardanaSvili), harmoniuli ena eyrdnoba 
klasikuri maJorul-minoruli, qromatuli Tu jazuri har-
moniis principebs (g.SaverzaSvili). 

disertaciis dask��aSi kvlevis Sedegebi axali rakur-
siTaa gaSuqebuli. 

Catarebulma kvlevam cxadyo, rom instrumentuli Jan-
rebi _ preludia, tokata da fantazia XX saukuneSic ar 
kargavs aqtualobas da, metic, rig SemTxvevaSi, kompozitor-
Ta Semoqmedebis mniSvnelovan qmnilebebs warmoadgens. 

v.cukermanis mier Camoyalibebuli Janris klasifikaciis 
kriteriumebis mixedviT5 gamokveTilia preludiis, tokati-
sa da fantaziis Janruli Taviseburebebi, ris safuZvelzec 
gaanalizebulia maTi transformacia istoriuli dinamikis 
konteqstSi. 

sad sruldeba? � sakoncerto darbazi, estrada, sao-
pero an dramatuli scena, quCa an moedani, saojaxo garemo. 
barokos epoqaSi preludiis, tokatisa da fantaziis Janri 
ZiriTadad eklesiaSi JRerda. klasikuri epoqidan moyolebu-
li, es Janrebi sakoncerto scenaze inacvlebs. XX saukuneSi 
samive Janri sruldeba rogorc sakoncerto scenaze, ise ek-
lesiaSi (m.regeris preludiebi, tokatebi da fantaziebi). 

vin asrulebs? � SemsrulebelTa Semadgenloba, maTi 
raodenoba, vokaluri xmebis an instrumentebis monawileoba. 
samive Janri Caisaxa, rogorc wminda instrumentuli nawar-
moebi. Tavdapirvelad gaCnda preludia da fantazia barbi-Tavdapirvelad gaCnda preludia da fantazia barbi-
TisTvis, tokata ki iwereboda Casaberi instumentebisa da 
timpanebisTvis. SemdgomSi instumentebis mravalferovneba 
warmodgenilia im sakravebiT, romlebic vrceldeba da do-
minirebs yovel konkretul epoqaSi:  aRorZinebasa da barokos 
periodSi sruldeboda barbiTze, organze, klavesinze, roman-
tizmis epoqaSi wamyvani xdeba fortepiano, xolo XX sau-
ku�eS� s�Semsruleblo �rse��l� ��f�rTovd� � fortep���os 
emateba orkestri, sxvadasxva Semadgenlobis ansamblebi.

5. Цуккерман В. Музыкальные жанры и основы музыкальных форм. 
Москва: Музыка, 1964.
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visTvis da risTvis sruldeba? � auditoriis tipi, 
musikaluri momzadebis done, gemovneba, gamoyenebiTi mniSvne-
loba yofaSi. Camoyalibebis pirvel etapze preludia, toka-
ta da fantazia saero da sasuliero Janrebs warmoadgenda. 
XX saukuneSi samive sakoncerto Janrebs miekuTvneba. am 
periodSi es Janrebi gvxvdeba rogorc saero, ise sasuliero 
datvirTviT (magaliTad, m.regeris qoraluri preludiebi, 
fantaziebi, tokata). 

ra sruldeba? ��w�rmoeb�s S����rsobr�v� m��re � 
misi saxeobrivi sfero, gamoxatvis tipi da damaxasiaTebe-
li  mxatvruli  meTodebis  kompleqsi. preludiis JanrSi, 
adreuli periodidan moyolebuli, xdeba erT saxeze, grZno-
baze aqcenti, mas axasiaTebs `erTafeqturoba~, `wamierebis~ 
gansaxiereba. amasTan, Tavad saxeobriobis gamoxatvis mra-
valferovnebiT gamoirCeva (dramatuli, lirikuli, reCi-
tatiuli, qoraluri, sacekvao, sasimRero da  sxv.). XX 
saukunis preludiac warmoadgens monosaxeobriv Janrs, ga-
nasaxierebs `wamierebas~ da, amave dros, saxeobrivi sferos 
mravalferovani asaxvis potenciali gaaCnia. es ukanaskneli 
yvelaze metad warmodgenilia preludiebis did ciklebSi, 
rac xels uwyobs kontrastuli preludiebis erTmaneTTan 
monacvleobas da, amave dros, maT did ciklad gaerTianebas. 
garda amisa, aRsaniSnavia, rom, Tu XX saukunemde preludia 
araprogramuli iyo, aRniSnuli periodidan moyolebuli am 
JanrSi, zog SemTxvevaSi, saxeobrioba konkretdeba da iqmneba 
programuli tipis nimuSebi.

adreul tokataSi xSirad gamoiyeneboda `afeqturi~ 
stili, ritorikuli figurebi. i. s. baxTan es Janri mdid-
rdeba oratoruli paTosiT, dramatizmiT, Sinaarsis siRr-
miT, Tematuri masalis mravalferovnebiT. XX saukunis to-
kataSi am Tvisebebidan zogierTi SenarCunebulia, imavdrou-
lad, SeiZleba gamovyoT axali niSnebi. es Janri upiratesad 
warmoadgens groteskuli, mZafri, dramatuli JReradobis 
nawarmoebs, rac miiRweva konkretuli saSemsruleblo xer-
xebiT: swrafi tempiT, uwyveti, ostinaturi ganviTarebiT, 
staccato/martellato-ze SesrulebiT. aqve aRsaniSnavia, rom pre-
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ludiisa da fantaziisgan gansxvavebiT, tokata ufro konkre-
tulia saxeobrivad da naklebad gamoirCeva mravalferovani 
saxeebis realizebis potencialiT. 

Tavdapirvelad, fantazia, metwilad, warmoadgenda mgzne-
bare improvizaciebs, paTetikuri xasiaTis nawarmoebs, sadac 
xSirad gamoiyeneboda sxvadasxva ritorikuli figurebi, mo-
nacvleobda ariozuli da instrumentul-reCitatiuli xa-
siaTis Tematizmi. XX saukuneSi fantazia kvlav saxeobrivi 
mravalferovnebiT gamoirCeva, sadac Tavs iCens sxvadasxva 
xasiaTis Tematuri masala. amasTan, aRsaniSnavia, rom Tu mo-
nosaxeobriv preludiaSi mxolod erTi xasiaTia gadmocemu-
li, msxvili formis fantaziaSi SesaZlebelia erTmaneTisgan 
saxeobrivad gansxvavebuli monakveTebi monacvleobdes. 

rogorc kvlevam aCvena, sxvadasxva Janruli kriteriumis 
gaTvaliswinebiT, XX saukunis instrumentuli preludiis, 
tokatisa da fantaziis Janruli Taviseburebebi, rig Sem-
TxvevaSi, ucvlelia, rigi kriteriumebisa ki gansxvavebuladaa 
warmodgenili swored Tanamedrove nimuSebSi. 

kerZod, Janris funqciisa da Sesrulebis pirobebis 
kriteriumebis konteqstSi samive Janri istoriuli pro-
totipebis tradicias ganagrZobs _ esaa wminda musikis sa-
koncerto (a.soxoris mixedviT) da kameruli (t.popovas 
mixedviT) Janrebi. musikaluri Janris Sinaarsobrivi mxare, 
erTi mxriv, tradiciuli xaziT viTardeba: XX saukunis in-
strumentuli preludia warmoadgens lirikul, motorul, 
sakoncerto J��rs; tok�t� � sakoncertosa da motoruls, 
f��t�z�� k� � lirikul, sakoncerto Janrs. amasTan erTad, 
Tanamedrove preludia programul xasiaTs iZens (k.debiusis, 
o.mesianis programuli tipis preludiebi) da scdeba minia-
turis farglebs (s.raxmaninovis 24 preludia).

gansakuTrebiT sainteresoa, Tu rogor viTardeba am 
Janrebis Sinagani da garegani struqtura. kvlevis Sedegad 
SeiZleba davaskvnaT, rom preludia, tokata da fantazia ar 
ganicdis radikalur cvlilebebs. es Janrebi inarCunebs im 
ZiriTad imanentur, stabilur maxasiaTeblebs, rac maT gamo-
arCevs sxva Janrebisgan da, rig SemTxvevaSi, erTmaneTisganac. 
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Tumca, cxadia, TiToeul maTganze gavlenas axdens yoveli 
epoqis esTetika, msoflmxedveloba, stili (terminis farTo 
da viwro mniSvnelobiT), rac, pirvelyovlisa, musikaluri 
enis, formis, saxeobriobis, sakompozicio teqnikis cvlile-
bebSi iCens Tavs. 

XX  saukunis  instrumentul  musikaSi  samive  Janri  
gvxvdeba rogorc ciklSi, ise damoukidebeli saxiT. amasTan, 
erTgvarovan ciklSi mxolod preludiebia gaerTianebuli, 
rac preludiis, rogorc miniaturis JanriTa da saxeobrio-
bis asaxvis mravalferovnebiTaa ganpirobebuli. aRsaniSnavia, 
rom tokatisa da fantaziis didi ciklebi musikalur pra-
qtikaSi ar damkvidrda.

Janruli evoluciis gamokveTis mizniT, XX saukunis 
preludiis, tokatis da fantaziis maT istoriul prototi-
pebTan Sedarebisas amgvari suraTi ikveTeba. 

XX saukuneSi iqmneba rogorc 24 (25), ise 12 pre-
ludiisgan Semdgari erTgvarovani ciklebi, dawerili, met-
wilad, Sereul, aseve qromatul, mikrotonur, atonalur 
sistemebSi. araprogramul ciklebTan erTad, XX saukune-
Si pirvelad Cndeba programuli tipis preludiebi, aseve 
pirvelad iqmneba mxolod preludiebisgan Semdgari siui-
tis cikli (k.serocki), polifoniuri preludiebis cikli 
(r.SCedrini). garda amisa, wina periodebisgan gansxvavebiT, 
XX saukuneSi did ciklSi Sesuli preludia (s.raxmaninovi) 
iZens sakoncerto gaqanebas (tokatisa da fantaziis msgav-
sad), farTovdeba da mdidrdeba misi saxeobrivi sfero. XX 
saukunis damoukidebeli tipis preludiaSic SenarCunebulia 
imanenturi Tvisebebi. imavdroulad, preludia iZens axal 
stilur niSan-Tvisebebs, romelTa Sorisaa sakoncerto gaqa-
neba, erovnuli sawyisis aqcentireba, polistilistikis ga-
moyeneba. preludia araerTgvarovan ciklSi, XX saukuneSi, 
inarCunebs ra stabilur niSnebs, aseve iZens axal stilur 
niSnebs: garTulebuli harmoniuli ena (zogjer sonorulo-
ba), polistilistika (a.Snitke). 

XX saukunis ciklSi Sesuli da damoukidebeli ti-
pis preludiis Sedarebisas Semdegi suraTi ikveTeba. orive 
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SemTxvevaSi igi warmoadgens monosaxeobriv, instrumentul, 
metwilad homofoniur Janrs, xSirad improvizaciulobiT, 
dawerils axal harmoniul sistemaSi, erovnuli sawyisis 
aqcentirebiT. miuxedavad imisa, Tu rogori saxiTaa gamoy-
enebuli, preludiaSi TvalSisacemia sxva JanrebTan ur-
TierTkavSiri. sxvaoba ki SemdegSia _ Tu ciklSi mocemu-
li preludia upiratesad miniaturis Janrs warmoadgens, 
damoukidebeli saxis preludia meti masStaburobiT, vir-
tuozulobiTa da sakoncerto gaqanebiT gamoirCeva; xolo 
araerTgvarovan ciklSi mocemul preludias, romelic, upi-
ratesad, ciklis pirvel nawils warmoadgens, metwilad Se-
savlis funqcia gaaCnia. garda amisa, zogadad araprogramu-
li xasiaTis  preludia erTgvarovan ciklSi, gamonaklis 
SemTxvevebSi, programul datvirTvas iZens. ciklebSi gaer-
Tianebuli preludia, damoukidebeli tipisgan gansxvavebiT, 
dawerilia mikrotonur, atonalur harmoniul sistemaSi, 
zogjer axali sakompozicio teqnikiT (aleatorika).

XX saukuneSi tokata, romelic gaerTianebulia ara-
erTgvarovan ciklSi an mocemulia damoukidebeli nawar-
moebis saxiT, inarCunebs misTvis manamde damaxasiaTebel 
stabilur Tvisebebs. siaxle ki, upiratesad, garTulebul 
harmoniul enaSi, disonansebis xSir monacvleobasa da erov-
nuli sawyisis rolis gazrdaSi iCens Tavs. SeiZleba iTqvas, 
rom tokatis Janri am saukuneebSi inarCunebs im ZiriTad 
Taviseburebebs, rac mas istoriulad Tan sdevs, miuxedavad 
imisa, damoukidebeli saxisaa Tu ciklSia gaerTianebuli. 
am TaviseburebaTa Soris gamoiyofa: uwyveti ganviTarebis 
homofoniuri Janri, swrafi tempiT, motorulobiT, ostina-
turobiT, virtuozulobiT, sakoncerto gaqanebiT. amasTan, 
XX saukunis tokatas stilisturad xSirad axasiaTebs 
folkloruli JReradoba, garTulebuli harmoniuli ena. 
garda amisa, SesaZlebelia mcireodeni sxvaobis gamokveTac. 
kerZod, Tu araerTgvarovan ciklSi tokata ciklis pirvel 
nawils warmoadgens, mas Sesavlis funcia gaaCnia, xolo Tu 
ciklis sxva nawilia � igi damoukidebeli tipis preludias 
hgavs Tavisi funqciiT, dasrulebulobiT.  
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XX saukunis ciklSi gaerTianebuli fantaziis mis 
damoukidebel saxesTan Sedarebisas tokatis Janris msgav-
s� sur�T� �kveTeb� � �s��� umetes�d erTm��eT�s ms��vs�� 
da axasiaTebs improvizaciuli da Tavisufali ganviTareba, 
sakoncerto gaqaneba, virtuozuloba, polifoniuri da ho-
mofoniuri faqturis xSiri monacvleoba. amasTan, igi sti-
luri mravalferovnebiTac xasiaTdeba: xSirad gamoiyeneba 
jazuri harmoniis elementebi (g.SaverzaSvili), aleatorika 
(s.slonimski), dodekafonia (a.Sonbergi), polistilistika 
(i.bardanaSvili). garda amisa, araerTgvarovan ciklSi Se-
sul fantazias, tradiciulad, ufro metad Sesavlis fun-
qcia aqvs  da Tematurad an tonalurad amzadebs momdevno 
nawils.

kvlevis Sedegad SeiZleba gamovkveToT, Tu ra saxiTaa 
warmodgenili XX saukunis preludiaSi, tokatasa da fan-
taziaSi ZiriTadi Teoriuli aspeqtebi.

musikaluri forma. XX_XXI saukuneebis preludiis, 
tokatisa da fantaziis instrumentul JanrebSi, upiratesad, 
Tavs iCens klasikuri tipis tradiciuli formebis niSnebi. 
winareklasikuri formebi xSirad gvxvdeba im nimuSebSi, sa-
dac xazgasmulia orientacia Zveli musikis Janrul modelze. 
magaliTad, f.buzonis preludiebSi dominirebs ganmaviTare-
beli tipis kompoziciebi, m.raveli preludiaSi `kuperenis 
saflavidan~ mimarTavs Zvelebur sonatur formas. klasiku-
ri formebis gamoyenebis miuxedavad, TiTqmis yvela nawarmo-
ebSi dominirebs Tavisufali, erTiani ganviTarebis principi, 
rac Tavad Janrebis improvizaciuli bunebidan momdinareobs. 
unda iTqvas, rom gaanalizebuli yvela nawarmoebis for-
ma Caketilia, gamonaklisia s.slonimskis `koloristuli 
fantazia~, r.SCedrinis #17 preludia, i.bardanaSvilis sa-
fortepiano fantazia. Camoyalibebis sawyis etapze, rogorc 
ukve aRiniSna, preludia warmoadgenda mcire moculobis, 
improvizaciul piesas. barokos epoqaSi arsebobda rogorc 
mravalnawiliani, aseve homofoniuri, mcire formis prelu-
diebi. XX saukuneSic preludiis Janri, umetesad, gvxvdeba 
miniaturis saxiT (gaerTianebuli erTgvarovan an araerTg-
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varovan ciklSi), gansxvavebiT damoukidebeli tipis prelu-
diebisgan, romlebic SedarebiT didi formisaa. Sesabamisad, 
SeiZleba iTqvas, rom, kompoziciuri TvalsazrisiT, prelu-
diis Janri inarCunebs Tavis imanentur Tvisebas. tokatisa da 
fantaziis Janrebis barokoseuli modelebisTvis damaxasiaTe-
belia mravalnawilianoba, sadac erTmaneTTan monacvleobs 
homofoniuri da polifoniuri tipis nawilebi. XX saukuneSi 
tokatac da fantaziac inarCunebs msxvil masStabs, Sedgeba 
sxvadasxva monakveTisgan, Tumca, barokosgan gansxvavebiT, aq 
dominirebs homofoniuri faqtura. 

polifonia. barokos epoqaSi preludiis, tokatisa da 
fantaziis JanrebSi polifonias udidesi mniSvneloba eniWe-
ba; metic, tokatasa da fantazias fugis winamorbed Janre-
bad moixsenieben. klasikuri epoqis Semdgom periodSi samive 
Janri homofoniur nawarmoebebad yalibdeba, rac grZeldeba 
XX saukunemde. XX saukuneSi ki am JanrebSi kvlav brundeba 
polifoniuroba, rasac ramdenime faqtori ganapirobebs, maT 
Soris: neoklasicisturi tendenciebi, erovnuli folklo-
ris gamoyeneba da XX saukuneSi zogadad polifoniis ro-
lis gazrda. kompozitorebi polifonias mimarTaven rogorc 
xerxebis, ise formis doneze (magaliTad, martivi imitacia, 
usasrulo kanoni Tu kanonuri sekvencia, sasruli kanoni, 
inversia da ukusvla f.buzonis, m.regeris, z.faliaSvilis, 
d.SostakoviCis, y.yaraevis, s.cincaZis, r.SCedrinis nawarmo-
ebebSi). 

preludiebi aseve dawerilia sxvadasxva polifoniuri 
form�/J��r�T, romelT� Sor�s��: fu��rebul� formeb� � 
fuga, fugeta (y.yaraevis #20, r.SCedrinis ##4, 18, 23, 
d.SostakoviCis #4 preludiebi); kanoni (SCedrinis prelu-
diebi ##2, 5, 7, 14, 15, 17, 20, 22); or- da samxmiani inven-
cia (SCedrinis  preludiebi ##1, 13); ostinaturi forme-
b� � C�ko�� (SCedr���s #10), p�s�k�l�� (r.SCedr���s #21, 
a.balanCivaZis F dur, y.yaraevis #14 preludiebi).

aRsaniSnavia ostinatos roli, romelic ritmuli gan-
meorebis saxiT yovelTvis vlindeboda, gansakuTrebiT, pre-
ludiisa da tokatis JanrebSi. amgvaradaa igi warmodgenili 
24 preludiis ciklebSi, rac, metwilad, ganpirobebulia 
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etiuduri/tokaturi faqturis gamoyenebiT. aseve yvela gaa-
nalizebuli tokata efuZneba ostinatur ganviTarebas, rac 
bu�ebr�v�� � ��� �om tok�t�s J��r�s �m��e�tur� Tv�seb��. 
kompozitorebi mimarTaven ostinatos ara mxolod xerxebis 
(ritmi,  harmonia), aramed formis donezec (ostinaturi va-
riaciebi, imitaciuri ostinato). aRniSnul or JanrSi osti-
nato yovelTvis msgavsi funqciiT araa gamoyenebuli. tokata-
Si zusti ganmeorebis principia is mxatvruli xerxi, riTac 
xdeba Janris ZiriTadi semantikis xazgasma. preludiaSi ki 
ostinato, erT SemTxvevaSi, etiudurobis/tokaturobis Semo-
taniT aixsneba da aseve JanrisTvis damaxasiaTebeli erTafeq-
turobis, erTsaxeobriobis gansxeulebis saSualebaa. osti-
naturoba istoriulad naklebad damaxasiaTebelia fantaziis 
JanrisTvis (gamonaklisis saxiT mas vxvdebiT a.balanCivaZis, 
g.SaverzaSvilis safortepiano fantaziebSi).

harmoniuli ena, sakompozicio teqnika. barokos epoqi-
dan moyolebuli preludiis, tokatisa da fantaziis Janrebi 
iqmneba maJorul-minorul an modalur sistemaSi. XX sauku-
neSi ki, aRniSnulis garda, gvxvdeba axali harmoniuli siste-
miT Tu sakompozicio teqnikiT Seqmnili nimuSebic. gaanali-
zebul nawarmoebebSi ikveTeba gafarToebuli da qromatuli  
tonaluri sistema (a.skriabini, s.raxmaninovi, n.roslaveci, 
g.ustvolskaia, a.Snitke, r.SCedrini, n.gabunia, s.cincaZis 
cikli `preludia da tokata~), modaloba (k.debiusi, 
m.raveli, o.mesiani), Tavisufali da organizebuli atonaloba 
(k.serockis #4 da #6 preludiebi, a.Sonbergis fantazia), 
mikrotonuroba (i.viSnegradski), kontrolirebadi aletorika 
(s.slonimski, g.ustvolskaia, r.SCedrini), sinTetakordis me-
Todi (n.roslavecis cikli). 

xSiria Sereul sistemaSi dawerili preludiebi, to-
katebi da fantaziebi, sadac kombinirebulia: a) tonaloba da 
modaloba (d.SostakoviCis, s.cincaZis, y.yaraevis preludiebi, 
o.TaqTaqiSvilis, r.laRiZis tokatebi, m.ravelis safortepia-
no siuita `kuperenis saflavi~, i.bardanaSvilis fantazia); 
b) klasikuri da jazuri harmonia (k.serockis preludiebis 
siuita, g.SaverzaSvilis safortepiano fantazia). 
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preludiis,  tokatisa da fantaziis XX saukunis 
ganxilul  nimuSebSi  Warbobs homofoniuri faqtura, 
Tumca,  gvxvdeba Sereuli homofoniur-polifoniuri wyo-
bis nawarmoebebic (f.buzonis, d.SostakoviCis, y.yaraevis, 
z.faliaSvilis, a.balanCivaZis preludiebi, m.regeris tokata, 
fantazia da sxv.). gamonakliss warmoadgens wminda polifo-
niuri faqturis preludiebi (r.SCedrinis, d.SostakoviCis, 
y.yaraevis preludiebi).

barokomdel da barokos epoqaSi preludiis, tokatisa 
da fantaziis Janrebi efuZneboda modalur, rig SemTxvevaSi, 
maJorul-minoruli sistemisTvis damaxasiaTebel akordikas. 
XX saukuneSi samive JanrSi  aRniSnuli sistemisTvis dama-
xasiaTebel akordebTan erTad vxvdebiT akordebs Camatebu-
li tonebiT, poliakordebs (n.roslavecis, o.mesianis pre-
ludiebi), kvartuli wyobis akordebs (k.serocki), jazuri 
musikis akordikas (mravalterciuli, disonirebuli akor-
deb� � Gmaj9, Am7, Dm7, Amaj9, D

-9  � �.S�verz�Sv�l�s s�forte-
piano fantaziaSi, k.serockis #2 preludiaSi), klasterebs 
(s.slonimski), zogadad sonorul JReradobas (m.regeris 
fantazia, a.Snitkes tokata Concerto grosso-dan #1).  

Janruli urTierTkavSirebi. JanrTa asimilaciis pro-
cesi samive Janrs, gansakuTrebiT ki preludias, Camoyali-
bebis periodidanve axasiaTebda. kerZod, i.s.baxis prelu-
diebSi moismis ariis, tokatis, sxvadasxva cekvis Janruli 
modeleb�, f.Sope��s prelud�ebS� � m�zurek�, et�ud�. 

XX saukunis preludiis, tokatisa da fantaziis ni-
muSebSi kvlavac vxvdebiT Janrul Serevas. am TvalsazrisiT 
yvelaze didi mravalferovnebaa ganxilul preludiebSi. aq 
umetesad  warmodgenilia preludiasTan axlos mdgomi Jan-
reb�s � et�ud�s, tok�t�s Tv�sebeb� (swr�f� temp�, ost�-
naturoba, uwyveti ganviTareba, daZabuli, mZafri xasiaTi, 
staccato-ze Sesruleba). garda amisa, Tavs iCens rogorc pir-
veladi (sazeimo da samgloviaro marSi, simRera), ise pro-
fesiul musikaSi Camoyalibebuli Janrebi: qorali, skerco, 
fuga (fugeta, fugato). qarTuli musikis  nimuSebSi vxvde-
biT folklorul Janrebsac (nana, saWidao, saferxulo).
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Sesabamisad, XX saukunis instrumentul preludiebSi 
SeiZleba gamovyoT Janruli urTierTqmedebis ori tipi: a) 
monaTesave Janrebis urTierTkavSiri (s.raxmaninovis op. 23 
#7, 8, 9, k.debiusis ##3, 7, 9, 13, d.SostakoviCis op. 34 
##6, 9, 12, 23, i.viSnegradskis ##1, 10, 20, s.cincaZis 
s�fortep���o c�klS� ##�, �, 11, 1�, 20 � et�udur� t��##�, �, 11, 1�, 20 � et�udur� t��#�, �, 11, 1�, 20 � et�udur� t�-
pis preludiebi, s.raxmaninovis op. 23 #1 da y.yaraevis #2 
preludiebi, sadac sinTezirebulia simRerisa da romansis  
Tvisebebi); b) gansxvavebuli Janruli modelebis SeTavseba _ 
k.debiusis preludiaSi `generali lavini _ eqscentrikosi~ 
(kek-uoki), s.raxmaninovis op. 23, d-moll (menueti), a.skriabinis 
op. 11 #2 (valsi, romansi), op. 33 #4 (marSi, skerco), op. 35 
#3 (skerco, valsi, marSi, qorali), op. 48 #4 (skerco, ma-
zureki), d.SostakoviCis op. 34, h-moll (gavoti), a.balanCivaZis 
C-dur (simRera, cekva), a.Snitkes preludiaSi `d.SostakoviCis 
xsovnisadmi~ (pasakalia, kanoni).  

tokatisa da fantaziis JanrebSic xSiradaa SeTavsebuli 
sxva forma/Janris niSnebi. ase, magaliTad, m.ravelis toka-
ta `kuperenis saflavidan~ rondo-sonatis formiTaa mocemu-
l�, �olo r.l�R�Z�s ro�do�tok�t� � ro�dos form�s w�r-
moadgens, a.balanCivaZisa da i.bardanaSvilis safortepiano 
fantaziebi variaciul formaSia dawerili. fantaziis JanrSi 
vxvdebiT sxva Janris Tvisebebsac (magaliTad, a.balanCivaZis 
f��t�z��S� � s�mRer�, tok�t�, �.S�verz�Sv�l�s f��t�z��S� � 
etiudi, bliuzi). 

damokidebuleba tradiciebTan. Cven mier ganxiluli 
preludiis, tokatisa da fantaziis nimuSebidan tradiciebTan 
k�vS�r� yvel�ze met�d prelud��s, �olo ��kleb�d � f���
taziis JanrSi vlindeba. pirvelyovlisa, aRsaniSnavia pre-
ludiebis ciklebi, sadac aisaxa i.s.baxisa da f.Sopenis pre-
ludiebis ciklebis tradiciebi. magaliTad, baxis `kargad 
temperirebuli klaviris~ aRnagobis ideaa interpretirebu-
li y.yaraevis 24 preludiis ciklSi, sadac yovel maJorul 
tonalobas mosdevs erTsaxeliani minori, Tumca preludie-
bi kvartul-kvinturi wris mixedviTaa ganlagebuli; aseve, 
g.ustvolskaiasa da s.slonimskis 12 preludiis ciklebi 
qromatuli principiTaa agebuli. 
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aRsaniSnavia, rom f.Sopenis preludiebis ciklis 
kvartul-kvinturi aRnagoba, rogorc Cans, metad perspeq-
tiuli aRmoCnda da grZeldeba f.buzonis, d.SostakoviCis, 
i.viSnegradskis, n.mamisaSvilis, s.cincaZis, a.SaverzaSvilis, 
n.gudiaSvilis 24 preludiis ciklebSi, sadac kvintu-
ri wriT ganlagebul yovel maJorul tonalobas mosdevs 
misi paraleluri minori6. poloneli kompozitoris musi-
kaluri stilistika gansakuTrebiT SeigrZnoba a.skriabinis, 
d.SostakoviCis, s.cincaZis, k.serockis preludiebSi. 

garda amisa, mniSvnelovania k.debiusis, a.skriabinis, 
s.raxmaninovisa da d.SostakoviCis preludiuri ciklebis ze-
gavlena. k.debiusis tradiciebi asaxvas hpovebs o.mesianis rva 
preludiis, n.mamisaSvilis 24 preludiis ciklebSi, romlebic 
programul nawarmoebebs warmoadgens. a.skriabinis prelu-
diebis niSan-Tvisebebi, upiratesad, ikveTeba i.viSnegradskis, 
g.ustvolskaias, s.cincaZis, n.roslavecis preludiebSi 
da vlindeba intonaciur-harmoniul enaSi, preludiis Jan-
ris koncefciur-filosofiur gaazrebaSi. i.viSnegradskis, 
s.cincaZis, a.SaverzaSvilis, n.gudiaSvilis ciklebSi moismis 
s.raxmaninoviseuli intonaciebi. d.SostakoviCis preludie-
bis stilistika (intonaciuri sfero, groteskul-skerco-
zuli saxeebi) ki, nawilobriv, grZeldeba g.ustvolskaias, 
aseve qarTvel kompozitorTa preludiebis ciklebSi. 

zogadad barokos epoqis stilis tradiciebi vlindeba 
polifoniuri xerxebisa da formebis, barokos Janruli mo-
delebis gamoyenebaSi (z.faliaSvilis preludia, m.ravelis 
safortepiano siuita ̀ kuperenis saflavi~, m.regeris tokata 
da fantazia, i.stravinskis saviolino koncerti, a.Snitkes 
Concerto grosso #1, r.SCedrinis `polifoniuri rveuli~). 

6. aRsaniSnavia c.kiuis 25 safortepiano preludiis ciklis aRnagoba. 
igi Sopenis ciklis tonalobaTa kvinturi wris ideas originalurad 
��v�T�rebs � do m�Jorul prelud��s mosdevs �Rm�v�l� m�m�rTuleb�s 
mediantiT daSorebuli minoruli preludia mi minorSi. Semdeg, kv-
lav igive principiT, mocemulia preludia kontrastul kiloSi, sol 
maJorSi da a.S. am principiT, moculia 24-ve tonaloba, Sesabamisad, 
bolo preludiaSi, kvlav meordeba sawyisi tonaloba (do maJori) rac 
erTian kompoziciad kravs mTel cikls.
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gansakuTrebiT sainteresoa franguli ̀ zomis gareSe~ prelu-
diebis tradiciis gagrZeleba g.ustvolskaias, s.slonimskis 
(#11 preludia), r.SCedrinis (##6, 24 preludiebi) 
ciklebSi.

sakravis gaazreba. preludia, tokata da fantazia Cai-
saxa, rogorc instrumentuli Janri. Sesabamisad, Tavidanve 
ZiriTad formaqmnad funqcias wminda musikis gamomsaxvelobi-
Ti saSualebebi asrulebda. amitomac, sakravis SesaZleblo-
bebi Camoyalibebis periodidanve aqcentirebuli iyo samive 
JanrSi. preludiisa da fantaziisgan gansxvavebiT, tokataSi 
adreuli periodidan xdeba saSemsruleblo virtuozulobis 
xazgasma. barokos epoqaSi samive Janri ZiriTadad iqmnebo-
da barbiTisTvis, organisTvis, klavesinisTvis. romantizmis 
epoqaSi dominirebs fortepiano, XX saukuneSi ki emateba 
sxvadasxva Semadgenlobis ansamblebi, orkestri. am periodis 
preludiis, tokatisa da fantaziis JanrebSi mravalferovani 
xdeba Semsruleblis teqnikuri SesaZleblobebi, rac xSirad 
gamoixateba  garTulebul saSemsruleblo xerxebSi (swrafi 
tempi, etiuduri/tokaturi tipis faqtura, xSirad for-
tepianoze saorkestro JReradobis, sonorulobis xazgasma, 
instrumentis gamomsaxvelobiTi da mxatvruli SesaZleblo-
bebis gafarToeba, saansamblo nimuSebSi TiToeuli sakravis 
individualizeba da maTi rolis gazrda mxatvruli saxeebis 
Seqmnasa da ganviTarebaSi). 

preludia, tokata da fantazia bevri TvisebiT hgavs 
erTmaneTs. maT Sorisaa: improvizaciuloba, metwilad homo-
foniuri faqturis primati, kompoziciuri aRnagobis Tavi-
sufleba, instrumentuli Janri, figuraciuloba, upiratesad, 
araprogramuloba, Tanaarseboba sxva JanrebTan, gvxvdeba ro-
gorc damoukidebeli saxiT, ise gaerTianebulia ciklSi. 

XX saukunis preludiis, tokatisa da fantaziis Jan-
rebSi mravalgvarad vlindeba improvizaciuloba da aleato-
rikuloba. preludiis JanrSi gvxvdeba improvizacia mcire 
masStabur7 (calkeuli bgerebi, motivebi da mcire frazebi) 

7. kriteriumebi gamokveTilia s.biriukovis klasifikaciis mixedviT 
(Бирюков, 1977).
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da sintaqsur doneze (frazebi, winadadebebi, periodi); to-
katis JanrSi zogjer mocemulia improvizacia mcire mas-
Stabur doneze, xolo fantaziaSi ikveTeba improvizacia sa-
mive doneze: mcire masStabur, sintaqsur da ufro msxvil, 
kompoziciur doneze (periodebi, martivi formebi da a.S.). 

saSemsruleblo gamomsaxveli xerxebis8 Tvalsazri-
siT, preludiaSi, tokatasa da fantaziaSi gamoyenebulia 
instrumentuli improvizacia; Semadgenlobisa da teqni-
kis mixedviT, samive JanrSi dominirebs solo improviza-
cia da varirebis sxvadasxva formebi; musikaluri wyobis 
kuTxiT preludiaSi ikveTeba wminda ritmuli improviza-
c�� (�.ustvolsk���, s.slo��msk�), f��t�z��s J��rS� k� � 
bgeraTsimaRlebriv-ritmuli (s.slominski); improvizaciis 
modelze damokidebulebis xarisxiT mxolod fantaziaSia 
gamoyenebuli SedarebiT mkacri improvizacia. 

preludiisa (g.ustvolskaia, s.slonimski) da fanta-
ziis (s.slonimski) ganxilul nimuSebSi gamoyenebis sisru-
lisa da procesis9 mixedviT mocemulia kontrolirebadi, 
saSemsruleblo procesis aleatorika; gamoyenebis intensi-
vobis xarisxiT aleatorika Tavs iCens mTeli nawarmoebis 
manZilze, faqturis doneze ki vlindeba musikis gamomsax-
velobiT saSualebebSi (ritmSi, metrSi), aseve droiTi pa-
rametris doneze (s.slonimskis #11 preludia, `koloris-
tuli fantazia~). garda amisa, XX saukunis preludiisa 
da fantaziis JanrebSi ikveTeba mobiluri forma (teqsti 
mobiluria, struqtura ki _ stabiluri). 

miuxedavad imisa, rom SeuZlebelia Cven mier gaanalize-
buli yvela nimuSis konkretul mimarTulebasa Tu stiluri 
mimdinareobisTvis mikuTvneba, ganxiluli nawarmoebebi sxva-
dasxva stilisa da mimarTulebis konteqstSia Seqmnili, rac 
metnaklebad aisaxeba Janris gaazrebisa Tu stilis speci-

8. aRniSnuli kriteriumebi gamokveTilia s.malcevis klasifikaciis 
mixedviT (Мальцев, 1991).
9. kriteriumebi mocemulia m.virsalaZis klasifikaciis mixedviT (vir-
salaZe m. aleatorika axal qarTul profesiul musikaSi (sadiserta-
cio naSromi). Tsk, 2011.
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fikaSi (neoklasicisturi tendenciebi m.ravelis, m.regeris, 
f.buzonis, k.serockis, i.stravinskis, s.prokofievis, 
r.SCedrinis nawarmoebebSi; eqspresionistuli saxeobrio-
ba a.Sonbergis, g.ustvolskaias nimuSebSi; polistilis-
tika d.SostakoviCis, a.Snitkes, i.bardanaSvilis qmnile-
bebSi; sonoruloba s.slonimskis fantaziaSi; folklorizmi 
a.balanCivaZis, s.cincaZis, y.yaraevis zogierT kompoziciaSi; 
romantikuli tradiciebi i.viSnegradskis, n.roslavecis, 
n.mamisaSvilis, s.cincaZis preludiebSi). imavdroulad, aR-
niSnul speqtrSi warmodgenili samive Janris arsi, maTi 
imanenturi Tvisebebi ucvleli rCeba.

aRsaniSnavia, rom evropul musikaSi SedarebiT meti 
nimuSia Seqmnili XX saukunis I naxevarSi; avangardisTvis 
es Janrebi naklebad tipiuri iyo, maTdami interesi ki kvlav 
iCens Tavs postmodernis periodSi.

qarTul musikaSi am Janrebis gamoyenebis Taviseburebeb-
ze dakvirvebis Sedegad SeiZleba aRiniSnos, rom preludia aq 
warmoadgens damoukidebel monosaxeobriv miniaturis Janrs, 
romelic xSirad 24 preludiis cikladaa gaerTianebuli 
(a.SaverzaSvilis, n.gudiaSvilis, s.cincaZis, n.mamisaSvilis 
ciklebi); tokata gvxvdeba, rogorc `etiuduri~ tipis vir-
tuozuli, homofoniuri, motoruli, ostinaturi Janri, sa-
dac aqcentirebulia Semsruleblis teqnikuri SesaZleblo-
bebi; fantazia ki warmoadgens improvizaciul-arareglamen-
tirebuli formis nawarmoebs, romelic gamoirCeva reCitati-
ulobiT, virtuozulobiT, ritmisa da tempis TavisuflebiT, 
harmoniisa da modulaciebis mravalferovnebiT. qarTul ni-
muSebSi dominirebs Sereul harmoniul sistemaSi Seqmnili 
nawarmoebebi, sadac maJorul-minoruli sistema Serwymulia 
modalurTan. qarTul profesiul musikaSi samive Janris na-
warmoebebSi musikaluri formebi ZiriTadad warmodgenilia 
Tavisuflad gaazrebuli kompoziciiT, rac miuTiTebs maT 
barokoseul modelTan siaxloveze. Tumca, dominirebs ara 
polifonia, aramed homofonia (tokatasa da fantaziaSi aRar 
gvxvdeba polifoniuri monakveTebi), rac barokos Semdgomi 
periodis Janruli modelebis tradiciebis ganviTarebaze me-
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tyvelebs. musikaluri enis TvalsazrisiT grZeldeba roman-
tikuli da Semdgomi periodis musikis tradiciebi; ZiriTadad 
viTardeba f.Sopenis, k.debiusis, a.skriabinis, s.prokofievis, 
d.SostakoviCis am Janrebis nawarmoebebSi asaxuli stiluri 
Taviseburebebi. garda amisa, qarTul nimuSebSi, upiratesad, 
xazgasmulia folkloruli sawyisi, rac maT sxva erovnuli 
skolebis wiaRSi Seqmnil nimuSebs amsgavsebs (d.SostakoviCis, 
y.yaraevis ganxiluli nawarmoebebi).

amgvarad, XX saukunis musikaSi sakvlevi Janrebidan 
kompozitorebi SedarebiT did interess iCenen preludiis 
Janris mimarT, romelic Warbobs raodenobrivad. preludiis 
(ZiriTadad miniaturis) Janri, fantaziisa da tokatisgan 
gansxvavebiT, gvxvdeba rogorc did an mcire ciklSi, ise da-
moukidebeli nawarmoebis saxiT, garda amisa, mas saxeobriobis 
mravalferovani asaxvis potenciali gaaCnia, riTac SeiZleba 
aixsnas misdami gaZlierebuli interesi. amasTan, SeiZleba 
iTqvas, rom  musikaluri  enisa  Tu  formis,  sakompozicio 
teqnikis axali tipebis gamoyenebis doneze cvlilebebisadmi 
yvelaze metad fantaziis Janri aRmoCnda Ria, rac misi im-
prov�z�c�ul� bu�eb�T�c ���s�eb� � yovel epoq�S� f��t�z�� 
xSirad tradiciuli normebidan gadaxveviT xasiaTdeboda. 

preludia, tokata da fantazia, maTi Janruli indivi-
dualizmis da, aseve, imis miuxedavad, ciklSia gaerTianebuli 
Tu  damoukidebeli saxiTaa mocemuli, bevri saerTo Tvise-
biT xasiaTdeba. damoukidebel preludias, tokatasa da fan-
tazias erTmaneTTan aaxloebs: msxvili masStabi, sakoncerto 
gaqaneba, virtuozuloba. imavdroulad, preludia, tokati-
sa da fantaziisgan gansxvavebiT, ZiriTadad monosaxeobrivia. 
ciklebSi gaerTianebul sakvlev Janrebs Soris aseve bevri 
saerTo Tvisebaa: Tu preludia, tokata an fantazia mocemu-
lia araerTgvarovani ciklis pirveli nawilis saxiT, maT 
Sesavlis funqcia aqvs da momdevno nawils amzadebs tonalu-
rad an Tematurad. amasTan erTad, samive Janridan erTgvaro-
van ciklSi mxolod preludiaa  gaerTianebuli. garda amisa, 
preludia ciklSi umetesad miniaturis Janrs warmoadgens, 
gansxvavebiT tokatisa da fantaziisgan, romlebic SedarebiT 
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msxvili masStabiTa da sakoncerto ganviTarebiT gamoirCeva. 
ganxilul nimuSebs Soris arsebuli stiluri gansxvavebu-
lobis miuxedavad, am sami Janris msgavseba yvelaze metad maT 
Janrul mdgradobaSi gamovlinda. 

kvlevis safuZvelze SesaZlebelia CamovayaliboT XX 
saukunis preludiis, tokatisa da fantaziis Janruli defi-
nicia:

Tanamedrove instrumentuli preludia, upiratesad, •	
mcire formis (xSirad safortepiano) nawarmoebia, romelic 
warmodgenilia rogorc damoukidebeli saxiT, ise gaerTia-
nebulia ciklebSi. igi xasiaTdeba formis aRnagobis Tavi-
suflebiT, improvizaciulobiT, monosaxeobriobiT, upirate-
sad araprogramulobiT, mcireSi tevadi Sinaarsis gadmocemis 
TaviseburebiT,  homofoniuri  da  erTgvarovani  faqturiT, 
saxeobriobis asaxvis mravalferovani speqtriT. 

Tanamedrove tokata warmoadgens virtuozul, ara-•	
programul, sakoncerto instrumentul nawarmoebs, romelic 
aigeba uwyvet, figuraciul da ostinatur ganviTarebaze, Sem-
sruleblis teqnikuri SesaZleblobebis aqcentirebiT, for-
tepianos, rogorc dasartyami sakravis gaazrebiT; upiratesad 
axasiaTebs mZafri da groteskuli saxeobrioba, etiudis ti-
pis faqtura, virtuozuloba, sakoncerto gaqaneba, gvxvdeba 
rogorc damoukidebeli saxiT, ise araerTgvarovan ciklSi. 

Tanamedrove instrumentuli fantazia msxvili formis •	
nawarmoebia, romelic gamoirCeva improvizaciulobiT, for-
mis Tavisuflad gaazrebiTa da ganviTarebiT, sadac xSirad 
monacvleobs kontrastuli monakveTebi. preludiis msgavsad, 
masac axasiaTebs saxeobrivi sferos mravalferovneba; zog 
SemTxvevaSi, am JanrSi gamoiyeneba axali sakompozicio teqnika 
(dodekafonia, aleatorika); dominirebs damoukidebeli tipis 
fantaziebi, Tumca igi aseve SeiZleba araerTgvarovani ciklis 
nawilsac warmoadgendes.

instrumentuli preludiis, tokatisa da fantaziis Jan-
rebi dRemde iqcevs kompozitorTa yuradRebas, rac, Tavis-
Tavad, maT TviTmyofadobaze, ganviTarebis potencialsa da 
sicocxlisunarianobaze metyvelebs. 
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GENERAL CHARACTERISTICS OF THE WORK

The 20th century is one of the most complicated and diverse 
epoch in the development of musical art. It is characterized by 
contrasts, frequent change of aesthetic ideals, coexistence of many 
and sometimes controversial occurrences. In contemporary epoch new 
searches are being carried out in all directions, including the spheres 
of musical language, composition technique, musical genre and form. 

Musical genre is a continuously developing and renewable 
phenomenon, which determines its viability. In the research process 
of the genre attention should be focused on its stable and mobile 
elements, as their exposure helps to understand the genesis, specificity 
and evolution of historical development.  

Musical genres can conditionally be divided into two groups: 
group I represents the so-called initial genres formed in everyday 
life (march, song, lullaby and others), group II represents the so-
called historically established genres, including genre diversities 
of professional music (symphony, opera, oratorio, sonata, prelude, 
toccata, fantasia and others).

Instrumental genres prelude, toccata and fantasia were 
transformed in the process of historical development. On the initial 
stage they were formed as improvised, free compositions and reached 
the peak of development in the Baroque epoch. All three genres of 
this period have many common features, such as improvisation, 
introductory function, polyphony, free structure of form. Due to the 
absence of similar features these were often identified with each other 
in the Baroque epoch. After Baroque these genres were less applied 
by classic composers and were more in the focus of attention of 
Romanticists. 

In the 20th century the interest to these genres increased. Many 
individual and diverse examples of prelude, toccata and fantasia have 
been created by European (including Russian and Georgian) composers. 
These traditional genres often undergo interesting transformation 
under the conditions of new musical language, harmony system and 
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in the context of different composition styles, which adds particular 
importance to their study. All aforementioned determines the actuality 
of the dissertation.  

The research subject comprises the genres of prelude, toccata 
and fantasia in the 20th century European professional instrumental 
music. During this period all three genres are characterized by many 
common and distinctive features, each of them acquires or loses 
a number of new or immanent features. As a result the problem of 
genre stability is marked out:  how these related genres presented as 
independent or component parts of a cycle undergo transformation under 
the conditions of individual composition style, intercommunication 
with other genres, in the context of their historical development; also 
noteworthy is what place the examples of prelude, toccata and fantasia 
composed in Georgian music occupy in this general panorama. The 
study of these issues is the main goal of our research. 

Basing on the analysis of the preludes, toccatas and fantasies 
created in the 20th century European professional music the tasks of 
the research are as follows: 

Mark out the genre peculiarities of prelude, toccata and fantasia •	
on various stages of  the development of European professional music 
and define their genre models formed in the 20th century;

Provide critical survey of basic contemporary theories related •	
to musical genre;

Ascertain the immanent and acquired features revealed in the •	
three genres:

Reveal and compare common and distinctive features of - 
Prelude, Toccata and Fantasia;

Compare the examples of each genre presented in the cycle or - 
as an independent work;

Compare Georgian musical examples with European identical •	
genres. 

The objectives and problems determined the selection of 
complex and comparative methods for research. 

Part of special literature reviewed during the research process 
(encyclopedias, works by N.Spector, K.Zenkin, V.Protopopov and 
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others) touched upon the issues of definition, problems in the historical 
development of the researched genres at different stages. General surveys 
of the genre presented in the works of V.Zuckerman, M.Aranovsky, 
A.Sokhor, E.Tsareva, T.Popova, O.Sokolov mark out the immanent 
and acquired features of prelude, toccata and fantasia genres, analyze 
their transformation in the context of historical dynamics. Particular 
mention should be made of the works (M.Saponov, S.Maltsev, 
P.Griffiths, S.Biriukov, V.Tsenova, M.Pereverzeva, V.Medushevsky, 
M.Virsaladze, A.Skripnik), as a result of the critical survey of these 
works the dissertation discusses interrelation between the phenomena 
of improvisation, aleatory and fantasia. Also were studied many 
sources shedding light on the research issue in connection with the 
creative work of this or that author, presented are general theses 
connected with the 20th century musical art. 

Despite the multiplicity of the processed literature, we have not 
come across the scientific research of the aforementioned viewpoint, 
which reflects new approach to the study of the problem. Accordingly, 
we see the novelty of the dissertation research as follows:

Main points of the 201. th century prelude, toccata and fantasia 
genres have been determined;  

The three genres are discussed in the context of contemporary 2. 
theories; 

Peculiarities of historical dynamics in the development of 3. 
prelude, toccata and fantasia genres are studied:

20- th century prelude, toccata and fantasia presented as 
independent works or parts of a cycle are compared to their genre 
prototypes in the following basic theoretical aspects: genre 
independence/dramaturgical function, musical form, polyphony, role of 
ostinato, elements of music, harmonic system, composition technique, 
interrelation between genres, consideration of an instrument, relation 
with traditions;

In order to ascertain common and distinctive features between 4. 
research genres:

Levels of improvisation and aleatory are marked out in prelude, - 
toccata and fantasia genres;
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Common and distinctive features of the three genres are - 
revealed and compared;

Examples of each genre united in the cycle are compared with - 
the examples presented as independent works. 

Determined the significance of Georgian examples of prelude, 5. 
toccata and fantasia in the development of 20th century European 
instrumental music.  

The discussed works included in the dissertation were selected 
according to several criteria, namely, presented are the examples 
by the composers of different style, school and direction, which are 
distinguished from the examples of identical genre in this or that 
feature. Besides, proceeding from the aim of the dissertation Georgian 
composers’ musical works occupy significant place among the 
presented examples.

As a result of the research:
Genre transformation of prelude, toccata and fantasia is - 

discussed from the standpoint of different genre criteria and theoretical 
aspects in the context of historical dynamics;

Genre models of the 20- th century instrumental prelude, toccata 
and fantasia are marked out.

Practical value of the work is determined by the theses and 
conclusions which can be used in the lecture courses on the Musical 
Analysis, Polyphony and History of music. They have partly been lain 
in the foundation of the Master’s course “Musical Forms of the Baroque 
Epoch”, which was led by the author at Tbilisi State Conservatoire in 
2013-2014.

The Dissertation work approved at the Music Theory 
Department of Tbilisi State Conservatoire on 15 December,  2015. 
The considerations suggested in the work were presented at the 
Conservatoire, National and International Conferences. 
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THE CONTENT OF THE WORK

The dissertation of 200 pages consists of introduction, two basic 
parts (with six chapters) and conclusion, enclosed with the list of 
references (total of 132 units) and appendices of schemes and notated 
examples.

In the Introduction of the dissertation substantiated are the 
actuality, subject, the main goal and tasks. Marked out is the scientific 
novelty of the research, methodology, critical review of the literature 
is provided and the structure of the work is underlined. 

Part I – “Some Problems of Theory and History” consists of 
three chapters. 

Chapter I – “Stages of Historical Development of Prelude, 
Toccata and Fantasia until the 20th Century” – discusses the genesis, 
stages of historical development of prelude, toccata and fantasia 
genres. The research has ascertained, that by the 19th century prelude 
was formed as instrumental, primarily a small improvisational work-
miniature, characterized by the accentuation of one feeling, providing 
the capacious content in a laconic form, figurativeness, motority. 
Prelude is introduced as 24-prelude cycle for piano, an independent 
composition or a part of an inhomogeneous1 cycle. 

Toccata “loses” its previously characteristic polyphony and is 
formed as a homophonic, “etude”-type virtuoso genre of concert range, 
which is mostly created for key-board instruments and is encountered 
as part of an inhomogeneous cycle or independent work.  

Fantasia increases and is formed as a large multi-part 
instrumental composition of concert range, which often reflects the 
idea of sonata-symphony development  and is presented as a part of an 
inhomogeneous cycle as well as an independent work. 

Chapter II – “Some Issues of Musical Genre Theories” 
suggests various contemporary theories on musical genre in the context 

1. In the Dissertation work are used two terms: “homogeneous” and 
“inhomogeneous”. Under the first is meant a cycle, which includes a similar, 
identical genres (e.g. cycle of preludes) and under the other – a cycle, which 
consists of different genres (e.g. prelude, chorale and fugue).
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of genre definition and classification problems. It provides a critical 
survey of the problems of genre essence and classification suggested 
in the works of A.Sokhor, T.Popova, O.Sokolov, M.Aranovsky and 
V.Zuckerman. 

Basing on the above-mentioned, with the consideration of genre 
function, performance conditions, connection with content and with 
regard to the criteria of external structure, marked out are immanent and 
acquired features of prelude, toccata and fantasia genres established by 
the 19th century. Among the immanent, stable features of prelude are: 
purely instrumental, non-programmatic piano miniature genre with 
“single-element” dramaturgy (constructed on the frequent figurative 
development of one intonation formula), improvisation, free structure, 
frequent disproportion of the form parts (inclusion of cadence in the 
composition, introduction of new material towards the end of prelude, 
“belated culmination” after “golden section”). 

Besides, at various stages of development prelude genre was 
renewed and acquired or lost a number of features. In the Baroque 
epoch prelude often was a multi-part composition, in which free-
improvisation parts merged with the parts created according to the 
laws of counterpoint. In France were created the meter-rhythm free 
so-called unmeasured preludes. It is noteworthy, that in following 
epochs the meaning of polyphonic initial significantly decreased 
in prelude genre. In Romanticism epoch also encountered are the 
preludes, where the features of this or that classical form are marked 
out instead of free composition structure. Dramaturgical function of 
prelude is also interpreted diversely – initially it was a composition of 
introduction type, at the following stages of development it is mostly 
encountered as an independent work.  

Among the immanent features of toccata genre the following 
are considered: purely instrumental, non-programmatic, virtuoso 
genre constructed on the ostinato-figuration development with a 
quick tempo and uninterrupted movement, where often underlined 
is virtuoso performance, key-board instrument is interpreted as a 
percussion instrument. 
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In the development process toccata underwent more genre 
modifications than prelude. Among the non-immanent, unstable 
features of the genre are: alternation of polyphonic and homophonic 
textures (Baroque epoch). By the end of the 19th century toccata 
had been formed as mostly homophonic genre – with the enriched 
figurativeness it acquires larger scale and concert range (e.g. Schumann 
Toccata op.7). 

Similar to prelude and toccata, immanent features are also 
characteristic of fantasia, which also represents a purely instrumental, 
non-programmatic genre; is constructed on the principle of free 
development, improvisation, alternation of unexpected and diverse 
contrasts, freedom of rhythm and tempo. 

Fantasia also gradually transformed into polyphony genre 
like toccata. If in 16th – 17th centuries polyphonic fantasia resembles 
ricercar, toccata and fugue, in the 18th century performer’s virtuosity 
is accentuated, it is characterized by the diversity of harmony and 
modulations, created are the so-called “free”, non-metrized  fantasies. 
In Classical epoch (alongside the homophony being the basic 
characteristic feature of fantasia) the genre is symphonized, and it 
acquires virtuoso character of instrumental concert and monumentality 
characteristic of oratorio (e.g. Beethoven’s Fantasia for piano, choir 
and orchestra c-moll op.80). 

Thus, on different stages of development prelude, toccata and 
fantasia underwent genre modification. In the 19th century fantasia 
underwent deep transformation, toccata was modified significantly 
and prelude genre – lesser. Despite this, the three genres maintained 
the afore-mentioned specific immanent features until the 20th century. 

Chapter 3 – “On  the  Notions “Improvisation/Improvisionality, 
Aleatory, Fantasia” discusses the essence and classification issues 
of these notions  (basing on the works of P.Griffiths, I.Yampolsky, 
P.Boulez, S.Biriukov, S.Maltsev, Ts.Kogoutek, I.Suponeva, 
V.Tsenova, M.Pereverzeva, T.Kiuregyan, M.Virsaladze, E.Denisov, 
M.Saponov, V.Medushevsky). Besides, When discussing the problem 
we could not bypass the issue of interrelation between improvisation/
improvisationality, the categories of aleatory and fantasia. 
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Some scholars avoid comparing these two phenomena 
(S.Biriukov, S.Maltsev)2, others, distinguish them from each other, 
among them A.Skripnik3 who focuses on nonidentical features when 
comparing them. However, some theses from the charts reflecting 
the comparison arouse questions. For instance, scholar considers 
the existence of cliché a feature of improvisation, whilst in the case 
of aleatorics cliché does not work. In our opinion this moment is 
not strictly regulated in aleatorics. Aleatoric technique implies the 
application of randomness on various levels of composition and the 
type of its realization depends only on performer: he can either use 
cliché or not.  In the performance of indeterminate work (all the more, 
if performer has the same work in the repertoire and correspondingly 
performs it many times), performer can possibly realize the models 
sagged in his memory on various levels (harmonious language of the 
entire composition, separate parts, etc.), which,  per se, is one of the 
ways of manifesting cliché.

Some researchers (M.Saponov, S.Biriukov, T.Kiuregyan, 
T.Dyachkova)4 identify improvisation and aleatory or stress the 
fact of interpenetration of these two phenomena. But, in a number 
of cases, hierarchy between them is marked out (e.g. M.Saponov 
considers that aleatory is the form for manifesting improvisation). 
To solve this problem it is expedient to define similar and distinctive 
sides of these two phenomena. In the characteristics of improvisation 
accentuated is spontaneity, whilst with regard to aleatory scholars 
always emphasize randomness. Despite this, they are united by the 

2. Biriukov S. Improvisationality in Music//Sovetskaya muzika, ed.3, pp.113-
118, 1977; Maltsev S. On the Psychology of Musical Improvisation, Moscow: 
Muzika, 1991 (in Russian).
3. Skripnik A.Improvisation and Aleatory (comparative characteristics). Muzichne 
mistetstvo, 2012. ed.12 – http://nbuv.gov.us/j-pdf/Muzmyst_2012_12_15.pdf . 
(in Russian).
4. Saponov M. Art of Improvisation. Moscow: Muzika, 1982; Kiuregyan T. 
Form in 17th-20th Century Music. Moscow: TTS Sphera, 1998; Dyachkova 
L. Harmony in the 20th Century Music. Moscow: MGK. 2004. (in Russian); 
Stanley Sadie (Editor). Improvisation. The New Grove Dictionary of Music 
and Musicians, Oxford: Macmillan, 1980.
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factor of indetermination, as in both cases work acquires its final form 
in the process of performance. At the same time, indetermination, 
randomness is presented in different degree, which determines the 
difference between these two utmost phenomena. Namely, if in limited 
aleatory (particularly, in graphic music) indetermination is crucial, in 
improvisation it is presented together with determination, often with 
the superiority of the latter. 

Improvisation and aleatory have following common features: 
improvisation, randomness, fantasia, spontaneity, free development, 
they both represent the principle of creative thinking. Catchy 
is the similarity between improvisation and limited aleatory, 
because manageable randomness is present in both of them. Levels 
of indetermination are also non-identical: if in improvisation 
indetermination takes place only on performance level, in aleatory 
this is possible on composition level as well or in both processes 
simultaneously. Besides, aleatory  is a composition technique, whilst 
improvisation is more regarded as performance figurativeness. 
Accordingly, we do not consider it advisable for the hierarchy to be 
marked out more clearly or detailed. 

It should be mentioned, that fantasia also has common points with 
improvisation and aleatory, such as: improvisation, free development, 
all three being the principles of creative thinking. Besides, fantasia as 
well as improvisation expresses inner features of music and can exist 
as musical genre. 

Part II of the work – “Contemporary Instrumental Prelude, 
Toccata and Fantasia” – consists of preamble and three basic 
analytical chapters. 

Preamble discusses basic reasons of the increased interest in the 
study of the 20th century European music genres: revival of old genres 
and forms, related to the increased role of Neoclassicist tendencies 
and polyphony in general; continuation of Romanticism traditions 
(genre of miniature); significance of improvisation, indetermination, 
particularly in the music of the second half of the 20th century. For 
the complete perception of the evolution picture of prelude genre 
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shortly discussed is the basic specificity of 24 prelude cycles of C. 
Debussy, A. Scriabin and S. Rachmaninoff. Noteworthy is that in the 
ascertainment of theoretical theses in the work, the influence and role 
of the aforementioned cycles in the development of the 20th century 
prelude genre is indicated a number of times in the corresponding 
context.

The 20th century preludes, toccatas and fantasies analyzed in the 
three analytical chapters of the dissertation are grouped as they are 
presented – in the cycle or as an independent work. 

Chapter 4 – “Instrumental Prelude of the 20th Century” – 
consists of three subchapters. Namely, subchapter 4.1 – “Homogeneous 
cycle of Preludes” are analyzed 24 prelude - piano cycles of F.Busoni, 
D.Shostakovich, I.Wyschnegradsky, K.Karayev, S.Tsintsadze’s three 
cycles of 24 preludes (for piano; cello and piano; violin and chamber 
orchestra), R.Schedrin’s “Polyphonic notebook” (“25 Polyphonic 
Preludes”), 12-prelude cycles of G.Ustvolskaya and S.Slonismky, 
N.Roslavets’s five preludes, O.Messiaen’s eight preludes, K.Serotsky’s 
“Suite of Preludes”. 

The analysis has ascertained that in the 20th century music prelude 
cycle is characterized by a number of features. It is marked out that: 
a) big prelude cycles (24, 25/12), which include the pieces composed 
in all tonality of harmonic system, b) prelude cycles, with more or 
fewer than 24/12 preludes (Shchedrin’s “Polyphonic Notebook”) and 
do not base on the idea of grouping according to the tonal principle. 
The improvisation and free development principle characteristic of 24 
genres. 

Most preludes of the cycles are created in chromatic system. 
Also encountered are preludes composed in new harmonic system 
or composition technique (microtonal – I.Wyschnegradsky, atonal – 
K.Serotsky, aleatory – G.Ustvolskaya). The cycles provide diverse 
interpretation of instrument’s expressive and artistic possibilities. 

Subchapter 4.2. –“Prelude – a Component Part of an 
Inhomogeneous Cycle” – discusses the preludes from M.Ravel’s 
piano suite “La Tombeau de Couperin”, from N.Mamisashvili’s 
cycle “Prelude, Choral and Fugue”, A.Schnittke’s Concerto Grosso 
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#1. It has been ascertained that the prelude – constituent part of an 
inhomogeneous cycle is characterized by improvisation, free form, 
single affectiveness, ostinato, merger of modality and tonality, 
application of polyphonic means. Besides, in some cases this genre 
acquires new, sonorous sounding with complicated, dissonant 
harmonic language. 

Subchapter 4.3. – “Prelude – an Independent Work”  
discusses Z.Paliashvili’s prelude for piano, A.Balanchivadze’s piano 
preludes C-dur and F-dur, A.Schnittke’s prelude “In Memory of Dmitri 
Shostakovich”. The study has shown that in the 20th century  composers 
are lesser interested in prelude than in large and small prelude cycles. 
This can probably be explained by the fact that prelude, as genre of 
miniature, strives to unite as a cycle. At the same time, independent 
preludes of the 20th century differ from those united in the cycle in 
large scale and acquire concert range, which adds virtuosity to the 
genre. Here frequent are different polyphonic means and forms, and 
folk initial applied indirectly. 

Chapter 5 – “Instrumental Toccata of the 20th Century” 
– consists of three subchapters. Subchapter 5.1. – “Toccata – a 
Component Part of an Inhomogeneous Cycle” analyzes the toccata 
from M.Ravel’s piano suite “Le Tombeau de Couperin”, I.Stravinsky’s 
violin concerto in D, from N.Gabunia’s cycle “Improvisation and 
Toccata”, S.Tsintsadze’s cycle “Prelude and Toccata”, A.Schnittke’s 
Concerto Grosso #1. Basing on the analysis it has been ascertained 
that in the 20th century the toccata from inhomogeneous cycle is 
characterized by mobility, homophony, uninterrupted development, 
ostinato, quick tempo, etude-type texture, emphasis on virtuoso 
performance. If toccata is the first part of the cycle, it acquires the 
function of introduction, if it is another part of the cycle – it has 
independent, often finalizing function. Also clear are the features such 
as concert range, folk sounding, complicated harmonious language, 
polystylistics, frequent change of meter. 

Subchapter 5.2. – “Toccata – an Independent work” – analyzes  
M.Reger’s toccata op.59, S.Prokofiev’s, F.Busoni’s, R.Laghidze’s, 
O.Taktakishvili’s toccatas. Basing on the analysis it can be concluded 
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that an independent toccata of the 20th century the following basic 
peculiarities are encountered: mobility, ostinato, uninterrupted 
development, large scale, mostly homophonic-harmonious texture, 
concert range, application of chromatic system, frequent alternation 
of dissonances, change of national initial. 

Chapter 6 – “Instrumental Fantasia of the 20th Century” 
– includes  the Subchapter 6.1. – “Fantasia – a Component Part 
of an Inhomogeneous Cycle, an Independent Work” - discussed 
is M.Reger’s Organ Fantasia op.46; A.Schoenberg’s “Phantasy 
for violin with piano accompaniment”, op.47; A.Balanchivadze’s, 
G.Shaverzashvili’s and I.Bardanashvili’s piano fantasies, 
S.Slonimsky’s “Colouristic Phantasia”. The analysis has revealed that 
in the 20th century music fantasia genre is characterized by a number 
of features such as improvisation, free structure, virtuosity, freedom 
of rhythm and tempo, alternation of polyphonic and homophonic 
textures, concert range. In some cases applied are both “traditional” and 
new composition techniques – aleatorics (S.Slonimsky, K.Serotsky), 
dodecaphony (A.Schoenberg), polystylistics (I.Bardanashvili), 
harmonic language bases upon the principles of classical major-minor, 
chromatic or jazz harmony (G.Shaverzashvili). 

In the conclusion of the dissertation the results of the analysis 
are elucidated from new angle. 

The research has clarified that instrumental genres – prelude, 
toccata and fantasia do not lose topicality in the 20th century, moreover 
in a number cases they are composers’ most distinguished works.  

According to the criteria of Zuckerman’s genre classification5 
the peculiarities of prelude, toccata and fantasia genres have been 
marked out, basing on this their transformation is analyzed in the 
context of historical dynamics. 

Where is it performed? – Concert hall, variety art, opera or 
dramatic stage, street or square, family environment. In the Baroque 
epoch prelude, toccata and fantasia genres were mainly heard at the 
church. From the Classical epoch these genres were displaced to 

5. Zuckerman V. Musical Genres and the fundamentals of Musical Forms. 
Moscow: Muzika, 1964. (in Russian).
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concert stage. In the 20th century the three genres were performed both 
on concert stage and at the church (M.Reger’s preludes, toccata and 
fantasies). 

Who is the performer? – Membership of performers, their 
number, participation of vocal parts or instruments. All three 
genres were incepted as purely instrumental works. Initially prelude 
and fantasia were created for a lute; toccata was created for wind 
instruments and timpani. Later on diversity of musical instruments 
is presented by the instruments that are disseminated and prevail in 
each particular epoch: on the lute organ, clavecin (in the Renaissance 
and Baroque epochs); piano becomes a leading instrument (in the 
Romantic period); in the 20th century the performance arsenal expands 
–orchestra and ensembles of different membership are introduced 
alongside piano. 

Whom or what are they performed for? – type of audience, 
level of musical training, taste, significance of application in the mode 
of life. Prelude, toccata and fantasia were sacred genres on the first 
stage of formation. In the 20th century they belong to concert genres. 
In this period these genres are encountered in both secular and sacred 
function (e.g. Reger’s choral preludes, fantasies and toccata).

What is performed? The content of the work – its variety; type of 
expression and complex of its characteristic artistic methods. In prelude 
genre one image, one emotion has been accentuated since early period; 
it is characterized by single affectiveness, “expression of instantaneity”, 
from the standpoint of figurative reflection it is distinguished in 
diversity and expresses different content (dramatic, lyrical, recitative, 
choral, dancing,  singing, etc). The prelude of the 20th century is also 
“one affective” genre, expresses “instantaneity” and at the same time 
has the potential for the diverse figurative reflection. The latter is mostly 
presented in big prelude cycles, which contributes to the alternation of 
contrast preludes and their unification as one big cycle. Also noteworthy 
is that if before the 20th century prelude was non-programmatic, from 
the aforemention period onward the variety is concretized and examples 
of programmatic-type are created in this genre. 



50

In early toccata “affective” style, rhetoric figures were frequently 
applied. With J.S.Bach this genre is enriched with oratorical pathos, 
dramatism, deep content and diversity of thematic material. Some of 
these features were maintained in the 20th century toccata, however 
new signs can also be marked out. This genre is basically represented 
by the works with grotesque, sharp dramatic sounding, which is 
achieved by specific performance means: quick tempo; uninterrupted 
ostinato development; staccato/martellato performance. It should also 
be mentioned that unlike prelude and fantasia, toccata is more specific 
in variety and is less distinguished in the potential for the realization 
of diverse kinds. 

Initially fantasia presented more ardent improvisations, works 
of pathetic kind, with the frequent application of different rhetoric 
figures, alternation of arioso and instrumental-recitative themes. 
Fantasia is still distinguished in variety, with the thematic material of 
different kind. Besides, if only one character is expressed in prelude, 
sections of different variety can alternate in a large fantasia. 

As the study has shown, with the consideration of different genre 
criteria, in some cases the genre peculiarities of instrumental prelude, 
toccata and fantasia of the 20th century are invariable; a number of 
criteria are presented differently in contemporary works.  

More precisely, in the context of genre function and performance 
conditions these genres continue the tradition of historical prototypes 
– these are purely concert (according to A.Sokhor) and chamber 
(according to T.Popova) genres of music. On the one hand, the 
content of musical genre develops in traditional way: instrumental 
prelude of the 20th century presents lyrical, motor, concert genres; 
toccata – presents concert and motor genres, whilst fantasia presents 
lyrical and concert genres. At the same time, contemporary prelude 
has acquired programmatic character (preludes of programmatic type 
of C.Debussy, O.Messiaen) and has exceeded the frames of miniature 
(S.Rachmaninoff’s 24 prelude cycle).

Particularly interesting is how the internal and external 
structures of these genres develop. Basing on the research it can be 
said that prelude, toccata and fantasia do not undergo drastic changes. 
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They maintain basic immanent, stable peculiarities that distinguish 
them from other genres, and from each other in a number of cases.  
However, the aesthetics, worldview of each epoch, style (in wide and 
narrow sense of the term) obviously affects them, which is uppermost 
manifested in the changes of musical language, form, variety, 
composition technique. 

In the instrumental music of the 20th century these three genres 
are encountered in cycle and independently. Besides, only preludes 
are united in homogeneous cycle, which is determined by the diversity 
of prelude, as miniature genre and diverse reflection of variety. It 
should be noted, that big cycles of toccata and fantasia have not been 
inculcated in musical practice. 

The comparison of the 20th century prelude, toccata and fantasia 
with their historical prototypes with the aim to mark out the genre 
evolution, has revealed the following picture. 

In the 20th century are created the cycles composed of 24 (25) 
and 12 preludes, mostly in mixed, chromatic, microtonal, atonal 
systems. In the 20th century preludes of programmatic type first 
appear alongside the non-programmatic ones, for the first time created 
was suite cycle consisting solely of preludes (K.Serotsky), cycle of 
polyphonic preludes (R.Shchedrin) and unlike previous epochs, in 
the 20th century the prelude included into a big cycle acquires concert 
range (similar to toccata and fantasia), its variety expands and enriches 
(S.Rachmaninoff). Independent prelude of the 20th century maintains 
its immanent features. At the same time, prelude also acquires new 
genre peculiarities such as concert range, accentuation of national 
initial, application of polystylistics. In inhomogeneous cycle of 
the 20th century prelude maintains its stable features, and acquires 
new sounding: complicated harmonic language (sometimes with 
sonoristics), polystylistics (A.Schnittke).

Thus, in the 20th century, the following picture was manifested 
by the comparison of the prelude included into the cycle and the 
prelude of independent type.  In both cases prelude is a “one affective”, 
instrumental, homophonic, improvisational, free development genre, 
often presented with harmonious system, with the accentuation of 
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national initial, also frequent is its connection with other genres. 
The difference is as follows, if prelude in the cycle predominantly 
presents miniature genre, independent prelude is of a larger scale; 
is distinguished in virtuosity and concert range; but the prelude of 
inhomogeneous cycle, predominantly has the function of introduction; 
generally non-programmatic prelude in homogeneous cycle, acquires 
programmatic function in exceptional cases. Unlike the prelude of 
independent type, that united in the cycles is composed in microtonal, 
atonal harmonious system, sometimes by means of new composition 
technique (aleatory). 

 In the 20th century, toccata united in homogeneous cycle or 
presented independently, maintains the stable features characteristic 
to it earlier. The novelty is basically manifested in complicated 
harmonious language, frequent alternation of dissonances and 
increased role of national initial. It can be said, that in these centuries 
toccata genre maintains its historically accompanying basic features 
regardless of the fact whether it is independent or united in the cycle. 
Among these features are: motority, homophony, uninterrupted 
development, ostinato, quick tempo, etude-like texture, emphasis of 
virtuosity, concert range, folk sounding, complicated harmonious 
language. At the same time, some minor differences can also be 
marked out, namely, if in inhomogeneous cycle toccata is the first part 
it has the function of introduction, but if it is another part – it is of 
independent type. 

When comparing the fantasia from the 20th century united 
in the cycle with its independent type, the picture similar to toccata 
genre is marked out – they are mostly similar and are characterized 
with improvisation, free structure, virtuosity, freedom of rhythm and 
tempo, alternation of polyphonic and homophonic textures, concert 
range, elements of jazz harmony are frequently applied in the fantasia 
of independent type (G.Shaverzashvili), aleatorics (S.Slonimsky, 
K.Serotsky), dodecaphony (A.Schoenberg), polystylistics 
(I.Bardanashvili). The fantasia of inhomogeneous cycle, traditionally 
has the function of introduction, and prepares the following part 
thematically or tonally. 
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The research has marked out how basic theoretical aspects are 
presented in the prelude, toccata and fantasia of the 20th century. 

Musical form. In prelude, toccata and fantasia genres of the 
20th century, traditional form signs of classical type are basically 
manifested. Forms of pre-classical type are encountered in the 
examples, where stressed is the orientation to the model of old 
musical genre. For instance, in F.Busoni’s preludes dominant are the 
compositions of developing type, in the prelude  “La Tombeau de 
Couperin” M.Ravel applies old sonata form, despite the application of 
classical forms in almost all works dominant is the principle of free, 
united development, which proceeds from the improvisational nature 
of the genres. All forms of the analyzed works are closed with the only 
exception of S.Slonimsky’s “Colouristic Phantasia”, R.Shchedrin’s 
Prelude #17, I.Bardanashvili’s “Piano Fantaisie”, which are written in 
unclosed form. On the initial stage of formation, as already mentioned, 
prelude was a small, improvisation piece of free development. In the 
Baroque epoch there were multi-part, homophonic and small preludes. 
In the 20th century the prelude genre is mostly encountered in form 
of miniature (when it is a part of a small or big cycle), unlike the 
free-type preludes, which are of relatively large form. Thus, it can 
be said, that from composition viewpoint, prelude genre maintains 
its immanent feature. Baroque models of toccata and fantasia genres 
are characterized by many parts, with the alternation of the fragments 
of homophonic and polyphonic parts. In the 20th century toccata and 
fantasia both maintain large scale, consist of different fragments, 
however, homophonic texture dominates here unlike Baroque epoch.

Polyphony. In the genres of toccata and fantasia of the Baroque 
epoch polyphony is of great importance; moreover, toccata and fantasia 
are considered as predecessor genres of fugue. In the epoch following 
the Classical period, all three genres were formed as homophonic 
works, this continues until the 20th century. Return of polyphony 
to these genres in the 20th century is determined by several factors 
including: neoclassical tendencies, application of national folklore 
and, in general, increased role of polyphony in the 20th century. 
Composers apply polyphony on the level of means and forms. For 
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instance, polyphonic means – as simple imitation, infinite canon or 
canonic sequentia, are applied by F.Busoni, M.Reger, Z.Paliashvili, 
D.Shostakovich, K.Karayev, S.Tsintsadze, R.Shchedrin. 

Preludes are also written in different form/genres, among 
them: fugued forms – fugue, fughetta (preludes of K.Karayev 
#20, R.Shchedrin ##4, 18 and 23, D.Shostakovich #4); canon 
(Shchedrin’s preludes  ##2, 5, 7, 14, 15, 17, 20, 22), two-and three-
part invention (Shchedrin’s preludes ##1, 13); ostinato forms – 
chaconne (Shchedrin’s #10), passacaglia (Shchedrin’s prelude #21, 
A.Balanchivadze’s prelude F dur, K.Karayev’s prelude #14). 

Noteworthy is the role of ostinato, always manifested as 
rhythmic repetitions particularly in prelude and toccata genres. It is 
thus represented in 24 prelude cycles, which is basically determined 
by the application of etude/toccata texture. Similarly all analyzed 
toccata are based on ostinato development, which is natural – as this 
is an immanent feature of toccata genre. Composers apply ostinato 
not only as method (rhythm, harmony), but also as form (ostinato 
variations, imitational ostinato). In the referred genres ostinato is not 
always used with similar function. In toccata the principle of accurate 
repetition is the artistic means, which stresses basic semantics of the 
genre. Whilst in prelude, ostinato is explained by the introduction 
of etude/toccata and is also the means for the genre’s characteristic 
single variety nature. Historically, ostinato is lesser characteristic of 
fantasia genre (as exception it is encountered in A.Balanchivadze’s 
and G.Shaverzashvili’s piano fantasies). 

Harmonic language, composition technique. The genres of 
prelude, toccata and fantasia have been created in major-minor or 
modal system since the Baroque epoch. In the 20th century, alongside 
the aforementioned, also encountered are the examples created 
in new harmonic system or composition technique. In the above-
discussed works frequent are the preludes, toccatas and fantasies 
created in mixed system, with the combinations: a) tonality and 
modality (preludes of D.Shostakovich, S.Tsintsadze, K.Karayev; 
toccatas of O.Taktakishvili, R.Laghidze; M.Ravel’s piano siute 
“Le Tombeau de Couperin”;  I.Bardanshvili’s fantasia); b) classical 
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and jazz harmony (K.Serotsky’s prelude suite, G.Shaverzashvili’s 
piano fantasia). In another part of the analyzed works stressed is 
expanded and chromatic tonal system (A.Scriabin, A.Rachmaninoff, 
N.Roslavets, G.Ustvolskaya, A.Schnittke, R.Shchedrin, N.Gabunia, 
S.Tsintsadze’s cycle “Prelude and Toccata”), modality (C.Debussy, 
M.Ravel, O.Messiaen), free and organized tonality (K.Serotsky’s 
preludes #4 and #6, A. Schoenberg’s “Phantasy”), microtonality 
(I.Wyschnegradsky), limited aleatory (S.Slonimsky, G.Ustvolskaya, 
R.Shchedrin), method of synthetic chord (N.Roslavets). 

Homophonic texture prevails in the 20th century examples of 
prelude, toccata and fantasia discussed by us, however also encountered 
are works of mixed homophonic polyphonic structure (F.Busoni’s , 
D.Shostakovich’s, K.Karayev’s, Z.Paliashvili’s, A.Balanchivadze’s 
preludes, M.Reger’s toccata, fantasia, etc), exceptions are preludes 
of purely polyphonic texture (preludes of Shchedrin, Schostakovich’s 
prelude #4, Karayev’s prelude #20).

In the epoch prior to Baroque and in Baroque epoch prelude, 
toccata and fantasia genres based on modal, in a number of cases, 
on the major-minor chord system. In the 20th century alongside the 
chords characteristic of this system also encountered are chords with 
inserted tones, poly chords (N.Roslavets’s, O.Messiaen’s preludes), 
chords with fourth scale (K.Serotsky), chord system of jazz music 
(multi-mediant, dissonant chords -  Gmaj9, Am7, Dm7, Amaj9, D-9  -  in 
G.Shaverzashvili’s piano fantasia, K.Serotsky’s prelude #2), 
sonoristic sounding (M.Reger’s fantasia, toccata, from A.Schnittke’s 
Concerto grosso #1).

Genre interrelations. Genre assimilation process was 
characteristic of all three genres, particularly of prelude, since the 
moment of formation, namely in J.S.Bach’s preludes heard are genre 
models of aria, toccata, various dances, in F.Chopin’s preludes – 
mazurek, etude. 

Genre synthesis is still encountered in the examples of prelude, 
toccata and fantasia of the 20th century. In the discussed examples 
of prelude there is the biggest diversity of genre mix. Here mostly 
presented are the features (quick tempo, ostinato, uninterrupted 
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development, tense, sharp mood, performance on staccato) of the 
closest to prelude genres- toccata and fantasia. Besides, also revealed 
are the genres formed in primary (festive and mourning march, song) 
and professional music: choral, scherzo, fugue, (fuguette, fugato). In 
Georgian music examples also encountered are folk genres (lullaby, 
wrestling and round-dance). 

In instrumental preludes of the 20th century we can distinguish 
two types of genre interaction: a) interrelation of related genres 
(Rachmaninoff’s op.23 ##7, 8, 9; Debussy’s ##3, 7, 9, 13; 
Shostakovich’s op.34 ##6, 9, 12, 23; Wyschnegradsky’s ##1, 10, 
20; Tsintsadze’s piano cycle ##7, 9, 11, 18, 20 – etude-type preludes; 
Rachmaninoff’s op.23 #1; Karayev’s #2 preludes, with synthesized 
features of song and romance); b) combination of different genre 
models – Debussy’s prelude “General Lavine - eccentric” (cakewalk), 
A.Scriabin’s preludes op.11 #2 (waltz, romance), op.33 #4 (march, 
mazurek), S.Rachmaninoff’s op.23, d-moll (minuet), D.Shostakovich’s 
op.34, h-moll (gavotte), A.Schnittke’s “Prelude in Memory of Dmitri 
Shostakovich” (passacaglia, canon), A.Balanchivadze’s prelude C-dur 
(song, dance). 

Features of other form/genre are often combined in toccata and 
fantasia genres. For instance, M.Ravel’s toccata “Le Tombeau de 
Couperin” is presented in rondo-sonata form and R.Laghidze’s rondo-
toccata is a rondo form, A.Balanchivadze’s and I.Bardanashvili’s 
piano fantasies are written in variation form. In fantasia genre we also 
encounter other genre features (e.g. in A.Balanchivadze’s fantasia – 
song, toccata, in G.Shaverzashvili’s fantasia – etude, blues). 

Relation to traditions. In the examples of prelude, toccata and 
fantasia discussed by us the relation to traditions is most manifested 
in prelude and least manifested in fantasia genre. Noted should be 
prelude cycles, in which the traditions of Bach’s and Chopin’s prelude 
cycles are manifested. For example, the idea of Bach’s well-tempered 
clavier is interpreted in K.Karayev’s 24 prelude cycle, where each 
major tonality is followed by single-named minor, however the etudes 
of prelude cycle are constructed according to fourth-fifth circle; also in 
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G.Ustvolskaya’s and S.Slonimsky’s 12 prelude cycles – based on the 
principle of chromatic distribution. 

The fourth-fifth structure of Chopin’s prelude cycle turned out 
to be long-term and is continued in F.Busoni’s, D.Shostakovich’s, 
I.Wyschnegradsky’s, S.Tsintsadze’s, A.Shaverzashvili’s, 
N.Gudiashvili’s 24 prelude cycles, where each major tonality in 
fifth circle is followed by its parallel minor6. Musical stylistics of 
the Polish composer is particularly felt in the preludes of A.Scriabin, 
D.Shostakovich, S.Tsintsadze, K.Serotsky. 

Besides, noted should be the influence of C.Debussy’s, 
A.Scriabin’s, S.Rachmaninoff’s and D.Shostakovich’s prelude cycles. 
Debussy’s traditions are reflected in O.Messiaen’s eight prelude and 
N.Mamisashvili’s 24-prelude cycles, which are programmatic works. 
A.Scriabin’s prelude traditions are basically continued in the preludes 
of I.Wyschnegradsky, G.Ustvolskaya, S.Tsintsadze, N.Roslavets 
and are manifested in intonational-harmonic language, conceptional-
philosophical interpretation of the prelude genre. S.Rachmaninoff’s 
intonations are heard in I.Wyschnegradsky’s, S.Tsintsadze’s, 
A.Shaverzashvili’s, N.Gudiashvili’s cycles and stylistics of 
D.Shostakovich’s preludes (intonational sphere, grotesque-scherzo 
images) are partly continued in the prelude cycles of G.Ustvolakaya 
and Georgian composers.

In general, traditions of the Baroque epoch are manifested in 
the application polyphonic means and forms, Baroque genre models 
(Z.Paliashvili’s prelude, M.Ravel’s piano siute “Le Tombeau de 
Couperin”, M.Reger’s toccata and fantasia, I.Stravinsky’s violin 
concert, A.Schnittke’s Concerto grosso #1, R.Shchedrin’s “Polyphonic 
Notebook”). Also noteworthy is the continuation of the tradition of 
French “sizeless” preludes in G.Ustvolskaya’s, S.Slonimsky’s (prelude 
#11), R.Shchedrin’s (preludes ##6, 24) cycles. 

6. Noteworthy is the structure of C.Cui’s 25 prelude cycle. It bases on the idea 
of fifth circle of Chopin’s cycle tonality – C-dur prelude is followed by the e-
moll prelude distanced in ascending mediant, then with the same principle  - a 
prelude in contrast mode, G-dur, etc. The same principle is applied in all 24 
tonalities, accordingly initial tonality (C-dur) is repeated in the final prelude, 
which binds the entire cycle in united composition.
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Instrument interpretation. Prelude, toccata and fantasia 
were incepted as instrumental genres; accordingly purely expression 
means of music had the basic function of form-making. This is why 
instrumental possibilities were accentuated in all three genres since 
inception. Unlike prelude and fantasia, performance virtuosity was 
stressed in toccata from early period. In Baroque epoch all three 
genres were created for lute, organ, clavecin, piano dominates in 
Romanticist epoch, in the 20th century introduced are other membership 
ensembles, orchestra. In prelude, toccata and fantasia genres of this 
epoch technical possibilities of performance become diverse (quick 
tempo, etude/toccata-type texture, frequent accentuation of orchestra 
sounding, sonority on piano, expansion of instrument’s expression and 
artistic possibilities, individualization of each instrument in ensemble 
examples and increase of their role in the creation and development of 
artistic images). 

Prelude, toccata and fantasia have many similar features, such 
as improvisation, prevalence of homophonic texture, freedom of 
compositional structure, instrumental genre, figurativeness, mostly 
non-programmity, coexistence with other genres, is encountered both 
independently and as united in the cycle. 

Improvisation and aleatory are manifested diversely in prelude, 
toccata and fantasia genres of the 20th century. In prelude genre 
improvisation is encountered on a small scale7 (separate sounds, motives 
and small phrases) and on the syntactic level (phrases, sentences, 
period); in toccata genre improvisation is sometimes encountered on 
a small scale, but in fantasia improvisation is manifested on all three 
levels: small scale; syntactic and a larger, composition level (periods, 
simple forms, etc). 

From the viewpoint of the performance means of expression8, 
instrumental improvisation is used in prelude, toccata and fantasia; 
in terms of the composition and technique, solo improvisation and 

7. The criteria are marked out according to S. Biriukov’s classification (Biriukov 
S. 1977).
8. The criteria are marked out according to S. Maltsev’s classification (Maltsev 
S. 1991).
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different forms of variation prevail in all three genres; in terms of the 
musical structure - purely rhythmic improvisation is marked out in  
prelude (G.Ustvolskaya, S.Slonimsky), pitch-rhythmic improvisation 
- in fantasia genre (S.Slonimsky); in terms of the dependence degree 
on improvisation model relatively stricter improvisation is applied 
only in fantasia genre. 

In the discussed examples of prelude (G.Ustvolskaya, 
S.Slonimsky) and fantasia (S.Slonimsky) presented is the limited 
aleatory of performance process; in terms of the completeness of 
application and process9 aleatorics is manifested throughout the work, 
on texture level it is revealed in the expression means of music (in 
rhythm, meter). On the level of time parameter (S.Slonismky, prelude 
#11, “Colouristic Phantasia”). Besides, mobile form (text is mobile, 
structure is stable) is manifested in the genres of prelude and fantasia 
of the 20th century. 

Despite the fact that, it is impossible to attribute all analyzed 
examples to particular tendency or stylistic direction, the analyzed 
examples are created in the context of various styles and directions, 
which is more or less reflected in the specificity of genre interpretation 
and sound (Neoclassical tendencies in the works of M.Ravel, M.Reger, 
F.Busoni, I.Stravinsky, S.Prokofiev, R.Shchedrin); expressionistic 
variety – in the examples of A.Schoenberg, G.Ustvolskaya;  
polystylistics in the works of D.Shostakovich, A.Schnittke, 
I.Bardanashvili; sonority in S. Slonimsky’s fantasia; folklorism in 
some compositions of A. Balanchivadze, S. Tsintsadze, K. Karayev; 
romantic traditions in the preludes of  I.Wyschnegradsky, N.Roslavets, 
N.Mamisashvili, S.Tsintsadze, K.Serotsky). At the same time, the 
essence and immanent features of the three genres presented in the 
afore-mentioned spectrum remain unchanged. 

It should be noted, that more works are created in European 
music in the first half of the 20th century; these genres were less typical 
for Avant-guard, the interest to them was manifested in post-Modern 
period. 
9. The criteria are provided according to M. Virsaladze’s classification 
(Virsaladze  M.  “Aleatorics in New Georgian Professional Music (dissertation 
work), TSC, 2011 (in Georgian).
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Basing on the observations on the application peculiarities of 
these genres in Georgian music, it can be noted that in Georgian music 
prelude is an independent univariant genre of miniature, often united as 
24 prelude cycle (A.Shaverzashvili’s, N.Gudiashvili’s, S.Tsintsadze’s, 
N.Mamisashvili’s cycles); toccata is encountered as “etude”-type 
virtuoso, homophonic, motor, ostinato genre, with the accentuation of 
performer’s technical skills; fantasia is the creation of improvisational-
unreglamented form, distinguished in recitative, virtuosity, freedom 
of rhythm and tempo, diversity of harmony and modulations. Works 
created in mixed harmonic system prevail among Georgian examples, 
where major-minor system is mixed with the modal one. In the works 
of all three genres in Georgian professional music musical forms are 
basically presented by freely interpreted compositions, indicative of 
the closeness to Baroque model. However dominant is not polyphony, 
but homophony (polyphonic fragments are no more encountered in 
toccata and fantasia), which indicates to the development of genre 
model traditions in post Baroque period. From the standpoint of 
musical language, musical traditions of Romanticism and later period; 
basically developed are the stylistic features reflected in F.Chopin’s, 
C.Debusssy’s, A.Scriabin’s, S.Prokofiev’s, D.Shostakovich’s works 
of these genres. Besides, in Georgian examples mostly stressed is 
Georgian folk initial, which determines their resemblance with the 
examples created at other national schools (the discussed works of 
D.Shostakovich, A.Khachaturiyan, K.Karayev).

Thus, of the research genres, in the 20th century music composers 
are more interested in the genre of prelude, which prevails in amount. 
Unlike fantasia and toccata, prelude (mostly miniature) genre, is 
encountered in large and small cycles, and as independent works as 
well, it also has the potential of reflecting diversity, which may explain 
the increased interest to it. It can also be said, that fantasia genre is 
more open for the changes on the level of musical language and form, 
new types of composition technique, this can be explained by its 
improvisation nature – in each epoch fantasia was often characterized 
by the deviation from traditional norms. 
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Despite their genre individualism and regardless of their 
unification in cycle, or presentation independently, prelude, toccata 
and fantasia have many common features, distinguished among these 
are: large scale, concert range, virtuosity. Unlike toccata and fantasia, 
prelude is mostly presented as univariant. The research genres united in 
cycles also have many common features: if prelude, toccata or fantasia 
is presented as the first part of the mixed cycle, it has introductory 
function, and prepares the following part tonally or thematically. Of 
these genres only prelude is united in homogeneous cycle. Besides, 
prelude mostly represents miniature genre in the cycle, unlike toccata 
and fantasia, which are distinguished in larger scale and concert 
development. Similarity is mostly manifested in the genre stability of 
toccata and fantasia.  

Basing on the research we can offer the genre definition of 
prelude, toccata and fantasia of the 20th century:

Contemporary instrumental •	 prelude is primarily a small 
(often piano) work, presented independently as well as part of a cycle. 
It is characterized by free form structure, improvisation, mono variety, 
primarily non-programmity, the peculiarity of fitting large content in a 
small one, homophonic and uniform texture, and diverse spectrum of 
reflecting figurativeness.

Contemporary •	 toccata is a virtuosos, non-programmatic 
instrumental work, constructed on uninterrupted, figurative and ostinato 
development, accentuation of technical possibilities, interpretation of 
piano as a percussion instrument; is primarily characterized by sharp 
and grotesque variety, etude-type texture, virtuosity, concert range, is 
encountered independently and in inhomogeneous cycle as well.

Contemporary instrumental •	 fantasia is a large work, 
distinguished in improvisation, free development of form, with 
frequent alternation of contrast fragments. Like prelude, it is also 
characterized by the diversity of the figurative sphere; in some cases 
new composition technique (dodecaphony, aleatorics) is applied in 
this genre; with the domination of free-type fantasies, however it can 
also be part of an inhomogeneous cycle. 
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The genres of instrumental prelude, toccata and fantasia 
still attract composers’ attention, which indicates their originality, 
development potential and viability. 
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