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INDO-EUROPEAN MUSICAL IDIOM  
AND INDO-EUROPEAN ETHNOGENESIS*

This article for the first time proposes a methodological bridge between comparative and historical linguistics, classical 
philology (on the one hand) and ethnomusicology (on the other hand). Thus, it is possible to verify the results obtained 
independently in various fields of humanities of the 20th century. The present article compares rhythmical patterns of songs 
with explicit ritual use from different ethnic groups speaking Indo-European languages (Slavic, Baltic, Greek, Albanian, 
Iranian, and others). In these songs, there are two main types of stable rhythm patterns (0101/0100 and 011/010) which 
correlate with two main types of Indo-European poetic metrical patterns independently reconstructed by Indo-European 
linguistics. It suggests that folk songs preserved a range of possible Indo-European rhythmic patterns, even though 
languages have changed prosodic properties over time. The present study follows the track of previous studies, which 
showed partial parallels in Baltic, Slavic-Balcan, and Indo-Aryan song patterns, which loans could not explain. Further 
analysis of rhythmic patterns revealed their connections with prosodic and syntactic properties of Indo-European sentence. 
Relative rhythmic complexity of possible Indo-European musical idiom may be correlated to the rhythmic complexity 
of textiles that may be connected to some Indo-European speaking ethnic groups. The parallels outside the Indo-European 
cultural range show possible Uralic and Caucasian components of Indo-European musical idiom, which may indicate 
components of ethnogenesis of Indo-European ethnic groups. Thus ethnomusicology may be regarded as an independent 
source for studying prehistory, along with linguistics, archeology, and genetics. Though proposed in the 20th century by 
B. Bartok, V. Goshovsky, G. Luko, this program of ethnomusicological research has not yet been implemented.
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ІНДОЄВРОПЕЙСЬКИЙ МУЗИЧНИЙ ІДІОМ  
ТА ЕТНОГЕНЕЗ ІНДОЄВРОПЕЙЦІВ**

У теперішній статті здійснено порівняльний аналіз ритмічних патернів пісень із виразними ритуальними 
функціями із різних етнокультр, що послуговуються індоєвропейськими мовами (слов'янських, балтських, 
грецької, албанської, іранських та інших). У цих піснях є дві головні стабільні ритмічні послідовності, що 
збереглися здебільшого в клаузулах (0101/0100 та 011/010). Ці клаузули корелюють із двома головними типами 
індоєвропейських метричних зразків, що були незалежно від фольклорних свідчень реконструйовані лінгвістами-
індоєвропеїстами в 20 столітті. Це означає, що фольклорні пісні зберегли низку імовірно ще індоєвропейських 
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ритмічних зразків, навіть попри, що з часом мови зазнали просодичних змін. Теперішнє дослідження продовжує 
часткові спостереження попередніх досліджень, які вказували на часткові паралелі між балтійськими, 
слов’янськими та індоарійськими пісенними патернами, які не можуть бути пояснені запозиченнями. Глибший 
аналіз ритмічних патернів показав, що вони пов'язані з просодичними та синтаксичними властивостями 
індоєвропейського простого речення. Відносна ритмічна складність індоєвропейського музичного ідіому 
може бути корелятом до ритмічно складної організації візерунків на текстилі із культур, що асоціюютсья 
з індоєвропейцями. Ритмічні паралелі з-поза індоєвропейського культурного ареалу вказують на можливі 
уральські та кавказоїдні компоненти індоєвропейського етномузичного ідіому, що може у свою чергу вказувати 
на компоненти етногенезу давніх індоєвропейців. Таким чином етномузикологія, збагачена лінгвістичним 
матеріалом, може слугувати незалежним джерелом інформації про доісторію, поряд із лінгвістикою, археологією 
та генетикою. Саме такою була донині не реалізована програма етномузикологічних досліджень, запропонована 
в 20 столітті Б. Бартоком, В. Гошовським, Ґ. Люко. 

Ключові слова: індоєвропейці, етномузикологія, фольклор, ритм.

Are these narrow range melodies <…> the rem-
nants of a common ancient Slavic style? Unfor-
tunately we do not have for this theory proofs as 
convincing as there are for the common origin 
of the Old Hungarian-Turkish melodies (Bartok & 
Lord, 1951: 54).

… the tunes of traditional peasant songs, 
and primarily those that belong to ritual or labor 
and are performed collectively, represent reli-
able material for researching the distant past 
of the musical culture of humanity. In this respect, 
it is not only equivalent to archaeological and lin-
guistic materials but also surpasses their historical 
reliability (Goshovskiy, 1971: 14).

Introduction 
The possibility of reconstructing some ele-

ments of common Slavic song folklore has been 
discussed for a long time (Bartok, Keldysh, Panof). 
There are also many individual genetic parallels 
found between different Slavic and not Slavic 
peoples (they will be referred to further). The 
idea of the probable reconstruction of the basic 
elements of the common Indo-European folklore 
musical language is not new (Ivanyts’kyy, 2009). 

Nevertheless, we do not know a generalizing 
work based on the material of ancient and modern 
Indo-European song traditions, which could give 
an idea of the general features of the Indo-Euro-
pean musical idiom. An exception is a book by 
V. Petr published in the late 19th century (Petr, 
1899), but it is outdated in many methodological 
approaches, although it retains a certain interest. 

The possibility and even need for such study are 
backed by similar researches in the field of Com-
mon-Kartvelian ethnomusical idiom (Maisuradze, 
1983) and Altaic musical affinities (Skvortsova, 
2009) that proved to be a separate source for 
the history of ethnogenesis. 

Some ethnomusicological studies have come to 
conclusions similar to those of linguistics without 
interfering with linguistic studies of Indo-Euro-
pean and Slavic antiquities. The article by Gabor 
Lükő (Lükő, 1964) 'Zur Frage der Musikkultur 
in der slawischen Urzeit' deserves separate con-
sideration, since its methodological approaches 
and the results obtained are of great importance 
for our study, because many of his methodological 
observations may well be interpolated to a more 
comprehensive, Indo-European, material (which is 
partly done by Lükő himself).

Since the split of the common Slavic unity, 
the Slavic peoples were located in geographically 
remote regions and under the influence of different 
cultures, the emergence of those common features 
to their languages   and musical cultures should be 
attributed to the Common Slavic stage. The songs 
of the narrow ambitus are especially important. 
Many of them are ritual songs related to agricul-
ture, for example – summer songs of haymak-
ing and harvesting, wedding songs, and lullabies 
(Lükő, 1964: 238)

In general, the article provides 14 melodic types 
from different Slavic regions (from Arkhangelsk to 
Serbia), which have a similar ritual function, amb-
itus, harmony, and melodic outline. Some of these 
types have similarities with the Gregorian chant 
of the Catholic Church. However, the Eastern Slavs 
did not encounter it too much and therefore could 
inherit this type only from the pre-Christian era.

Moreover, there is a remarkable similarity in 
the modal and intonation characteristics of the Gre-
gorian chant and the Romanian folk song "Mior-
itsa" (belonging to the most ancient mythological, 
pagan stratum). Since Romanians do not belong to 
the Catholic rite, the common features of the Gre-
gorian chant and this song should be attributed to 
the general folklore layer of Indo-European origin, 
from which the creators of the Gregorian chant 
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drew material (Lükő, 1964: 254). We could add 
that this happened more than once – for example, 
Luther also made church chants from folk songs.

In the light of our further research, this opinion 
of Lükő seems to us more than justified. Further, 
Lükő gives examples of the convergence of amb-
itus, mode, and melody in ritual ancient Greek 
chants and Slavic ritual songs (Lükő, 1964: 254).

Further, the researcher concludes that ritual songs 
with a narrow ambitus among the Slavic peoples 
belong to their common, even Proto-Slavic herit-
age. This is due to the extremely consistent system-
atic nature of the observed parameters of the mate-
rial – strict connection to certain calendar rituals, 
narrow ambitus, and modal characteristics coincide 
in numerous tunes (according to Lükő's observa-
tions, in many thousands) (Lükő, 1964: 258-259).

Then Lükő focuses on analyzing the modal fea-
tures of songs, and as an experiment, he tries to 
describe them in terms of ancient Indian musical 
theory and finds some analogies in the construc-
tion of a melody (especially the role of the tetra-
chord). Lükő considers the similar melodies in 
the Ugro-Finnish peoples and ancient Jewish chants 
to be probable prehistoric borrowings from 
the Indo-European peoples (in the latter – during 
the Persian captivity in Babylon)1.

Based on a comparison of Slavic folklore scales 
and scales of the Gregorian chant, Luko gives a list 
of probable scales of Indo-European origin (Lükő, 
1964: 277-278). Lükő considered the final sound 
of songs, most often located on the 2-3 degrees 
of the tetrachord, to be one of the most important 
features inherited from the Indo-European time 
(Lükő, 1964: 286). Curiously, V. Petr came to 
a similar conclusion. In his opinion, one of the fea-
tures of the Common Indo-European musical layer 
is the ending of the song on the "mesa" – he used 
the ancient Greek terminology, understanding 
the "mesa" as the middle tone of the scale (Petr, 
1899: 285-286).

G. Lükő did not take the opportunity to take into 
account the rhythmic characteristics of ritual songs 
with a narrow ambitus of different Indo-European 
peoples (although he calls for this – Lükő, 1964: 
287), which could have made his results even more 
convincing.

This is precisely the task of our present study.

1  In the light of our current research, Jewish parallels can be 
attributed to the impact of the first Mediterranean agricultural 
cultures, cf. part 3.1 of the article. 

1. Theoretical framework 
1.1 The possibility of applying the compara-

tive historical method to folk music
Due to the two-sided nature of the sign that 

has material and mental constituents, separate 
fragments of the disappeared sign systems can be 
reconstructed based on the comparison of their 
daughter-systems. It is due to this that the recon-
struction of the Proto-Indo-European language 
achieved great success in the 19th-20th centuries 
(Beekes, 2011). 

Moreover, since the 19th century, attempts have 
been made to reconstruct fragments of the common 
Indo-European poetic thesaurus, which have had 
a noticeable successes: starting with the discovery 
of A. Kuhn, a significant number of etymologically 
related expressions have been found in geographi-
cally non-neighboring Indo-European folklore tra-
ditions, which indicates their common Indo-Euro-
pean origin (Schmitt, 1967; Watkins, 1963; West, 
2007; Nagy, 1979).

Since the musical component of folklore is 
a semiotic system isomorphic to language (Khar-
lap, 1972; Goshovskiy, 1971: 14-20), the general 
principles of comparative genetic research used 
in linguistics, with some important reservations, 
are applicable for comparative genetic research 
of the language of folklore, both in its verbal 
and musical dimensions.

The verbal component of the song is the speech 
realization of the language, and the musical com-
ponent of the song is the concrete realization 
of the ethnomusical idiom. Under the ethno-
musical idiom, we understand the same thing as 
V. Goshovskiy under the "musical dialect", how-
ever terminologically the last name is misleading, 
since we are talking not about music of a modern 
type and not a dialect in its linguistic understand-
ing, but about a phenomenon isomorphic to lan-
guage in general.

Still, we accept the definition given by 
V. Goshovskiy. According to him, an ethnomusi-
cal idiom is 1) "a set of tectonic elements of songs 
that are widespread in a certain territory", 2) "spe-
cific local varieties of tunes of songs known out-
side the given dialect", 3) "the presence or absence 
of certain song types and genres", 4) "the adapta-
tion of the tunes of national or migration songs to 
the laws of the local musical dialect" (Goshovskiy, 
1971: 19). At the same time, the dialect's distinc-
tive features can dominate either at one, or at sev-
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eral, or all levels of the organization of the musical 
text (Goshovskiy, 1971: 20).

The strict association of a certain melodious type 
to certain seasonal, personal or cult events is akin to 
the conventional "association" of a sign to its mean-
ing. It is due to the arbitrarity of the “sound / meaning” 
(“tune / ritual”) connection that comparative genetic 
studies are possible. It is arbitrary in exactly the same 
way as the connection between the plane of expres-
sion and the plane of meaning in verbal language 
(Saussure; Jacobson), due to which the methods 
of comparative genetic linguistics can be considered 
as potentially applicable to the analysis of traditional 
folk tunes (cf. Goshovskiy, 1971: 14, 17).

Therefore, with the known different semantics 
(e.g., connection with ritual or dance), two simi-
lar tunes (rhythmic patterns) should not be unam-
biguously recognized as borrowings: it may well 
be a question of a formal coincidence, which also 
happens in natural languages, provoking the emer-
gence of folk (or amateur) etymology.

From all the aspects of Indo-European 
comparative historical studies only the study 
of the Indo-European musical idiom still remain 
underdeveloped: the initiative of individual 
researchers at the end of the 19th century did 
not achieve the scale of a separate discipline, for 
which such a broad topic could claim.

However, already in the first monographic 
studies of the rhythm of the Slavic folk song – by 
Sokalsky and F. Kolessa – attempts were made to 
compare the rhythms of certain Indo-European 
poetic traditions known at that time with the rhythms 
of the Ukrainian and Russian folk songs (Kolessa, 
1970: 33, 107-108). It is necessary to return to 
this problem from the perspective of the results 
of linguistic and ethnomusicological studies made 
in the XX-XXI centuries. V. Goshovskiy also 
called for a comparison of Slavic song with other 
Indo-European traditions (Goshovskiy, 1971: 30).

Before embarking on the reconstruction 
itself, one should point out a clear understanding 
of the boundaries of the reconstruction and its 
well-known conventionality.

Nevertheless, its heuristic and explanatory 
strengths are evident, allowing us to shed addi-
tional light on the issues of:

– chronologization and localization of the cul-
ture of the speakers of the Proto-Indo-European 
language,

– better understanding their ethnogenesis,

– identifying possible ethnic components from 
which their community originated.

The synthesis of ethnomusicology and compar-
ative historical linguistics results will finally allow 
considering "musical folklore as a full-fledged his-
torical material" (Goshovskiy, 1971: 5).

1.2 “Basic vocabulary” of song traditions 
If there is a proven genetic kinship between 

Indo-European languages   and folklore and other 
spheres of spiritual and social life of Indo-Euro-
pean peoples2, then there must be a relationship 
between their musical traditions as well. This fact 
naturally follows from the previous ones. How-
ever, it must be provided with an evidence base 
which is what this study is devoted to.

Superficially it may seem that the musical tradi-
tion of peoples seems to be prone to greater creoli-
zation compared to the language. But in linguistics, 
the problem of genetic affiliation has been overcome 
by highlighting the basic vocabulary, the compari-
son of which in combination with grammar allows 
one to substantiate the kinship of languages   based 
on what is most typical for them.

Similarly, in the musical idiom of each nation, 
you can find features that unite it with the idi-
oms of genetically related peoples (for example, 
the common stock of Hungarian and Permian 
folk music) – and features acquired in interaction 
with neighbors belonging to a different linguistic 
and ethnic group. A more conservative layer is rep-
resented by ritual folklore. For example, the ritual 
songs of Western and Central Ukraine have a deep 
commonality, dating back to common Slavic sam-
ples (Czekanowska, 1968). Cf. similar outcomes 
of a recent study (Klymenko, 2021). 

Individual observations on the kinship of rhythm 
and other parameters of songs of different Indo-Eu-
ropean peoples were pointed out earlier and we 
will refer to them in the appropriate places.

1.3 Common Indo-European state of folklore 
metric

In the modern notion of metrics, two points 
of view are accepted, the first recognizes the impor-

2 I consider it superfluous to cite a cumbersome bibliography 
for such trivial facts, but one can cite the most important and 
new works that the author was guided by: Gamkrelidze, Ivanov; 
Beekes; Mallory; Melnichuk; Illich-Svitych; Benveniste. The 
existence of common Indo-European folklore has not been in 
doubt since the time of A. Kuhn (1853), see the bibliography and 
some features of this relationship in: Schmitt, 1967; West, 2007.
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tance of musical parallels, and the second does not 
(Korchagin, 2011). However, this seeming con-
tradiction concerns only the study of the author's 
poetry of a modern type, which has already finally 
emancipated from the musical component. Thus, 
concerning the metric of the traditional lan-
guage of folklore, the question of separation from 
the musical principle is not at all questioned.

In 1888, long before the work of A. Meillet 
(Meillet, 1923), P. P. Sokalsky compared the meters 
of Russian and Ukrainian folk songs with Avestan, 
Vedic and ancient Greek ones. The comparisons 
of F. Kolessa in 1907 were more substantiated: 
“Who will not observe the close relationship 
between the above forms of Vedic verse and these 
verses of Ukrainian folk songs <…> In terms 
of rhythmic structure, the poems of the Avesta are 
even closer than the Vedic ones to the Slavic folk 
songs. <…> Saturnian verse bears a great resem-
blance to our kolomyika meter (8+6 syllables 
meter)” (Kolessa, 1970: 108-110). 

 

(Kolessa, 1970: 108).

In general, with these comparisons, one can see 
the emergence of synthetic ethnomusical and lin-
guistic Indo-European studies.

Based on a comparison of ancient Greek, ancient 
Indian, Latin, Old Irish, Old Slavonic, as well as 
Anatolian, Tocharian traditions of versification, 
Indo-Europeanists made attempts to reconstruct 
the primary state of the Proto-Indo-European met-
ric (Fantuzzi, 1984; Jansen, 2003; Meillet, 1923; 
Nagy, 1979; Watkins, 1963; West, 1973; 1973a; 
Ivanov, 1980). The result of these comparisons can 
be summarized as follows. 

The Indo-European verse consisted of 7-8 sylla-
bles. The number of syllables was the main organ-
izing factor. In the initial part of the verse, the quan-
tity of vowels was not taken into account. Only in 
the final part of the line (clausula) did the first fea-

tures of quantitative versification emerge. Accord-
ingly, these clausules were the first rhythmically 
stable segments of the Indo-European verse:

, i.e.   from the point of view 
of the Indo-European prototype, clauses 00113 
and 0010 will be the reflexes of the same pro-
to-clause.

, i.e. clauses 0101 and 0100 should be 
taken as reflexes of the same prototype.

Already in the Common Indo-European period, 
there was a tendency towards pairing lines with 
the endings 0101 and 011.

Thus, in 1960-1970, the Indo-Europeists came, 
based solely on the linguistic comparison, to con-
clusions that were strikingly close to the results 
of studies of East Slavic ethnomusicologists 
of the first half and middle of the 20th century: 
in the song phrase, rhythmic regularity begins to 
spread from its end (Kolessa, 1970: 59-60; Ela-
tov, 1966: 41-42). Accordingly, it is appropriate 
to compare and search for Indo-European affini-
ties of the rhythmic patterns only in the clausules 
of verses / song phrases since it is clear that reg-
ularity at the beginning of phrases is the result 
of later independent development.

B. Bartok (Bartok & Lord, 1951: 38) drew 
attention to the constant discrepancy between 
the rhythm of music and word stress in different 
archaic traditions of singing, which suggests than 
once there has been uniformity between them. 

According to Bartok, transcribing folk music is 
always an oversimplification, like any other docu-
mentation. We have only two reliable forms of dis-
playing folk singing – height (vertical) and rhythm 
(horizontal). Timbre (Bartok’s “third dimension”) 
is difficult to convey in by-hand documentation 
(Bartok & Lord, 1951: 3). Our model assumes 
another simplification – we will focus mainly on 
rhythm, as the melody was secondary to the rhythm 
and text at the early stages. Cf.: “The primary pur-
pose of the performers is to convey this meaning to 
the listener; the melody is a secondary factor …” 
(Bartok & Lord, 1951: 9). 

Many folklorists agree that the primary verbal 
marking of the syllable (stress, vowel quantity) 
coincided with the musical one (Elatov, 1964), 
and the musical rhythm was at first secondary to 
the verbal one (Kharlap, 1972: 227). From this fol-

3  Hereinafter, we use a simplified notation, meaning 0 is a rhyth-
mically unmarked element (short), 1 is a rhythmically marked 
element (long), while one “1” equals at least two “0”. 
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lows our intermediate hypothesis, which we prove 
by further consideration of the material: the Slavic 
rhythms in the clausules, which do not always 
coincide with the verbal stress, are traces-rem-
nants of the primary (probably, Common Slavic 
and Indo-European) unity of singing (music) 
and speech, when the musical durations coincided 
with verbal stress or vowel quantity.

1.5 Principles of reconstruction of a musical 
"prototype"

The vocabulary of the Indo-European language 
indicates a high level of social organization (Ben-
veniste) and various forms of sign activity – poetry, 
law, social organisation (Mallory & Adams, 2014; 
Schmitt, 1967; Tuck, 2006; Watkins, 1963; West, 
2007). So, we can assume the same complexity 
and expressiveness, endowed with recognizable 
features, for the ethnomusical idiom as well (cf. 
"there is no reason to believe that the folk music 
of the Slavs before their split was completely prim-
itive" – Goshovskiy, 1971: 45, also cf. p. 35).

The main principle of etymologization is 
the coincidence of the formal parameters of words 
and their meanings in different related languages. 
The semantics of a folk song is its association 
with a certain type of context (ritual, labor, nar-
rative), which can be reflected in the verbal text 
itself (though the verbal level can be modernized4), 
and the formal parameters like the modal, intona-
tional, and rhythmic characteristics of the melody. 
We adopt the definition of "melodies as a sign 
system containing information about the original 
function of a song" (Goshovskiy, 1971: 13).

Etymon in the narrow linguistic understanding is 
the reconstructed initial linguistic state from which 
reflexes-reflections originate. For the rhythm-me-
lodic pattern of a melody, these can be those lin-
guistic conditions that are the prototype of the song 
pattern frozen over time.

However, it is impossible to reconstruct a par-
ticular song. According to Kharlap, musical creativ-
ity until the turn of the XIV-XVI centuries presup-
posed not individual compositions, but "rhythmic 
and melodic formulas – meters and scales <…> 
Each formula can be a class of musical works, 
which in turn can be classes of poetic texts" (Khar-
lap, 1972: 223).

4  Compare the opinion that the “structure” of language in gen-
eral and of individual genres is more stable than individual words 
(Lehman, 1991: 5; Nazarov, 2015)

It is precisely such an invariant or invariants 
that we propose to discover in the course of our 
research. If we use the terminology proposed by 
V. Goshovskiy, then we restore the prototype, but 
not the archetype of the song text, since the latter 
is "one of the actually existing melodic variants" 
(Goshovskiy, 1971: 12-13). Seeking to find the lat-
ter would mean succumbing to the same method-
ological error as many Indo-European linguists 
at the dawn of the formation of their discipline, who 
attributed the role of "proto-language" to Sanskrit.

To prove the common Indo-European origins 
of the phenomena of the musical language of folk-
lore, a much smaller amount of collected material 
would be sufficient since it has a high repetition 
rate5. In addition, we do not need to resort to sta-
tistics since the more archaic variants of melodies6, 
although not so numerous, are more valuable than 
the quantitatively prevailing later melodies.

However, an Indo-European linguist is faced 
with the task of finding something similar in mate-
rial, the preservation of which is (more or less) 
beyond doubt. For an Indo-European ethnomu-
sicologist, it is also a matter of showing that his 
material (tunes of folk songs) is generally capa-
ble of retaining information for many millennia. 
Therefore, we have provided each example with 
"parallel passages" from the corresponding folk-
lore tradition: it is they that prove the typicality 
of the rhythm of a certain melody for an archaic 
musical layer.

1.6 The Core Comparative Material
Ritual singing has retained considerable con-

servatism at all levels of text organization: in musi-
cal terms, they represent (for example, in Belarus 
(cf. Goshovskiy, 1971: 14) unison-heterophonic 
type of musical thinking, in contrast to the later 
harmonic-polyphonic, whereby the performers 
themselves clearly distinguish between these two 
types.

A clear distinction has remained between 
the metrics and music of ritual and non-ritual 
folklore in the folk song traditions of the Tajiks – 
Tadzhikova, 1972: 250-251), Armenians (Atayan, 
1965), as well as the peoples of northern India 
(Chaitanya Deva, 1980: 130-131).

5  Compare 100 fairy tales by V. Propp, which were enough to 
detect repeated elements.
6  from the point of view of folklore, such are ritual melodies with 
a narrow ambitus.
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It is in relation to the ritual layer of musical folk-
lore that Goshovskiy’s remark is appropriate: "… 
The musical language is much more conservative 
than the spoken language", since the musical dia-
lect "becomes a means of artistic communication 
of the people only within the radius of the spread 
of this dialect" (Goshovskiy, 1971: 12).

K. Kvitka, in his 1926 article, showed that 
songs with a narrow ambitus should be attrib-
uted to the most archaic retentions in the folklore 
of the Slavs and other peoples (Kvitka, 1926). His 
discovery was independently confirmed once again 
by another researcher (Wiora, 1957).

Therefore, the starting point of our research will 
be the songs selected by A. Chekanowska as mate-
rial for research in a book about narrow range folk 
songs of the Slavs (Czekanowska, 1972: 177-222). 
As A. Chekanowska herself showed, the songs 
of the Slavic peoples with a narrow range almost 
always turn out to be calendar or wedding songs 
(Czekanowska, 1972: 85; cf. Petr, 1899). Unfortu-
nately, however, the researcher was not interested 
in the genetic relationship of the songs (Common 
Slavic and Common Indo-European).

It is also strange that A. Chekanowska did not 
apply rhythmic analysis to the unique material she 
had collected (which, of course, made genetic com-
parisons more difficult). If to the already applied 
criteria for the selection of archaic material we add 
one more, and very important one, namely rhyth-
mic, then the probability of accidental coincidences 
will be minimal, and judgments about the genetic 
relationship of the melodious types will have a rea-
sonable basis (cf. Goldin, 1978: 73). Moreover, 
in archaic music, both harmony and melody are 
derived from rhythm (Kharlap, 1972).

A. Czekanowska herself did not rule out that 
the musical structures she discovered could belong 
to a common Slavic or "even earlier" stage (Cze-
kanowska, 1973: 32-33). However, the researcher 
still leaves open the question of the origin 
of the archaic layers of folklore songs discovered 
by her: “It must be assumed that in this case we 
found ourselves on the traces of a very old agri-
cultural, most likely pre-Slavic <…> culture. The 
ethno-social interpretation of this culture, as well 
as its attribution either to the Mediterranean cul-
ture, or to other very ancient cultures, as well as 
the establishment of the relationship of this cul-
ture to the Balto-Slavic ones seems to be the most 
important task” (Czekanowska, 1973: 38).

The term “pre-Slavic” (presłowiański), which 
is very important for understanding the posi-
tion of A. Chekanovskaya, remains unclear: did 
the researcher imply a genetic origin from a com-
mon Indo-European source or from a non-In-
do-European substrate? In her other publication, 
the researcher expressed skepticism about the pos-
sibility of reconstructing even a common Slavic 
musical layer, since its remnants are quantitatively 
(!) not numerous in some folklores, that contradicts 
the ideas she had expressed previously.

The relative chronology of the discovered phe-
nomena is facilitated by the developments of com-
parative historical linguistics in the field of recon-
struction of the common Indo-European linguistic 
state. A. Czekanowska believed that the main infor-
mation for the relative chronologization of the phe-
nomena of instrumental music can be provided by 
archaeological finds (Czekanowska, 1973: 32).

Vocal music does not leave "material evi-
dence", but, nevertheless, we can reasonably rely 
on the correlation of linguistic and ethnomusical 
data for a sufficiently accurate chronologization 
and attribution to a certain socio-cultural commu-
nity.

All the tunes that serve us as a starting point 
for comparison are unambiguously homogeneous 
in terms of modality and ambitus (see the very title 
of the book by A. Czekanowska), which allows us 
to classify already selected tunes according to sta-
ble rhythms of clauses (see below, 2.3). 

For each type, we will cite parallels from 
other Indo-European song traditions, similar in 
all parameters or in most of them: formal (amb-
itus, harmony, rhythm) and semantic (ritual use). 
These parallels will allow us to assert the exist-
ence of these same melodic types in the original 
Indo-European tradition of ritual singing.

We are aware that some common Slavic "fea-
tures of the tunes are at the same time common 
Indo-European, while others are common to all 
mankind" (Goshovskiy, 1971: 32); therefore, it is 
necessary to delineate the groups of material that 
we are using for comparison in this work.

2. Comparison of Material
2.1 А Universal Layer – Isorhythmic rhythm 

with/without one long note in clausule
The "zero level" of musical text production is 

so widespread that it is difficult to unambiguously 
associate it with any era or place. These are the iso-
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rhythmic sequences of the narrow ambitus, which 
are widespread throughout the world and therefore 
difficult to localize in space and time. They are 
found in traditional Chinese chants (Picken, 1957), 
in Polynesian singing, and in a number of other 
Asian traditions (Czekanowska, 1981). Therefore, 
we do not take such tunes into account in our study 
as the most general ones. 

2.2 Common Indo-European-Ural-Altai 
rhythmic layer

Unlike the simplest isorhythmic pattern 
(with a possible one long note clause), 0011 
and 0010 have a more distinguishable occur-
rence and history.

A 0011 (Czekanowska, 1972: No. 13, 17, 20, 26, 
32, 37, 39, 63, 70, 78, 86, etc.), similarly in other 
Slavic (Zhnivarski, 1990: 33; Khodyt’ sonko, 43, 
26, 21, 38, 83, 88, 124; Gritsa, 1990: 74, No. 23) 
and Armenian (Belyaev, 1963: 91, 93; Kushnarev, 
1958: 63, No. 16) songs.

Β 0010 (Czekanowska, 1972: No. 7, 9, 10, 16, 
18, 19, 24, 27, 29, 85, etc.), similarly (Pisni Podil-
lya, 1976: 78).

Rhythmic groups A and B are variants 
of the same pattern (Zemtsovskiy, 1975: 170, no. 
31) since 0 can come from a pause for breathing, 
etc., cf. interchangeability of groups A and B in 
some songs.

In addition to Slavic songs, they are also found 
in other Indo-European, e.g. Ossetian (Galaev, 
1964: 42), Albanian (Pllana, 1979: 233-235)

In addition, they are characteristic of the music 
of the Ural-Altai peoples, the Finno-Karelian runes 
(Kallio, 2014, passim; Krohn, 1900), the melody 
of the Turkic epic (Belyaev, 1963). Türkic songs 
usually have a rhythm of 0000001, if 0101 occurs, 
then not in clausules, but in phrases entirely con-
sisting of it (Belyaev, 1937: 22, 24) and has an ono-
matopoeic function (depicting the rhythm of riding 
a horse, the clatter of hooves).

The 0101 rhythms, sometimes found in Hun-
garian songs, may well be considered a Slavic 
infiltration (Bartok & Lord, 1951). The Türkic epic 
is characterized by a syllabic verse consisting of 8 
to 12 syllables, in which a clause of three sylla-
bles is stably marked (Zhirmunskiy, 1964: 7, 10, 
19), which is sung to the rhythm 011. Thus, a typo-
logical parallel is evident: regularity spreads from 
the end of the line, but at the same time the Türkic 
melody has its own rhythmic originality.

This allows us to assume that groups 011/010 
belong to the most ancient layer of Indo-European 
musical idiom, which constitutes the most ancient, 
common Eurasian (Nostratic?) layer of it.

2.3 Common Indo-European layer
In this subsection, we consider patterns already 

known from linguistic reconstruction (see sec-
tion 1.3).

C 0101
D 0100
In the most ancient layer of the Ural and Tur-

kic song material, it is not easy to find rhythms C 
and D (except for the tunes of those Turkic peo-
ples, in whose ethnogenesis the Iranian element 
played a decisive role, for example, the Uzbeks 
and Bashkirs, see examples of this rhythm in 
the Uzbek epic (Belyaev, 1963) and in Bashkir 
(Kidaish-Pokrovskaya, 1977)).

Interestingly, in A. Czekanowska's anthology, 
rhythmic clauses C and D are often found only in 
combination with clauses Α or Β:

C / D + A / B (Czekanowska, 1972: No. 12, 16, 
18, 21, 69, 71, 72, 74, etc.)

A / B + C / D (Czekanowska, 1972: No. 19, 25, 
28, 33, 35, 42, 43, 44, 66, etc.)

Compare the combinations of the same clauses 
in the Modern Greek ritual songs (Yoshikazu, 
1979: 18), in other Slavic traditions (Khodyt’ 
sonko: 91; Fedorov, 1985: 183, No. 4; Pisnі, 2009: 
24, 37, 39, 109), as well as in the Ossetian heroic 
songs (Galaev, 1964: 39, 42), with the clauses that 
look like xxxx 011 + xxxx 0101.

Separately, they are also can found:
C 0101 (Czekanowska, 1972: No. 22, 23)
F. Kolessa considered this rhythm (0101/0100) 

to be related to the rhythms of the Rigveda 
(Kolessa, 1970: 108). A. Nikiforov pointed out that 
in the clausules of Ukrainian dumas, this rhythm 
coincides with the clauseuls of Russian epics and, 
therefore, can be dated back to a single source. We 
can add that only due to the consideration of 0101 
and 0100 as "allomorphs" of one "morph" can we 
explain the stresses of чистУ полЮ type, ubiqui-
tous in Russian epics.

V. Elatov carefully studied the development 
and origins of the rhythm 0101 using the mate-
rial of Belarusian folk songs and concluded that 
basically it goes back to the rhythm of wedding 
songs, and then to calendar-ritual songs, from 
where it penetrated into epics, then into later songs 
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with heroic content (Elatov, 1974). This is one 
of the main rhythms of songs of the Belarusian 
Kupalie (midsummer rites) (Tavlai 1986: 121-124), 
Bulgarian harvesting songs (Katsarova, 1965: 69). 
They are also characteristic of Ukrainian songs 
of the spring-summer calendar cycle and associate 
it with wedding rituals (Kvitka, 1985: 66-98). 

 

(Kvitka, 1985: 78).

Compare rhythms of Bulgarian carols 
(Dzhidzhev, 1981: 134-135). I. Zemtsovskiy dis-
covered the affinity of this rhythm in ritual Bul-
garian and Lithuanian songs (Zemtsovskiy, 1983: 
219; Goldin, 1978) also emphasized this affinity. 

 

Russian wedding song from (P’yankova, 1973: 18). 

It is noteworthy, that in Lükő’s chrestomathy 
of songs appended to his article, there are numer-
ous instances of both A / B and C/D clausules 
(Lükő, 1964: 240-248). 

This rhythm is often found in Lithuanian 
ritual and working songs. Its archaic nature is 
emphasized by the fact that it often does not 
coincide with the verbal stress, as J. Čiurlionytė 
says, "going his own way." Such discrepancies in 
the rhythm of words and melodies are characteris-
tic of the oldest songs (Čiurlionytė, 1999: 24-25). 
Thus, in hay making songs the refrain valio 
is sung to this rhythm (in general, the rhythm 
of the refrain, as well as its lexical content, is 
usually more archaic than the rest of the song 
(Zemtsovskiy, 1975)): 00001/ 0101 (Četkau-
skaitė, 2007: 39), in which you can see the echoes 
of the combination 011 + 0101. The same rhythm 
can be found in wedding songs: 111 111 /01 01 
(Čiurlionytė, 1999: 236, sub. 237; cf. Čiurlionytė, 

1999: 251), and in different ritual songs recorded 
on Edison phonograph at the first half of XX c. 
(Nakienė & Žarskienė, 2007: 99, 103; Nakienė & 
Žarskienė, 2005: 30, 63, 95). 

It is also found in Latvian ritual songs. It is 
especially worth paying attention to the example 
(Goldin, 1978: 100, no. 6) and (Vitolin, 1973: 84). 

 

(Vitolin, 1973: 84). 

In Ukrainian and other East Slavic folklores, 
children's songs-rain spells remained, which 
retained the same rhythmic pattern with a complete 
coincidence of word stress and musical rhythm:

0100: Іди, іди дощику (Dovzhenok & 
Lugans’ka, 1991: 40-49, 54-55, № 7, 8, 15, 19, 23, 
26, 28-31, 37-39, 53-57).

The Indo-European origin of clausules 
0101/0100/01001 is confirmed by its presence, in 
addition to the reflexes shown above in the Bal-
to-Slavic area, in ritual and similar songs of a narrow 
ambitus of various non-neighboring areas of mod-
ern Indo-European languages and peoples.

Tajik: about the popularity of rhythm in Tajik 
music see (Cvetaev, 1956: 109). It is especially 
frequent in wedding songs (Mironov, 1932: 76; 
Tadzhikova, 1972: 250, 256, 257, 260, 261, 266; 
Karomatov & Nurdzhanov, 1978: 19), where there 
is also a derivative rhythm 01001 (Tadzhikova, 
1972: 262); in labor songs, there is a combination 
of 0101/0100 + 011/010 (Tadzhikova, 1972: 259).

 

(Tadzhikova, 1972, 251)

Ossetian: heroic songs (Galaev, 1964: 34-35, 
39, 42; refrain of uaraida p. 37)

North Indian: Punjabi love song (Sinyaver, 
1958: 61), rhythms of the Rigveda (primarily trish-
tubh with the regular clause 0101/0100).

Armenian: song of a woman in labor (Belyaev, 
1963: 91, 93), song of threshing (Czekanowska, 
1981: 279 No. 85), song-healing spell (Czeka-
nowska, 1981: 280 No. 87), a song at the birth 
of a child (Czekanowska, 1981: 281 No. 89), 
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without specifying the genre (Dzhagatspanyan, 
2000: 66). “Yambic” rhythms are considered 
one of the main features of Armenian folk music 
(Dzhagatspanyan, 2000). Cf. also a table (Dzhagat-
spanyan, 2000: 84), which shows that the rhythm 
0101 is found in Armenian folk music more often 
than in Azerbaijani; at the same time, one should 
not forget that the 0100 rhythm is "etymologi-
cally" equivalent to it, but it is not in the table. One 
of the most widespread rhythms of ashug music is 
0101 (Dzhagatspanyan, 2000: 96).

 
(Czekanowska, 1981: 280). 

Swedish: Walpurgis Night Songs (Ling, 1981: 
102-103).

German: Christmas songs and other rituals (So 
sangen, 1993).

French (Provence): songs sung at the end 
of Lent, when children ask for butter and eggs 
(Baud-Bovy, 1957: 360).

Romanian: colinda (Drăgoi, 1957: 21, no. 4 / a,  
4 / b), wedding song with the rhythm 01001 
(Drăgoi, 1957: 19, no. 3 / b), old songs (Drăgoi, 
1957: 16, no. 1 / c), 0101 + 01 (Drăgoi, 1957: 17, 
no. 2), and archaic ballads (Comişel, 1957: 46).

Irish: Love Song (Shaw, 1957: 423, An cluinn 
thu mi), an old song accompanying the archaic 
waulking (Baud-Bovy, 1957: 432)

Albanian: a song in archaic polyphonic style (cf. 
further) in March for the feast of Dita e verës “Summer 
day” (Lloyd, 1968: 218), a celebration of the meeting 
of summer, wedding and love songs (Lloyd, 1968: 
216, 219). The sample (Lloyd, 1968: 218) is also nota-
ble for the combination of groups 0101 + 011.

 

(Lloyd, 1968: 218). 

Note that in (Vitolin, 1973: 84) and in this 
example the etymologically cognate vasareli 
and vera are used in the same rhythmic group in 
clausules. 

Modern Greek: Easter (Baud-Bovy, 1957: 
365, ex. 15, 366, ex. 16)7 and May songs (Baud-
Bovy, 1957: 368-369), wedding (Chianis, 1965: 
108), as well as labor (Yoshikazu, 1979: 18), reli-
gious content with the rhythm 01001 (Baud-Bovy, 
1957: 364, ex. 13), an epic melody with clause 
0101 (Baud-Bovy, 1957: 365, ex. 14). Moreover, 
the combination of lines with clauses 0101/0100 
and 011/010 is noticeable in many songs (Yoshi-
kazu, 1979: 18; Baud-Bovy, 1957: 368). In gen-
eral, the Greek stixos politikos is very archaic in 
form: it consists of two hemistichs (8 + 7) and is 
actually the dominant metric model for almost all 
genres of Modern Greek folklore. In structure, it 
is similar to the prototype of the Greek hexameter, 
and its rhythmic stability had to be preserved when 
the vowel lengths disappeared (2-3 centuries BC) 
because of the stability of the melody.

Ancient Greek. The few records of ancient 
hymns clearly indicate the presence of clausule 
0101 (West, 1994: 302, 303, 304, 290).

Thus, all tunes that have preserved clauses 0101, 
0100 are, according to V. Goshovskiy's classifica-
tion, between the first, highest, and second degrees 
of kinship (Goshovskiy, 1971: 27) – they have 
a common genre and theme, rhythm and modal 
system. That is, their genetic relationship cannot 
be doubted.

2.4 Parallels to 0101/0100 in ritual songs out-
side of Indo-European traditions

According to Bela Bartok’s observation, 
the most significant differences between the ancient 
layers of Hungarian music and its Slavic neigh-
bors, especially the Serbs, lie in the rhythmic plan: 
the ancient Hungarian song is isorhythmic, while 
the Serbian one is heterorhythmic (Bartok & Lord, 
1951: 37).

Syncopated rhythms are occasionally found in 
Hungarian music. Bartok considered such exam-
ples to be borrowings from the Slavic musical 
environment (Bartok & Lord, 1951, 56-58). And 

7 The opinion of Baud-Bovy that the Greeks could have borrowed 
this melody from the Franks (!) is not justified in the light of the 
systematic correspondences with other Indo-European traditions 
highlighted in the present study (Baud-Bovy, 1957).
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this is confirmed by our observations: their dis-
tribution and function differs from the function 
of the Indo-European analogous rhythm. 0101 
rhythms in Hungarian music are found mainly in 
dances, while in old song (Szegő, 1988) there is 
a model 000001/000011 characteristic of the Fin-
no-Ugric peoples (common with the Karelian-Finn-
ish epic, cf. Krohn, 1900).

Rhythms 01 in Hungarian and i-e music have 
different semantic meaning and use, and even in 
the neighboring region of Hungary, the Ukrainian 
region of Transcarpathia, rhythms 0101 are found 
mainly in ritual songs, and songs that have an explicit 
dance function are more prone to isorhythmic 
(Gusak & Kovtunova, 2016). It should be assumed 
that the Hungarian rhythm group 0101 is an innova-
tive feature that coincides with the Slavic material 
only formally but differs significantly in semantics. 
It is especially noteworthy that the ritual Hungar-
ian songs – for example, the meeting of the sum-
mer (Szegő, 1988) is isorhythmic, have a rhythm in 
clause 011/010, which makes them different from 
Slavic and other Indo-European materials.

On the other hand, one cannot fail to note some 
parallels with Georgian songs, which are also char-
acterized by some syncopated rhythms (Gvardzh-
aladze, 1982: 14-15), which are associated with 
ancient cult songs-invocations. The core of such 
a formula (01) is genetically related to the rhythms 
of the two-part cult "perkhuli" and their "canon-
ized syncopated rhythm formula" (Gvardzhaladze, 
1982: 12). For example, these are:

harvesting song (Chkhikvadze, 1977: 31) with 
a constant repetition of the 0101 rhythms;

song to the Sun (Chkhikvadze, 1977: 35) with 
a constantly repeating rhythm 1001 (which is 
equivalent to 101);

wedding song (Chkhіkvadze, 1977: 78-80) with 
rhythm groups 0101 and 1001.

In a comprehensive study (Maisuradze, 1983), 
Georgian folk songs' modal and intonation struc-
ture was analyzed in the context of other Kart-
velian cultures (Megrelian, Svan) and neighbor-
ing Caucasian cultures. Like A. Chekanovskaya's 
research, it focused on the modal and intonational 
characteristics of songs, as well as their ambitus. 
It is noteworthy that the 0101 rhythm (moreover, 
in its pure form, without variant 0100) is present 
in many samples of different Kartvelian traditions, 
mainly in ritual choral songs, agricultural labor 
songs, and lullabies.

See music appendix (Maisuradze, 1983: 
292-322) No. 1, 10, 11, 12, 14, 15, 16, 26, 30, 33, 
43, 45 (harvesting with sickle), 46 (haymaking). 
Also, in the main text of the study (Maisuradze, 
1983: p. 18 No. 17, p. 29 No. 1, p. 39 No. 43, p. 40 
No. 47, p. 56 No. 68, p. 90 No. 114, p. 97 No. 45). 
The same rhythm is typical for some Chechen-In-
gush songs (Maisuradze, 1983: 314, 320), but it 
looks like infiltration: many Chechen-Ingush songs 
have an ancient rhythm of 0 … 001.

 

(Maisuradze, 1983: 296). 

3. Contextualization of the results obtained
3.1 Features of the Indo-European musical 

idiom and the ethnogenesis of the Indo-Europe-
ans

Thus, the Indo-European musical idiom 
should correspond to the most archaic layers 
of the ritual song of the Balts, Slavs, Armenians, 
Balkan peoples, Tajiks, Ossetians, since “<…> 
primitive music is very far from Russian folk-
lore, the formation of which we must attribute to 
the latter the steps of the primary era” (Kharlap, 
1972: 226). The same level of complexity can 
be attributed to the culture of Indo-Europeans 
at the eve of their migrations (Lehman, 1991). 
Therefore, many songs that preserve ancient 
formal characteristics refer to the annual agrar-
ian cycle, reflecting the elements of the religion 
of the Indo-European farmers.

Thus, despite its archaism, the ethnomusical 
idiom of the Indo-Europeans has a rather com-
prehensive set of individual features that prevent 
it from being dissolved among the most ancient 
musical idioms of Eurasia and the rest of the world.

Specific features. So, it is reliable to say that 
the Indo-European musical idiom was already dif-
ferent from the completely primitive "music", as it 
already had simple scales (Petr, 1899; Lükő 1964), 
while primitive music knew only the rhythmic 
organization (Kharlap, 1972: 227).

The relative rhythmic uniformity of the recon-
structed I.-E. musical language should not be 
alarming since it is known that, for example, Kare-
lian and Finnish songs of any content are sung to 
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one or several tunes, which may vary depending on 
the region (Krohn, 1900).

The most ancient layer of the Indo-European 
tunes does not go beyond the range of the third or 
fourth, which is generally characteristic of many 
ancient folklores.

In the oldest layer of the Indo-European musi-
cal idiom, there are rhythmic patterns characteris-
tic also of the Ural-Altai peoples. Meanwhile, in 
the songs associated with family rituals and agri-
culture, parallels with ancient Georgian agricul-
tural songs are abound, which indicates the pos-
sibility of comparing these data with the long-ago 
expressed hypothesis about the probable presence 
of two components that participated in the ethno-
genesis of the Indo-Europeans: the Uralic and Med-
iterranean, possibly Kartveloid (Trubetskoy), as 
evidenced by the linguistic typology (Palmaitis)8. 
It agrees with the idea that the Indo-European 
genes comprise a considerable part of Caucasian 
gene material (Anthony, 2019). 

It is also worth mentioning that the Neolith-
icization of the Black Sea steppes is tradition-
ally associated with the Caucasian influence 
(Zaliznyak, 2019: 6). Moreover, according to 
the evidence of modern archeology (Zaliznyak, 
2019: 14), in 4-3 thousand BC., the Middle Stog 
and Yamna cultures, probably the first Indo-Eu-
ropeans, seemed to be sandwiched between 
the Finno-Ugric cultures to the north and the Kart-
velian-speaking cultures to the south. It may hint 
at the probable origin of the components of the IE 
musical idiom, and ultimately – the Indo-Europe-
ans themselves9. 

The presence of folk polyphonic singing can 
be parallel evidence of the genetic connections 
of Indo-European musical cultures with the Kart-
velian-speaking agricultural area. I. Zhordania, 
who studied Georgian polyphonic singing, pointed 
out the existence of a rich culture of polyph-
ony in the Caucasus, and only its sporadic fixa-
tions in Europe and Asia. Interestingly, there are 
rich traditions of polyphonic singing in all cul-
tures of the Balkans, Spain, and Portugal (echoes 

8  In this regard, one of the hypotheses about the etymology of 
the Slavic xlěbъ, about its probable connection with the Geor-
gian xalli “roasted grain” (plural – xlebi) suggested by Y. Mosen-
kis (Etymolohichnyy slovnyk ukrayins’koyi movy, 2012: 181) 
should be recalled.
9  cf. Influences of the Caucasus on the steppe can be traced from 
the IV millennium BC in the monuments of the "steppe Maikop" 
of the Caucasus (Manich basin), as well as in the Azov-Black Sea 
steppes." (Zalizniak, 2016: 14)

of ancient agricultural cultures?), as well as in 
Latvia and Lithuania, Iceland, Ukraine, Southern 
Russia (traces of Indo-Europeanization and neoli-
thization of the Finno-Ugric population?).

All Finno-Ugric peoples have only a tradi-
tion of unison singing, except the Mordovians, 
Komi-Permians, and Setu, which were strongly 
influenced by the Indo-European peoples, includ-
ing the Indo-European peoples, including Slavs 
and Iranians. I. Zhordania's conclusions are very 
valuable: “In fact, all representatives of the Cau-
casian-Iberian group of languages are polyphonic, 
most of the speakers of Indo-European languages 
in Europe are polyphonic (although polyphony is 
expressed to varying degrees), in Asia they are 
monophonic, most of the Finno-Ugrians are mono-
phonic (as well as the majority of the Turks), vir-
tually all the peoples of the Sino-Tibetan group 
and almost all language families on the American 
continent are monophonic, and the overwhelming 
majority of the peoples of the Central and South 
African language families are polyphonic”(Zhorda-
nia, 1989: 245).

Connections or their absence with the African 
centers of polyphony is a subject of independent 
research. However, something else is clear – most 
likely, polyphonic singing was another feature 
of the Indo-European musical idiom.

3.2 Verification of the received data: textiles
However, there is another reliable way to verify 

the results obtained. The rhythmic patterns of songs 
are directly related to the rhythm of other types 
of signatory human activity. Therefore, the Pro-
to-Indo-European community could already pos-
sess a reasonably high level of complexity of sign 
practices. Beside folklore and ritual practices, these 
could include the rhythmic patterns of the surviv-
ing textiles. Different color combinations in tradi-
tional textiles create a certain rhythm characteristic 
of each culture (Isaeva, 2009: 7, 13).

As shown in a number of publications (Tuck, 
2006), until now, in Northern India and Central 
Asia, mnemonic songs have survived. Their rhythm 
and tonality are responsible for drawing up a spe-
cific pattern of woven carpets. At the same time, 
direct hints have been preserved in ancient Greek 
and ancient Indian monuments that a woman not 
only sings for her pleasure while weaving but in 
this way reproduces a certain patterned rhythmic 
pattern (Tuck, 2006: 541, 543). Cf. (Goshovskiy, 
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1971: 41). This is a direct correlate to the “fabric 
of song” formula preserved in many Indo-Euro-
pean traditions and the very traditions of making 
patterned fabrics (Barber, 1975; 1991; 1996).

3.3 Verification of Received Data: Prosodic 
Structure of Sentence 

Further, the folklore verse does not know 
the transfer of a part of the sentence to the next line 
(enjambement). Thus, a song line (musical phrase) 
corresponds to a syntactically complete sentence 
(despite the fact that both architectonically, in 
the place of the hierarchy of sign systems, they are 
correlated – Goshovskiy, 1971: 17, 18), and from 
the point of view of intonationally and harmony 
it is a complete musical phrase. It is entirely 
legitimate to postulate the same for the Indo-Eu-
ropean period since there are enough examples 
from the living Indo-European folklore traditions 
and from the archaic stages known from the writ-
ten monuments of antiquity.

Thus, when considering the linguistic condi-
tions in which they could later crystallize into 
stable musical rhythms of clausules, one should 
resort to the reconstructed Indo-European syntax 
and accentology. They can answer what words 
and with what accent paradigms could occur in 
the final position of the sentence (which strictly 
coincides with the song line).

According to many researchers (Lehman, 1991: 
5, 9, 13), the original word order in the Indo-Euro-
pean sentence was SOV, and in stylistically colored 
speech, it was SVO. P. Kiparski believes that there 
were no cardinal differences between the accent 
paradigms of the verb and the noun (Kiparski, 
1973: 795). However, over time, the typology 
and accentology of the Proto-Indo-European lan-
guage changed, and words that were previously 
rarely used there appeared more and more often 
in the final position of the line, which gradually 
led to a complete mismatch of accent positions in 
the word and in the musical clause.

The whole variety of stress of the daughter 
Indo-European languages is reduced to two main 
initial paradigms (Kiparski, 1973: 795):

– fixed stress on a thematic vowel, which we 
can interpret, with the structure of the Indo-Euro-
pean word "root + thematic vowel + ending", as 
fully corresponding to the Indo-European clausule 
and its folklore reflexes 0011/0010;

– mobile, falling either on the root (“root + the-
matic vowel + ending”, or on the ending, which, 
according to our observations, completely corre-
sponds to the Indo-European clause and its folk-
lore reflexes 0101/0100.

These two types of stress, called baritona (10) 
and oksytona (01), permeated the entire morpho-
logical structure of Indo-European language, as 
they marked the difference between nominative / 
subjective genitive, accusative / objective genitive, 
locative / dative, active / static verb, active / medial 
voice of the verb, and athematic / thematic verb, 
as well as a whole series of other essential opposi-
tions (Krasukhin, 2004: 347).

Thus, the data of ethnomusicology directly 
correlate with the data of comparative-his-
torical linguistics, since 1) according to sev-
eral researchers (Krasukhin, 2004; 353), 
dynamic stress has evolved into musical stress; 
2) the rhythm gradually gave rise to a melodic 
pattern (Kharlap, 1972; Goshovskiy, 1971). That 
is, the evolution of musical stress and the devel-
opment of melody can be considered, if not 
as parallel, then at least as convergent phe-
nomena that influenced the prosodic structure 
of the word ensemble.

It was precisely the melody that acted as a medi-
ator between the quantitative and dynamic stress 
and meter: having crystallized under the influence 
of the quantitative verse, it transferred the same 
sequences of strong and weak beats to the ictus 
verse. After all, most of the long vowels of daugh-
ter Indo-European languages are of late origin, 
and therefore their coincidence with musical mate-
rial can shed light on the initial stage of their for-
mation in the common Indo-European language, 
where they could be associated with the musi-
cal-intonational contour of the phrase. Thus, mel-
ody acted as the keeper of a more ancient linguistic 
state, a bridge between different eras of language 
development.

As it follows from this, persistent tunes were 
the missing link that was lacking to explain the phe-
nomena of retention of metric patterns in spite 
of the evolution of the phonetic system of the lan-
guage.

In a real speech, verbal stress is most clearly recog-
nizable when it coincides with the phrasal one. That 
is, folklore singing preserved not only the ancient 
form of poetic speech but speech in general.
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Conclusions 
We compared the traditional ritual song 

of the East Slavic peoples with related Indo-Eu-
ropean traditions (Albanian, Armenian, Ancient 
and Modern Greek, Tajik, Indian, and others) 
and the music of neighboring non-Indo-Euro-
pean peoples. Thus, it was possible to discover 
the specifics common to all Indo-European tra-
ditions and clearly distinguishing it from the cult 
music of non-Indo-European peoples.

These affinities may be traces of the Indo-Eu-
ropean musical idiom, another cultural complex 

inherited from the Indo-European era, along with 
language, mythology, and material culture. Com-
parisons of the ritual tunes of the Indo-Europeans 
with the folk music of other peoples of Eurasia 
and the world made it possible to offer another argu-
ment in favor of the ethnic two-component nature 
of the Indo-Europeans: in the most ancient layer 
of their ritual tunes, parallels are traced with the Fin-
no-Ugric and Kartvelian songs, and with the latter, 
it is the songs associated with rituals that are simi-
lar, including agricultural ones. This fact can speak 
about the origins of Indo-European agriculture.
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