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naSromis zogadi daxasiaTeba 

 

sadisertacio naSromi eZRvneba qarTuli xalxuri musikis funqcionirebis 

Tanamedrove formebis, konkretulad ki – folk-fiuJenis Seswavlas. es 

formebi qarTuli folkloruli musikis ganaxlebis procesis1 Sedegad 

warmoiSva da qarTuli xalxuri musikis Tanamedrove pirobebSi arsebobis 

ramdenime gansxvavebuli saxe Seqmna. Sesabamisad, Cveni kvlevis mTavari sagani 

swored qarTuli xalxuri musikis ganaxlebis procesi da mis konteqstSi 

aRmocenebuli erT-erTi forma, folk-fiuJen musikaa.  

sadisertacio naSromis aqtualobas gansazRvravs misi siaxle. es aris 

pirveli masStaburi kvleva, romelic Seiswavlis qarTuli xalxuri musikis 

funqcionirebis Taviseburebebs Tanamedrove sociumSi. masSi pirveladaa 

ganxiluli qarTuli folkloruli musikis ganaxlebis procesi da mocemulia 

mis Sedegad warmoqmnili Tanamedrove formebis sistematizacia. kvlevaSi 

pirveladaa ganxiluli folkloris ganaxlebis Sesaxeb arsebuli mecnieruli 

Teoriebi qarTuli sinamdvilis gaTvaliswinebiT. amasTan, pirveladaa 

ganxorcielebuli qarTuli folklorisa da Tanamedrove popularuli 

musikaluri stilebis sinTezis Sedegad warmoqmnili axali musikaluri 

erTeulis, folk-fiuJenis istoriuli, musikologiuri da sociologiuri 

analizi. sakvlevi Temis aqtualobasa da siaxles, aseve, gansazRvravs Tavad 

interdisciplinuri kvlevis kompleqsuri meTodologia, damyarebuli 

eTnomusikologiis, anTropologiisa da sociologiis mecnieruli kvlevis 

meTodebze. 

sadisertacio kvlevis mizania, qarTuli musikaluri folkloris 

TanamedroveobaSi funqcionirebis suraTis asaxva da tradiciuli musikis 

ganaxlebis zogadi tendenciebis gamovlenis Semdeg, qarTuli analogis 

Taviseburebebis dadgena. aseve, Catarebuli kvlevis mizania qarTuli 

folkloruli musikisgan warmoebuli musikaluri erTeulis, folk-fiuJenis 

                                                
1 dasavlur eTnomusikologiur literaturaSi es procesi “Music revival”-is saxelwodebiTaa 
cnobili, ris yvelaze misaReb qarTul Sesatyvisad `musikis ganaxleba” gvesaxeba.  
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socio-musikaluri aspeqtebis Seswavla da misi funqciis gansazRvra 

Tanamedrove qarTuli sazogadoebis cxovrebaSi.  

sadoqtoro kvlevis amocanaa qarTuli folkloris ganaxlebis procesisa 

da masSi gamovlenili formebis diferencireba. Sesabamisad, globalizaciis 

pirobebSi tradiciuli kulturebis adaptacia-transformaciisa da ganaxlebis 

procesebTan dakavSirebuli dasavluri Teoriebis (eTnomusikologiuri, 

sociologiuri, anTropologiuri) damuSaveba da maTi Sesabamisobis dadgena 

saqarTveloSi mimdinare folklorul procesebTan, rac folkloruli 

musikis ganaxlebis qarTuli analogis Taviseburebebis gamovlenis erT-erTi 

mniSvnelovani winapiroba gaxldaT. 

meore mniSvnelovani amocana uSualod, qarTuli folkloruli musikis 

ganaxlebis procesSi gamovlenili musikaluri formebis diferencireba da 

maTi garkveuli analizia. maTgan, TanamedroveobaSi arsebuli xalxuri 

musikis ZiriTadi mimarTulebis, sasceno folkloris funqcionirebis sakiTxi 

safuZvlianad aqvs gamokvleuli eTnomusikolog ediSer garayaniZes. rac 

Seexeba folkloruli musikis elementebis inkorporaciis gziT warmoebuli 

danarCeni ori formis (pop-folki da folk-fiuJeni) funqcionirebas, es 

sakiTxi naklebadaa gamokvleuli qarTul eTnomusikologiaSi da pirvel 

rigSi, am formebis definirebis amocanasTanaa dakavSirebuli. sadisertacio 

naSromSi swored am amocanis ganxorcielebis Sedegad warmovadgenT 

zemoaRniSnuli pop-folkisa da folk-fiuJenis musikalur erTeulebs. 

sabolood ki, sadisertacio naSromis mTavar amocanaze, folk-fiuJenis 

mimarTulebis musikalur-sociologiur analizze SevaCerebT yuradRebas.  

sadisertacio naSromis meTodologia damyarebulia eTnomusikologiur, 

anTropologiur da sociologiur mecnierebebSi damkvidrebul meTodebsa da 

midgomebze. naSromi, ZiriTadad, Tvisobrivi kvlevis meTodebzea dafuZnebuli. 

qarTuli musikaluri folkloris ganaxlebis procesis kvlevisas 

gamoyenebulia istoriul-SedarebiTi meTodi, romlis daxmarebiTac 

warmodgenilia ganaxlebis procesSi gamovlenili samive musikaluri 

mimarTulebis mcire istoriuli mimoxilva (gasagebi mizezebis gamo, 

SedarebiT vrcelia is folk-fiuJenis SemTxvevaSi). uSualod, folk-fiuJenis 
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musikaluri erTeulis socio-musikaluri analizisas farTod viyenebT 

eTnomusikologiis erT-erT mTavar, monawile-damkvirveblis meTods, romlis 

farglebSi aqtiurad mivmarTavT warmoebuli savele muSaobis procesSi 

mopovebul da sociologiuri meTodis gamoyenebiT warmoebuli CarTuli 

interviuebisas da internet-kiTxvariT miRebul masalas. aseve, naSromSi 

gamoyenebulia savele muSaobis farglebSi, internetsivrcesa Tu sxvadasxva 

pirad arqivSi moZiebuli audio-vizualuri Tu beWduri masala.  

mopovebuli audio-vizualuri masala Cven mier qarTuli folk-fiuJenis 

Taviseburebebis gaTvaliswinebiT Sedgenili saanalizo sistemis mixedviT 

musikologiur-Teoriuli da SedarebiTi analizis meTodebiT gvaqvs 

Seswavlili, raTa gamogvevlina folk-fiuJenis stilSi folkloruli musikis 

elementebis gamoyenebis esa Tu is saintereso tendencia. 

sadisertacio kvlevis warmoebis procesSi erTgvar meTodologiur 

sirTules warmoadgenda eTnomusikologiuri, anTropologiuri da 

sociologiuri midgomebis, Teoriebis Sejereba da disertaciaSi saTanadod 

asaxva, rac interdisciplinur kvlevebSi uzarmazari gamocdilebis mqone 

dasavlel eTnomusikologebTan (bruno netli, jein Sugarmani, qerolain 

biTeli, martin stouksi) Catarebuli kvleviTi vizitebis saSualebiT 

mniSvnelovnad gaadvilda. amasTan, amerikul da britanul biblioTekebSi 

muSaobisas mopovebuli masaliT gadaiWra Tanamedrove eTnomusikologiur 

literaturasTan wvdomis sirTulec. Sesabamisad, sadisertacio naSromis 

umTavresi nawili swored uaxlesi dasavluri (inglisurenovani) literaturis 

damuSaveba-analizis Sedegad SemuSavebuli mosazrebebiTa da TeoriebiTaa 

gajerebuli.  

sadisertacio kvlevis mecnieruli siaxle, pirvel rigSi, Tavad naSromis 

TematikaSia – esaa qarTul eTnomusikologiaSi pirvelad ganxorcielebuli 

interdisciplinuri monografiuli Sroma, romelSic warmodgenilia 

folkloruli musikis ganaxlebis rogorc zogadi maxasiaTeblebi, ise 

konkretulad, qarTuli musikaluri folkloris TanamedroveobaSi 

funqcionirebis formebi da misi ganmapirobebeli faqtorebi. amasTan, naSromSi 

siRrmiseuladaa Seswavlili qarTul eTnomusikologiaSi jer gamoukvleveli, 
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qarTuli xalxuri musikisa da dasavluri popularuli musikis sinTeturi 

forma, folk-fiuJeni, misi musikaluri da socialuri aspeqtebis 

gaTvaliswinebiT.  

sadisertacio naSromis mecnierul Rirebulebas, aseve, ganapirobebs 

eTnomusikologiur mecnierebaSi folkloruli musikis ganaxlebis procesis 

kvlevis dasavluri gamocdilebis danergva da Sesabamisad, am sakiTxTan 

dakavSirebuli uaxlesi ucxoenovani literaturis Semotana qarTul 

samecniero mimoqcevaSi. 

naSromis praqtikul daniSnulebas gansazRvravs masSi ganxiluli 

sakiTxebis aqtualoba ara mxolod eTnomusikologebis, aramed sxva dargis 

specialistebisTvisac. Tavisi interdisciplinuri profiliT, naSromi 

daxmarebas gauwevs rogorc, sakuTriv, tradiciuli musikisa Tu popularuli 

musikis aqtiur momxmareblebs, ise dRevandeli sazogadoebis cxovrebis 

problematikiT dainteresebul momijnave dargis specialistebs 

(anTropologebs, sociologebs, kulturologebs da sxv.). 

sadisertacio kvlevis Sedegebi SeiZleba gamoyenebul-iqnas samusiko da 

humanitarul umaRles saswavleblebSi da naSromis ZiriTadi aspeqti – 

Tanamedroveoba da qarTuli folklori maTi saswavlo kursebis Semadgeneli 

komponenti SeiZleba gaxdes. sadisertacio naSromis Tematikis uSualo 

kavSirma im realobasTan, romelSic qarTuli sazogadoeba cxovrobs, misi 

praqtikuli daniSnuleba, SesaZlebelia, viwro samecniero wreebidan ufro 

farTo sociumze ganavrcos. miT ufro, rom naSromi gajerebulia Janrul-

stilurad mravalferovani mdidari audio-vizualuri masaliT.  

naSromis moculoba da struqtura: sadisertacio naSromi 193 nabeWdi 

gverdisgan Sedgeba da masSi gaerTianebulia Sesavali, oTxi Tavi da daskvna. 

pirveli Tavi „auTentikurobisa da ganaxlebis fenomeni folklorul 

musikaSi: terminologiuri sakiTxebi” warmodgenilia sam qveTavad: 

`auTentikurobis cnebis ganmartebisaTvis” (I), `musikis ganaxlebis (Music 

Revival) procesi, rogorc folkloruli musikis mudmivi cvalebadobis 
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Tanamedrove gamoxatuleba” (II), `folk-fiuJeni: terminis Tanamedrove 

interpretaciebi da definicia” (III).  

disertaciis meore Tavi `qarTuli xalxuri musikis ganaxleba istoriul 

dinamikaSi” ori qveTavisagan Sedgeba: `sasceno folkloridan folk-

fiuJenamde” (I) da `qarTuli folk-fiuJenis Casaxvidan mis Tanamedrove 

gamovlinebamde” (II). sadisertacio naSromis mesame Tavi, `qarTuli folk-

fiuJenis musikaluri da socialuri aspeqtebi”, or qveTavs aerTianebs: `folk-

fiuJenis musikaluri formaqmnadobis principebi” (I) da `folk-fiuJeni, 

rogorc qarTveli musikosebis identobis gamomxatveli: sociologiuri 

analizis cda” (II). naSromis meoTxe Tavia `qarTuli folk-fiuJenis socio-

kulturuli funqcia”. sadisertacio naSroms erTvis bibliografia da 

danarTi, gamoyenebuli audio-video-sanoto-saanalizo magaliTebiT da maTi 

siiT. 

 

 

sadisertacio naSromis Sinaarsi 

 

Tavi I 

auTentikurobisa da ganaxlebis fenomeni folklorul musikaSi: 

terminologiuri sakiTxebi 

qveTavi I: auTentikurobis cnebis ganmartebisaTvis 

 

am qveTavSi, Cveni mizania, gaverkveT auTentikurobis2 cnebaSi, mis Sesaxeb 

Tanamedrove dasavlur eTnomusikologiaSi arsebul mosazrebebsa da 

midgomebSi da davadginoT, ramdenad SesabamisobaSia is qarTul 

sazogadoebaSi damkvidrebul auTentikurobis aRqmasTan. 

unda iTqvas, rom auTentikurobis mniSvneloba, am fenomenis 

SefardebiTobis gamo, sabolood fiqsirebuli araa, mudmivad xelaxali 

                                                
2 termin auTentursa da auTentikurs Soris marTebulad migvaCnia es ukanaskneli, radgan am 
cnebebidan orTografiul leqsikonSi dafiqsirebulia mxolod auTentikuri.  
 



 7 

definirebisa da axali mniSvnelobebis miniWebis sagania. misi mniSvnelobis 

cvalebadoba xorcieldeba gansxvavebul akademiur konteqstSi, gansxvavebul 

istoriul formaciebSi, drois sxvadasxva momentSi. amdenad, gasakviri araa, 

rom auTentikuris terminis gageba eTnomusikologiaSi istoriuli epoqebisa 

da geografiuli mdebareobis mixedviT icvleboda. SeiZleba iTqvas, rom 

auTentikurobis sakiTxis aqtualobiT gansakuTrebiT gamoirCeva 

aRmosavleTevropuli mecniereba, gansxvavebiT amerikulisa Tu 

dasavleTevropulisagan, sadac bolo aTwleulebis ganmavlobaSi 

gansakuTrebiT Semcirda am sakiTxis kvleviT dainteresebuli mecnierebis 

ricxvi. Cveni mosazrebiT, am yvelafers Tavisi obieqturi mizezebi gaaCnia. 

garda imisa, rom am dasavleT evropis qveynebSi folkloruli fesvebi didi 

xnis dakarguli da daviwyebulia, is, amavdroulad, sxvakulturuli 

gavlenebis Sedegad axal konteqstSi moqceuli, sruliad gadasxvaferebuli 

da zogjer axal musikalur mimdinareobebad gardaqmnilia. amavdroulad, 

aRmosavleTevropuli qveynebisaTvis (maT Soris, saqarTvelosTvis) dRemde 

folklori originaluri, individualuri kulturis mqone saxelmwifoebad 

TviTidentifikaciis erT-erT ZiriTad saSualebas warmoadgens. igi 

(folklori) saukuneebis ganmavlobaSi didi imperiebis mier dapyrobili 

saxelmwifoebis TviTdamkvidrebis erTgvar refleqsadac ki Camoyalibda, imis 

sademonstraciod, rom, miuxedavad mravalwliani gavlenebisa, dRes ukve 

damoukidebel politikur erTeulad warmodgenilni, isini kvlav unikaluri 

identobis matareblebi arian. amdenad, am qveynebSi kulturis uZvelesoba da 

originaloba misi maRali faseulobis erT-erT mTavar ganmsazRvrelad 

warmogvidgeba.  

Tanamedrove musikologiuri da eTnomusikologiuri literaturis 

analizis Sedegad cxadi gaxda, rom dRes auTentikurobis cnebis 

dasavleTevropuli da amerikuli gageba, xSir SemTxvevaSi, gansxvavdeba 

aRmosavleTevropulisagan, sadac mas dResac tradiciuli mniSvnelobebiT 

iazreben. amerikuli statiebis umravlesobaSi ki auTentikuroba ganixileba an 

adreul (Sua saukuneebis, renesansisa da barokos) musikasTan, ZiriTadad, Zvel 

instrumentebsa da Sesrulebis manerasTan, an popularul musikasTan 
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dakavSirebiT. am ukanasknelSi auTentikuri `gulwrfelis”, `naRdis” 

mniSvnelobebiT ixmareba. amasTan, eTnomusikologiur sivrceebSi Cndebian 

iseTi mecnierebic, vinc auTentikurobis Temaze msjelobas dRes ukve 

ararelevantulad miiCneven. amdenad, auTentikurobis koncefcia Tanamedrove 

eTnomusikologiaSi sakmaod mravalwaxnagovania da saxeze gvaqvs misi 

gaazrebisa da am sakiTxisadmi midgomis metad gansxvavebuli magaliTebi. 

Tumca, SeiZleba iTqvas, rom dRes ZiriTadi tendenciaa auTentikurobis cnebis 

TanamedroveobasTan garkveuli TvalsazrisiT adaptireba, riTac mis qveS ara 

mxolod Zveli Sris tradiciuli musikaluri kultura, aramed SedarebiT 

Tanamedrove warmonaqmnebic (maT Soris, folklorulic) moiazreba. 

rogorc praqtika gviCvenebs, dRes qarTveli eTnomusikologebi 

auTentikurad miiCneven xalxuri momRerlebis/sofelSi mcxovrebi 

momRerlebis mier Sesrulebul nimuSebs, romlebic, ZiriTadad, sxvadasxva 

periodis eqspediciebis drosaa Cawerili. rogorc zemoT aRvniSneT, maTi 

damokidebuleba mTlianad ganpirobebulia saqarTveloSi folkloruli 

tradiciis uwyvetobiT, ramac auTentikurobis cnebis tradiciuli 

mniSvnelobis SenarCuneba da misi dRemde aqtualoba ganapiroba. Cveni 

mosazrebiT, dRes, roca qarTuli folkloris funqcionirebis formebi 

gaizarda, SesaZlebelia, aqamde arsebuli kulturuli konteqstis gavleniT 

Camoyalibebuli auTentikurobis gaazreba gafarTovdes. kerZod, Tanamedrove 

midgomebis gaTvaliswinebiT, am cnebas, SesaZloa, daematos `WeSmaritis” da 

`namdvilis” mniSvnelobebic. am ukanaskneli mniSvnelobebis Sesabamisad, 

SesaZlebelia, e.w. ganaxlebul folkloris nimuSsac ki ewodos auTentikuri, 

Tuki is misi avtorisgan gulwrfelad da uSualodaa gamoxatuli da, ra Tqma 

unda, Tu rogorc musikaluri nimuSi, garkveul mxatvrul Rirebulebas 

atarebs.  
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qveTavi II: musikis ganaxlebis (Music Revival) procesi, rogorc 

folkloruli musikis mudmivi cvalebadobis Tanamedrove gamoxatuleba 

 

Tanamedrove saqarTveloSi xalxuri musika kvlav aqtiurad 

funqcionirebs, Tumca dRevandeli teqnikur-globalizebuli garemos 

pirobebSi folkloris arsebobis formebi mkveTradaa Secvlili da 

saukuneebis ganmavlobaSi danergili praqtikis sapirispirod, xSirad mas 

aRarc anonimuri gavrceleba axasiaTebs da veRarc koleqtiuri Semoqmedebis 

nayofad warmogvidgeba. am cvlilebebis qarTul konteqstSi analizisas 

aucileblad unda gaviTvaliswinoT isic, rom Tanamedrove saqarTveloSi 

folklori fragmentulad, magram mainc gvxvdeba soflad, mis bunebriv 

garemoSi. msgavs SemTxvevebSi, adgilobriv simReris ostatebis ojaxebSi mama-

papisgan naswavli repertuari kvlav ganicdis garkveul cvalebadobas, Tumca 

xalxuri musikis ZiriTadi kanonzomierebebis farglebs iSviaTad scdeba. 

Sesabamisad, es cvalebadoba gansxvavebulia cvlilebebis im procesisgan, 

rasac folklori TanamedroveobaSi arsebobis dominantur formatSi – 

sasceno Sesrulebisas ganicdis. amdenad, sasceno folkloris gaCenis dRidan, 

anu, daaxloebiT, ukanaskneli saukunenaxevris ganmavlobaSi, qarTul xalxur 

musikaSi mimdinare cvlilebebi misi bunebrivi kanonzomierebebis farglebs 

xSirad scdeba. yovelive amis gaTvaliswinebiT, qarTuli xalxuri musikis 

cvalebadobis Tanamedrove formad folkloris ganaxlebis procesi 

SegviZlia moviazroT.  

es procesi inglisurenovan literaturaSi terminiT “music revival” 

moixsenieba. calkeuli mecnierebi mis sinonimebad iyeneben terminebs 

revitalizacia/axali sicocxlis miniWeba (revitalization), xelaxali formireba 

(reshaping) da sxva. “Music revival”-is qarTul Sesatyvisad sityva `ganaxlebas” 

mivmarTavT, rac Tavis TavSi ukve arsebulis axal interpretacias 

gulisxmobs. inglisurenovan sityva “revival”-is sxva SesaZlo Sesatyvisebi – 

`aRdgena”, `aRorZineba”, `gacocxleba” raime ukve gamqralisaTvis 

(mimqralisaTvis) xelaxali sicocxlis miniWebas ufro gulisxmobs. amasTanave, 
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aRdgenisa da aRorZinebis elementebi ganaxlebis procesis garkveul 

aspeqtebSi, aseve, aqtiurad Tanamonawileoben. kerZod, folkloruli musikis 

pirveladi Sris restavraciis/aRdgenis mcdelobisas, rodesac 

ganmaaxleblebis aqcenti gadatanilia pirvelwyaros maqsimalurad 

xeluxleblad SenarCunebaze. 

folkloruli musikis ganaxlebis sakiTxis kvleva ukve ramdenime 

aTwleulia aqtiurad mimdinareobs dasavleTSi, Tumca qarTul 

eTnomusikologiaSi aqamde is sagangebo Seswavlis sagnad ar qceula. amdenad, 

qveTavSi mravladaa moxmobili am sakiTxTan dakavSirebuli dasavluri 

eTnomusikologiuri naSromebi Tu calkeuli Teoriebi, rac gansakuTrebul 

mniSvnelobas iZens qarTuli folkloruli musikis ganaxlebis procesis 

specifikis dadgenisas.  

qarTuli folkloruli musikis ganaxlebis procesis Sedegad 

saqarTveloSi sami ZiriTadi stiluri erTeuli Tu musikaluri mimarTuleba 

gaCnda. esenia: 1) sasceno folklori, 2) Tanamedrove saavtoro folkloruli 

nimuSebi, e.w. `fsevdo-folklori”, romelsac Cven `pop-folkis” saxelwodebis 

qveS vaerTianebT da 3) qarTuli folk-fiuJen musika, romelic folkloruli 

musikisa da dasavluri popularuli musikis mimdinareobebis (jazi, roki, 

popi, eleqtronika da a.S.) sinTezis Sedegad Seqmnil musikalur erTeuls 

warmoadgens. rogorc vxedavT, qarTuli folkloris ganaxlebis procesSi 

sami sxvadasxva stiluri erTeulia gamovlenili, Sesabamisad, Cven musikis 

ganaxlebas qolga terminad moviazrebT.  

 

 

qveTavi III: folk-fiuJeni: terminis Tanamedrove interpretaciebi da 

definicia 

 

am qveTavSi, folk-fiuJenis definiciis SemuSavebis paralelurad, 

ganvixilavT TanamedroveobaSi arsebul mis terminologiur interpretaciebs, 

msgavsi musikaluri fenomenebis aRmniSvnel sinonimur saxelwodebebs, 

romlebic ama Tu im kulturuli da samecniero midgomis mixedviTaa 
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SemuSavebuli. aqve aRvniSnavT, rom am arealSi (iseve rogorc, zogadad, 

sadisertacio naSromis sakvlev TematikaSi) ar moviazrebT profesiuli 

musikis sferoSi xalxuri musikis gamoyenebis formebsa Tu terminologias3, 

radgan Cveni sadisertacio kvlevis ZiriTadi sagani – folk-fiuJeni mxolod 

popularuli musikisa da tradiciuli musikis sazRvrebSi moqceuli 

musikaluri mimarTulebaa. 

qarTuli xalxuri musikisa da dasavluri popularuli musikis 

sinTeturi formis aRmniSvneli termini `folk-fiuJeni”, SeiZleba iTqvas, rom 

Cven mier SemoTavazebuli lokaluri terminia. is jerjerobiT, dasavlur 

eTnomusikologiaSi araa damkvidrebuli da sul ramdenime internet-wyaroSi 

figurirebs (sadisertacio naSromSi maT vrclad ganvixilavT), romlebic 

Cveni kvlevis gvian etapze aRmovaCineT, maSin, rodesac es termini ukve 

SemuSavebuli gvqonda. Aam wyaroebidan gansakuTrebiT aRsaniSnavia indoeli 

musikosis mier termin `folk-fiuJenis~ gamoyeneba induri musikis konteqstSi 

aRmocenebuli analogiuri musikaluri simbiozis saxeldebisaTvis, ramac 

kidev ufro gaamyara Cven mier misi samuSao terminad SerCevis marTebuloba.  

amavdroulad, folk-fiuJenis musikalur mimarTulebas bevri aqvs saerTo 

`msoflio musikis” (world music) cnobil JanrTan. Tumca, garda imisa, rom es 

ukanaskneli musikalur bazarze gaCenili da gacilebiT komercializebuli 

musikis aRmniSvnel termins warmoadgens, massa da folk-fiuJens Soris erTi 

mniSvnelovani gansxvavebacaa – `msoflio musika” aris `musika, romelic viRac 

sxvas ekuTvnis”, xolo rogorc praqtikam gviCvena, folk-fiuJenis Seqmna-

SesrulebaSi, minimum, erTi musikosi mainc monawileobs im tradiciuli 

musikaluri kulturidan, romlis musikaluri elementebiTac iqmneba 

popularul musikasTan `fiuJeni~.  

folk-fiuJenis msgavs terminad SegviZlia moviazroT baltiispireTis 

qveynebSi (estoneTi, lietuva da latvia) 90-ian wlebSi aRmocenebuli 

`postfolklori”, rasac latviasa da, garkveul SemTxvevebSi, lietuvaSi 

                                                
3 profesiuli musikis sferoSi xalxuri musikis gamoyeneba Cveulebrivi movlenaa msoflio 
musikalur literaturaSi misi istoriis TiTqmis dasawyisidan. es meTodi qarTul musikaSi 
axali qarTuli profesiuli azrovnebis CamoyalibebisTanave damkvidrda. aRniSnuli sakiTxi 
siRrmiseuladaa Seswavlili rusudan wurwumias naSromebSi. 
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dRemde aqtiurad mimarTaven. aRsaniSnavia, rom britaneTSi arsebuli folk-

fiuJenis msgavsi musikaluri movlena eTnomusikolog brita sviirsiseuli 

terminiT, `eleqtro folk-musikad” iwodeba. aseve, msgavsi musikaluri 

erTeulis saxelwodebad qarTul praqtikaSi ase Tu ise gavrcelebulia 

termini `eTnikuri musika”. Tumca am termins ar mivmarTavT misi 

araerTmniSvnelovnebis gamo – kerZod, eTno-musikis saxelwodeba, SesaZloa, 

gamoyenebul iqnas ara mxolod folkloruli elementebis Semcveli 

sinTeturi musikaluri erTeulebis definirebisTvis, aramed Tavad 

folkloruli/xalxuri musikis sinonimur saxelwodebadac. 

folk-fiuJenis ori Semadgenlidan erT-erTis, folkloruli musikis arsi 

`tradiciuli musikis saerTaSoriso sabWos” (ICTM) mier 1950-ian wlebSi 

SemuSavebul dokumentSi siRrmiseuladaa ganmartebuli. rac Seexeba folk-

fiuJenSi Semaval meore musikalur komponents – popularul musikas, is 

msoflio samecniero Tu musikalur wreebSi xSirad sxvadasxva 

perspeqtividanaa axsnili. sadisertacio kvlevis procesSi CvenTvis metad 

mniSvnelovani iyo imis ganisazRvra, Tu konkretulad ras moiazreben 

mecnierebi am terminis miRma, amdenad am qveTavSi uxvadaa warmodgenili 

popularuli musikis mkvlevarTa ganmartebebi da mosazrebebi. 

sabolood, am qveTavSi moxmobili terminologiis analizis Sedegad, 

aRmoCnda, rom folk-fiuJeni qarTul musikalur realobaze yvelaze ukeT 

morgebuli terminia, romelic metnaklebi sisavsiT gamoxatavs masSi Cadebul 

Sinaarss – qarTuli xalxuri musikisa da popularuli musikis sinTezs 

(ramdenadac, sityva `fiuJeni” inglisur enaze Serevas, Serwymas niSnavs).  

 

 

Tavi II 

qarTuli xalxuri musikis ganaxleba istoriul dinamikaSi 

qveTavi I: sasceno folkloridan folk-fiuJenamde 

 

 tradiciuli musikis ganaxlebis zogadi Teoriebis warmodgenis Semdgom, 

meore TavSi Tvals gavadevnebT, uSualod, qarTuli xalxuri musikis 
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ganaxlebis dinamikas da mimovixilavT im ZiriTad musikalur movlenebsa Tu 

mimarTulebebs, rac, daaxloebiT, ukanaskneli saukunenaxevris manZilze 

qarTuli musikaluri folkloris sferoSi gamovlinda.  

uSualod, I qveTavis farglebSi ki warmodgenilia XIX saukunis bolodan 

qarTul xalxur musikaSi mimdinare cvlilebebi, rac am sferoSi saukuneebis 

manZilze Camoyalibebuli ZiriTadi kanonzomierebebis farglebs gascda da 

qarTuli folkloruli tradiciisaTvis manamde uCveulo elementebi SeiTvisa. 

amdenad, SegviZlia vTqvaT, rom am periodidan qarTul folklorSi mimdinare 

gardaqmnis procesi, tradiciuli musikis ganaxlebis zogadi Taviseburebebis 

gaTvaliswinebiT, qarTuli folkloris ganaxlebis procesad yalibdeba, rac, 

Tavis mxriv, folkloruli musikis ganaxlebis msoflio tendenciis 

lokalur, qarTul gamoxatulebas qmnis.  

sazogadoebaSi gaCenilma axalma kulturulma orientirebma qarTuli 

xalxuri musikis sasceno Sesrulebis tradiciis Casaxva ganapiroba, ramac 

srulad gansazRvra folkloris ganviTarebis Semdgomi kursi. sasceno 

folkloris gaCenis TariRad 1885 wels lado aRniaSvilis `qarTuli xoros” 

daarseba moiazreba, Tumca mis paralelurad mimdinare qarTuli xalxuri 

simReris notirebis procesma ganaxlebis tendenciebs aseve Seuwyo xeli. 

sadisertacio naSromSi gamoyenebul terminSi `sasceno folklori”, rogorc 

pirveladi, ise meoreuli (e. garayaniZis terminebi) ansamblebis Sesrulebas 

moviazrebT, gamomdinare iqidan, rom sakoncerto formati orive tipis 

koleqtivis Sesrulebaze axdens gavlenas, sxva Tu araferi, bunebrivi 

saSemsruleblo garemos Canacvlebis TvalsazrisiT mainc.  

unda iTqvas, rom gundis musikaluri xelmZRvanelis, Cexi ioseb ratilis 

mier `qarTuli xoros” evropuli sagundo tradiciisamebr oTx xmad – pirvel 

tenorebad, meore tenorebad, baritonebad da banebad dayofam waaxalisa 

samxmiani qarTuli simRerebis gaoTxxmianebis procesi. amasTan, tradiciulad, 

zeda xmebis TiTo adamianis mier mRera, rac Semsrulebels 

improvizaciisaTvis did Tavisuflebas aZlevda, Caanacvla maTi gaormagebis, 

gasammagebisa da a.S. praqtikam. garda amisa, qarTuli folkloruli gundis 

wevrebs Seemata axali figura – diriJori, romelic evropuli praqtikis 
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Tanaxmad, gundis win idga, Sesabamisi JestikulaciiT warmarTavda simReris 

Sesrulebis process da amasTan, xalxur simReras mravali manamde uCveulo 

niuansiT tvirTavda.  

yovelive es sabWoTa epoqaSi, folkloruli nimuSebis pirveladi 

socialuri funqciis TandaTanobiT Canacvleba-gaqrobisa da folkloris 

ganaxlebis axali talRis pirobebSi, tradiciad damkvidrda da kidev axali, 

manamde uCveulo praqtika SeiTavsa. Sedegad, qarTuli xalxuri musikis 

regionuli, stiluri, saSemsruleblo Taviseburebebis mravalferovneba 

mniSvnelovnad daikarga da pirvelwyarosagan sakmaod daSorebuli 

folkloruli kultura sruliad sxva mimarTulebiT _ sabWoTa masobriv 

xelovnebad ganviTarda.  

1980-ian wlebSi politikuri cnobierebis xelaxal gardatexas daemTxva 

qarTuli folkloris ganaxlebis procesis Semdgomi talRa, romelic 

sabWoTa folkloramdeli xalxuri musikis aRdgenasa da xelaxal 

damkvidrebas isaxavda miznad (Tumca folkloris Semsruleblobisadmi axali 

midgomis Canasaxi wina aTwleulSi ukve gaCnda). aqcenti keTdeboda ara 

mxolod sakoncerto folkloruli repertuaris diapazonis gazrdasa da 

nimuSebis pirveladi formiT warmodgenaze, aramed specifikuri lokaluri 

saSemsruleblo maneris dauflebaze adgilobrivi musikaluri koloritis 

zedmiwevniT zustad gadmosacemad. Sesabamisad, folkloruli masalis 

Canawerebidan Seswavla TandaTan umTavres saswavlo meTodad iqca da es 

midgoma dRemde aqtualuria. 

amave qveTavSia warmodgenili qarTuli folkloris ganaxlebis 

farglebSi gaCenili meore ZiriTadi mimarTulebis, pop-folkis mimoxilva, 

masSi gamovlenili ramdenime mniSvnelovani tendenciis aqcentirebiT. pop-

folki (folkloris wreebSi aqamde cnobili, rogorc `fsevdo-folklori”) 

folkloruli elferis mqone, Tanamedrove saqarTveloSi Zalze popularuli 

musikaluri mimarTulebaa. misi demokratiuloba da farTo gavrceleba, 

standartizebuli teqsti da axleburad gaazrebuli xalxuri musikis 

zogierTi elementi am musikas folkloruli da pop-musikis stilebis 

erTgvar simbiozad warmogvisaxavs da, amdenad, logikurad migvaCnia misi 
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termin `pop-folkiT” saxeldeba, miT ufro, rom es ukanaskneli kargad 

ireklavs am fenomenis musikalur saxeobriobas. 

es musika dRemde araa Rrmad gamokvleuli qarTveli eTnomusikologebis 

mier, folkloruli wris warmomadgenelTa umravlesobas ki is aralegitimur 

musikalur stilad miaCnia. Tumca, miuxedavad tradiciuli musikis mimdevarTa 

kritikisa, mediisa da internetis saSualebiT ukve farTod gavrcelebuli 

musikis es mimarTuleba Tanamedrove qarTuli sociumis garkveul jgufebSi 

Zalian popularulia, rac mecnierebs cxadad gviCvenebs Sesabamisi definiciis 

SemuSavebis problemis aqtualobas.  

 

 

qveTavi II: qarTuli folk-fiuJenis Casaxvidan mis Tanamedrove 

gamovlinebamde 

 

am qveTavSi qarTuli folkloruli musikis ganaxlebis mesame da Cveni 

sadisertacio kvlevisaTvis centralur musikalur mimarTulebas, folk-

fiuJens warmovadgenT. kerZod, Cveni mizania, istoriul dinamikaSi 

davakvirdeT qarTuli folk-fiuJenis sawyisebis gaCenisa da ganviTarebis 

mravalwlian process (1920-30-iani wlebidan vidre XXI saukunemde) da im 

ZiriTadi socio-politikuri Tu kulturuli movlenebis WrilSi 

warmovadginoT, ramac mniSvnelovnad ganapiroba am musikaluri mimarTulebis 

gaCenis aucilebloba da warmarTa misi Semdgomi kursi. amdenad, am qveTavSi 

qronologiuradaa ganxiluli qarTuli folk-fiuJenis meore rigis qolga 

terminSi Semavali ZiriTadi qve-mimarTulebebis (eTno-jazi, folk-roki, folk-

alternativa, progersiv-folki) istoria.  

rogorc viciT, sabWoTa kavSirSi dasavluri popularuli musikis 

analogs saestrado musika warmoadgenda da sabWoeTis yovel respublikaSi 

garkveuli adgilobrivi musikaluri TaviseburebebiT xasiaTdeboda. 

saqarTveloSi saestrado musika, erTi mxriv, qarTuli qalaquri musikaluri 

folkloridan aRmocenda, meore mxriv ki, SeiTvisa rogorc rusuli 
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saestrado musikis, ise dasavluri jazis Taviseburebebi da TandaTan, sabWoTa 

estradis qarTul analogad Camoyalibda. estradis farglebSi moRvaweobdnen 

pirveli qarTveli jaz-koleqtivebic, dawyebuli 1945-46 wlebSi jano 

bagrationis mier Seqmnili pirveli jazorkestridan. Tumca, sxvadaxsva 

wyaroze dayrdnobiT SegviZlia vivaraudoT, rom e.w. qarTuli jazi (erovnuli 

sakravebiT gamdidrebuli) manamdec arsebobda. amaze miuTiTebs informacia 

1933-1934 wlebSi Teatr „SuqurasTan“ arsebuli musikaluri koleqtivis `jaz-

xurjinis“ Sesaxeb; kiril zdaneviCis naxati `Tbilisuri jazi”, romelzec 

jazuri da qarTuli xalxuri sakravebia gamoxatuli da sxv. 

qarTuli saestrado musikis specifikur Taviseburebas adgilobrivi 

folklorisadmi mimarTva warmoadgenda, ramac sabWoTa estradis uzarmazar 

sivrceSi originaluri qarTuli saestrado musikis Camoyalibeba ganapiroba. 

Tavdapirvelad, qarTuli tradiciuli musikis elementebi jazis (kerZod, 

svingis) konteqstSi iyo moqceuli, rogorc es am tipis erT-erT pirvel 

kompoziciaSi, jansuR kaxiZis `krimanWulSia” ganxorcielebuli. aRniSnul 

kompoziciasTan erTad, 1960-70-ian wlebSi ansambl `oreras” folkloruli 

elferis mqone repertuariT sabWoTa kavSiris araerT qveyanas miewodeboda 

qarTuli folkloris Sesaxeb informacia. `orera” da msgavsi musikaluri 

orientaciis mqone Semdgomi filarmoniuli vokalur-instrumentuli 

ansamblebi (`dielo”, `iveria”, ansambli `75” da sxv.) qmnidnen im periodis 

qarTul saestrado musikas, imave qarTul sabWoTa pop musikas. am ansamblebis 

SemoqmedebaSi 1970-80-ianebis dasavluri musikis (im periodis popis, msubuqi 

rokisa da svingis) da sabWoTa estradis (ZiriTadad, rusuli Sliagerebis) 

musikalur simbiozTan organulad iyo Serwymuli qarTuli xalxuri musikis 

elementebi, rac, saboloo jamSi, CvenTvis nacnob qarTul saestrado musikas 

qmnida. Tumca, zemoaRniSnuli musikalur-teqnologiuri Taviseburebebis 

gaTvaliswinebiT, is folk-fiuJenis (qarTuli xalxuri da dasavluri 

popularuli musikis hibriduli forma) Canasaxad, mis adreul formad unda 

miviCnioT. 

unda aRiniSnos, rom sabWoTa kavSirSi popularuli musikis da rokis ori 

forma Tanaarsebobda. pirveli iyo filarmoniuli vokalur-instrumentuli 
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ansamblebi, meore ki – `iatakqveSa” rok-kultura, anu is rok-ansamblebi, 

romlebic TavianTi musikis radikalurobisa da gamokveTilad dasavluri 

ieris gamo ar iyo oficialurad aRiarebuli Tu mxardaWerili. 1970-iani 

wlebidan qarTul iatakqveSa rokSi adgilobrivi folkloris CarTva sabWoTa 

reJimisgan Seviwroebuli, damoukideblobadakarguli qarTveli axalgazrdebis 

protestad da, am mxriv, erovnuli identobis garkveuli formiT gamoxatvis 

saSualebad iqca.  

damoukideblobis aRdgenis Semdgom qveynis socialur-kulturuli 

mdgomareoba radikalurad Seicvala da ukiduresad mZime politikuri 

procesebis paralelurad, 1990-ianebis saqarTveloSi kulturis sferos 

ganviTarebis procesi Zalze neli nabijiT warimarTa. unda iTqvas, rom 

qarTuli folklori im periodSi gansakuTrebiT aqtualuri gaxda da, 

miuxedavad interesebis Widilisa, gza qarTuli musikaluri sazogadoebis 

orive, urTierTdapirispirebul frTaSi ganagrZo – qalaquri folkloruli 

ansamblebis repertuarsa da 90-ianebis dasawyisSi Tavis ayvavebis fazaSi myof 

qarTuli alternatiuli musikis konteqstSi (dada dadianis, iraklis 

Carkvianisa da sxvaTa SemoqmedebaSi).  

erovnuli musikaluri elementebis inkorporacia TviTgamoxatvis formas 

warmoadgenda qarTuli eTno-jazis mimarTulebaSic, Tumca tradiciulad, misi 

warmomadgenlebi socialuri poziciis manifestaciis TvalsazrisiT nakleb 

aqtiurebi iyvnen, gansakuTrebiT 90-ianebis qarTul alternatiul musikasTan 

SedarebiT. maT erTgvari musikaluri modeli ukve napovni hqondaT, erTi 

mxriv, jazisa da qarTuli musikis sinTezis sabWoTa gamocdilebis 

TvalsazrisiT, ufro metad ki, 80-ianebis meore naxevarSi Camoyalibebuli 

jgufebis, `jaz-qoralisa” da „adios“ musikaluri stilis saxiT.  

swored 1990-ian wlebSi daarsda jgufebi „deciSi“ da `zumbalendi”, 

romelTac saqarTveloSi progresiv-folkis mimarTulebas daudes saTave. maT 

kompoziciebSi saqarTvelos sxvadasxva kuTxis folkloruli nimuSebi Tu 

intonaciebi Serwymulia jazis, rokisa da popis elementebTan, rac maT 

musikas progresiv-folkad aqcevs.  
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rogorc qarTuli folk-fiuJenis Casaxvisa da ganviTarebis adreuli 

etapebis mimoxilvidan ikveTeba, qveyanaSi arsebuli socio-kulturuli 

realoba da misi esa Tu is politikuri kursi mniSvnelovnad airekla am 

musikalur mimarTulebaze. es iqneboda sabWoTa reJimis farglebSi, misadmi 

protestis sademonstraciod, erovnul-ganmanTavisuflebeli moZraobis 

kvaldakval Tu damoukideblobamopovebuli qveynis socio-ekonomikuri 

krizisis pirobebSi mimdinare musikaluri procesebi, wamowyebebi Tu 

eqsperimentebi. 

 

 

Tavi III 

qarTuli folk-fiuJenis musikaluri da socialuri aspeqtebi 

qveTavi I: folk-fiuJenis musikaluri formaqmnadobis principebi 

 

2000-iani wlebidan, globalizaciisa da internet-gavrcelebis gavleniT, 

dasavluri musikis uaxlesi tendenciebi kidev ufro aqtiurad Semovida 

saqarTveloSi da sagrZnoblad gaxSirda qarTuli xalxuri musikis 

elementebis gamoyenebis faqtebi sxvadasxva musikalur eqsperimentSi. Sedegad, 

folk-fiuJen musikis stiluri mravalferovneba gaizarda da Tanamedrove 

qarTuli folk-fiuJen scena bevrad mravalwaxnagovani gaxda.  

am qveTavis mizania, Tanamedrove folk-fiuJenSi arsebuli 

mravalferovnebis warmoCena, rogorc qarTuli folkloruli musikis 

elementebis gamoyenebis ama Tu im formis TvalsazrisiT, ise mis popularul 

musikasTan sinTezSi miRebuli axali musikaluri erTeulis originalobisa 

Tu gamovlenis individualuri praqtikis kuTxiT.  

pirvel rigSi, ganvixileT msgavsi mimarTulebis musikis analizis 

SesaZlo variantebi, raTa qarTuli folk-fiuJenisaTvis yvelaze tipuri 

modeli gamogvevlina, romelsac garkveuli kriteriumebis mixedviT SerCeuli 

qarTuli fol-fiuJen jgufis/proeqtis analizisas gamoviyenebdiT. 

Tavdapirvelad, popularuli musikis kvlevisa da analizis arsebuli 

meTodebi da praqtika SeviswavleT. kerZod, riCard midltonis mier 
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SemoTavazebuli musikaluri Jestikulaciis analizis meTodi, loren 

ninoSvilis sadisertacio naSromSi warmodgenili qarTul musikasa da teqsts 

Soris urTierTmimarTebis dadgenis meTodi, ana piotrovskas mier popularul 

musikasTan dakavSirebiT SemuSavebuli mravalxmianobis efeqtis Teoria, irina 

ebraliZis sadisertacio naSromSi warmodgenili eTno-jazisa da folk-jazis 

SedarebiTi analizisaTvis SemuSavebuli sistema da sxv. yovelive amis 

safuZvelze ki CvenTvis saintereso da folk-fiuJenis konteqstSi SedarebiT 

relevanturi kriteriumebi SevarCieT da Cveneuli saanalizo sistema amgvarad 

CamovayalibeT: 

1. folkloruli masalisadmi midgoma – ras iyenebs?  

 romeli mimarTulebis? – glexuri, qalaquri;  

 ra Janris? – Sromis, sacekvao, sufruli da a.S.  

 romeli kuTxis an musikaluri dialeqtis/eTnikuri 

mikuTvnebulobis? 

 iyenebs Tu ara folklorul instrumentebs (da ras)? 

 vokalur erTxmianobas mimarTavs Tu mravalxmianobas (da romel 

formebs)?  

 rogor folklorul repertuars iyenebs? – popularuli Tu 

naklebad cnobili, rTuli Tu SedarebiT martivi musikaluri struqturis; 

 ra saxis wyaros mimarTavs? – sanoto Canawerebi, saarqivo audio 

Canawerebi, Tanamedrove audio-video Canawerebi, Tavad iwers masalas; 

2. folkloruli masalis damuSavebis principebi – rogor iyenebs? 

 uSualod – citaturad, folkloruli nimuSis semantikuri 

datvirTvis SenarCunebiT;  

 gaSualebulad – calkeuli musikaluri elementebis (melodia, 

akordika, kilo, metr-ritmi) doneze, axali semantikuri datvirTviT; 

 vokalur partiaSi Tu sakravier TanxlebaSi (Tu oriveSi); 

 vokalur mravalxmianobas mimarTavs Tu mravalxmianobis efeqts? 

 ra teqsts iyenebs da rogor? – xalxuri teqsti, axali teqsti 

xalxur stilSi, samRerisebi, glosolaliebi da a.S. 
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3. fiuJenis ganxorcielebis stiluri mravalferovneba – ra 

gansxvavebuli qvemimarTulebebi gvxvdeba (met-naklebad identificirebadi)?  

 eTno-jazi 

 folk-roki 

 folk-eleqtronika 

 progresiv-folki 

 folk-alternativa 

folk-fiuJenis Seqmnis perspeqtivebze, folklorul wyarosTan 

mimarTebis mravalferovnebasa da ramdenime sxva kriteriumze dayrdnobiT 

gamovyaviT qarTuli xalxuri musikis dasavlur popularul musikasTan 

sinTezis yvelaze Zveli formis, eTno-jazis (folkloruli musikisa da jazis 

nazavi) Semsrulebeli jgufi „iriao“ da maTi Semoqmedeba musikalur WrilSi 

gavaanalizeT, sadisertacio naSromSi ki nimuSad warmovadgineT kompozicia 

`xelxvavi”-s musikaluri analizi (rogorc bendis, ise bendisa da 

orkestrisaTvis aranJirebul versiebze dayrdnobiT).  

Semdgom, calkeuli kompoziciebis analizis Sedegad, saSualeba mogveca 

eTno-jaz jguf `iriaos” Semoqmedeba SedarebiT ganzogadebulad, zemoT 

moxmobili saanalizo sistemis mixedviT gangvexila. maTi Semoqmedebis 

analizisas gamovlenil ama Tu im saintereso tendencias Soris, sagangebod  

aRvniSnavT jgufSi Semavali vokaluri trios datvirTvas. kompoziciebSi 

qarTuli mravalxmiani simReris elemetebis Semomtani vokaluri trio 

~iriaos~ udavo solistad warmogvidgeba, rac jgufis mTavar SemoqmedebiT 

kursze metyvelebs. amasTan, Tu qarTuli eTno-jazis Semsruleblebis 

umravlesobas improvizaciis elementi, pirvel rigSi, jazidan hqondaT 

SeTvisebuli da qarTuli xalxuri musikis morig saimprovizacio masalad 

gadamuSavebas axdendnen, gansxvavebulia `iriaos~ midgoma. jgufis vokaluri 

trios wevrebi jazTan Sexvedramde, swored xalxur musikaSi eziarnen 

improvizaciulobis fenomens da aqedan Seitanes es elementi `iriaos” 

saSemsruleblo stilsa da repertuarSi. aRniSnuli Taviseburebebi jguf 

`iriaos” qarTuli eTno-jazis mimarTulebaSi gansxvavebul da amavdroulad, 
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dRes arsebuli Semsruleblebidan erT-erT yvelaze maRalprofesionalur 

jgufad aqcevs. 

 

 

qveTavi II: folk-fiuJeni, rogorc qarTveli musikosebis identobis 

gamomxatveli: sociologiuri analizis cda 

 

am qveTavSi warmodgenili analizi, ZiriTadad, sociologiuri kvlevis 

mTavar meTods _ CarTuli interviuebis warmoebas emyareba. swored 

interviuebis daxmarebiT dadginda, Tu rogor vlindeba folk-fiuJenis 

musikalur stilSi erovnuli identobis sakiTxi da ra rols TamaSobs mis 

gansazRvraSi motivaciis fenomeni. SeiZleba Tu ara folk-fiuJeni Tanamedrove 

multikulturul qveyanaSi mcxovrebi qarTvelis erovnuli identobis 

gamomxatvelad miviCnioT?! am qveTavSi SevecadeT, es sakiTxebi 

interdisciplinaruli (eTnomusikologiis, anTropologiisa da sociologiis) 

perspeqtividan gagveanalizebina da sabolood, am kiTxvebze Cveneuli pasuxebi 

warmogvedgina. 

fsiqologebi motivaciis or ZiriTad saxes ganasxvaveben – Sinagansa 

(intrinsic) da garegans (extrinsic). amaTgan, Sinagani motivaciiT Sesrulebuli 

samuSaosgan, rogorc wesi, adamiani did siamovnebasa da kmayofilebis 

grZnobas iRebs, garegani motavacia ki, Cveulebriv, sociumisgan modis da, 

SesaZloa, am samuSaom avtors siamovnebac moutanos, magram, ZiriTadad, 

sazogadoebis moTxovnebis dakmayofilebas emsaxureba. 

naSromSi SerCeulia gansxvavebuli biografiis, kulturuli gavlenebisa 

da musikaluri prioritetebis mqone ramdenime qarTveli folk-fiuJen 

musikosi daviT malazonia (jguf „iriaos“ xelmZRvaneli), niaz diasamiZe 

(jguf `33a”-s damaarsebeli da wevri), miSa mdinaraZe (jguf „barakas“ 

xelmZRvaneli), kaxaber ciskariZe (`kaxaberi da xanumebis“ Semqmneli), iluSa 

cinaZe (avtor-Semsrulebeli). maTi Semoqmedebisa da interviuebis analizis 

Sedegad gamovlinda, Tu ram ganpiroba am musikosebis mier sakuTar 
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kompoziciebSi qarTuli xalxuri musikis elementebis gamoyeneba da ra tipis 

motivaciasTan gvaqvs saqme TiToeuli maTganis SemTxvevaSi. 

aRmoCnda, rom aRniSnuli qarTveli folk-fiuJen musikosebis 

SemoqmedebaSi qarTuli xalxuri musikis elementebis gamoyenebisas rogorc 

Sinagan, ise garegan motivaciasTan gvaqvs saqme. amave dros, gansxvavebuli 

mxatvruli azrovnebisa da motivaciis mqone yvela es musikosi garda 

individualurisa, sxvadasxvagvarad transformirebuli, magram mainc 

erovnuli Rirebulebebisadmi pativiscemis gamoxatvis motivaciiTac 

xelmZRvanelobs.  

unda iTqvas, rom sakmaod gansxvavebuli suraTi ikveTeba emigranti 

musikosebis SemTxvevaSi, romelTa SemoqmedebaSi qarTuli xalxuri 

musikisadmi mimarTeba ara mxolod tradiciulisa da Tanamedroves, aramed 

mSobliurisa da SeZenilis erTi SexedviT urTierTdapirispirebuli 

kategoriebis gaerTianebisa da amiT sakuTari gaorebuli identobis erT 

mTlianobad qcevis motivaciiTaa ganpirobebuli (am Tvalsazrisis 

sademonstraciod, sadisertacio naSromSi, gansakuTrebiT farTodaa gaSlili 

musikos iluSa cinaZis biografiisa da Semoqmedebis analizi). 

miuxedavad xangrZlivi istoriisa, Tanamedrove qarTuli folk-fiuJen 

sfero musikosebisa Tu eqsperimentuli proeqtebis simcires ganicdis, rasac 

aRmoCnda, rom Semdegi faqtorebi ganapirobebs: qarTuli folkloruli 

musikaluri masalis damuSavebisas pirvelwyaros dazianebis SiSi; musikaluri 

avtoritetebisgan mZafri kritikuli Sefasebebis safrTxe; popularul 

musikaSi folk-musikosebis kompetenciis simcire; musikosebis mxridan 

musikaluri iniciativis gamoCenis unaris, musikaSi Tavisuflebis SegrZnebis 

nakleboba; folk-fiuJenis koncertebis, festivalebis Catarebis iniciativebis 

fragmentuloba da Sesabamisi sivrcis ararseboba. 
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Tavi IV 

qarTuli folk-fiuJenis socio-kulturuli funqcia 

 

sadisertacio naSromis daskvniTi Tavi Tanamedrove qarTul socialur 

garemoSi folk-fiuJenis rolis gansazRvras exeba. kerZod, yoveldRiurobis 

ra formebSi iCens Tavs folk-fiuJenisadmi mimarTva da ra socio-kulturuli 

funqciis matarebelia qarTuli musikaluri folkloris Tanamedrove 

sazogadoebriv da politikur cxovrebaSi am formiT integrireba. 

amavdroulad, vcdilobT ganvsazRvroT, Tu ramdenad da ra saxiTaa CarTuli 

qarTuli folk-fiuJeni qveynis kulturul politikaSi da ra samomavlo 

perspeqtivebi SeiZleba arsebobdes am mimarTulebiT.  

sadisertacio kvlevis procesSi, qarTul sazogadoebriv cxovrebaSi 

CarTuli folk-fiuJenis esTetikuri, SemecnebiTi, sakomunikacio, 

aRmzrdelobiTi da utilitaruli funqciebi gamoikveTa.  

 Tanamedrove musikaluri JReradobis gavleniT, folk-fiuJeni qarTvel 

msmenels globalizebuli samyaros sruluflebian wevrad aRaqmevinebs Tavs. 

amasTan, mis musikalur struqturaSi folkloruli elementebis CarTviT, 

adgilobriv msmenels fesvebTan, winaprebTan kavSiris gancdas aniWebs da 

sakuTari kulturuli memkvidreobis nawilad agrZnobinebs Tavs. amdenad, erT 

adamianSi am ori mniSvnelovani gancdis erToblioba da misiT gamowveuli 

pirovnuli srulfasovnebis SegrZneba esTetikuri siamovnebis wyarod iqceva.  

qarTuli folk-fiuJenis esTetikur funqciaSi uaRresad mniSvnelovania 

esTetikuri Rirebulebis parametri, rac qarTuli folkloruli musikis 

elementSi Warbad vlindeba. es ukanaskneli xSirad sruliad gansxvavebuli 

musikaluri stilis ucxoeli Semsruleblebis STagonebis wyaro xdeba da am 

gziT gvevlineba dasavlur popularul musikasTan sinTezSi. sadisertacio 

naSromis meoTxe TavSi ramdenime msgavsi SemTxvevaa ganxiluli. 

qarTuli sazogadoebis (gansakuTrebiT, axalgazrdebis) reaqciiT Tu 

vimsjelebT, SeiZleba iTqvas, rom folk-fiuJenis popularoba swored 

siamovnebis faqtoriTaa ganpirobebuli, Tumca aranakleb mniSvnelovania misi 

sakomunikacio funqcia – es musika aerTianebs mraval adamians, radgan igi maT 
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Soris erTgvari komunikaciis damyarebis saSualebaa. folk-fiuJenis 

aRmzrdelobiTi funqcia gamoxatulia imaSi, rom is monawileobs pirovnebis 

Camoyalibebis procesSi, imdenad, ramdenadac qarTvel msmenelSi identobis 

grZnobis gaRvivebas uwyobs xels. rac exeba qarTuli folk-fiuJenis 

SemecnebiT funqcias, rogorc yvela mxatvruli nimuSi, is xelovanis 

realobisadmi damokidebulebas gamoxatavs, es iqneba raime socialuri an 

politikuri procesisadmi Tu sxva. swored zemoaRniSnuli komunikaciis 

meSveobiT es informacia gadadis msmenelSi da Sesabamisad, SemecnebiT 

datvirTvas iZens.  

rac exeba qarTuli folk-fiuJenis utilitarul funqciebs, is 

Tanamedrove postmodernuli sociumis cxovrebis pirobebSi gansakuTrebiT 

aqtualuri xdeba da yvelaze xSirad sazogadoebrivi cxovrebis Semdeg 

sferoebSia gamovlenili: sareklamo industria, kulturuli turizmi da 

politika (demonstraciebi da saprotesto gamosvlebi, sxvadasxva saxis 

oficialuri Sexvedrebi da saerTaSoriso kulturuli RonisZiebebi).  

viTvaliswinebT ra, rom folk-fiuJen musikas Seswevs unari saqarTvelos, 

rogorc tradiciebze dafuZnebuli Tanamedrove Rirebulebebis matarebeli 

qveynis prezentacia moaxdinos, am musikalur mimarTulebas qarTuli 

kulturis erTgvar aRmniSvnelad, markerad warmovidgenT. amasTanave, is 

mWidro kavSirSia amerikeli mecnieris, Carlz sanders pirsis niSnebis 

semiotikur TeoriasTan, ramdenadac, semiotika kulturul markers 

ganixilavs, rogorc niSnebs, simboloebs, romlis daxmarebiT adamianebi 

sakuTar Tavs garkveuli kulturis warmomadgenlebad miiCneven. msgavs 

markerebs ganekuTvneba, pirvel rigSi ena, maT Soris, musika, religia, 

kulturisTvis normad miRebuli Rirebulebebi da a.S. folk-fiuJeni swored 

amgvari niSnis datvirTvis matareblad gvesaxeba.  

folk-fiuJenis zemoaRniSnuli esTetikuri da socialuri funqciebi 

ganpirobebulia masSi Serwymuli musikaluri masalis mier adamianebze 

garkveuli zemoqmedebis moxdenis unariT. am TvalsazrisiT, disertaciis 

daskvniT TavSi warmodgenilia folk-fiuJenis qarTul sociumze 

zemoqmedebisas adamianebis sxvadasxva fsiqo-emociuri mdgomareobis Semdegi 
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indikatorebi: esTetikuri indikatori, maradiuli arqetipebis indikatori, 

identifikaciis indikatori, egzotikurobis indikatori, momxmarebluri 

damokidebulebis indikatori.  

qarTuli folk-fiuJenis funqciebis kvlevis Semdgom, Cven mier 

Catarebuli kidev erTi sociologiuri analizis safuZvelze, naSromis meoTxe 

TavSi mocemulia dRevandeli qarTuli sazogadoebis garkveuli nawilis azri 

folk-fiuJenis adgilobrivi warmomadgenlebis Sesaxeb. Catarebul internet-

gamokiTxvaSi monawile gansxvavebuli asakis, profesiisa da sacxovrebeli 

adgilis mqone 487-ma moqalaqem kiTxvarSi dasaxelebuli 9 folk-fiuJen 

jgufidan/proeqtidan (`iriao~, `Sin~, `egari”, giorgi miqaZe&basiani, `33a~, 

`zumbalendi~, `kaxaberi da xanumebi~, `stumari~, `deciSi~) yvelaze cnobadi, 

popularuli da sayvareli Semsruleblebi gamoavlina. aRniSnuli internet-

kiTxvaris Sedegebma saintereso daskvnebis gakeTebis saSualeba mogvca, rasac 

sadisertacio kvlevis dasasruls Sejamebul TezisebTan erTad naSromis 

daskvnis nawilSi warmovadgenT. 

 

 

daskvna 

 

sadisertacio kvlevis Sedegad gamovlinda Semdegi: 

1. saerTaSoriso samecniero literaturis gacnobis Sedegad gamovlinda, 

rom tradiciul musikaSi cvlilebebis ama Tu im aspeqtiT kvleva Tanamedrove 

eTnomusikologiis erT-erTi mTavari amocanaa, rac dasavluri 

mecnierebebisgan gansxvavebiT, qarTul eTnomusikologiaSi axla ikidebs fexs. 

Tumca aRmoCnda, rom qarTul tradiciul musikalur praqtikaSi radikaluri 

cvlilebebi, romlebic folkloris imanentur bunebas gardaqmnida da Cven 

mier ganaxlebis procesis dasawyisadaa miCneuli, jer kidev XIX saukuneSi 

daiwyo. 

2. dasavluri eTnomusikologiuri Teoriebis Tanaxmad, Tanamedrove 

mecnierebi xalxur musikaSi momxdar cvlilebebs folkloruli musikis 

ganaxlebis procesad moiazreben, rasac inglisurenovan literaturaSi 
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sxvadasxva terminiT – “music revival”, “revitalization”, “reshaping” – moixsenieben. 

Sinaarsobrivi niuansebis analizis safuZvelze am terminebidan yvelaze 

Sesaferisad “Music revival” miviCnieT, romlis qarTuli Sesatyvisebidan samuSao 

terminad sityva `ganaxleba” SevarCieT, rac ukve arsebulis axal 

interpretacias gulisxmobs. gamomdinare iqidan, rom TanamedroveobasTan 

adaptaciis dros folkloruli tradiciis Tanmdevi cvlileba swored 

folkloris ganaxlebaSi, axali saxeobriobiT warmodgenaSi gamoixateba, Cven 

mTel am process ganvixilavT, rogorc ganaxlebis process. 

3. sakiTxis istoriuli perspeqtiviT kvlevis Sedegad ganisazRvra 

qarTuli folkloruli musikis ganaxlebis fazebi da formebi. amave dros, 

gamoikveTa ganaxlebis formebis ganmapirobebeli socio-kulturuli da 

politikuri faqtorebi. amdenad, gamovlinda sami forma, romlebic ganaxlebis 

qolga terminis qveS gavaerTianeT: sasceno folklori, pop-folki da folk-

fiuJeni. rac Seexeba fazebs, dadginda, rom maTi sazRvrebi, ZiriTadad, qveynis 

politikuri ganviTarebis etapebs emTxveva (me-19 saukunis erovnul-

ganmanTavisuflebeli moZraoba, saqarTvelos gasabWoeba, 1980-iani wlebis 

erovnul-ganmanTavisufloebeli moZraoba, globaluri tendenciebis 

gaZliereba 2000-iani wlebidan). 

4. vinaidan folkloruli musikis ganaxlebis procesSi auTentikurobis 

fenomenis analizs sabaziso mniSvneloba aqvs, kvlevaSi gamovavlineT am 

terminis interpretaciis sxvadasxva forma Tanamedrove dasavlur da 

aRmosavleTevropul, maT Soris, qarTul samecniero literaturasa da 

praqtikaSi. dasavluri interpretaciisagan gansxvavebiT, sadac termini xSirad 

ixmareba gulwrfelis, naRdis mniSvnelobiT, aRmosavleT evropasa da 

saqarTveloSi mas mimarTaven mxolod Zvelis, pirveladis mniSvnelobebiT. 

amasTan, qarTul sinamdvileSi, bolo dros SeiniSneba am terminis naRdisa da 

gulwrfelis mniSvnelobiT xmarebis tendencia, Tumca ara folkloris 

sferoSi.  

5. kvlevaSi, garda `ganaxlebisa~, SevimuSaveT axali terminebi: `pop-folki~, 

romliTac aRvniSnavT folklorul yaidaze Seqmnil Tanamedrove nimuSebs, e.w. 
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`fsevdo-folklors”; `folk-fiuJeni”, romelsac ganvixilavT, rogorc 

folkloruli musikisa da dasavluri popularuli musikis mimdinareobebis 

(jazi, roki, popi, eleqtronika da a.S.) sinTeturi formebis aRmniSvnel meore 

rigis qolga termins. 

6.  pop-folkis musikaluri stilis am terminiT saxeldebisaTvis Semdegi 

mTavari argumenti gamoikveTa: folkloruli musikis axleburad gaazrebuli 

zogierTi elementis gverdiT, am musikisTvis, aseve, damaxasiaTebelia pop-

musikisaTvis Cveuli demokratiuloba, farTo gavrceleba da 

standartizebuli teqsti. amdenad, migvaCnia, rom termini `pop-folki” 

(popularuli folklori) saukeTesod asaxavs aRniSnul Taviseburebebs.  

7. rogorc aRmoCnda, Cven mier Semotanili termini `folk-fiuJeni” 

msoflio eTnomusikologiaSi iSviaTad gamoiyeneba. Tumca is qarTul 

musikalur realobaze zustadaa morgebuli da zedmiwevniT asaxavs masSi 

Cadebul Sinaarss – qarTuli folkloruli musikisa da popularuli musikis 

sinTezs, radgan sityva `fiuJeni” (Serwyma) erTi obieqtis/erTeulis misaRebad 

ori an meti sagnis SekavSirebis process aRniSnavs, winsarTi `folk~ ki am 

musikaluri sinTezis ucvlel komponentze – folklorul musikaze 

miuTiTebs. 

8. terminologiaze muSaobis procesSi folk-fiuJenis erT-erT sinonimur 

terminad `eTnikuri musika”, igive `eTno-musika” gamovlinda. Tumca, rogorc 

aRmoCnda, eTno-musikis saxelwodeba, SesaZloa, gamoyenebul iqnas ara mxolod 

folkloruli elementebis Semcveli sinTeturi musikaluri erTeulebis 

definirebisTvis, aramed Tavad folkloruli musikis sinonimur 

saxelwodebadac. Sesabamisad, terminis araerTmniSvnelovnebis gamo 

mizanSewonilad ar miviCnieT sadisertacio kvlevaSi ganxiluli qarTuli 

xalxuri musikisa da dasavluri popularuli musikis elementebis sinTeziT 

Seqmnili musikaluri erTeulis termin eTno-musikiT definireba.  

9.  gamovlinda, rom folk-fiuJenis musikalur mimarTulebas bevri saerTo 

aqvs `msoflio musikis” (world music) JanrTan. Tumca, maT Soris Semdegi 

principuli gansxvavebebi gamoikveTa – 1. `msoflio musika” Canasaxidanve 

industrializebul-komercializebuli produqtia, rasac ver vityviT sxva 
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mravali motiviT Seqmnil da funqcionirebad folk-fiuJenze; 2. `msoflio 

musika” aris `musika, romelic viRac sxvas ekuTvnis”, xolo, rogorc praqtika 

gviCvenebs, folk-fiuJenis Semsruleblebidan minimum erTi musikosi maincaa im 

tradiciuli musikaluri kulturis warmomadgeneli, romlis musikaluri 

elementebiTac iqmneba popularul musikasTan fiuJeni.  

10.  kvlevis Sedegad gamovlinda qarTuli folkloris ganaxlebis oTxi 

faza: 

a) sasceno folkloris gaCena, romelsac 1885 wlidan (aRniaSvilis gundis 

pirveli koncertidan) TiTqmis erTi saukunis manZilze Tan axlda zeda xmebis 

gaormageba, diriJoris instituti, xalxuri simReris SesrulebaSi evropuli, 

e.w. akademiuri simReris niSnebi, rac 1980-iani wlebidan TiTqmis gaqra 

praqtikidan;  

b) folkloris e.w. sabWoTa stilis Camoyalibeba, xalxur sakravTa 

orkestrebisa da ideologizebuli saavtoro nimuSebis Seqmna, axal 

musikalur tendenciasTan erTad – qarTuli tradiciuli musikis elementebis 

saestrado xelovnebaSi (igive, sabWoTa popularul musikaSi) SetanasTan, rac 

folk-fiuJenis gaCenis winapiroba gaxda;  

g) qarTuli sasceno folkloris yofasTan daaxloebis tendencia 1980-iani 

wlebidan – glexur saSemsruleblo manerasa da folkloris sinkretul 

bunebaze orientirebuli gundebis gaCena. paralelurad, XX saukunis 

erovnul-gamaTavisuflebeli moZraobis periodidan dawyebuli procesi, 

romlis farglebSi folklorisa da Tanamedrove musikis sinTezis Sedegad 

pirveli folk-fiuJen jgufebi Seiqmna. amave periodSi e.w. sabWoTa epoqis 

saavtoro simRerebi Tvisobrivad gardaiqmna da axali ideologiis farglebSi 

pop-folkad gadaiqca.  

d) meoTxe faza 2000-iani wlebidan daiwyo, rodesac mesame fazaSi 

gamovlenilma ganaxlebis procesis Taviseburebebma axali, liberaluri 

sazogadoebis ideologiis pirobebSi ganagrZo arseboba. am fazaSi 

folkloruli musikis funqcionirebis yvela zemoaRniSnuli forma 

Tanaarsebobs. rac Seexeba folk-fiuJens, dasavlur musikalur masalasTan 

SeuzRudavi wvdomis pirobebSi, am meore rigis qolga terminis axali 
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Semadgeneli qvemimarTulebebi gaCnda da is stiluri, musikalur-

dramaturgiuli Tu teqnologiuri TvalsazrisiT, bevrad mravalferovani 

gaxda. 

11. musikaluri praqtikis gaanalizebis Sedegad gamovlinda, rom qarTuli 

folk-fiuJenis pirvel Canasaxebs XX saukunis 60-ian wlebSi folkloruli 

musikis saestrado musikasTan (romelic, xSirad jazis elementebs Seicavda) 

sinTeziT Seqmnili nimuSebi warmoadgenen, rac grZeldeba 1970-ian wlebSi 

folklorisa da rokis sinTeziT, 1980-ianebis bolos ki – qarTul 

alternatiul musikaSi folkloris elementebis gaCeniT.  

12. folk-fiuJenis kvlevis procesSi, popularuli musikis analizis ramdenime 

arsebuli midgomisa da meTodis gaTvaliswinebiT (midltoni, ebraliZe, 

ninoSvili) da folk-fiuJenis konteqstSi SedarebiT relevanturi 

kriteriumebis SejerebiT CamovayalibeT saanalizo sistema, romelic Semdeg 

sam ZiriTad sakiTxzea agebuli:  

a) folkloruli masalisadmi midgoma;  

b) folkloruli masalis damuSavebis principebi; 

g) fiuJenis ganxorcielebis stiluri mravalferovneba.  

13. am sistemis mixedviT eTno-jaz jguf `iriaos” Semoqmedebis gaanalizebisas 

gamoikveTa kompoziciebis avtorisa (daviT malazonia) da Semsruleblebis 

qarTuli xalxuri musikisadmi mimarTvis sxvadasxva midgoma: avtoris mier 

kompoziciebSi realizebuli ucxokulturuli da tradiciuli masalis 

tembrul-akustikuri principebis balansi; folkloruli masalisadmi 

gaSualebuli (calkeuli musikaluri elementebis gamoyenebiT) mimarTva; 

repertuarSi qarTuli xalxuri musikis e.w. glexuri Stos (gansakuTrebiT 

guruli dialeqtis damaxasiaTebeli folkloruli elementebis) siWarbe, 

ganpirobebuli pirvel rigSi, jgufSi vokaluri trios dominirebuli roliT.   

Semsruleblebis midgoma, ZiriTadad, kompoziciis im epizodebSi ikveTeba, 

sadac maT avtori improvizaciis Tavisuflebas aZlevs. aRmoCnda, rom swored 

vokaluri trio uzrunvelyofs eTno-jaz jguf `iriaos” improvizaciuli 
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pasaJebis xalxuri musikis improvizaciis logikiT warmarTvas, rac jgufs 

eTno-jazis sxva Semsruleblebisgan gamoarCevs.  

14. qarTuli folk-fiuJenis sociologiuri aspeqtiT kvlevis, kerZod, 

SemsruleblebTan Catarebuli interviuebis farglebSi, gamoikveTa folk-

fiuJen musikosebis mier sakuTar kompoziciebSi qarTuli folkloruli 

musikis gamoyenebis rogorc Sinagani, ise garegani motivaciebiT 

ganpirobebuloba – TviTgamoxatvis survili, egzotikuroba, erovnuloba, 

komerciuli potenciali da sxv. aRmoCnda, rom calkeuli musikosebis 

SemTxvevaSi Sinagani da garegani motivaciebi Tanaarsebobs.  

15. qarTveli musikosebis motivaciis kvlevis procesSi gamovlinda is 

faqtorebi, rac ama Tu im musikosis mier folk-fiuJen eqsperimentebSi 

monawileobisgan Tavis aridebas ganapirobebs. maT Sorisaa, qarTuli 

folkloruli musikaluri masalis damuSavebisas pirvelwyaros dazianebis 

SiSi; musikaluri avtoritetebisgan mZafri kritikuli Sefasebebis safrTxe; 

popularul musikaSi kompetenciis simcire; musikaluri iniciativis gamoCenis 

unarisa Tu musikaSi Tavisuflebis SegrZnebis nakleboba; folk-fiuJenis 

koncertebis, festivalebis Catarebis iniciativebis fragmentuloba da 

Sesabamisi sivrcis ararseboba.  

16. aseve, gamovlinda, rom miuxedavad gansxvavebuli mxatvruli azrovnebisa da 

folklorisadmi mimarTvis motivaciebisa, musikosebi erovnuli 

Rirebulebebisadmi pativiscemis gamoxatvis motivaciiTac xelmZRvaneloben. 

rogorc aRmoCnda, qarTuli musikaluri folklori gansxvavebuli Taobisa Tu 

mentalobis mqone qarTvel musikosebSi `erovnulobis amosacnob niSnad” 

(orjonikiZe) aRiqmeba, ris gamoc igi saboloo mxatvrul SedegSi mxolod 

misi maRalmxatvrulobis an egzotikurobis gamovlenas ar emsaxureba. 

17. qarTuli folk-fiuJenis Semsrulebel emigrant musikosTa motivaciisa da 

identobis analizma sakmaod gansxvavebuli suraTi mogvca: maT SemoqmedebaSi 

qarTuli folkloruli musikisadmi mimarTeba ara mxolod tradiciulisa da 

Tanamedroves, aramed mSobliurisa da SeZenilis, erTi SexedviT, 

urTierTdapirispirebuli kategoriebis gaerTianebisa da amiT, sakuTari 

gaorebuli identobis gamTlianebis motivaciiTaa ganpirobebuli. 
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18. folk-fiuJenis socio-kulturuli aspeqtiT Seswavlis Sedegad aRmoCnda, 

rom qarTuli musikaluri folkloris sazogadoebriv cxovrebaSi 

Tanamedroveobas morgebuli formiT integrireba mas (folk-fiuJens), rogorc 

mravalSrian movlenas esTetikur, SemecnebiT, sakomunikacio, aRmzrdelobiT 

da utilitarul funqciebs aniWebs:  

a) esTetikuri funqcia mdgomareobs msmenelisaTvis siamovnebis, mSvenierebis 

gancdis miniWebaSi;  

b) SemecnebiTi funqciiT adamians eZleva codna garesamyaros Sesaxeb; 

g) sakomunikacio funqcia musikaluri informaciis gacvliT adamianebs 

aerTianebs sazogadoebriv jgufebad;  

d) aRmzrdelobiTi funqcia xels uwyobs pirovnebis Camoyalibebasa da 

erovnuli identobis ganviTarebas;  

e) utilitaruli funqcia Semdeg sferoebSi iCens Tavs: sareklamo industria, 

kulturuli turizmi, politika (demonstraciebi da saprotesto gamosvlebi, 

sxvadasxva saxis oficialuri Sexvedrebi da saerTaSoriso kulturuli 

RonisZiebebi). 

19. rogorc aRmoCnda, Tanamedrove musikaluri JReradobis gamo qarTuli 

folk-fiuJeni msmenels Tavs globalizebuli samyaros sruluflebian wevrad 

aRaqmevinebs, xolo musikalur struqturaSi folkloruli elementebis 

CarTviT, igi qarTvels fesvebTan, winaprebTan kavSiris gancdas uCens da mas 

sakuTari kulturuli memkvidreobis nawilad agrZnobinebs Tavs. amdenad, erT 

adamianSi am ori mniSvnelovani gancdis erToblioba da misiT gamowveuli 

pirovnuli srulfasovnebis SegrZneba esTetikuri siamovnebis wyarod iqceva. 

20. gamovlinda, rom ucxoeli musikosebis folk-fiuJen kompoziciebSi 

qarTuli folklori, pirvel rigSi, swored Tavisi esTetikuri Rirebulebis 

wyalobiT xdeba STagonebis wyaro. Tumca, msgavs proeqtebSi, musikaluri 

sinTezis warumatebeli ganxorcielebis SemTxvevaSic, saboloo Sedegi 

ucxoel msmenelSi popularobiT sargeblobs. 

21. amave dros gamoikveTa, rom folk-fiuJenisadmi qarTveli msmenelis 

damokidebulebaSi yovelTvis didi mniSvneloba eniWeba Tavad gamoyenebuli 

folkloruli masalis sirTulesa da misi damuSavebis ostatobas, Tumca, 
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cxadia, arsebobs iseTi SemTxvevebic, rodesac msmeneli saTanadod afasebs da 

did siamovnebas iRebs ubralo, erTi SexedviT, martivi xalxuri melodiiis 

maRalmxatvruli, ostaturi damuSavebiT. 

22. qarTuli folk-fiuJenis klasikuri semiotikuri Teoriis (pirsi) mixedviT 

gaanalizebisas gamoirkva, rom qarTuli folk-fiuJen musika, rogorc 

Tanamedrove musikaluri komunikaciis saSualeba (ena) aris niSani, romelic 

emsaxureba obieqtis, anu saqarTvelos, rogorc tradiciebze dafuZnebuli 

Tanamedrove qveynis wardgenas. mimRebi ki swored is auditoriaa, romlis 

mzaobaze, `Sinagan konteqstzea” damokidebuli mTeli am semiotikuri doneebis 

mimReblobisa da am metaforis efeqturobis xarisxi. 

23. semiotikur niSnebs, simboloebs, romlis daxmarebiT adamianebi sakuTari 

Tavis garkveuli kulturis warmomadgenlebad identifikacias axdenen, 

kulturuli markeri aRniSnavs. rogor kvlevam gviCvena, folk-fiuJen musikas 

Seswevs unari saqarTvelos, rogorc tradiciebze dafuZnebuli Tanamedrove 

Rirebulebebis matarebeli qveynis prezentacia moaxdinos, rac am musikaluri 

mimarTulebis erTgvar kulturul markerad da saerTaSoriso asparezze 

qveynis warmdgenad qcevis did potencialze metyvelebs. 

24. kvlevis Sedegad gamoikveTa, Tanamedrove qarTul sazogadoebriv 

cxovrebaSi CarTuli folk-fiuJenis mier adamianebze fsiqo-emociuri 

zemoqmedebis Semdegi indikatorebi:  

 esTetikuri indikatori _ rogorc kvlevam cxadyo, am indikatorma 

SeiZleba Tavi iCinos folk-fiuJenis gamoyenebis nebismier formaSi, imisda 

mixedviT, Tu rogor mxatvrul donezea ganxorcielebuli qarTuli 

folklorisa da dasavluri popularuli musikis siTezi.  

 maradiuli arqetipebis indikatori _ es indikatori, garkveulwilad, 

identifikaciis indikatorTanac aris dakavSirebuli, Tumca zemoqmedebs 

adamianis ara mxolod cnobierze, aramed qvecnobierzec. is folk-fiuJenis 

rogorc esTetikuri, ise socialuri funqciiT gamoyenebis ama Tu im formaSi 

figurirebs. 
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 identifikaciis indikatori – aerTianebs folk-fiuJenis gamoyenebis im 

formebs, romlebSic musikaluri nimuSi iwvevs qarTuli kulturisadmi 

mikuTvnebulobis an erovnuli identobis grZnobas, rogorc esTetikur, ise 

utilitarul-gamoyenebiT formebSi. 

  egzotikurobis indikatori – aerTianebs im formebs, romlebic 

mimarTulia ucxoeli momxmareblebisadmi (turistebi, xelovanebi, msmenelebi). 

 momxmarebluri damokidebulebis indikatori – momxmarebluri 

sazogadoebis pirobebSi, es indikatori, folk-fiuJenis gamoyenebis yvela 

utilitaruli formisTvisaa damaxasiaTebeli.  

25. Catarebuli mcire sociologiuri kvlevis (2017w., sxvadasxva asakisa da 

profesiis 487 gamokiTxuli adamiani) Sedegad gamovlinda, rom qarTvelebis 

umravlesoba kargad icnobs yvelaze warmatebul jgufebsa da proeqtebs 

(rogoricaa `Sin” – 88%, `33a” – 92%), romlebic ukve mravali welia 

musikalur saqmianobas ewevian da musikis demokratiuli xasiaTiT 

gamoirCevian. gamoikveTa, rom yvelaze naklebad cnobili jgufebi (`deciSi” – 

5.5%, `stumari” – 4.7%) naklebad gavrcelebul qvemimarTulebas (progresiv-

folki) ekuTvnian.  

gamokiTxvis mixedviT aRmoCnda, rom xSir SemTxvevaSi, ama Tu im 

musikaluri jgufis cnobadobis xarisxi maTi mowoneba-armowonebis 

indikatorad SeiZleba iqces, imdenad, rom kiTxvarSi dasaxelebuli 9 folk-

fiuJen jgufidan/proeqtidan (`iriao~, `Sin~, `egari”, giorgi miqaZe&basiani, 

`33a~, `zumbalendi~, `kaxaberi da xanumebi~, `stumari~, `deciSi~) orma 

jgufma/proeqtma (`zumbalendi~ da `kaxaberi da xanumebi~) maT cnobadobasTan 

SedarebiT sakmaod mcirericxovan adamianTa simpaTia daimsaxura. rogorc 

Cans, qarTuli musikaluri jgufebis garkveuli nawili prodiuseruli 

TvalsazrisiT kargad SefuTuli da efeqturi piarkampaniis wyalobiT 

qarTul sazogadoebaSi cnobili xdeba, magram maTi musikis qomagTa 

raodenobis zrdas es ar uzrunvelyofs.  

26. Tanamedrove sazogadoebriv cxovrebaSi qarTuli folk-fiuJenis socio-

kulturuli funqciebis gamovlenam cxadyo, rom es musikaluri mimarTuleba 
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ukve sakmaod aqtualuria da saTanado xelSewyobis pirobebSi, samomavlo 

ganviTarebis didi perspeqtivac gaaCnia.  

27. erTi mxriv, Tanamedrove qarTvelebis musikaluri gemovnebisa da 

gamocdilebis, meore mxriv ki, jerac aqtiurad gamoyenebuli kulturuli 

mexsierebis dafaruli Sreebis arsebobis gaTvaliswinebiT, aRmoCnda, rom 

folk-fiuJen musika, romelic Tavis TavSi aerTianebs dRevandeli qarTuli 

sazogadoebis tradicionalizmsa da multikulturalizms, misi musikalur-

kulturuli mravalSriani identobis saukeTeso gamoxatulebas warmoadgens.  
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General description of the thesis 

 

The dissertation is dedicated to the study of contemporary forms of functioning of Georgian 

traditional music, specifically folk-fusion. These forms arose as a result of the process Georgian 

traditional music revival and created several different forms of existence of Georgian traditional music 

in modern conditions. Therefore, the main subject of my research is the process of Georgian traditional 

music revival and the folk-fusion music that emerged in its context. 

Topicality of the dissertation research is significantly determined by its novelty _ it can be 

boldly said that this is the first large-scale research that will study the features of the functioning of 

Georgian traditional music in modern society. It discusses for the first time the process of Georgian 

folk music revival and the systematization of modern forms resulting from it; For the first time in the 

research, the existing scientific theories on the folk music revival were discussed taking into account 

the Georgian reality, historical, musicological and sociological analysis of a new musical unit _ folk-

fusion, formed as a result of the synthesis of Georgian folklore and modern popular cultures. In 

addition, the urgency of the research topic is also due to the use of a complex methodology of 

interdisciplinary research based on the methods of scientific research in ethnomusicology, 

anthropology and sociology. 

The aim of the research is to reflect the picture of the functioning of Georgian musical 

folklore in modern times and after revealing the general tendencies of the traditional music revival to 

reveal the peculiarities of its Georgian analogue. Also, the aim of the research is to study the socio-

musical aspects of the musical unit produced from Georgian traditional music _ folk-fusion, and to 

define its function in the life of modern Georgian society. 

The main task of the doctoral research is to differentiate the process of Georgian folk music 

revival and the forms revealed in it. Accordingly, elaboration of Western theories (ethnomusicological, 

sociological, anthropological) related to the processes of adaptation-transformation and revival of 

traditional cultures in the conditions of globalization and determining their compatibility with the 

current folk processes in Georgia, which was one of the important preconditions for revealing the 

Georgian analogy of folk music revival. 

The second important task is to analyze the specific musical forms identified during the 

Georgian traditional music revival. Among them, ethnomusicologist Edisher Garakanidze has 

thoroughly researched the issue of the modern way of functioning traditional music, same as stage 
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folklore. As for the functioning of the other two forms produced through the incorporation of elements 

of traditional music, this issue is still not studied deeply in Georgian ethnomusicology and, first of all, 

is related to the task of defining these forms. As a result of completing letter task of the dissertation, I 

present the above-mentioned Pop-folk and Folk-fusion musical units. Finally, in my dissertation I pay 

special attention to the main task, the musical-sociological analysis of the Folk-fusion direction. 

The methodology of the dissertation is based on the already established methods and 

approaches in ethnomusicological, anthropological and sociological sciences. The thesis is mainly 

based on qualitative research methods. In the study of the process of Georgian folk music revival, a 

historical-comparative method is also used, with the help of which a small historical overview of all 

three musical directions identified in the process of revival is presented (for obvious reasons, it is 

relatively extensive in the case of folk-fusion). Directly, in the socio-musical analysis of the folk-fusion 

musical unit, I widely use one of the main methods of ethnomusicology, participant-observer, in which 

I actively refer to the interviews obtained during the fieldwork and using the sociological method and 

the online questionnaire. The dissertation also uses audio-visual or printed material found in the field, 

on the Internet or in various personal archives. 

Obtained audio-visual material is studied according to the analysis system compiled by me 

taking into account the peculiarities of Georgian folk-fusion, using the methods of musicological-

theoretical and comparative analysis, in order to reveal this or that interesting trend of using traditional 

music elements in folk-fusion style. 

In the process of conducting the dissertation research, there was a methodological difficulty 

in reconciling and properly reflecting the ethnomusicological, anthropological and sociological 

approaches, theories in the dissertation. This has been greatly facilitated by research visits to Western 

ethnomusicologists with extensive experience in interdisciplinary research (Bruno Nettle, Jane 

Sugarman, Caroline Beatle, Martin Stokes). Furthermore, the all gathered material while working in 

American and British libraries greatly solved the difficulty of accessing modern ethnomusicological 

literature, and therefore the main part of my dissertation is based on the latest Western (in English) 

literature with the views and theories developed as a result of analysis. 

The scientific novelty of the dissertation research is, first of all, the topic of the paper itself _ 

this is the first interdisciplinary monographic work in Georgian ethnomusicology, which presents both 

the general characteristics of folk music revival, and in particular, the forms of functioning of Georgian 

musical folklore and its determinants. At the same time, thesis deeply studies the synthetic of Georgian 
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traditional music and Western popular music _ folk-fusion, which has not been explored in Georgian 

ethnomusicology, considering its musical and social aspects. 

The scientific value of the dissertation is also conditioned by the incorporation of Western 

experience in the study of the traditional music revival process in ethnomusicological science and, 

consequently, the introduction of the latest foreign language literature on this issue into the Georgian 

scientific circulation. 

The practical purpose of the these is determined by the urgency of the issues discussed in it 

not only for ethnomusicologists, but also for specialists in other fields. With its interdisciplinary 

profile, the dissertation will help both active users of traditional music or popular music, as well as 

specialists in the field (anthropology, sociology, cultural studies, etc.) interested in the problems of life 

in today's society. 

The results of the dissertation research can be used in music and humanities higher education 

institutions and the main aspect of the work _ modernity and Georgian folklore can become an integral 

component of their courses. The direct connection of the topic of the dissertation with the reality in 

which the Georgian society lives, its practical purpose can be extended to a wider society from narrow 

scientific circles. Moreover, the work is saturated with rich audio-visual material in a variety of genres 

and styles. 

Volume and structure of the thesis: The dissertation consists of 193 printed pages and 

includes an introduction, four chapters and a conclusion. The first chapter "The phenomenon of 

authenticity and revival in traditional music: terminological issues" is presented in three 

subsections: "For the definition of the concept of authenticity" (I), "Music Revival process as a modern 

expression of the constant variability of traditional music" (II), "Folk-Fusion: Modern interpretations 

and definition of the term" (III). 

The second chapter of the dissertation "Georgian Traditional Music Revival in Historical 

Dynamics" consists of two subsections: "From Stage Folklore to Folk-Fusion" (I) and "From the Birth 

of Georgian Folk-Fusion to Its Modern Manifestation" (II). The third chapter of the dissertation, 

"Musical and Social Aspects of Georgian Folk-Fusion", combines two subsections: "Principles of 

Folk-Fusion Musical Formation" (I) and "Folk-Fusion as an Expression of Georgian Musicians’ 

Identity: An Attempt at Sociological Analysis" (II) . The fourth chapter of the thesis is "Socio-cultural 

Function of Georgian Folk-Fusion". The dissertation is accompanied by a bibliography and an 

appendix with audio-video-audio-analytical examples and their list. 
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Content of the Dissertation 

Chapter 1 

The phenomenon of authenticity and revival in traditional music: terminological issues 

Subchapter I: For the definition of the concept of authenticity 
 

In this subchapter, our aim is to explore the concept of authenticity, the views and approaches 

to it in modern Western ethnomusicology, and to determine its relation to the perception of authenticity 

established in Georgian society. 

Meaning of authenticity, due to the relativity of this phenomenon, is not finally fixed, it is 

constantly subject to redefining and assigning new meanings. The variability of its meaning takes place 

in different academic contexts, in different historical formations, at different points in time. Thus, it is 

not surprising that the understanding of the term authentic in ethnomusicology varied according to 

historical epochs and geographical location. It can be said that Eastern European science is particularly 

prominent in terms of the urgency of the issue of authenticity, in contrast to American or Western 

European, where in recent decades the number of scientists interested in researching this issue has 

significantly decreased. From our perspective, all this has its objective following reasons: In addition to 

the fact that the roots of folklore in these Western European countries have long been lost or forgotten, 

at the same time, folk music has been transmitted into a new context there, completely transformed and 

sometimes turned into new musical directions as a result of other cultural influences.  At the same time, 

for Eastern European countries (including Georgia), folklore is still one of the main means of self-

identification as a country with an original, individual culture. Over the centuries it (folklore) has even 

evolved into a sort of reflex of the self-determination of states conquered by the great empires, to 

demonstrate that, despite many years of influence, now represented as independent political entities, 

they still carry unique identities. Thus, the antiquity and originality is one of the main determinants of 

the high value of culture in these countries. 

An analysis of the contemporary musicological and ethnomusicological literature has shown 

that the Western and American understandings of the concept of authenticity today are, in many cases, 

different from those of Eastern Europe, where it is still understood in traditional sense. In most 

American articles, authenticity is related to early music (medieval, renaissance, and baroque music), 

mainly old instruments and the manner of performance or/and to popular music. In case of popular 

music “authentic” is used with meaning: "true", “honest”. At the same time, there are scholars in the 

ethnomusicological circle who consider the discussion of authenticity irrelevant for today. Thus, the 
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concept of authenticity is quite multifaceted in modern ethnomusicology, and we have very different 

examples of approaching and understanding it. However, it can be noted that the main trend today is to 

adapt the concept of authenticity to modernity in a certain way, thus considering not only the traditional 

musical culture of the old layer, but also relatively modern musical formations (including folk ones). 

As practice shows, today Georgian ethnomusicologists consider the songs (mainly recorded 

during expeditions of different periods) performed by folk singers/singers living in the village to be 

authentic. As mentioned above, their attitude is entirely due to the continuity of the folk  traditions in 

Georgia, which has conditioned the preservation of the traditional meaning of the concept of 

authenticity and its relevance to this day. From our perspective, today, when the forms of functioning 

of Georgian folk music is more varied, it is important to expand the existing meaning of authenticity 

formed under the influence of the former cultural context. In particular, given modern approaches, this 

meaning may be supplemented by the meanings of "true" and "real". In correspondence with the latter 

meanings, it is possible that the so-called revived folk piece can be called authentic if it is sincerely and 

truly expressed by its author and, of course, if as a musical sample it carries a certain artistic value. 

 

 

Subchapter II: Music Revival process as a modern expression of the constant variability of 

traditional music 
 

Traditional music is still active in modern Georgia, although in today's globalized 

environment, the forms of folk music existence have changed dramatically and, contrary to the practice 

functioning over the centuries, it is often no longer characterized by anonymous transmission and can 

no longer be the outcome of the collective creativity. When analyzing these changes in the Georgian 

context, we have to take into account that in modern Georgia, on some extent folk music is still found 

in rural areas, in its natural environment. In such cases, the repertoire received from the ancestors in the 

families of local song masters still experiences some variability, although this process rarely goes 

beyond the basic characteristics of folk music. Consequently, this variability is different from the 

process of change that folk music undergoes in the dominant format of its modern existence – stage 

performance. Thus, from the emergence of the stage folklore, the ongoing changes in Georgian folk 

music often go beyond its natural regularities. Considering all of it, we can perceive the folk music 

revival process as a modern form of variability of Georgian folk music. 

In English scientific literature, this process is named by a term "music revival". Some scholars 
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use the terms revitalization, reshaping, and others. We use the word "ganakhleba" (meaning renewal, 

revival) for the Georgian equivalent of "Music Revival", which implies a new interpretation of what 

already exists. Other possible Georgian equivalents (restoration, revitalization) of the English word 

"revival" are more about giving life to something that has already disappeared. In addition, elements of 

restoration and revitalization are also actively involved in certain aspects of the revival process, in 

particular in the attempt to restore the original layer of folk music, when the focus of the revivalists is 

on keeping the original source as intact as possible. 

The study of the issue of folk music revival has been actively conducted in the West for 

several decades already, although it has not been the subject of special study in Georgian 

ethnomusicology yet. Thus, Western ethnomusicological works or certain theories related to this issue 

in frequently cited in this subchapter, which is particularly important in determining the specifics and 

peculiarities of the Georgian traditional music revival process. 

Thus, we can say that as a result of the Georgian traditional music revival process, three main 

stylistic units or musical directions emerged in Georgia. These are: 1) “Stage folklore”; 2) Folk 

flavored compositions by modern authors, so-called "Pseudo-folklore", which we unite under the name 

of "Pop-folk"; and 3) “Folk-fusion” –  a musical unit created as a result of the synthesis of traditional 

music and western popular music directions (jazz, rock, pop, electronic music etc.). The latter one is 

characterized by the greatest variety of musical manifestations. 

 

 

Subchapter III: Folk-Fusion: Modern interpretations and definition of the term 

 

In this subchapter, in parallel with the development of the definition of folk-fusion, we discuss 

its modern terminological interpretations, synonymous names denoting similar musical phenomena, 

which are developed according to different cultural and scientific approaches. Should be noted that in 

this area (as well as in the dissertation research in general) we do not consider the forms or terminology 

of the use of folk music in the field of professional music1, as the main subject of our thesis – folk-

fusion fully resides within boarders of popular music and traditional music. 

                                                        
1The use of folk music in the field of professional music has been a common occurrence in music literature since almost the 

beginning of its history. This method was established in Georgian music as soon as a new Georgian professional music 

thinking was formed. This issue is already studied in depth in the works of Rusudan Tsurtsumia. 
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The term folk-fusion, referring to the synthesis of Georgian traditional music and Western 

popular music, could be considered as a local term, introduced by us. It has not yet been established in 

Western ethnomusicology and appears in only a few internet sources (discussed in detail in our 

dissertation) that we discovered at a late stage of our research when the term folk-fusion had already 

been developed in our writings. The particularly significant fact is the use of the term "folk-fusion" by 

the Indian musician in order to define the similar musical symbiosis that originated in the context of 

Indian music. This fact further reinforced the validity of selecting the latter term by us. 

At the same time, this musical direction has a lot in common with the well-known genre of 

"world music". However, apart from the fact that the latter term refers to music that has emerged in the 

music market and is much more commercialized, there is one more fundamental difference between 

world music and folk fusion notions: "World music" is "music that belongs to someone else", and as 

practice shows, at least one of the folk-fusion performers is a representative of the traditional music 

culture, the musical elements of which creates "fusion" together with the popular music.  

In the Baltic states (Estonia, Lithuania and Latvia) in the 90's, the term "Post-folklore" was 

used for defining musical direction similar to folk-fusion. This term is still widely used in Latvia and, 

in some cases, Lithuania. Also, the term "ethnic music", same as "ethno-music", has been established in 

Georgian practice for years as the name of a similar musical unit. However, the name ethno-music may 

be used not only to define different musical mixtures combining folk elements, but also as a 

synonymous name for folk music itself. Therefore, due to the ambiguity of the term, we did not 

consider it expedient to define a musical unit created by the synthesis of Georgian folklore and Western 

popular music elements as ethno-music. 

Essence of the traditional music, the first component of the folk-fusion music category, is 

determined by International Council for Traditional Music in 1950s. As for the second musical 

component of folk-fusion _ popular music _ is unequivocally shared in scientific and musical circles 

around the world, although there are various definitions, the main part of which is given in this 

subchapter.  

Finally, as a result of the analysis of the terminology referred there, it was found that folk-

fusion is the term best adapted to the Georgian musical reality, which more or less fully expresses its 

content _ the synthesis of Georgian folk music and popular music (as far as the word "fusion" means 

mixing, merging  in English language).  
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Chapter 2 

Georgian Traditional Music Revival in Historical Dynamics 

Subchapter I: From Stage Folklore to Folk-Fusion 

 

After presenting the general theories of the traditional music revival, in the second chapter we 

look directly at the dynamics of the Georgian folk music revival and review the main musical events 

and directions that have emerged in the field of Georgian folk music over the last century and a half. 

The I subchapter presents the changes have occurred since the end of the XIX century in 

Georgian traditional music, that have gone beyond the basic regularities established over the centuries 

and have acquired elements previously unusual for the Georgian folk music tradition. Thus, the process 

of transformation in Georgian folk music from this period, taking into account the general peculiarities 

of the traditional music revival, could be noted as a Georgian folk music revival _ creating a local, 

Georgian expression of this world trend. 

A new cultural orientation of the society led to the creation of stage performance of Georgian 

traditional music, fully defining the further course of folk music development. The date of stage folk 

music appearance is considered to be 1885 _ the founding of Lado Agniashvili's "Georgian Choir". 

Although the parallel ongoing process of notating Georgian folk songs also contributed to the revival 

trends. The term "stage folklore", used in the dissertation, refers to the performance of both primary 

and secondary ensembles (E. Garakanidze's terms), because the concert format influences the 

performance of both types of ensembles, at least in terms of replacing the natural performing 

environment.  

Georgian choir's musical leader, Czech Ioseb Ratil divided Georgian choir into four voices _ 

the first tenors, the second tenors, baritones and bands, that has greatly encouraged the process of 

transforming three-part Georgian songs into four part ones. Also, traditional way of singing the upper 

voices by one person, which gave the performer great freedom to improvise, was replaced by the 

practice of doubling, tripling etc. them. In addition, a new figure _ the conductor, was added to the 

members of the Georgian traditional choir, who, according to European practice, stood in front of the 

choir, guided the performance process with certain gestures, and at the same time overwhelming folk 

songs with previously unusual nuances. 

In the conditions of a new wave of folk revival, all above mentioned became a tradition in the 

Soviet era, and thus, a new, previously unusual practice was adopted. As a result, the diversity of 
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regional, stylistic, performing manner of Georgian traditional music was significantly lost and the folk 

culture, quite far from the original source, developed in a completely different direction _ Soviet mass 

art. 

Sudden shift in political consciousness in the 1980s coincided with a subsequent wave of 

Georgian folk music revival, aimed at restoring and re-establishing pre-Soviet folk music. Emphasis 

was placed not only on increasing the range of the folk repertoire of the concerts and presenting the 

samples in their original form, but also on mastering a specific local performing manner in order to 

accurately present the local musical color. Consequently, the studying folk music from the archival 

recordings gradually became the main teaching method. 

The same subchapter presents an overview of the second major musical direction in the 

Georgian folk revival _ Pop-folk, with an emphasis on several key trends identified in it. Pop-folk 

(previously known in local folk circles as "pseudo-folklore") with its folk flavor, is a very popular 

musical direction in modern Georgia. This widely spread music with its democratic character, 

standardized lyrics and some reinterpreted traditional music elements represents as a kind of symbiosis 

of folk and pop music styles and, therefore, we determined it as “pop-folk”, by term which greatly 

reflects the musical essence of this phenomenon. 

This music has not yet been deeply researched by Georgian ethnomusicologists and by the 

many representatives of the local folk music circle it is considered as an illegitimate musical style. 

However, despite the criticism of the traditional music followers, this musical direction, which is 

already widely spread through the media and the Internet, is very popular among certain groups of 

modern Georgian society, that clearly shows the urgency of the developing an appropriate definition. 

 
 

Subchapter II: From the Birth of Georgian Folk-Fusion to Its Modern Manifestation 

 

This subchapter represents the third direction of Georgian traditional music revival _ Folk-

fusion, which is the central research subject of the dissertation. In particular, the multi-year process of 

creation and development of the Georgian folk-fusion origins (from 1920-30 to the XXI century) is 

demonstrated in historical perspective and is analyzed in the context of the main socio-political or 

cultural events that significantly affected on the emergence of this musical direction. Thus, this 
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subchapter chronologically presents history of all main sub-directions (ethno-jazz, folk-rock, folk-

alternative, progressive-folk etc.) of Georgian folk-fusion. 

In Soviet times, the Soviet analogue of Western popular music was Estrada music, which  

was characterized by certain local musical peculiarities. Estrada music in Georgia, on the one hand, 

originated from Georgian urban folk music, and on the other hand, assimilated the features of both 

Russian Estrada music and Western jazz and gradually created a Georgian analogue of Soviet Estrada 

music. The first Georgian jazz groups also operated within the Estrada scene, starting from the creation 

of the first jazz orchestra by Jano Bagrationi in 1945-46. However, based on various sources, we can 

assume that the so-called, Georgian jazz (enriched with national instruments) existed even before. This 

is indicated by the information about the musical group "Jazz-Khurjin" at the "Shukura" theater in 

1933-1934; Kiril Zdanevich's painting "Tbilisi Jazz", on which jazz and Georgian folk instruments are 

depicted, etc. 

A specific feature of Georgian Estrada music was its appeal to local folklore, which led to the 

formation of original Georgian Estrada music in the vast space of Soviet Estrada music. Initially, the 

elements of Georgian traditional music were introduced in the context of jazz (in particular, swing). It 

is demonstrated in one of the first compositions of this type, in Jansug Kakhidze's "Krimanchuli". In 

addition to this composition, in the 1960s and 1970s, ensemble Orera’s flok flavored compositions 

provided information about Georgian folk music to many Soviet countries. "Orera" and later 

philharmonic vocal-instrumental ensembles with similar musical orientation ("Dielo", "Iveria", 

ensemble "75" etc.) formed the Georgian Estrada music of that period, the same Georgian Soviet pop 

music. In the compositions of these ensembles, elements of Georgian folk music were organically 

combined with the musical symbiosis of Western music of the 1970s and 1980s (pop, light rock and 

swing of that period) and Soviet Estrada (mainly Russian Schleiger), which eventually formed the 

Georgian Estrada music we are familiar with. However, considering the above-mentioned musical-

technological peculiarities, it should be considered as an early form of folk-fusion (hybrid of Georgian 

folk and western popular music). 

It should be noted that two forms of popular music and rock coexisted in the Soviet Union. 

The first was the Philharmonic Vocal-Instrumental Ensembles, and the second was the "underground" 

rock culture _ rock ensembles that were not officially recognized or supported because of the 

radicalism of their music and its distinctly Western look. From 1970s the incorporation of local folk 

elements in Georgian underground rock became a means of protest by Georgian youth oppressed by the 
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Soviet regime and, in this regard, a means of expressing national identity. 

After the restoration of independence, the socio-cultural situation of the country changed 

radically and in parallel with the extremely difficult political processes, the development of the cultural 

sphere in 1990s Georgia became a very slow process. It should be noted that Georgian folk music 

became especially relevant in that period and despite the struggle of interests, it continued its 

development in both opposing wings of the Georgian music community _ in the context of urban folk 

ensembles and in the context of Georgian alternative music, being in its heyday in the early 90s (in the 

works of Dada Dadiani, Charkviani and others). 

The incorporation of national musical elements was also a form of self-expression in the 

direction of Georgian ethno-jazz, although traditionally, its representatives were less active in terms of 

manifesting their social position, especially compared to the Georgian alternative music of the 90s. 

They had already found a kind of musical model, on the one hand, in terms of the Soviet experience of 

synthesizing jazz and Georgian music, and moreover, in the form of the musical style of the groups 

formed in the second half of the 80s, "Jazz-Choral" and "Adio". 

It was in the 1990s that the groups "Detsishi" and "Zumbaland" were founded, which 

represent the founders of the progressive-folk direction in Georgia. In their compositions, folk samples 

or intonations from different parts of Georgia are combined with elements of jazz, rock and pop, which 

forms their music into a progressive-folk. 

According to the analyses of the early stages of the Georgian folk fusion origins and 

development, the socio-cultural reality in the country and its political course have significantly 

reflected on this musical direction. It would be the musical processes, initiatives or experiments aiming 

to protest the Soviet regime or to follow the footsteps of the national liberation movement; or in the 

conditions of the socio-economic crisis of the independent country. 

 

 

Chapter 3 

Musical and Sociological Aspects of Georgian Folk-Fusion 

Subchapter I: Principles of Folk-Fusion Musical Formation 

 

Since the 2000s, under the influence of globalization and the spread of the Internet, the latest 

trends in Western music have become even more active in Georgia, and the use of Georgian traditional 



 13 

music elements in various musical experiments has significantly increased. As a result, the stylistic 

variety of Georgian folk-fusion music has increased and the modern Georgian folk-fusion scene has 

become much more diverse. 

The purpose of this subchapter is to present the diversity of modern folk-fusion, both in terms 

of the different ways of applying to Georgian traditional music elements, as well as in terms of the 

original forms of mixing it with popular music and all the individual practices revealed in this process.  

In order to develop Folk-fusion's research approaches, at first, we studied the existing 

methods and approaches of analyzing one of its elements _ popular music. In particular, the method of 

analysis of musical gestures proposed by Richard Middleton; the method of determining the 

interrelation between Georgian music and lyrics, presented in Lauren Ninoshvili's dissertation; the 

theory of the effect of polyphony developed by Anna Piotrowska on popular music; The system 

developed for the comparative analysis of ethno-jazz and folk-jazz presented in Irina Ebralidze's 

dissertation, etc. Based on all this, I have selected criteria that are interesting to me and relatively 

relevant in the context of folk-fusion. Consequently, I have formulated my own analysis system: 

1. Approach towards the folk material – what are they using?  

 Which direction is the material from? – Village or Urban folklore 

 What is the genre of the material? – working, dancing, feasting etc. 

 Which region or musical dialect/ethnic group comes material from?    

 Are they using folk instruments? (and which ones?) 

 Are they using vocal monophony or polyphony (and which forms of it)? 

 What kind of folk repertoire is used? – Popular or rarely known, with difficult or comparatively 

simple musical structure?  

 What kind of sources are they applying to? – Notated samples, archival audio recordings, 

today’s audio-video samples or own field work data  

2. Ways of Folk material processing – how are they using? 

 Invariably – in form of musical quote, by preserving semantic meaning of the folk sample 

 Variably – on the level of separate musical elements (melody, chords, scales, metro-rhythms 

etc.) with new semantic meaning 

 In vocal part or instrumental accompaniment (or both)? 

 Applies to vocal polyphony or “effect of polyphony”? 
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 How is lyrics constructed – folk texts, newly written texts in folk style, Glossolalia and 

Samgherisi (syllables without meaning) etc. 

3. Stylistical variety of fusion implementation – what different  sub-directions are revealed 

(among identifiable)? 

 Ethno-jazz 

 Folk-rock 

 Folk-electronics 

 Progressive-folk 

 Folk-alternative 

According to the different criteria _ perspectives of creating folk-fusion, diversity of 

approaches towards folk sources etc. _ we have singled out ethno-jazz (a mixture of traditional music 

and jazz) group "Iriao" and their compositions and in the dissertation, we presented as a sample the 

musical analysis of the composition "Khelkhvavi" (based on the arranged versions for the band and 

band and the orchestra).  

As a result of the analysis of separate compositions, we were able to observe the work of the 

ethno-jazz group Iriao in a relatively generalized way, according to the above-mentioned analysis 

system. Among the interesting trends revealed in the analysis of their work, the significance of the 

vocal trio in the group is especially noteworthy. The vocal trio of Iriao, which is the one bringing 

elements of Georgian polyphonic music to the compositions, is presented as an undoubted soloist, 

indicating the main creative course of the group. At the same time, if most of the Georgian ethno-jazz 

performers had mastered the element of improvisation initially from jazz and were processing Georgian 

traditional music into another improvisational material, Iriao's approach is different. Before meeting the 

jazz, the members of the Iriao’s vocal trio were introduced to the art of improvisation in folk music and 

thus, included this element in Iriao's performing style and repertoire. These features make the group 

"Iriao" one of the most professional and at the same time distinct performers in the field of modern 

Georgian ethno-jazz.  

 

 

Subchapter II: Folk-Fusion as an Expression of Georgian Musicians’ Identity: An Attempt of 

Sociological Analysis 
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The analysis presented in this subchapter is mostly based on the main method of sociological 

research _ interviewing. Interviews significantly supported on determining how the issue of national 

identity is revealed in the folk-fusion musical style and what role the phenomenon of motivation plays 

in its definition. Can we consider folk fusion as an expression of the national identity of Georgians 

living in a modern multicultural country?! In this subchapter, we have tried to analyze these issues 

from an interdisciplinary (ethnomusicology, anthropology, and sociology) perspective, and finally, we 

have provided our answers to these questions. 

Psychologists distinguish two main types of motivation _ intrinsic and extrinsic motivations. 

Usually, a person gets great pleasure and a sense of satisfaction from work done internally motivated, 

whereas extrinsic motivation usually comes from outside sources and may bring the author pleasure 

from work, but mainly serves the needs of society. 

There are several Georgian folk-fusion musicians with different biographies, cultural influences 

and musical priorities, selected in research _ Davit Malazonia (head of "Iriao"), Niaz Diasamidze 

(member of group 33a), Misha Mdinaradze (head of group "Baraka"), Kakhaber Tsiskaridze (founder 

of "Kakhaberi and Khanums"), Ilusha Tsinadze (emigrant musician). An analysis of their work and 

interviews reveals what motivated these musicians to use elements of Georgian traditional music in 

their compositions and what kind of motivation we are dealing with in case of each musician. 

It turned out that when using the elements of Georgian traditional music in the works of the 

mentioned Georgian folk-fusion musicians, we are dealing with both intrinsic and extrinsic  motivation. 

At the same time, all these musicians with different motivation and ways of artistic thinking are guided 

not only by the individual causes, but also by differently shaped and  transformed respect for values of 

national culture. 

It should be noted that a rather different picture emerges in case of emigrant musicians. In their 

work, the approach towards Georgian traditional music is conditioned not only by the motivation of 

uniting traditional and modern, but also by the motivation of uniting the seemingly opposite categories 

of native and acquired and thus their whole dual identity (to demonstrate this point of view, the story 

and the creative work of the musician Ilusha Tsinadze is particularly extensive in the dissertation). 

Despite long history, contemporary Georgian folk-fusion sphere suffers by lack of musicians 

and experimental projects, which seems to be caused by the following factors: Fear of destroying initial 

folk sources while working on Georgian traditional music materials; Danger of sharp critical feedbacks 

from the musical authorities; Lack of competence of folk musicians in popular music field; Lack of 
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abilities of expressing musical initiatives and thus, feeling free in music; Absence of appropriate spaces 

for practicing music and fragmental initiatives of organizing concerts, festivals and similar events in 

this direction.  

 

 

Chapter 4 

Socio-cultural Function of Georgian Folk-fusion 

 

The final chapter of the dissertation is dedicated to the defining the role of folk-fusion in the 

contemporary Georgian social environment. Particularly, in what forms of everyday life is application 

to folk fusion revealed and what socio-cultural function is carried by this form of Georgian folk music 

integration in contemporary social and political life. At the same time, we are trying to determine to 

what extent and in what way Georgian folk-fusion is involved in the cultural policy of the country and 

what future prospects may exist in this direction. 

In the process of the research, the aesthetic, cognitive, communicative, educational and 

utilitarian functions of the folk-fusion involved in Georgian public life were revealed. 

Under the influence of modern musical sound, it perceives the listener as a full member of the 

globalized world. But no less important is the fact that Georgian folk-fusion, with the participation of 

folk elements in its musical structure, gives the Georgian listener a sense of connection with their roots 

and ancestors and makes them feel part of their own cultural heritage. Thus, the combination of these 

two important feelings in one person and the feeling of personal fulfillment caused by it becomes a 

source of aesthetic pleasure.  

The parameter of aesthetic value is extremely important in the aesthetic function of Georgian 

folk-fusion, which is manifested in abundance in the element of Georgian traditional music. The 

parameter of aesthetic value often becomes a source of inspiration for foreign performers of a 

completely different musical style, and in this way, appears in synthesis with Western popular music. 

The fourth chapter of the dissertation discusses several similar cases. 

Judging by the reaction of the Georgian society (especially the youth), it can be said from the 

very beginning that the popularity of folk-fusion is mainly due to the factor of pleasure, but no less 

important role is played by its communicational function _ this music unites many people because it is 

a means of establishing a kind of communication between them. The educational function of folk-
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fusion is revealed in its participation in the process of personality formation, as well as promoting a 

sense of identity in the Georgian listener. As for the cognitive function of Georgian folk-fusion, as all 

art work, it expresses the artist's attitude to reality (towards any social or political processes) and this 

information passed through the above communication provides the listener with cognition.  

The social, utilitarian functions of Georgian folk-fusion become especially relevant in the 

living conditions of contemporary postmodern society, and it is most often manifested in the following 

areas of public life: Advertising industry, cultural tourism and politics (demonstrations and protests, 

various official meetings and international cultural events).  

Considering that folk-fusion music has the ability to present Georgia as a country with 

modern values based on traditions, we present this musical direction as a kind of marker of Georgian 

culture. In addition, it is closely related to the semiotic theory of the American scientist Charles 

Sanders Pierce. To the extent that semiotics views cultural markers as signs, symbols by which people 

identify themselves as members of a particular culture. These include, first of all, language (including 

music), religion, values accepted as the norm for culture, and so on. We consider folk-Fusion as a 

carrier of a meaning of this kind of sign. 

The above-mentioned aesthetic and social functions of folk-fusion are conditioned by the 

ability of the musical material combined in it to have a certain impact on people. In this regard, the 

final chapter of the dissertation presents the following indicators of different psycho-emotional states of 

Georgian society members, achieved during the impact of folk-fusion: 

• Aesthetic indicator  

• Indicator of eternal archetypes  

• Identification Indicator  

• Exoticism Indicator  

• Consumer Attitude Indicator  

After the study of the functions of Georgian folk-fusion, we conducted another sociological 

analysis, giving the opinion, conscious or unconscious attitude of a certain part of today's Georgian 

society towards this music. Thus, 487 citizens of different ages, professions and places of residence 

participating in the Internet survey, identified the most known, popular and favorite performers from 9 

folk-fusion groups, mentioned in the questionnaire (“Iriao”, “Shin”, “Egari”, Giorgi Mikadze & 

Basiani, “33a”, “Zumbalandi”, “Kakhaberi&Khanums”, “Stumari”, “Detsishi”). While  defining the 

place and function of folk-fusion in modern Georgian society, it turned out that this musical direction is 
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already quite relevant and, with proper support, has a great prospect for future development. 

 

 

Conclusion 

 

The research revealed: 

1. As a result of getting familiar with the international scientific literature, it turned out that 

the study of changes in different aspects of traditional music is one of the main tasks of modern 

ethnomusicology, which, unlike the Western sciences, is now gaining a foothold in Georgian 

ethnomusicology. However, it became clear that radical changes in Georgian traditional music 

practice, which transformed the immanent nature of folklore, began in the XIX century. 

2. An analysis of Western ethnomusicological theories has shown that modern scholars see 

the changes in traditional music as a process of revival, referred to in English literature as the "Music 

Revival". Some researchers use the terms revitalization and reshaping as synonyms. Based on the 

analysis of the content nuances, the word "ganakhleba” (revival, renewal) was found to be the most 

appropriate of the possible Georgian equivalents of "Music Revival", which implies a new 

interpretation of what already exists. Since the consequent change in this process is manifested in its 

revival during the adaptation of tradition to modernity, we consider this whole process as a process of 

revival. 

3. As a result of researching the issue from the historical perspective, the phases and forms 

of Georgian traditional music revival were determined. At the same time, socio-cultural and political 

factors determining the forms of revival were identified. Thus, the following forms of Georgian 

traditional music revival were revealed: Stage folklore, Pop-folk, Folk-fusion. As for the phases, their 

borders mainly coincide with the stages of the country's political development (19th century national 

liberation movement, Sovietization of Georgia, national liberation movement of the 1980s, 

strengthening of global tendencies since the 2000s). 

4. It turned out that the analysis of the phenomenon of authenticity is of fundamental 

importance for the study of how traditional music functions in contemporary forms. The study reveals 

differences in the interpretation of this term in modern Western and Eastern European (including 

Georgian) scientific literature and practice. Contrary to the Western interpretation, where the term is 

used in the sense of “honset”, “true”, in Eastern Europe and Georgia it is used in the sense of “old”, 
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“primary”. In our reality, there has recently been a tendency to use this term in the meaning of 

“honest” and “true”, though not in the field of folklore. 

5. In the dissertation study, in addition to "revival", new terms have been developed: "pop-

folk", which refers to the modern samples created with folk flavor, same as the so-called, "pseudo-

folklore"; "folk-fusion", which I consider as an umbrella term for mixed forms of traditional music and 

Western popular music directions (jazz, rock, pop, electronics, etc.). 

6. The following is the main argument for naming the pop-folk music style with this term: 

In addition to some newly conceived elements of folk music, this music is also characterized by the 

usual democracy, wide distribution and standardized lyrics of pop music. Thus, we believe that the 

term "pop-folk" (popular folklore) best describes these features. 

7. The term "folk-fusion" introduced by us is rarely used in ethnomusicology. However, it 

is precisely adapted to the Georgian musical reality and accurately reflects the content embedded in it 

_ the synthesis of Georgian folk music and popular music, because the word “fusion”(merging) refers 

to the process of connecting two or more objects to get one unit. Whereas prefix “folk” indicates at 

unchanging component of this fused musical form _ folk music. 

8. In the process of working on terminology, we also considered "ethnic music", the same 

"ethno-music", as one of the synonymous terms of folk-fusion. However, the name ethno-music may 

be used not only to define mixed musical units containing folk elements, but also as a synonymous 

name for folk music itself. Thus, due to the ambiguity of the term, we did not consider it appropriate to 

apply to. 

9. The research revealed that the folk-fusion direction has a lot in common with the genre 

of "world music". However, there is a much more fundamental difference between them _ "world 

music" is "music that belongs to someone else", and as practice shows, at least one of the folk-fusion 

performers is still a representative of the traditional music culture, whose musical elements produce a 

fusion with popular music. 

10. As a result of the research, the four phases of the Georgian folk revival were revealed:  

A) The emergence of Stage folklore (originated in 1885 from the first concert of the Aghniashvili 

choir). Within the framework of Stage folklore, the following features were revealed: doubling of the 

upper voices, introduction of the conductor institute, the emergence of the European so-called 

academic performance features. 

b) Establishment of the so-called Soviet folk style, with the foundation of folk instrument orchestras 
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and ideologized folk samples created by certain author. In the second phase, a new musical trend was 

revealed _ the incorporation of Georgian traditional music elements in Estrada art, which became a 

precondition for the emergence of folk-fusion. 

c) A tendency in Georgian stage folklore to get closer to the original ways of performing folk music 

(from 18th). Thus, there were established folk groups, having focus on the village performance style 

and the syncretic nature of folklore. In parallel to it, the first folk-fusion groups grew out of the 

tendency to synthesize folk and contemporary music starting in the context of Estrada music. In the 

same period, the so-called Soviet author's songs were qualitatively transformed and turned into Pop-

folk within the new ideology. 

d) In the fourth phase of the Georgian folk music revival, which began in the 2000s, the 

peculiarities of the revival process revealed in the third phase continued to exist under the ideological 

conditions of the new, liberal society. All of the above-mentioned forms of traditional music function 

in this phase. As for folk-fusion, with broaden access to Western musical material, new constituent 

subdivisions of folk-fusion have emerged, and it has become much more stylistically diverse. 

11. The analysis of the musical practice revealed that the first germs of Georgian folk-fusion 

are samples created by the synthesis of folk music pop music (which often contained jazz elements) in 

the 1960s, which continues with the synthesis of folklore and rock in the 1970s, 1980s. Finally, _ with 

the emergence of elements of folklore in Georgian alternative music. 

12. In the process of folk-fusion research, several existing central approaches and methods 

of analyzing popular music (Middleton, Ebralidze, Ninoshvili) was adopted by us. Based on those 

theories and the comparison of relatively relevant criteria in the context of folk-fusion, we formulated 

an analysis system consisting of three main categories: 

a. Approach towards the folk material  

b. Ways of Folk material processing  

c. Stylistical variety of fusion implementation  

13. As a result of applying this analysis system the work of the ethno-jazz group Iriao,  

different approaches of the author (David Malazonia) and the performers of the compositions were 

revealed. In the first case, this approach is manifested in the balance of the different principles of the 

popular and traditional music material realized by the author in the compositions; in the appeal to 

certain musical elements from the folk material, especially from so called “peasant folklore branch” of 

Georgian folk music. The approach of the performers is evident in the episodes of the composition 
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where the author gives them the freedom to improvise. It turned out that it was the vocal trio that 

ensured the ethno-jazz group Iriao's improvisational passages with the folk music improvisation logic, 

which sets the group apart from other ethno-jazz performers. 

14. Sociological research of Georgian folk-fusion, in particular, interviews with its 

performers, revealed that the use of Georgian folk music by folk-fusion musicians is due to various 

types of intrinsic and extrinsic motivations. Including desire for self-expression, exoticism, nationality, 

commercial potential, etc. It turned out that in the case of individual musicians these two motivat ions 

coexist. 

15. The study of the motivation of Georgian musicians revealed the factors that influence 

this or that musician avoiding participation in folk-fusion experiments. Among them is the fear of 

damaging the original folk source while processing Georgian traditional music material; The danger of 

sharp critical feedback from musical authorities; Lack of competence in popular music; Lack of ability 

to show musical initiatives; Lack of appropriate space for folk-fusion music and fragmentation of 

concerts and festivals in this direction. 

16. A study of musicians' motivations also revealed that despite their different artistic 

thinking and motivations for addressing folklore, musicians are driven by a differently revealed, but 

still respect for national values. As it turned out, Georgian folk music is perceived by Georgian 

musicians of different generations or mentalities as a "recognizable sign of nationality", which is why 

in the final artistic result it might not serve only to reveal its high artistry or exoticism. 

17. As a result of the research, it was determined in what forms of everyday life the 

application  to folk-fusion manifests itself and what socio-cultural function is carried by integrating 

Georgian folk music in the modern life. 

18. It turned out that folk-fusion, as a multi-layered musical phenomenon, in a format 

adapted to its modernity, is involved in public life with both aesthetic, cognitive, communicational, 

educational and utilitarian functions: 

a) The aesthetic function lies in giving the listener a sense of pleasure, of beauty; 

b) A person with a cognitive function is given knowledge about the outside world; 

c) The communication function unites people into social groups through the exchange of 

musical information; 

d) The educational function contributes to the formation of the individual and the development 

of national identity; 
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e) Utilitarian function manifests itself in the following areas: advertising industry, cultural 

tourism, politics (demonstrations and protests, various official meetings and international 

cultural events). 

19. As it turned out, due to the modern musical sound, Georgian folk-fusion perceives the 

listener as a full member of the globalized world, and by including folklore elements in the musical 

structure, it gives Georgians a sense of connection with roots and ancestors and makes them feel part of 

their cultural heritage. Thus, the combination of these two important feelings in one person and the 

feeling of personal fulfillment caused by it becomes a source of aesthetic pleasure. 

20. It was revealed that Georgian folk material in the folk-fusion compositions of foreign 

performers, first of all, becomes a source of inspiration due to its aesthetic value. However, the success 

or failure of music mixture, in similar projects, the final result gets still popular with foreign listeners. 

21. At the same time, it was revealed that in the attitude of the Georgian listener towards 

folk-fusion, great importance is always attached to the complexity of the folk music material used and 

its mastery of processing, however, there are cases when the listener properly appreciates and takes 

pleasure by masterful processed seemingly simple folk tune.  

22. According to the classical semiotic theory of signs (Pierce) revealed that Georgian folk-

fusion music as a means of modern musical communication (language) is a sign that serves to present 

the object _ Georgia, as a modern country based on traditions. The recipient is the audience, the 

Georgian society or the world diplomatic corpus, on whose readiness, the "internal context" depends 

the degree of acceptance of all these semiotic levels and the effectiveness of this metaphor. 

23. Semiotic signs, symbols, with the help of which people identify themselves as belonging 

to a certain culture, are demonstrated by cultural marker. Given that folk-fusion music has the ability 

to present Georgia as a country with modern values based on tradition, it indicates the great potential 

of this musical direction to represent the country in the international arena. 

24. The following indicators of psycho-emotional impact on the people of folk-fusion, as a 

part of modern Georgian life were revealed: 

• Aesthetic indicator _ as the research showed, this indicator can be seen in any form of folk-

fusion, depending on the artistic level of the combination of Georgian folk music and Western popular 

music. 

• Indicator of eternal archetypes _ this indicator is, to some extent, related to the indicator of 

identification, but it affects not only the human conscious but also the subconscious. It figures in this or 
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that form of use of both folk aesthetic and social function. 

• Identification Indicator _ combines forms of folk-fusion use in which the musical sample 

evokes a sense of national identity in both aesthetic and utilitarian forms. 

• Exoticism Indicator _ combines forms that are directed to foreign consumers (tourists, 

artists, listeners). 

• Consumer Attitude Indicator _ in the context of the consumer society, this indicator is 

typical for all utilitarian forms of folk-fusion use. 

25. A small sociological survey conducted by us revealed that the majority of Georgians are 

well acquainted with the most successful groups and projects (such as “Shin” _ 88%, “33a” _ 92%), 

which have been engaged in local music for many years and are distinguished by the democratic 

nature of music. The least known groups (“Detsishi” _ 5.5%, “Stumari” _ 4.7%) belong to less 

common sub-directions (progressive-folk).  

According to the survey, in many cases, the degree of awareness of a particular music group 

can be an indicator of their approval or disapproval. From 9 folk-fusion groups/projects mentioned in 

the questioner (“Iriao”, “Shin”, “Egari”, Giorgi Mikadze&Basiani, “33a”, “Zumbaland”, 

“Kakhaberi&Khanums”, “Stumari”, “Detsishi”) two groups/projects (“Zumbaland”, 

“Kakhaberi&Khanums”) deserved the sympathy of quite a few people compared to their notoriety.  It 

seems that a certain part of Georgian music groups is known in the Georgian society thanks to a well-

packaged and effective PR campaign, but this does not increase the number of their music fans. 

26. Determining the socio-cultural functions scattered in the modern public life of Georgian 

folk-fusion has shown that this musical direction is already quite relevant and, with proper promotion, 

has a great prospect for future development. 

27. On the one hand, given the musical tastes and experiences of contemporary Georgians, 

and on the other hand, the existence of hidden layers of still actively used cultural memory, it turned 

out that folk-fusion music, which combines the dualism of traditionalism and cosmopolitanism of 

today's Georgian society, could be the best expression of its musical-cultural identity.  
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