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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 folklore. As for

the functioning of the other two forms produced through the incorporation of elements of traditional
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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

traditional music and Western popular music — folk-fusion, which has not been explored in Georgian
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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 concept of authenticity
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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 music®, as the main subject of our thesis — folk-fusion

fully resides within boarders of popular music and traditional music.

The 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.

43



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 regional,

stylistic, performing manner of Georgian traditional music was significantly lost and the folk culture,
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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 subchapter
chronologically presents history of all main sub-directions (ethno-jazz, folk-rock, folk-alternative,

progressive-folk etc.) of Georgian folk-fusion.
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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 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
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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
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.
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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 Irine 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)?

YV V V V VYV V

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

» Invocal part or instrumental accompaniment (or both)?

» Applies to vocal polyphony or “effect of polyphony”?

» 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)?
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Ethno-jazz
Folk-rock
Folk-electronics

Progressive-folk

YV V V V V

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

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

50



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 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
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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-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
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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 already

quite relevant and, with proper support, has a great prospect for future development.

Conclusion

The research revealed:
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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”, “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
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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 aresult 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 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 18™). 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
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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.
1. 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:

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 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 motivations coexist.
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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 aresult 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;

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.
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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
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
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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.

The main statutes of the dissertation are reflected in

Publications:

16. “Some Peculiarities of Georgian and Estonian Folk Music Revival”. In: Proceedings of the
2nd International Music and Dance Studies Symposium “Memory and Cultural Heritage”. Trabzon,
2016.

17.  “Georgian Political Folklore and Folkloric Politics: The Relationship Between Folk Music
and Politics in Georgia”. In: Bulgarian Musicology Quarterly. Sofia, 2016.

18.  “When tradition meets modernity: Georgian folk-fusion music”. In: Folk Life, 57-2, 2019.
https://doi.org/10.1080/04308778.2019.1656791

19.  “The cultural context of Georgian traditional music revival: three distinct individuals from
local ethno-fusion space”. In: Proceedings of YMEIC2017 (1* Young Musicologists and

Ethnomusicologists International conference), 2019.

59



Conference papers:

20. “Folk-fusion Direction in Georgian Musical Reality”. In: The tenth International Symposium
on Traditional Polyphony. Tbilisi State Conservatoire, 2020.

21.  “Non-legitimized Musical Direction in Georgia: The Pursuit of Definition.” In: The 45th
International Council for Traditional Music (ICTM) World Conference. Chulalongkorn University,
Bangkok, Thailand, 2019.

22. “Georgian folk music as a tool for emotional impact.” In: ICMPCI5/ESCOMI0 -
Anniversary Conference of the International Council on Music perception and Cognition and European
Society for the Cognitive Sciences of Music. University of Graz, Austria, 2018.

23.  “Itis our way of life and it’s reflected in music” — how motivations of Georgian folk-fusion
musicians work.” In: Post-ip (Post in progress) conference. Institute of Ethnomusicology (INET) at
University of Aveiro, Portugal, 2019.

24. “Performing the roots: alternative story of the American raised Georgian musician.” In: The
First International Conference of Artistic Research in Performance (HARP2018). Royal Northern
College of Music (RNCM), Manchester, UK, 2018.

25.  “Ethno/Musicology in Post-Soviet Georgia: Towards Western Approaches.” In: Musicology
in the Age of (Post)Globalization. City University of New-York (CUNY), New-York, USA, 2018.

26. “Georgian Ethno-fusion Groups — Another Alternative for the Preservation of Traditional
Music.” In: Annual meeting of ESEM (European seminar in Ethnomusicology). Tbilisi State
Conservatoire, Georgia, 2017.

27.  “Georgian folk music in contemporary life: Peculiarities of its Utilization”. In: CERM
conference of educational research centre. Oslo music academy, Norway, 2014.

28. “Contemporary forms of usage Georgian traditional music.” In: EUPOP2013,Turku
University, Finland, 2013.

Lecture-Presentations:

29. “Traditional music revival in Georgia: on example of folk-fusion music.” In: Talk-ip (Talk
in Progress). Institute of Ethnomusicology (INET) at University of Aveiro, Portugal, 2019.

30. “Traditional music in contemporary Georgia: music revival and newly emerged musical

styles”. At King’s College, London, 2018.

A0



