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bLOA3MDNYAEDY  gondoMmmo  HMONEOYMN  IMO30Mb3NbMONL  33tma30L
LogmNOAMMOLM 390¢HMOL MM dbamo 3x0mo3oEnob 3MIBY6HOEN. JLHDN gobamozm:
»Jommo  MHmmn  0xbgbgmMLb  FogMm  dMNMIOY 93MM3Ym  HMooENYm  Lobodmymm
3M073(H030080" o 3BMdOMN 8F9MNn gm0 gNBM3Logmmmanb, dMybm byhmab Bodmhmanly
- »9006mIYLogmmmanab 33mg3o: MEEOEOIJH0 N3dMbODMALO” — JoMmym §bod)
00M33bnmon godmEgdo.

LO33MBNY30L Lobabom BoBMn HMLLNENYMO NYM AoMoymn Gomdnb Ahgzgbgdo.
b gomEom ohomagma My0bmmob, Mgbosdm dmMgmab o3nmdo LodomMonzgaenmb
3qbobgd, bLobymbmydom ,,6000080b b3gdn“ - bogmmodmmabm bygmo L3d6gmBn.

MHmamMz  ymagmonznb, LNA3MdOYTNL gobLbo o obyM3zo aMOboNMdYmn
3Mmb39M®H3000 00060860. 30bLONL 3MBEYMHI0 FMBSBNMaMAS Bn0MAL JoMmmMaAs
930MYM3d Jommo 3mmadhnzgdds, Mg on3e3dnmos (H33LE-0L Bgdmo bbybgdnmn
gfm-ghon obmo g3odmEgdnb 3MgdabhoEnol, Mmdgmog Jomomo Mmmb 5dmabydo
09baL3ML  Bngf  VMNOMYdYM  93MM3YM  HMonEoY  bLobodmghm  3Modhn3n0do.
©obyM30L oMo IMBEIMHNO 30 HMOLOENYMOE JoMM3IMO O YEbMIMN Fo3030EM
0bbO3OdMYOOL BMBOBomMgMdNm dgogs. oMo v3nby, LOA3MDNYANL ymzgm Lobgbom
mab, 3mbbymzohMMNolb F3oMy OMdOBIN  HMONENYMO, Tomab 3mbEgMhdn
030MNn0Mo bh3oMo o Fob3nbdgmn SBLEAdMYONL FMBSBNMYMONM.

Xl bLoA3MBNYANL FMBIBOMYHdL LOTEbNgMM LYLNJOOLY O 3MBEIMHIONL oM,
Mo0q003g oMmommmMAsmym mmbobdgdody obBMYdAL dobodmgdmmdoE F0gEIM.
30Mdmo, 89b3wbad Jomoymon Jomodnmn agmmimmmol dgdbmnmadgm 96boddm
»M06060b% (bgmAdm3zobgmn bmbm  3M3omgndznmn) o gbdYIM696 ,zoMwgb0d
8930Mb6odgb¥, Lol OgLBMBYL vdofmnamn boambymn MaB3NL BndNAgdal smOMINL
3M90aBHOENOL, 3odmMa3gbob o vdomMymn LbnldnLb M IMmmMMNEN 3MBEIMHL.

033900900 9.6. 39mdMym emgb, bLod3MD0YI0L FMBLBNMYYdTS COdNZOMNYMYL
93080 603390 Jomodo pRmobEoby (d3. 6.-0b VI L), 30b3do 30 JbhNAMBYL Bngo
30h503830m0L bomzobm Bofmobb, boyE §JL3MMIAHO gonTomms JoMmmymo o AbMAMNM
9M030mMb300bMANL vMORMMISMYMN, FogMod LomEMo JNoddYdL3N 3MBEIMAO.

003000 oMbgomdoL 20 Banolb  Bobdomdy,  HmsnENmo  AMo3ombdnobmdnl
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LOA3MDOY3Ts Fgdmm  ALMAMOML  VOGYENMINM  J39YDab  HJBMIYLOZMMMENS O
boambymo 3bngob dg3bMYMYdIMMS JMO N MBOLO ZoIMMNNVDYdY, MOE NOYME
A39bL 96n03300mmM306 AMbO3MaMo o LNB3MDNY3NL BoMAohadymn  Am3ozmaly
LOBNBMO B5330dmMNS AdZNZSTMON.
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From the Editors

The Thilisi International Symposium on Traditional Polyphony in 2022 was the eleventh in a
row; however, given that it was held 20 years after the first symposium, it also became an anniver-
sary. The XI symposium was attended by 35 scientists, including 20 foreigners and 15 Georgians.
This collection combines the texts of the papers presented at the symposium, sorted by topic. It
should be noted that the traditional topics of the scientific sessions of the XI Symposium were sup-
plemented with several new issues. One of them is Computational Ethnomusicology, a modern
field of research in musical folklore, which opens new prospects for ethnomusicologists. Frank
Scherbaum (Germany) made a presentation on this topic, who presented five years of experience
in computer analysis of Georgian traditional vocal music. Another new topic was Audiovisual
Ethnomusicology: Challenges and Perspectives.

Daiva Raciuinaité-Viciniené (Lithuania) discussed the problems of audiovisual documenta-
tion and communication of Lithuanian polyphonic song from the standpoint of an ethnomusicolo-
gist; Caroline Bithell (UK), based on the experience of online workshops of Georgian song during
the COVID pandemic, discussed intercultural activities in virtual world. Most of the papers of
Georgian and foreign authors both individually and in groups touched upon Regional Styles of Tra-
ditional Polyphony and Musical Language. For example, Simha Arom, Florent Caron-Darras,
Michele Castelengo, Frank Kane (France), Ana Lolashvili (Georgia) and Frank Scherbaum
(Germany) co-authored the results of the first stage of work on the categorization of chord invento-
ries and chord progressions in Georgian polyphony; French ethnomusicologist Michele Castelengo
presented “A New Approach to the Analysis of the Sounds of Traditional Vocal Polyphony.” Ma-
dona Chamgeliani (Georgia) and Marina Decristoforo (USA/Georgia), based on the materials
of a field ethnographic expedition to Svaneti in 2021, presented the results of observation on the
changes in the ritual celebrating one Svan holiday; Teona Rukhadze and Sandro Natadze (Geor-
gia) presented the problems of the importance and functioning of Svan holidays. Nino Naneishvili
and Paata Alaverdashvili (Georgia) discussed the therapeutic meaning of Batonebi songs, both se-
mantic and melodic construction, on the one hand, by searching for parallels between the content of
the texts of therapeutic songs and the principles of one of the popular psychotherapeutic techniques,
on the other hand, through a comparative analysis of treatment methods.

Within the framework of the same topic, musicologists Meri-Sofia Lakos (Finland) and Mo-
hhamed Ashkan Nazari (Iran) co-authored the article “Polyphony in the Music of Hawraman: a
study of the unconscious polyphony yielded in the interaction of Shemshal and singing in Hawra-
man’s traditional music*; Natalia Zumbadze (Georgia) — discussed the polyphony of Khevsuretian
songs; Zana Pirtlas (Estonia) drew the attention of scientists to the kergiitimine technique; and
Janika Oras — about the changes in the meaning and function of the polyphonic tradition over time,
which the researcher showed from the point of view of older ethnophores.

The article “Many Faces of Ethnomusicology” and discussion the reasons, goals and perspec-
tives of the transformation of ethnomusicology was presented by the famous ethnomusicologist
Joseph Jordania (Australia/Georgia) in the frame of Theory and History of Polyphony. Mr. Jo-
seph was not able to come to the symposium this time, however, with the experience of the previous
symposium, which was held in online format due to the pandemic, the scientific sessions of this
symposium involved him and those scientists who could not come to Georgia for various reasons.
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The topic of Comparative Study of Traditional Polyphony united two scientists: Polo
Vallejo (Spain) and Kae Hisaoka (Japan). Polo Vallejo is a regular participant of our symposiums
and has a solid experience in the study of grammar of the traditional Georgian musical language.
He presented the paper “Revisiting the Triton”. The author researched one of the fundamental pa-
rameters of Georgian harmony with musical methods characteristic to pedagogy and composition.
The report by Kae Hisaoka (Japan) “Preliminary Study of Traditional Music of the Black Sea Coast:
with an Emphasis on Georgian and Circassian Ritual Songs, Instruments and Polyphony” is based
on the results of a study conducted by the author in the Republic of Adygea in 2021. It was an at-
tempt to compare Georgian and Circassian music.

Under the topic Polyphony in Sacred Music participants of the symposium listened to an
article by Tamar Chkheidze (Georgia) “The Essence of “Formulae” Mode in Georgian Chanting
and Its Realization in Multipart Context” and an article by Ekaterine Kazarashvili (Georgia) “ St.
Stepane the Confessor (Karbelashvili) about Georgian Chanting (Based on Vasil Karbelashvili’s
personal letters)”.

The topic Social Aspects of Traditional Polyphony included articles of three ethnomusi-
cologists: Andrea Kuzmich (Canada) with the paper “Sing with Ukraine: Political Koliada or
Guerrilla Carolling as a Responce to the War in Ukraine”’; Mario Morello (USA) with the article
“The Polyphonic Song as an Instrument to Collectively Summon an Anti—war Space, Italian Songs
of Wartime Resistance” and Maka khardziani (Georgia) with the paper “ The Impact of Migration
Processes on Ethnic, Religious, Cultural Identity and Traditions of Svan Eco—migrants “.

The symposium ended with a Round Table, discussing Musical Folk Tourism. The presenta-
tion was followed by an interesting discussion with Madona Chamgeliani, Nino Naneishvili (Geor-
gia), Jeoff Burton (UK) and Marina Decristoforo (USA). Online joined: Penelope Gonzalez (Spain)
and Matthew Knight (Canada). During the round table, the motivation of foreign guests studying
Georgian singing and experience of their Georgian hosts were discussed; as well as the benefits and
challenges related to cultural tourism in Georgian reality.

At the end of one of the Scientific Sessions, for the first time in the history of Symposiums,
a podcast by Susan Thompson and Holly Taylor-Zuntz (UK) Voices of Ancestors: Voices of
our Grandmothers — was presented. The podcast, created during the pandemic with the help of
authors, brings to life stories and folk songs from Georgia. “We champion women’s voices because
foreigners assume that only Georgian men sing, and women do not. We do not want the huge talent
of Georgian women singers to be overlooked” — this is the main concept of the podcast. They plan
to record many interesting episodes in the future and try to find funds for this.

Two new publications of the International Research Center for Traditional Polyphony were
presented at the symposium. These are: “The role of Women in European Traditional Singing Prac-
tices Recognized by UNESCO” and the work of the famous American ethnomusicologist Bruno
Nettl — “The Study of Ethnomusicology: Thirty-Three Discussions” — translated into Georgian.

The session part of the symposium traditionally involved film presentation. This is a film by
Italian director Renato Morelli about Georgia, called Voices of Conviviality: An Inter-National
Supra Evening in Svaneti.

As usual, the opening and closing of the symposium were marked by concerts. Georgian and
foreign women’s collectives took part in the opening concert, which related to the presentation of
one of the new publications of the IRCTP, dedicated to the role of women in European traditional
singing practices recognized by UNESCO. The closing gala concert was traditionally held in the
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Grand Hall of the Conservatoire with the participation of Georgian and foreign male ensembles.
In addition, every session day of the symposium, traditionally, midday concerts were held in the
Recital Hall of the Conservatoire with guest and host ensembles.

In addition to scientific sessions and concerts, participants of the XI symposium were given
the opportunity to attend several informal events. They met with the ensemble Ranina performing
Georgian urban folklore (lead by Soso Kopaleishvili) and visited “Gardenia Shevardnadze,” where
they attended the presentation of the album of Acharan Folk Crafts, an exhibition, and a folk concert
of Acharan music.

As for the cultural day, the symposium participants visited Uphlistsikhe — an ancient rock-
hewn town. After the excursion, they visited Nika Vacheishvili’s Marani, where an informal, but
impressive concert of Georgian and world Polyphony was held.

For 20 years of its existence, the symposium of traditional Polyphony has managed to unite
dozens of countries of the world as one large family of ethnomusicologists and folk music perform-
ers, which we can consider as our significant achievement and a harbinger of the successful future
of the symposium.






9MJI33WbaNI6MdNL NIMMNI LS NLOMMNY

THEORY AND HISTORY OF POLYPHONY
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NMbId IMEHLPI6M1Y
(93L0OMHIMNY)

3016M3ILN3MEM3NNL 3MI3IN LAbI

oMbgomdalb 135  Bmnb  gob3ozmmoodn  gmbm3ybogmmmans 39303000
8000300d O MILOE 300NEENL B3MNMYdLL. o3 E3MNMYdYONL 30dydO IMOz30MmN
oym. omgb Hgdb Bmbybgoedn gobznbomoz dbmmme MM Fomgoblb: 3manohnlym-
9o039Mo  dgbgonmadgdol 33mnmaoqdlb o Hadommmgoynmo 0odob goggammmgdol
B99m7g900900b gobmMILoZMmMmANNL obznmofmgdody.

1. 3mmo@ngnm-gongymo d5bgoymgdgdo

01030030M39MO© JMBMIPLOIMMMANNL VAMEBODSL BodmMmog)by vMog3Mm3yann
bombgdal dybngomyMo nabhnmaoalb 3gbBozmo o LOLHTsHNDOENS. LBEMMaL o3
0gmMoyado  0dmEebydds 89ddbs  dgomadnmon  3gomwmol  o3ofmom  3odmygbgdnly
9Y30MIOMOS.  MNOMINMN  ZNMHNMob  LommM3nbonmn Jgbbogms o  NMZMNYHOMO
9Y(30MYOMB0 3MobNANISENNLLM30L, Vb MMA, F9300gMION MO3L o NBYbYOdDIL oM
3qboOMadMO IYMHYMYd0L §onb BqbBOZMNm O oME Mondy §Jb3gNENNL AMBYMON.
00 39Momeonb dMmM3ndo godmomhgmes, gMmoo dbMng, LomEmMow oMM odobydom,
1D0MIdDOMO NGMMOYMN LEINMNLIONL OYxbYdNM, FogMod, ©3037 MmL, BodMmMAgdNL
dqomeommmanymo Logdzgmo doandy oMvdyomMn nym o J9EoMYdYMO IYMHYHMYdNL
doamnob 3Bnfmo 3mboo godmomAgmods. dogemomo, oM dDogmmnw bogmo (1933),
0 oM@ 3oMnyb dboncgmo (1940, 1961, 1969), MmMImgdnE ByMmbb JoMmoymm dnbogody,
oMsbmglb ymayzomob bLogdofomzgmmdn o, Mo mJdo oo, modomolzny Bgwdgho
0ym 3omn 3bMnsb nbyomn dMmdohnzon Logddggdab 39madnl gbobgd, MmammnEds
Jomoymo 960b dgbBogms, b Jomomym 9bodg ombgdymn madymobhynmab boogndzmnobn
30(30mdo.

9bm3bogmamannb 3ob30momgdnb o8 3nMzgam 3gMomdn yzgmody ddmozmn
LO3gEBNgMM  bymmo 8gnddds  ggMAsbnodn, JgMmdmo, OgMmmNbAn. ggM3vbYmMaddS
bomEaMn gnmMAMaNbadNm 8odmnynbalb 3nMzgmn dbmaanom mAol dogf dm3gdnano
3qbodmndmmMoY, Mmabog by Lbzowobbzs bombol BoMIMIsaxdangdn dmbswbyd
0ommob, Mmammz bodbgomm HyYy3ngon. 8gmMmaAsbymaonbs o v3bEHMNgmMadolL dngm
3960bo o OMMNBOL RMBMaMOToMgn30L ngM HoBgmnm LNBMYMadL cMboE YNILN
903b0gMymo  mofMndnmgds og3m. 093M0 ZNMOHYMoLLmM30L gb HsbByMYdn MyboE
83930690000 30039 bAmM3z00 Hobobymadow o8 JnhnMadnsb.

LOABYbIMME, DYLHO JL 39MNMEN VYINbIS 3gMAO0NOTn MLLNLAHYMO gMMNgdNL
80hbsb o TOMNME o3MEIMYdSL. 93 MYMMNIONL godm 3920- LYol 20-30-000
Bmgddn 0;3mMaoMEs, MM3T 0d3000mMy Lb3vobbas MALAdL Lbaowobbls NbEgmMydho
00 v330L700L YoM 3gMbOM. oMo d3nbY, NM3MOM©Y, MMA Hbs 3oLOVBM3MOZ
Mobob O 9BLY o BYbngsmyMm INmMEHNMOL IMMOL OO Ymananaym d830Ms 3o3d0Mo.
LOEMMY o8 F0DYOOL godm nym, MM3, FogoMNMOE, domysiymo Lozl HEAByMYdO
(03000 domyoMgangdn) F0Ho FOMMODBD, Lognmomn dMozombdnsbn Lndmymgdo
AogbBgmoo Ambmnymo, gmo bdodn, Momo domn dbogo o 9bo (MyMdnmo 9bo)
9M3obgMNLM30L  OgObMM3q00bsm (0bgY, Togomonmow, dgndmgmol ModnbndY
3Mdyando. nb. Mobogzn, 1988).

d0LodANLO, BoMMONY, dYMNNLBNL LIMMO3 N MMM NMVTSTS d7MIONNN
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F9LoZMMMENOL  @ob30MOMYdsBn o GWoMmmmeE dModMm3by 393bogMagdab dogmon
3MYod @odmnyz0bo sb3omMadDg (9Mnb dmMob gmb 3mmMBIMLHYMN, daN)gLObMY
gmobo, goman 3hnadn, 3nmd Dodbo, dofmoyb 8bsongmn o dMmogomo bbgs), domn
ogmMoyan 3mbbhMYIEN0n ,00bol 035bgddY* Nas o aNbgMs dgmtyg Abmaemnm
m30L B3MB3MIONLMOBV3]. bbaoms dmMaly, Agmg Bbmaaom M3, Mo30b0 MbNbHMN
30bnonmadg0nm o 39bmEnnb vMmbobymon bLobLOLHNZNM, gobwo 3nIE dofMnmon
3mmohnlnmo 30dDgdN Bgemadnmo 31bngnbAMELIMONL OBIMY30LEM3NL. VMo Bofbhm
dn00Mgd0m0 31bN3NLAEMEBYMOS dMIMADEY ,30bMBEEMaT", oMed]w M30m ,MOLNL®
3mbEomENoE o (HnMnbos dmdymgdym odbs (HoM3dnbo ,Mobo” JgnEzome yRmmM
ByndMomymn HaM3nbom ,3m3PanoEns”).

LBmMge dgmmg  Abmogamom  mAolb  3g3gg  0BYgdL  JMBMBLoZMmmMEN
800300MxdoL 03 HMANboL Mobodgmmay 360d369mmonm. FobBozmab E9boHMAS
0baMgMN dYMIMNBNEVD ZoONDLEZM vY303707M MML-0659maLbdo.

obom 3nagmdodn bMYMYdN, JonE3zoMms AMmbm3bgdn 333ma3mal dndomo: oy
H03nmn dgmannbol bammob BoMdmMBoggbgmn nym bogomdmab 393bngMn, MHmBgmbog
o Amgobmagdmms  9gb3g0ENgdol MMASBNDYdS, sbms 1337 JMBMIYLoZMMAL
dmgombmzgomeo oMo dombm 9Jdb3gw0ENYd0L AohomMmyds, oModgE 8oMazgymo bbab
800303mmMdO30 (39MOND, ©b HFFMOYLNY, BaNMOND), 3bM3aM]dS BgLLLBOZM JNMHNMS30,
960L 033007500, o F9dmMaONLEVEZIMOW® FNMAHIYMOL, JOBMEMORNNL S BLZNMMOMNI
96007 8300mEadmn mohaMmobhnmob goEdbmdog (Bgmnodn, 1964). m30m gJb3gnENbYE
1339 Lb3d OBNADYMYdY 3JMbL — oMo 00wYbo dobomol Jgammagdy, oModgE
99L0IOL MMEOL goM33n30 LodMEIMYdSAN.

03 300gmM3nb obyma30L 893wna LMYMNLL dgoE3smMO JMbMTYLngmmmanal boby.
5960 gfmon, bobgihdmnzn commol 8obdoganmdodn dgbobbogmm d39yobodn 3bmgzMydsed
o, G0mydghab, 960L Jgbozmol Immbmzbod, oo Jgdmyws  3g30n0gMadNL
N30MNoby30L oMy o 3gbodmmm 33ma30L Fodhodgdn. 393609Mgdn vbyMbydbab,
hmamty Babo, gmomn 3nmepnmiol gobmodolb, o gmomn dbomo 9bnb 3ghbogmgdow
3qbBo3mMOL. goMmom BxeMaON A7LBO3MODY MO3oMo3n, ROJHNMOMN30©, Jobywo
90bm3bogmanmanado.

0000 (hHMogn3nmn 390939003 dmnMHobs — Jobm3Lbngmanmanadn, ROJHMOMN30,
0By g3omom  3odhodnb ;mgmmMoymo  33ma3900L Aodhotgds. ©80dy ofMmogmmbgm
800mMmmgJ3030ba6 Bnbomlb AmBNBzy gcbMIYLOZMMMagdn (dMybm Byhemn, 2005; Hnd
Moobn, 2010). dobbmalb, MHmEs Hnd Monbds gongm, MmMA 39 o bHN33d dMVYDBN 3030MYdLNM
39000M90000 9obmMINLNZMMMENNmM ONDAHYMYLYOYM ZMaNYadMOb JgbznmMob Mom
09 7obgofmmb 3MBRYMaBENOL MmL, 2001 Byanb, dombis, MM gobmInLogMmMmMansdn
dnooMmgdnmo  goomeen  MmEo  nofmyzal,  odhonmo  ,6oMgb  Byomb 0038303
8ossymangbm* (dg3nfn 3m3ybngoEns, 2001 Bamao, 7 nzamabo, Mom g 7Jobgntm).

3mmohn3nm-9003nmo  boboomab  E3MNMYdgdn  3odmnb3ns  V3MIN3y ™30
9mbm3nbogmanmaqonl  9mbolymo  3MMANMOL  godMo30m3MmmabgdedeE.  1960-
000 BMyoedy, 8gndamgds nmgd3ob, dogmn gmbmdybogmamognymn bogmm mm N
BobBnmo nym goymanmn. 3nfzgmm Bobomb dgoanbwbid J3gybgdn o dnmanigdo,
MHmMAmaodoE 3oMmaoe oymb dgdmbobymon bogzmagzn doboms. gbgbn oym oxMozab,
LOdbMgm ©3xMNINL, VDONL BMo3omMN  IYMBHYMOL o V3LEHMOMONL  VOMMNZYBYMN
Ambobmgmonb yanbhnMgdo; 9;bmdnbogmanmannb 3gmmg o bgMmb 30 dgoa700
oL Znanhnmado, LonobsE IMENMBYL 3MmARgLOMBOMN JMBMIYLOIMIME]dN. gbgbn
0Y30696 gobznmofgdymo 93mbm3nznl gmby, domomoo, §3Mm3nbo o hthommgm
009Mn3nb J39yb900.
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003MdMEY, MM3T o3 obznmoMmgdym 3ymbhyMgddn bombymn dgdmddggds 1339
Bombymb oym HodomMadnmn. dgbodsednbo, o3 3oMmomedn domasbd domgdymn aym,
MHmd 93Mmm3gmn o0 ©d9Mn3gm gnbm3bogmmman odmmBobgydnmoym na3dmbhn3nmM
Jnanhnmob  Bomdmdoggbymdg, bobaMdamnzn  9Jb3gnEngdn  dmgbym  Bgymanab
939400030, gbbogms 3omn 9bs O MMIB® oEBMOM®S 3o JNaNHMb.

0nmgdnmn  3Mogdhngs,  BobBommomng  3onbE,  d903o3o  3Mmanmbosmym
LYMOL33YMPOSL, MMEALLE BMBNBL3y HYJdmmMmanyMn 9MgdaL BoMAmAoggbmadn
9030My000a6 o LBESZMMOEDBY6 N3 J39Yb9gdL, LooE Bobomo 3o dg3Mn nym, 3ogMmod
3MHMBLOYMOE 3oMaoe dM3DOJOYMN LOINMNOMO 3oMYON M 3Yo3om o3 Fobomnb
FqLobBOZMO O ZMOLNANIOENOLEMINL.

00 3MmdMYToL 00Dl Amgbobe MmMEognMo gdowobysghe. gb dmbrs Aol
3000098, MoE BMmZmMmmymo Fobomgdoom Fenof J3qybaddo onbym bogymomn
39MbHnmgdal oghoynmo dgbBogme, oby onbym nmapymadnb 39EbogMymo 3gbBogmo
LOZYMOMN domaonm, bLogymomn bL3gENOMAbHdNL dngMm. MmammE dMbLENMEBIMO
0ym, gohboo m030L507M0 Jod3MdSE INMAHNMOL SENMMOMN3LY S J3MM-0T9MNZHm
300LBo3MYMdL AmMAL.

0ym  3o0mbogmobgdnE.  3ogomnmo,  domomomns o3 39Mnmdn  cnogdnlb
LYo Amob3m dgoMmgdomn 333700, LBMMyw o3 3gMmomdn gobbmmEngms
90bm3Lbogmanmannb nbhMMosdn yzgmodg 3odhodymo 8xeMadnmo 33ang30b 3MmJho,
9.6, ,3006hm3ghmngo” (ammdogLbn, 1968). Lbzoms ImMobL, gb 3Mmadho ONbbo
o Bohoms Tbngomymo 0309300L gohgom. ™300 3Mmgdhol bymaddmzebymo,
mHa70oMYmn omob anmdogLbn, of oym 3Mmazgbombomn gonbmdybogmanman o dob
o 3ggdmmm b oMo VABYMMMONL Bo3nmMb3ay, vb Hobyms. dgbodednbo, dogmn
3Mmadhog LObmdHM HOBSBYMaONL gofMgdy gobbmMENgMEY. ©300x30030 bLoldom
9oMYyma3nmn 0ym oensb enmdogbol 39a30Lg03.

oMog3Mm3nmn  3anhnmodol 8gbBozmody 3MBEabHMoMadNL godm 053Mo oym
39M0mdYd0E.  930M39mab  ymamobs, gb  godmobohgdmee Hodmozn  9JdbdgwoiEnab
AohofMgdoby o 8mobmdom  AdBOBYMAL  godmndadn  9a3dmbhNNMm  ImbhnMddn,
00900, MmEo 93MmM30L HodMozn, NomMgbow bLonbhaMmgbm Magnmbo JgnbBozmMgmN
MHAYOMEY. Bo8oMNMB, 3MMNBALOYMN O VMO MO30mMb3NO0MOY J3MM3gm
gobmdnbogmanmamo  dmmob  3dmdomn  oym  39-XIX o, no3hm  dghog, 99-XVIII
LOYINONWSL (HIMBMTYLOIMMMENOL EOLEN3MNBOL goRnbVdwY), FoagMod dMOSDINLY
0 bLdYMJBYMNL Yommaboo LNBHYMaLM AMO30MbINBMAS FoMN3NL FBMdOMN Zoboo
dbmmmeo 3gmmg Abmaamom m3nb 39398 (mmocon, 1961).

0ym  090bngmo  3odmbodmnbgdnE. dom dmmoboo, 3ogomMNmsw,  dYINZSMYMmO,
Jofogmo, mobh3ymo o Mybymo IMoz30mb3nobmoy, MmAmyong Ebmdomn gobwbyb
gobm3bogmamanob  3obanmomMadnb  vMgne  gHe3g0dIE.  dPbydMozn  aym,
MHmd 9L IdHYMgdo oo bbob gobdogzmmosdn d9nbBo3MOME®Y  SZNMMOMNIN
L3930OMALEHYOOL FogM. MgL ob HHbNBENS N339 BodY300nd JMBMTLnlMmmaznadn.

2. 9006mIYbogmmmagns o HgdbmmmagnyMma 3Mmamgbo

obao dndmanbomma hggbmmmagomn 3Mmamabolb Mmmn gobmaynbodMmmmansdo.
9mbmInLogmanmanb  gob3nmoMady 0030000037 NTYOMME  0YyM  ©B30330MYONMN
Hodbmanmany®m 3Mmamgbomob. 59M, 0030LMB30, BMBMEMORNL godmambgdod dnbio
dmngmo dndgn 3000 hzgb0 bodgE0NIMM OLENIMNBNL 3oB3NMOMYOLL. 303N gHo30b
LOZOMIMNL  §MBMTYLOIMIME]ONLMZNL, MMIM]dNE ™Mo30L  Lodydom  3odobyhdn
9436000696 3bmxmMomb dMIE39m geMadnm 3M3MmHBYOL, YOMOMME® vYEOMYdIMN
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0Yym o0 MHompIomdnl 3mbmaMmednmn AoboBymadob odhnymn 3odmygdado (bdoMoc
39hM@0 3mbAOIFLHOL 3oMYdY).

bbzomMe MM, BMBMaMOA3NL 3odmMN0ed dmnhobs vgMamM3a Bgho L3g30;BNINMN
L,MJMHmL bbb AnmnE* (MMEEbNs, 2010). 5L 3NN BEaMAMYdL NN, MMB BMBMEMORVY
AoBgmoamo  3nfMzgmn  boambymn  dmdmgfangdo (o 3Mhmagboymn  dmdmymMangda)
0mo30om  3nahnmodo mnagdomnm 030gyMadoe 0J3bgb. LBmMa 0MbmamMoxdo
8oboo dgbodmm ob LobBoymo, MM3 dgndangdmes dgdbMymgdnb dmb3gbs by bbgo
939400080 o bb3o 93mdodn. gb nym LodgdbMYMGdMM 1330003900L FomBy3, MOBIS
mEbadLE 30 o dggdanmo ofgyamn 93mdol dgdLbmymadangdL. LEMMYE vBnhHMAvo,
HmA Joonym ggmmmmMyan 31b0Zod0 goM30MEMONYMYOYN 0d3000L 0y 330mbo3,
MHmeonb nym Joorgmo bombymo dgdbmymgommdnlb ,mdmhmb bobo, MmgboE Yzgmody
9900 ybogdngmabo JgdLbMyydogmn oym oJbhnyo, no Jobboo, MHm3 3obybo 3g-
19 LOY3ZYBOL dMMMESD TogmEg LOY3NONL 3oMzgm Lod VBMgYMOdEy 39MomeEo
0030LObYMMB (567 BMBMEMO3NM HIByMNmMN 3nMzgmo dxdLbMnmMadaN)dNb Bemydn).

boNbHaMgbmo, MMI DPLHO®L VbY3y 3obybmoad dbaosL dglznmbizol 093t Lbzo
93940bodn3. gb 30 30330000090L, MM3  3nMzgmo  gModaznmMa3nhadol  godmhnbsd
1000gbo BLogmamanymn goMmoohgbs gnhobs FPbngomym IPMHHMEBN, O dBNY3b
30M39m0 Hobobymgdnb gdnMndo magggbosmyma bhonhnbol mbydy.

B90ma  bobbgbgdn  ,mdmmb  bobob  domn“  gbgde oMo dofdm  bombym
300MymaOdmMmdoL. 3o30bbabmo, Mmamm d3hMMObM0 3JMBVM (o vJ30 MgboE),
0030MNMO©, 3MmM3qboym AM3MYMMNGAIL — 3oMYD ML, Fomno30bL ob LoMogndznmb.

H92dbmanmanymas 3tmamabds dmnhobo yo3mm o Ho3mm dEnthy dmBnb HABYMYdNL
d0ddbs, ModoE  3MNBbEN3nmo  dg33ome  AoBymob  3MmEgbo.  8obbogyoMgdom
3M07Hngnmn smdmhdos 3obghnobn 3ogbnhmambadl no Momybmdom godmhgbo
80-000 Bmgddn. 0ndEo, gb obomo  Haddbmmmans 3onbE oM  dMAMHBY nbymn
3608309mm3000  Zdmob abhmmoodo, MmM3  ZohmMmMadMES RMOMMO3NL  FogM
Bmdobom 3mbaMm 9B9IHL.

obomo ghodn oge 3oL dn0aa, M3 VONBIMZd NZNHOMHMN d3oMOMHNMO,
magmhy  oyom,  0by  30000M. oMo 0dobo, MmI  goo3omes  b3nb o
803mbbyMgdaL gMmomMmymo RobByme (Mog oty dbmmme mEboaL bLogobo oym
9bm3LoZManmaqonbomanL), 3MNBEN3YMoE sbomn nym youtube oMbdy dobomagdnl
800003b7gdNLY O HMNBODHNMOD ODNMHANL LNV3NMY o LNNBXRY.

omgb  833ma30mb  dommme  3MA3nyhamo o 0bhgMmbgho  bdnmwgds, MmA
69d0LBNgMO NBBMMBSENS Amndomb, 96 Mo30LN dbomn dtBMAYHS gondooMmL 3Mangaqol.
0bhnmMbyH3o LMymgdoo JgEzome 39EbngMNL ymagmeomoymo Ebmamgde. MmEs 39
9g0Mondo Lognmom Bngdbdn Mondgb 3nHnMYdS, 8oL FognaMo, MHMA 30300 NVMMLMSD
0 v300m Hadn Bogbo, 3y bdoMoe dn30030M 0bHMbyh3n, 36obyammd ng hgdlb AMm3goL,
803bbbn hgdn Bgbob oMb o dbams 1337 onmdn, 0Lz ONHOMYMO©, 39d90
bgomm 339MEL. LomEomMns, 3oaMod ML 9Mmo 3MB301HoMdn yathm dghn 0bMMBSENNL
0mdndbo 8gndamgds, 300y 3ogmb mdnabob vb AMLIM30L Logomm dndMOM!™Y3nd30N,
00 Y530bm ,303039000030% 20-59M NIMM 3ghn O PRMM dbomn NbMMBSENNL Bobao
dnndangdo, 30000 MYanbooomym ,06303mm39ns OMNHODOIddn“.

obomn, godmnmn  Hydbmanmanymo bLudYomMgdYdn JMBMINLOZMINMENSL dbom
39Mb39dHn390L YLbobosL. youtube oMbdgy Fobomgool Imbobzo YRMM O YRMM
20030MEJOS 0 9F3L 3oMYdge, MM 30I3 YBMM FooEINMVJOS.

3oMaoco dobbmalb, MmEo Hndb bomdghmmmdy 3nBomdnb cmMmL eddnMs YEbmyMn
moghgmodnmol dmdngde, b3gEnOMYMO oMbyl Modwybndy Bodmmadn dmbimznlb
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000MNMMIZNOD (dMan Bodmmado 0doi oM oym). b oym -8000b0 Bmgdob dmemb.
0L sbymn 3MMOMaTNL BoMAmagbs domnob dogmons, dncy3ghaL, Mo MJds Hbo,
dbgmno, BofMdmM3003nbmo 3MbM30LD Mondy BABMMANL godmbBymab Lodnmmado...
9M00YMN0, M3 LMY MY3DLIM JMBMIPLOIMMMEL, gbos NbamMNbYMO 6L
3mM0, 3M3301(HMNSL YMNNHMNMONL oM 3370 3MOBL O MO30LN L3330 bbb
boyzofnao. gb dmmm 316dhns bdnMow yzgmodg dbgmo bodmzbo ,0baMyngbhn,
M00g0b MY306009m BothgmMnomabhnm Lodyommadn sbomagadmgdn bdnMow Pynigdyb
0mdv30mm L3gENVMMOLL Fobo YHomohomMymn 3nbJEnol dobgyznom.

0obbgbogds  TomoYMBOL  3MBLYM3HMMNNL  Madhmmn,  3MHmygbmMn oMo
003339MbmMbn,  MmM3gmng  AMozomo  Banob  gobdogmmdoedn  3ndomoes  Anbgm
39609M30000mM0b, MmIgmog Lomaom Bodlb 0hgbos AIMMH3nobmdg Jgdbiyamyd-
mmoOsdn. MHmMEo LMMOL VTMB3MIONL MM BMmebMM3Y O dbomMgedM©S TPLndMLL
33000b7L, Mol 030MndY, 3ob d93M0 goomEs Mo30L0 3obybom. 35 M30Mb Bozngnmby
0bhoMz0y BoLOBD o Zofmao dobbmab Agdo gogznMzgde, MmA o0 dgbobndbos
350LMYaMdYmb PBM©S 3dnmab 9dndn godbomaym...

01 0mMgoo 3930030b90m JMbm3Lbngmmmgnnlb vbom 39Mb3gJhnzgdL, HBY
30d30m, Mm3d, ;3o mgbdy dgodmads 30030gdMmon Bgomgdomn dbngmmmanal
©o0MYDbYdodY, gb gndamgde 9339 Mgl dmbrgl. vdnl dgnan nym, Mmd 2012 Bymb
300000030 Rohofms dgomadnmn 3nbogmanmannb odmydbadnl dEgmmds. Azxdmznb
3JoMao 36mdnman bHhnzgd dMoydn, dondm HYbDIMN, oMb MBogLob MOBIMODMY
309hmm gmonmn o bbandn ny3dqb hofmonymadn o3 3MbanMgbEnadn. 3g, LodBybomme,
39M 3893dgmn Bobzmo 0bMNMOb V3e3dnMadmn 3333300L 8odm. FMEYMMOND,
000b bLobyMazgmn dgga0 ofn AM3ymmns. Mo oMb v3nbn dndHDN?

ob3360: A396 33d0Mad 37(3609Mx00b gomo3z0bymgdL!

90bmM3Lbogmmmgns, LudByboMm, Nb3 39M godmbyms dgmMy Abmazemom m3Anb
OAfMENmnsb. Azdn Hygdbmmmanymo Bgbodmadmmdsbn bomEmMow gondomy, 3ogMmsd
A390 0Lz gdmdnangdn 30Mo ,3MNNAHNZNMO 3MMaJHyEMONL* dmMmINendAN. oM 30093
dbgmno Hhodnb ,,MobNb” 3odmygbgdo o F3M 300093 MV3DMO §i3900m 3MaNgaqolL, MmEo
mo3oMogn nBygde IMo30mb3nobmMONbY O BNBNIZNMN SBMmM3mmmannb dmboigdgdab
0030b393007.

bogommo goznodMme, Mm3 obomo 33MY3000 (HYJOMMMAANS O FOVOZNMHONINN
3M396030300 39M dgdmaol dgoomadnmn bngmmmannb v3hm3ohnMo FMOMYBYOL.
bognMmo IMZNENMMO NEEYMMMZNYMO dmMmM3nmMYdn, MMIMYdoE bamb ydamal Hzgbo
ofgnb 3Mmamabb. boydomn dodab oMmodofbm gmbm3bngmmmgnalb  3Mhmamgbdy.
MH306009mN 393609M7YMN LEDMBOLMYS FOYMARNMNY, JMNN BOBOMN NV33EBBNMYMO
3o0mmOb ofn OMM3NML ,30mM0MHOZYMO IMMgIHnamMdaL” 3MbEn3gdn, gnbwss b
Lodomonamnbs o 393bngMann 3MMaMaLOL boMmydy dmbogl. Mol dggbgds BgmMy
BoB0mb, docn dOMIMmY 39000mdY 0030L MHYIsL Bovgosb.

99 9L 3oMgo 3ogdab godmEnmo M 30093 1991 Bamb, 39MBV0N3N godommym
LogMNOAMMALM 3MBRYMIBE30VDY, Lo 3MMYZIdL BO3NNN MIVZVOMN EOJEOM, MM
Agdo oMmagndgbhndn dmob3NbaL AMO30mMbo3NdbMONL o 3NDOZNMO SBMMMIMenmannly
0mbo399900L MobbzgoMody. o3nb dgbobgd 3y 0Mybm ByHmsb dJmbros Bamgdalb
3000093 LoYOdOMN Y, PO gnmbMmom, MM v3 dbMnz LabNLdm3bm d3mgdo 3gnbndbydo.

dnndmgdo 0bog 30 0mgdzsl, Mm3 gobmdybogmmmans Bob 3nnby3L, dmgogfMonn
Lbgo OMENLRVE 8obLL3V3YdNM. FogoMNMOE, JBOdMYMANL oMaol L3gENMOLHHOL
M0y 39M 3ouM3a3n300m, MohmTod v@MNIodn 3oENMIONm gho 9bodmymMdY,



22 0mbd JMMobN

300009, 3og3oMOMoE, J3MM3030, o6 vdmbozmam vdnodn. dnybyroza n3nby, Mmd 39
3Mmazgbmm dgmn MONLEVD JMMBL 3303909 dmbLybady v30L dgbobgd, mz Bymdy
39(hno H390L AMbLBYdSL FOYHOW oM 0739390 YMoMadL (Mnnbo & FJmmMobng, 2001).

70s  330bbm3alb, MMI  Hodomemmanymo  3MmamMabn  Mo30LMO3dL  39M
7DMY039mymaaLb  393609Mgd0L  3Mmamabb.  Lodnfms  393009Madedn  AgaMdL
3mmohoggmo  009900b30od,  dmmohognMo  39dmMNE3900LOEI0  Mo30bYROMN
ohAmbazgmm. LOBBHbOMMED, JoEMOMOMONL HaJbmmmans goEnmadom Hu3mm LBEMO3OE
3000M7d0, 300007 §0031M-3Mmnhn3NMn 8gbgnangdgdn. 393005MYd0L Mo30bROMN
8003000Md0LLM30L 30 VYBOMYdIMNS  MO30LYRMYOS ByONLANGMO  SMOHNIYMO
©0gdhohnbRLD.

9L 8obLVIYNMYON 36NA30MM3Z000 FbngoL beggimdn, MHoELL MVBELVMODMONM
oML OILHYMYdS 030LY, MM Fgbnlob A3gbn H3nbab goEnmydNc YKMmM MM
090900 306030090, 30cMy 9bo. ML boymzgmmome Ebmdomons, Mmd dgbbngmMgdoly
DMEON 007J3500900L F90mbz93030, Tbogomymn dgbbngmMads Yzomodg nbobl
0bobydo. ML NbOE 3oMEO® 303N, MM ANLOZSMIYMN NBRMMTSENS NBsbgdy H390L
9.6. ,M3300monl H306d0“ 067 0g, LoLE LOYOdSMNS BMEbomMN BMLYLNL FooMmAnBAL
0090060037007. 308, Mohmad N6 30330330MwL, MM aymb 3o3dnmn 3Mo30mb3nsbn
919LNZNLY O TBODNINMN SBMMMIMaNMaNnl LoygMmmaol AMMNL? b 3o3dnMmadn, Mo ;MJdo
1600, 5360 300093 LLMYMY, BogMed A3Q0 oM PBY 3noMyma vdol dgbodmgdmmods nd
0009%0m, Mm3 3bRE3LO 0EYYdo of Bggbodedgdo H3xbL nEHMMMANYM-3ManNNnHNZHM
30bodnangdgdb.

003009Mgde o pboo  gMmdbmodglb  mo3L  ngMMMENYM-3MmmnhnIMo
d0bonmadq00b dgdmy3qddo. Mo Mgdds Yoo, dnEbngMads 8gndmads (3HdMEAL,
303M03 0b MV30LO dngdaL 3MmMmEaLA0 MO30LYROMN YOS nymb.

39309MmO, §obmTLbndmmmansl ML goman dobbo ogab, Mmd o3 dbMngz sbomn
39ML39JHN3900 OYLObML dogamn Mngn 37E0NYMIdNL ML o oH390ML, MmMA3
09(30609Mg0od0 dbmmme ,,393009MnMN 3MMYdbHnaemdb® 3MnbEn3n dgndmgds s Yo
0d(HMbmMdYL.



23

JOSEPH JORDANIA
(AUSTRALIA/GEORGIA)

MANY FACES OF ETHNOMUSICOLOGY

During the 135 years of its existence ethnomusicology has been undergoing and is still under-
going a constant change. There were many reasons of these changes. Today I will discuss two of
the prominent reasons: changes in political and ethical viewpoints, and the advances in technology.

1.Changes in Political-Ethical Views

The initial aim of ethnomusicology was to study and systemize the musics of non-European
peoples. It was these theoretical aims that created a fruitful basis for the wide use of the comparative
methodology.

Deep understanding and details of compared cultures were not considered necessary nor fea-
sible, so scholars did not trouble themselves with the enormous task of learning the languages of
the compared cultures, or of organizing fieldwork, even brief projects. As a result, scholarly works
from this period of the development of the discipline on one hand had an extremely wide vision of
the problems, posing issues of tremendous theoretical depth, and at the same time, the methodolog-
ical basis of these works was very shaky, and knowledge of the compared cultures suffered from
the lack of many useful details.

For example, neither Siegfried Nadel, nor Marius Schneider, who were actively working on
aspects of Georgian polyphony, ever visited Georgia, and for sure, it was never expected that they
would learn the Georgian language or study an existing literature on Georgian language.

During this first period of development of ethnomusicology the most influential school was in
Berlin, Germany. With truly a German diligence, those scholars utilized the situation created by the
WWI, when the great number of nationalities gathered in Germany as prisoners of war. The record-
ings made by the Viennese and Berlin Phonogrammarchive are of great scholarly value even today.
In many cases, they represent the very first sound recordings from some cultures.

Unfortunately, this same period had given Germany the rise of questionable Nazi racial the-
ories. It was believed, because of these theories in the 1920s and the 1930s, that various races
had inborn differences in intellectual development and learning faculties. It was also believed that
language was the central defining element of culture and race, and that there was a pre-determined
genetic link between the language and music of a people.

Because of similar beliefs, for example, the rich polyphonic music of the North Caucasian
Balkarians and Karachaevis were recorded as monodic melodies (by Balkarian musicologists them-
selves!), as they tried very hard to bring their Turkic language and related identity closer with their
own musical traditions (this is the case for example, in Sheibler’s several collections of Balkarian
songs, all recorded as monophonic versions).

It is true that great Berlin school of comparative musicology played a major role in the de-
velopment of our discipline and gave the world a generation of widely thinking scholars (among
them Erich Moritz for Hornbostel, Alexander Ellis, Carl Stumpf, Curt Sax, and Marius Schneider),
but their theoretical constructions had “clay feet” and crumbled as soon as WWII finished. By the
way, WWILI itself, with its racist attitudes and genocidal atrocities, became the main political reason
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for the destruction of comparative musicology. Not only was comparative musicology outlawed,
but also even the term “race” was found to be untenable for the contemporary development of the
natural sciences, and the more neutral term “population” was substituted for “race.”

It was after WWII that the term “ethnomusicology” was widely used in its contemporary
meaning. The study center of the discipline shifted from the ruins of Berlin to the thriving Los
Angeles.

According to the new approach to the discipline, the demands of ethnomusicologists also
changed completely. If a typical representative of the Berlin School of comparative musicology
was an armchair scholar who was never expected to organize fieldworks, in the new doctrine eth-
nomusicologists were obliged to have fieldwork organized, and not only short-term field studies but
also long-term studies for months, or even better for years, living in among representatives of the
studied culture, learning their culture and language, and reading their literature on native language.
Moreover, field studies had a different aim, not so much gathering materials as exploring the role
of music in people’s lives.

With the introduction of the new methodology of study, ethnomusicology was completely
transformed. First of all, spending prolonged periods of time in a single culture and the requirement
to study the native language greatly limited scholars’ cultural viewpoint and range of interests.
Scholars were able, as a rule, to establish close contact with a single culture and single language.
Wide cross-cultural studies were completely out of reach.

This brought certain negative results as well, as ethnomusicology found itself cut off from
any wide-ranging theoretical studies requiring cross-cultural perspectives. This tragic result was
critically discussed by prominent ethnomusicologists (Bruno Nettl, Tim Rice). I remember very
well when Tim Rice learned from me that Steven Brown and I were going to organize a special
“comparative dinner” during the ICTM World Conference in Rio de Janeiro in 2001; he told me
that when ethnomusicology refused any cross-cultural comparative research, they, in his words, had
“thrown out the baby with the bath water.”

Gradual changes of a political-ethical nature were caused by diversification in the ethnic pro-
files of ethnomusicologists as well. Before the 1960s, the entirety of ethnomusicology was divided
into two huge spheres. The first part constituted the cultures with richly preserved materials, includ-
ing many cultures of Africa, South America, Asia, and Native Australians.

The second big part of ethnomusicology constituted the cultures the ethnomusicologists came
from. These were affluent countries, mostly of Western Europe and North America. It was believed
at the time that in such affluent countries creative folklore was the thing of the past. In this period a
widespread practice was for European or American ethnomusicologists to marry a representative of
the exotic culture, and conduct long-term fieldworks in this culture, learn their language, and get a
deep understanding of the culture.

This widely accepted practice had obvious overtones from the colonialism era, when scholars
from technologically advanced countries were helping the cultures that were rich with materials but
did not have required technical and financial means and professionals to study and properly classify
their rich traditions.

This problem gradually found a logical solution when representatives of the cultures rich
in traditional heritage started researching their own culture. As would be expected, elements of a
certain rivalry resulted in some cases between the Euro-American and native experts of the culture.

There were lucky exceptions as well. For example, despite the fact that during this period
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of the development of ethnomusicology research projects based on comparative studies became
non-existent, remarkably the largest comparative project in history was undertaken exactly at this
time. This was “Cantometrics.”

By the way, the project was conceived and carried out outside of musicological academia. The
leader of the project, legendary American singer Alan Lomax, was not a professional ethnomusi-
cologist, and in fact he was unable to read or write musical notation. Therefore, the entire project
was undertaken without musical notations. The academy reaction was generally negative towards
“Cantometrics.”

Because of the heavy concentration of non-European cultures, there were interesting curios-
ities as well. This was primarily caused by organizing a great number of fieldworks and making
thousands of recordings in exotic cultures, whereas many extremely interesting regions of Europe
remained outside of the interests of ethnomusicologists. For example, polyphonic traditions from
Polynesia and Africa were widely known among musicologists from 19", and sometimes even from
18" centuries (actually, before the birth of the discipline), and in contrast very interesting archaic
forms of vocal polyphony from Albania or Greece only became known to scholars after WWIL.

There were lucky exceptions as well. Among such exceptions we can name Bulgarian, Geor-
gian, Lithuanian, and Russian polyphony that became known to scholars during the early stages
of the development of our discipline. Naturally, these cultures were for many decades studied by
native scholars. Today this is the leading tendency in ethnomusicology.

2. Ethnomusicology and Technological Progress

Now let us have a look at the role of technological progress in ethnomusicology. From the
very birth of our discipline, the development of ethnomusicology was intimately connected to the
technological progress of humanity. Initially, the invention of the phonograph was a great push
for the development of discipline. For the “armchair ethnomusicologists™ that constructed grand
classification schemes of the world’s musical cultures, the large amount of recorded material (often
without the cultural context) was simply a must.

By the way, the invention of the phonograph brought about a very specific “Golden Age
Myth.” The essence of this myth is that the first local artists (even professional singers) recorded
by phonograph became legendary figures in many cultures. The phonograph enabled the magic of
transcending time and geographical barriers so that the recordings could be heard anywhere, any-
time, in other countries, in future generations. This was actually achieved a kind of performance
immortality that earlier generations of performers could not even dream about.

For that reason, if you ask any Georgian person who is well-acquainted with Georgian tradi-
tional music a question about the “golden age” of Georgian traditional performance when the larg-
est number of folk performers were active in Georgia, there is a high likelihood that you will hear
in response that the end of 19" century and about the first three decades of the Y +™ century were, in
fact, the “Golden Age” of Georgian folk performers.

Interestingly, the same question is answered the same way in many other countries as well.
This is a strong indication that the appearance of the first gramophone recordings had a crucial
influence in most cultures, raising the first recorded folk performers to the status of the legendary.

This myth of the “Golden Age” influences the realm of professional music as well. Let us
recall what great authority some early professional singers had and still have, such as Caruso,
Chaliapin, or Vano Sarajishvili.
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Later constant technological progress introduced more high-quality recording and more por-
table means, but the psychological impact of the first gramophone recordings was never replaced
or even replicated.

For ethnomusicological fieldworks, the wide introduction of cassette recordings in the 1980s
and then digital recordings in the 2000s were very effective.

The new epoch came together with the digital recording of both the audio and video channels
with the internet creating the new possibilities of sharing lots of unique materials on YouTube.
The new YouTube epoch of ethnomusicology started, but we have not yet noticed increased new
possibilities.

Today the scholar only needs a personal computer and reliable internet to access virtually all
the needed information, or to share his or her new finding with colleagues. The internet has drasti-
cally changed the everyday life of scholars. For example, when I need to cite something from my
books, instead of getting up, approaching the bookshelf and checking the information in my book,
I often go to the internet, find my book there, open it, and search for the required text in the file.

That sounds like magic, but today in a single internet-connected computer we can find much
more information than in the entire Tbilisi or Moscow public library, and free Wikipedia has 20
times more and more updated information than the legendary Encyclopedia Britannica.

New technical means of communication, sharing and storing information will give ethnomusi-
cologists more possibilities to conduct research, and without any doubt these possibilities will only
increase in the future.

I remember very well when at the time I was working on my Dr. Mus. dissertation, I needed
some foreign sources, and my colleagues from the ministry of Culture specially requested some of
these works from the Moscow University library (some works were not present even in the Moscow
library). This was the end of the 1980s. It is very difficult to imagine such problems, particularly the
need to request a literature from Moscow today...

The only requirements for the ethnomusicologist today are knowledge of the English lan-
guage, computer literacy, and most importantly, unconditional love of the subject of study. This last
requirement is often the hardest-to-get ingredient today, as in the contemporary world students look
to their profession according to its strictly utilitarian function.

The rector of Melbourne Conservatory, Gary McPherson, comes to my mind. He was work-
ing for many years with a Chinese child prodigy who was showing amazing mastery on a piano.
When the time came, the prodigy was asked what he was going to do after finishing school. I’ve
read the interview with the prodigy and was somewhat disappointed that he was going the become
a dentist. ..

If we try to evaluate the new perspectives in ethnomusicology, we must confess, that if we can
ever dream about the comeback of comparative musicology, and comeback of the big theoretical
problems in our sphere, there will hardly be a better time than now. It was therefore very timely
that in Canada in 2012 there was an attempt to organize a conference to bring back comparative
musicology.

Several well-known contributors—Steven Brown, Michael Tenzer, Victor Grauer (symboli-
cally the important collaborator of Alan Lomax on “Cantometrics”), and some others—were in-
volved in the conference. Unfortunately, I was not able to go to Canada, due to my other plans
involving the trip to India. So far, the return of comparative musicology is only a dream without
much results. What is the reason for this?
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Conclusions: The Need for Free Science!

Contemporary ethnomusicology, as it seems to me, cannot recover psychologically from the
horrible legacy of WWII. Our technological means are extremely advanced, but we are still tied in
the intangible shackles of “political correctness.” It is still difficult to mention the term “race,” and
my colleagues still feel terror when someone starts talking at an ethnomusicological conference
about the existing parallels between the data of polyphony and physical anthropology.

We need to realize that modern research technology and easier communications alone will not
bring back the new perspectives of comparative musicology. We need to get rid of the ideological
shackles that hamper the free development of our discipline.

Generally, many fields of science are deeply divided into two parts, with one part (the biggest
part) trying with all they can not to violate the sanctity of principles of “political correctness”, and
ready to sacrifice and scientific progress. The rest of the scientific community tries to get rid of the
harmful effects of the notions of “political correctness,” but their efforts are met so far with a brick
wall.

I have experienced this myself firsthand. As recently as 1991, at an international conference of
musicologists and ethnomusicologists, I remember very well the audience’s reaction of silent terror
upon hearing my arguments of the closeness of the data on traditional polyphony and the data of
physical anthropology.

I had a conversation on this sensitive topic years later with Bruno Nettl, and I must declare
with a pleasure that there are welcome shifts in this direction. We could probably say that ethnomu-
sicology is moving forward, unlike many other spheres.

For example, the experts of human speech pathology have no clue, why there is a much higher
prevalence of stuttering in Africa (and among the descendants of Africans in different continents)
than in Europe or East Asia. They have problems in accepting even such a fact, although I wrote a
paper dedicated to this question together with Professor Sheree Reese at an international conference
in 1998. There has been no interest in this paper, not even attempts to prove us wrong, despite the
passage of almost 25 years.

We must be keenly aware that technological progress cannot guarantee scientific progress. We
need to fight for the freedom of science from any restrictions, ideological, political, cultural, ethnic,
or historical. Unfortunately, our technology is growing much faster than our ethical-political views.
Free development of science needs freedom from any political and ideological dictate.

These political constraints feel particularly acute in our sphere, in ethnomusicology, and espe-
cially when researching the phenomenon of polyphony. There are reasons for this.

No scholar can disprove the closeness of regions of vocal polyphony with the regaining of
related genetic markers. We are witnessing a gradually amassing data about the genetic nature of
our musical abilities. The brain centres that control music are localized in much deeper structures of
the brain than language or speech. It is widely known that in cases of loss of memory and gradual
degradation of our mental abilities, musical memories are last to disappear.

We know also very well that musical information is stored in the so-called “reptilian brain,”
where only the basic means for survival are maintained. Therefore, we should not be surprised
when we see obvious links between the spheres of distributions of human musical styles and human
genetics. These links might still seem subtle, but we should not discard them just because they do
not agree with our pre-conceived principles of “political correctness.”

Of course, scientific progress is not a single victorious line that goes ahead farther and higher.
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And we should be aware that there always be scholars who will try to use the facts of science for
their political aims, but we still need to remember that keeping science away from all kinds of
pre-conceived ideas of “political correctness” can only benefit scientific progress.

Ethnomusicology, a younger sister of the big commonwealth family of the humanitarian sci-
ences, probably has a good chance today to show to everyone the new perspectives of free develop-
ment, following the only acceptable to science principle of “scholarly correctness.”
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B0bodgdofmy 3MadoHoEns BoMdmowggblb 3nd3nbofy 33ma3000  LOTH3omb
3mB3Mgdhym ob3gdmlb. Ando 3ndobNY, vy dngagdol H3zxbydy, oMedg, 3MBIMIYbnMmN
9my396MHnL,  HMoHMBbOL 0bHgM3omal  JgbBo3mMOL  FnFoMMYMYOND  FOORTHMN
30M39m0 H3dNEYONL EHIMBLAHMOMYOY.

Jofogmo 3omMdmboyamo gMmodohngolb gb gmom-gmoo i3boodgbhnmn 3ofMmodghmo,
LobobovM gManMAHNML BBNGHOL MO LML DMENYMN Log3moboM bLogsmmdgmb,
033, oMo abgoo bofmobboom, MmammE baghoEbmzmab o6 Jndmddgnb bimmadnl
LOZOMMOMYAL.  MONgIHobLdn  Fnagmds  gobbmMEnymMadnmMNs  39003MaN30LY
o 3M33md0E00bmM30L O3obsbnomMgdgmMo TPLbngoMo FHOMOYOND), MoEaS0 b
©0bEN3mNbgd0 39M3obgbhnm nbhamodinodns Hadb 33ma390mob. gL Lodyomyosb
0odmy3L, bbzoobbizs Mognmbnom 3530LBozmm Moo domAmboymn bhMmyJhymaon.

0, 00063, Mo FonbhamgbgdL V3 NbhHM3omMAn?

00Dy, dgaobbgbmon Hgdn 3oMm3gmo  godmbgmms  dMozombdnobmdol  dgbyoy
LogmNOAMMObm LNA3MDNYEdY 2006 Byanb, MmMAgmMdyE Hgdn dmB3g30 HAILE-0L JogM,
3MmRILME LNB3o BMHMBNL ByomMdNm dmbo. 3odnd Agdn 3MYBIBHOENNL Logebn nym
»308M3MbL 3MIomyMo 3MmmMORMBNgdN“. gb nym oxiMngedon, 3oMmdme, Hobdobnodn, Hyd
dogfh BomM3mydgmon LabhTMo  33mY30L JYHaId0, FoHIMNSMNDYOYMN  dMOYMND
03000930960 6odMMALS O VYENM3NDYOMYMH 3odMEF080. 3o80b odm3zyoan 303mamL
0Mo30mb3nob  LNAMYMYd3n  go3MEIMIdHMO  MVAHBNTy  3MmmogmboyMn  bambo,
HmammMoEos: mbhNbohm, dMEOMBN, 30MOMIMNB3N S 3MIMARMBNY, 300MBN O 3M3xh0
(0n00m3ogomnonn bobmam dogomamn 1.).

Mo 8990900 FNbogomym bLObHHISL, 03 Mmb dmimmgr dg3790g (019930, 30MAd©
3036M009Md0 3nb 3603305mMMOLL) 390¢HohMBN3NMN vB3730h 1Mo 3nammb godmynodgosel
(Lo-mo-bman-03o-Mg),  MMIMOL  L3ENRNZYMMOSL  gobLODM3MO3L  NA3MOENHYMN
Hmopmbo (Lo-930). gb NBHYM3omMN L3OO, ™Mo3L NAYBL dMozomm LndmgModn
o agmamb FLbngob gobbognoMgdyam 3oMAMbNm ZMmmmmonl vbndgdL, Mmammz dobo
99L0gomMYM NEIdHMONL gob3LOEBM3MYMN BnTobo.

OMoHMbaL, MmamME 303mamb Fnbogomyma Lobhadab 89xdoagbymn Bobomnb,
3900303030000 Y dMNBMYONL RBOJ(HO, MVZO30M3M, AgIN30L Fm3nb IMIZ3MYmN
0m3mhboy,  GogMod, 08037 ©Mmb, omdndmo  OYM3NO ma  IPboZMmMaNYMO,
390003M307M0 o 3MA3MdopmMymo  0bhymabo. LBMMa o3 0dYdOm, ©o30Byg
003mM3o3nnL  dgdbs  dobo  BoM3mdozanmdobs o 93bdombomMadnlb  dgbobgd
obogmymgamm3yam Fbnlodn 2 smobBmgymnb 3ob6dnmdy.

Mo 303000 HM0HMbNL dgbobnd?

o Jnoboydnbndolb  ;mgmMyhndmbgdds  (Musica Ficta) 9oL 3nbmegl 080030
99L0Zedn*, bmanm O9M3o 33nEM dMYEMIM3s AnLN v3MJam30L NBLAHNHNENMBOMNDOENS
0mobonby, Mo 85boMhnbadym 0gdbo smmMMdnbyonl g3mdodo o, Mol dxnaJ0bo3
maboE 303009000 Fybngomymo gobomangdol baggmmda.

°  13330M0 330MNBWNZOENS FoB3NMMOYOYIN nym HMHMBOL NBHM3oMOL Moo
0bHMBoMYdNMO o FNMENYM-3oM3MBOYmMn  dMobHdNMYMMdom, ,bAmoNLONZNL
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13699M0 o AM3nLAMAZ3MIMN JNYMNOMONM*. 53330MBS FNYMYOMMOSA OV ©3MIdMZa
8obLbodM3MS  HMOHMONL ,,NLMBOBLOE FoodMIdS o bLobgmgds, MoE LM
960050080093900 03 0bhgM3omal 30M3MBNYM 3MBE3Y3300L JoMmonm Fnbngodn.
Anbogomymo LobhgdonHngob MZdMLbOBMNLN, A306 30300, MM3:
o (Hmbomym LobMHY3oTn gb vMNb NbEHyM3omMN, MM3gmnE 3xaqdy Lodn dmgmmn
HMBLOROD — g3onYdYMO 33oMbo (IV o VI bogggbymgdl dmMab) ob 3533nMgdnmn
330060 (VI o IV bogggbynmgdl dmmab).
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9939000900M700 3oabyzanob (IV-II, VII-I).
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e DLonbhomgbmo, M3  9MmN3obgonlb  ,,0bHodmen”  HMBommdgdn  gnEo3L
9630M3MbNYMO Mo o 03039 HMONHMDBYOL. dogomomao C dur-ob go-bn nomob Ges
dur-ob go-om b -b. MmJHoz0Lb MM Hmm BIBOMOL OYMBOL RoJho EFboymL, MmA,
90 Y 03039 039Mo, dondmgdy, 93nbdEnmbomgdgb mma, g3obbbzozgdymn boboo,
9630M3mbnymo 3mbhodLHNLL godM3NbomMY.

00g0MNMo©, o o  bn,  3dgbodmgdgmns, 0ymb  bmam-c0ob  vgnonmn
mM3NbBAHLASHOIMM©NL BaxMgdo, MMIMYdNE Bywgdnod C dur-ob m-dn HomEnodo.
01039, 963oMIMbOYM J9E3MNMM0 08039 033MYd0 — dnt o bn, ME -cob ©v3xOYMN
M3N0BAHLASHOIMMOL daMYdNS O BYwYdNLL Fis dur-ob gutt-mof HoME0sd0.

o 393ho(hmbyMm d3xMmommMng)ddn, 0ba3g, MmagmmE d3gm 30ammaddn, HMohmbo
ABogds Abmemmeo oMby o 3obLbodMzMymMns DYLHN AM3YBHNMS o b3l AndMomdno.

e obO3MYM FYLnodn o3 NbHHIM3SMOL DYHIMOMBNABHMN NV3NLYdYMIOJON, Anb
8303mMNgymM o ,a3odmaLbobzam* bAM3069dOLMOD gMmv, HMOHMBL gobLoymMMydym
80gMm3omMgmosdn 09393L bbzo NBHIM3oMONBL goMgdoo.

o J0xMNobMdS3n, 3gmomab LML bLogoMMOmMYdTdn dEENMN dJ3L MOMoE
HMoBHmMBoL AbaozLL, MoE LobobovmM JMmmmMmNAHL vdma3L 3MBIMIHHM JoMIMBNYOL.

BDmagngMmoon dogomomn 3Mm3ymo 3xbnlnob

83oMo ggmomnb  bammb, HMoHMBbNL Jg0339mo  Logommodamgdnl dMLAZBNLY,
000bOM30L, MM3  V3330M370M©0 o3 0bMHYM3omMOL  ,d390700L" o MIMOMOLL
LOBHOJLAN, o306y obozmMgMa3mMm3ymn IPLbngnL BgbBo3mo o8 dndoMNYMYON.
magmhi  ©obobynbdn 3;J30, Tybogmanmanym 33390006  ghmow,  HMobhmbL
003900990 390008M307M0 o FYLOZoMYM-3MI3MDOENYMO nboo.
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BDybhoo aby, MmgmtE Fnbogob vmbams oMol obomndal 3nfMzgmo Lboggbymo,
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9939600 (Lobmam Bogmomgdo 2-10)
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030mbodMNbNm, by, d9099abs dofHnzgn 3obmbn, Mm3gmnE mobolb Madambyomoly
LOBMYMYOTn  ZoNEYOYMO  33MAHOL  OMLYIMONL  BMMTomMNdYOOL  dMObnbY,
0bhmM30mab, MMM, 5960 30093 LngdohndaMydYMNS FYLOISMHM oDSMNYdSBN
0 3obnbomgds gobbygnmmMadnmn 0bhnMabnb gofMmgdg, MMaMME, MOMOE JMOFIMON.
00 90Dbom, 39393960 LOdn bl BMoyamo 3obmbo, MMIgandnE HMOHMbO Hohoymn
0ym 99mmeenodnE o 30MAmMbnodnE. o8 3bngnb Jgbmamgdod vbomaddMEOYONSD
M0, M3, 303000300, JormMabo bonbhamgbm dmAMHBY, 9Jdbs 3oMBmMbnymn
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03MmMg00 Jabob (ogonmdogomomo bobmapm dogomoman 11).

d98mg899g00010 8n3mads dmodmbobodn 3m33mdopnyMo 390bno)

obommganyMn  doagmdno,  mmmbo,  gRmm oo  30dbgonm,  d93gdqbo
LogMMHY3nobm BIBIMAMYdN, O3ddydYMmo dbmanm HMoHMOYODY. nbHM3omMNL
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POLO VALLEJO
(SPAIN)

REVISITING THE TRITONE

Resumé

This presentation shows a specific aspect of research work currently in progress. But my purpose
here today is not to present results, but to describe and illustrate with examples the first steps taken
towards the study of a particular element, an interval: the Tritone. This constitutive parameter of the
Georgian harmonic grammar punctually grants a characteristic color to certain liturgical chants of the
Gelati Monastery-School (Imereti), not so much as in the Svetitskhoveli or Shemokmedi Monasteries.
The approach to this object will be supported by musical tools coming from Pedagogy and Compo-
sition fields, disciplines that, in my case, coexist and are in permanent interaction with research. Its
use offers the possibility of accessing and observing complex harmonic structures from other angles.

And why my Interest in this Interval?

I would like to remind my first participation in the Sth International Symposium in Traditional
Polyphony that took place in 2006, when I participated thanks to the invitation of the International
Research Center for Traditional Polyphony through Professor Simha Arom. At that time the subject
chosen for my presentation was ‘The Wagogo Vocal Polyphonies’, a systematic study carried out in
Tanzania, Africa, and materialized in several academic works, books and audiovisual editions. At
that time, I highlighted the different polyphonic techniques used by the wagogo and its combination
within their plurivocal songs; proceedings such as ostinati superimposition, bourdon, parallelism
& homophony, canon and hoquetus. Let’s listen to a brief example (audio ex. 1, example 1).

Concerning the Musical System, at that time [ mentioned briefly -although giving the importance
it deserves- the use of an pentatonic anhemitonic scale (Si-La-Sol-Fa-Re), which has the peculiarity
of containing an implicit tritone (Si-Fa), an interval that appears also explicitly in many other songs
and gives to the Gogo music a peculiar harmonic color as an essential hallmark of its musical identity.

This fact -recognition and verification of the tritone as a constitutive element of their musical
system- caused me a certain shock at the beginning, but at the same time it aroused an unusual in-
terest on it, both musicological, pedagogical and compositional. For this reason, I began to search
about its origin and its presence in Western Music History during the 2nd millennium.

What we know about the tritone:

- It was described as ‘Diabolus in Musica’ by medieval theorists (Musica Ficta) and
institutionalized its prohibition by Monk Guido D’arezzo, an aspect that remained along the
Renaissance and whose consequences are still visible today in the field of music education.

- This qualification, diaboulus in music, was due to its difficulty for intonation and to
the fact that it was -melodically and harmonically- unstable, ‘strange and shocking to the ear’.
This rejection and prohibition ended officially naming and treating the tritone as a ‘dissonance’, a
concept (like ‘consonance’) that doesn’t work in the harmonic conception of Georgian music.

From a music systematic angle, we know that:

- It is an interval composed of three whole tones, augmented 4™ petween degrees IV and
VII, or diminished 5th (between degrees VII and IV), both considering the Tonal System.
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- isacharacteristic interval of all the Major scales, or minor (harmonic or melodic), and its
2 constitutive notes are considered obligatory movement or tendency (IV-II1, VII-I).

- The interesting thing is that, attending to what we call enharmony (notes with different
names but same pitch), certain tonalities ‘antipodes’ one to the other, contain the same tritone, for
instance C Major (Fa-Si) and Gb Major (Dob-Fa). The fact of dividing the octave into two equal
parts indicates that the same sound can function in two different ways depending on the harmonic
context.

tritonos enarmonicos
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- For example, Fa and Si can be part of a dominant 7th chord over Sol resolving to Mi and
Do, respectively, as part of C Major. However, those same notes, with the names of Mi# and Si, can
be part of a dominant 7th over Do# and resolve to Fa# and La#.

- Inthe heptatonic scales, as is the case of the ancient modes’, the tritone only appears once,
circumscribed to precise moments and voice movements.

- Within the framework of Western Music, the above characteristics, added to the particular
and ‘expressive’ sonority that the tritone generates, gives an exceptional position among the rest of
the intervals.

- In general terms, in the liturgical chants of the Gelati Monastery happens something
similar with the tritone that confers a characteristic color to certain moments of the harmony.

Some Examples in Western Music

Apart of listening music examples containing the tritone in the Gelati’s chants, and to observe
its behavior and movements within the syntax, I devoted myself on recognizing and doing an im-
mersion in Western music’s where it appears. As I announced at the beginning, in addition to the
musicological research, I approached the tritone from two paths: Pedagogy and Music Composition.

In the same way that the fact of transcribing music becomes itself a first degree of analysis,
observing the tritone form the field of Pedagogy (by practicing and experimenting), or Composition
(by creating music’s where the tritone is a structural element), generates logics that can help us to
understand this phenomenon from other angles.

Below, some music examples composed by distinguished composers where the tritone is pres-
ent, implicitly or explicitly, acting always as a relevant melodic or harmonic element (examples 2-10)
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Pedagogical Approach to the Tritone

This curiosity about the tritone led me to treat it from the educational field, creating a simple
canon with the aim of ‘normalizing’ the presence of an augmented 4th in songs from the classroom
repertoire; an interval that, in a way, is still stigmatized in music education and considered with no
much interest, something disposable. A 3 equal voices circular canon in which the tritone acts both
melodically and harmonically.

Apart from the interesting work behind singing this music with young’s, the harmonic atmo-
sphere that arise from the total is very particular and expressive, a similar impression to some songs
from Gelati Monastery that present ‘colored’ chords like this. Here, a fragment from canon ‘The
Wind’ performed by a choir of teenage girl students (audio ex. 2, example 11)

Creative Approach to the Tritone from the Field of Composition

Following a similar process but with a higher goal, I composed a piano work based exclusive-
ly on tritones. This interval selection reduces considerably the harmonic field and forces the devel-
opment of compositional procedures to give mobility and interest to the result. Inspired by Claude
Debussy and his collection of Piano Studies, some of which I have had the pleasure to play when I
was a student, these studies show different harmonic atmospheres created by specific intervals: 4th,
6th, 5th, gth, And so, that was the reason I ventured to compose a study based exclusively on tritones.

Logically, I called it ‘Diaboulus’ (audio ex. 3)

Although it is a purely creative experience, the composition of this study allowed me to reflect
again on the tritone but from a different angle. I know that approaches of this type can be very sub-
jective, but it accentuates the degree of perception towards the behavior of this interval in different
harmonic contexts.

A Gateway to the Liturgical Chants of the Gelati Monastery

As a starting point to observe the role that this interval plays in the Georgian harmonic syntax,
I chose a very well-known liturgical chant to the Georgians: Ganatldi. Like this one, I could have
selected any other since most of them present similar characteristics. I refer to chants like:

e FEse ars tsmida da chinebul dge. ‘This is the chosen and Holy day’. Tone I, VIII irmos to
Easter. Gelati

®  Gikharoden shen, tsmidao dedupalo. ‘Hail, O Queen’. IX Theme-song of Pentecost
(Whith Sunday). Ornamented Style. Gelati

®  Tsmidao, tsmidao, tsmidao upalo sabaot. Holy, holy, Holy. Lord of Sabaoth’.
Ornamented Style. Gelati School

®  Netar ars katsi ‘Blessed is the man’, in Tone VIII, hymn for vespers (ler samo)
Ornamented Style, Gelati

®  Gmerti khar mshvidobisa V Trmos of the Nativity, in Tone 1. Gelati And now propose [
propose the audience to listen the liturgical song Ganatldi while pointing out on the vertical points
where the tritone appears. Even if brief and almost fleetingly, it is perfectly recognizable to the ear
thanks to its expressivity and the given color to the music, an identity sign of many liturgical chants
of the Gelati Monastery. And, if time permits, following the listening I will make some observations
and throw out some simple questions.

And this is the beginning point of advanced research whose results I hope to be able to present
on future occasions. (aaudio ex. 4, example 12).
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Audio Examples

Audio Example 1. 5 voices Polyphonic fragment from Cipande repertoire (Wagogo, Tanzania)

Audio Example 2. Fragment from ,,The wind”, Three parts canon & one tritone. ©Polo Vallejo

Audio Example 3. An excerpt of Diaboulus, Piano Studio. ‘Cuadernos del Tiempo’ @Polo Vallejo

Audio Example 4. Ganatldi, Gelati Monastery. Basiani Ensemble. CD Georgia: Sacred and Secular Polyph-

ony. Ocora / Radio France
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dogomoon 1. 5 b3nobo 3mmnxmmboymMn BMogdIoHn 3n30bogh Ma39MbnoMnwsd
(308mMam, (HobdSbNY)

Example 1. (Cipande Repertoire) 5 voices Polyphonic fragment from Cipande repertoire (Wagogo,
Tanzania)

beat &+ s s 0 & & & B0 &4 s & 0 . P - . 0

Thals | |

Tkali 11

Nhunyi 1

Nhun I

Nhungu

803omomn 2. 0.b. dobn. Jnfomo Est ist Genug. 300(hoho O Ewigkeit, du Donnerwort. BWV
60 (b3, 3AMYgxbadYMNS dINBSB BMENL Fngm LugzNMMNbM 3MBEyMAH3AN)

Example 2. J.S. Bach, coral Es?is? Genug. Cantata O Ewigkeit, du Donnerwort. BWV 60 (Used as
well by Alban Berg in his Violin concerto)

Whole tone phrase

8ogomooon 3. m.3. 09m3M3900. bmbogo 32, Op. 111 (sbobynbn)
Example 3. L. V. Beethoven: Sonata 32, Op. 111 (beginning)

Ludwig van Beethoven
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8o3omaocn 4. Mn3oM 30369M0. HMALHOBO O NDMMY (3MYMYNY, LobBynbo v3MMN)
Example 4. Richard Wagner: Tristan und Isolde (Prelude, initial Chord)
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8o3omoon 6. 39MabE mobho. Via Crucis. 6oBoamo Xl ,,09bm smgbiymgdo 300D
Example 6. Franz Listz: Via Crucis. Station XII ‘Jesus Stirbt am Kreuze’
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b Lls bo _ bo "
._};_{{:g:"f 5;}?-%
E . I E._ =44 lam . ma Sa.bac . tha . mni
Mein  Gott, mein  Gotl hast__ du  mich ver . las _ sen?

3803omo00 7. 30nM© 5007LO. ,30360L BoTPoMY30L dMymyns”
Example 7. Claude Debussy: Prélude a [’apreés-midi d 'un faune

P doux et expressif —— —

8o3omoon 8. ngm bHM30bLIN. BOLINDZN (MBHMMOYT30)
Example 8. Igor Stravinsky: The Firebird (Introduction)

Igor Stravinsky

Molto moderato J.10s
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8v3omaon 9. o. LyMNodNboN. ,30LbHOZNMO v3MMEN* (3MMIgMaL v3mMEn/IV bogmmbg-
30006m bMBboEHY)
Example 9. Alexander Scriabin: ‘Mystic Chord’ (Prometheo’s Chord/Piano 4th Sonata)

Op. 30 (1903
Andante 4-63 —— a
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8ogomooa 10. mambof dgMBLHONBN. OLOZMYMN AbHMMOS (,d0MNS")
Example 10. Leonard Bernstein: West Side Story (‘Maria’)
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dogomooman 11. ,4oMn”, bodbdnobn 306MbN o oMo HMohmbo. ©Polo Vallejo
Example 11. The wind, Three parts canon & one tritone. ©Polo Vallejo
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3v3amaoa 12. 3gmomnb bdMmab bogommdgmo ,aobocmn*.
Example 12. Ganatldi, Gelati Monastery. Basiani Ensemble. CD Georgia: Sacred and Secular
Polyphony. Ocora / Radio France

Ganatldi

Gelati Monastery, Imereti

. ~ -
T ~ . P
& = f e
7 EEsgy
21T ey T P R
£ f —E£ef
»
9y . . e
G (o pde Fopit T i forif o1
IPY a4 s el \’\ T T
o T o = [ S R
) e AT S PN 08 1 SN ) AP
e = f =TT

T N (R4 S B (0 S T

CONN S S S S L O A

2 P P PRy e —" — P .
< T i =t
J | .o e PP et e un
5 = == = — 3

T —T T T 1T T -\\ T =

f \\
e o o7 0. . =l
% S — - e ot i
y A S Y — T T |
- P e N d R ! =
i S s s o= i T
e i — 3 T 1
o Ca— T 02 f T 1
% ——— 12 il 22 1
¢ = f
) . T ‘u 1




43

399 3NbIM3Y
(033M6NY)

38330 9230L3NIMNL OMILNBNIVLN JTILN3NL 6N6ILEIMN BILEIITNY:
3JBI600N0) JOMANI ©Y AIMIIBIT MNOVIIM LNILIMIBBI,
LI3MI3IBLY PV IMIIbANI6MOIBI

Jomoypmo o Afonmmosldoboymn bombymo dnbogob Jgomadomn  33mg3o
oMo Jomnzgan gobmaybngmmmab AoyhomMaony, dom dmmabos Fobobo domoged).
HfMooEnym  AgMmdydym  3Mo30mbdnobmdob 837000  LodoMmazgmmdn  dommme
ObomMzgedMEO FMIMYGMIMMNS FmanZmmiyann sbLoddmN ,nEagMMN* SLMYMAOL, MYIEO
0bhMLN Athonmm3o330L09MN bombymMn FnLNZOLEAN 6B 3oMoo FDSMEN.. AfoNMMym
o LMY 30330L00L bombmy FYbnIomyMm BMMIMMML AMO30MN MO dObMMYOL,
0000 dmMnb dyMEMBYmMN 3Moz3ombdnobmdy, LobNBmgMmm JobMadn o IYLoZSMIYMN
LOZMO3700.  dMNhobgmo  Tybogmmmagn . LEALMBN  B0YNMIOL  BOMGLOEMOSDY
o8y o hghbym bombym dgammeongdb dmmab, b3y, oMbl 3LEO3LHdSDY
L3OOYM O YodoMM-domysMam HMONENYM 3Mo30mbdnobmdodn (Samson, 2017:
19-20). bLOALMbN  30MoYEMOL, MM ,n0madhob dybogomymn  3mabNazNIoENNL
3mbEamEno, MmIgmonE godmygbadymns bombymn 3bngnb 33mg39030, dgndangdo
803M3omML Lodomm3xmML BoMamMaoL goMmamoi (0d39: 18). 10 Bymnbody Aghon
bbob Bob 3y hHogohomy Loggmy 9Jdb3gwoEne 0Ydgmdn, Lol dMdmM3ohnby, MmA
om3o30mn bogeMAIMby AgmmENYdn o VbY3y, YdPMo LOdagmmaznom LodmymMgdo,
dobodmmo 330309l 3o0bobgdnb o domm  BmMob  Logommzggmmdn  dgbmamgdn
Jabpndob HfonEngm Fnbogob. 0gged 8odmadwnbofy o LEBLMBNL dMLLDMIOSDY
1YMbmMonm, 393930009 3bEO3LHONL godM3mMabNL FnBBNM 83VMYONBS hgfdadyann
0 JoMoMn HmbMaMOBNNMN 3733900b: F9aMgmadnl, gnfymgdnl, sgdommmgdobo o
moDyo0b FbogomyMa INmAHNMIdn. 0. JMMESbNS dmbNdoosL, MM 3o330LNgmadb
bombymo  FbNZNLOM30L  EBobObNBMYdMN  LogMmom  gmg3a0HYdn, MMEMMNEOS
0Mo30mb3nobmMonb o3MM3700, bombymn LolMo30d0 o LabNdmgmm Fobtgdn, bdmyab
96mOMN3 s MYmMNgNyM goblbb3oz0q0L o0 bombgdl dmmMob (Jordania, 2010: 234).

3ymB Mmoo 3bao3Ly00 Jommn3zgamadbo o hgmdgdgob dmmob

003bodM-oomgym  gboms  mzobo,  MmMIgm3nE  9MoNobgds  hgmdadymo,
Jofoymmob g 30539030500 9 30330L0YM HB3MO MFOLL O B FMMAL VT oMo
Logmom gnFgbHYON. FogOMNMOE, JoMoymo o hgmdadymon 9b9d0L gModohniodn
dmobMmdnmn 0Myb30L 3MM3d 3odmMnygbads Bombym mmdo; i3ndol 3nd330E, obY3Y,
0035bbNBMYOYMNS JofMmymo s AgMdadyamn aaMbyHN30LM3NL. BbaO3LNY JoMm3gm
o RAoMJdad 808030300 LBAMLN — Ambo. AgMdydado BoMNMBoENEHOMIdN Y3090
yomndnb Lobobmb dngMm oo 0dymgdnm abanodndoEnady XV-XVIII bLL). bLBmMgw nd
MmMNEob oMol of dgdmMhgbomo B3nbs gnmMmanbs o BANBS JmNob INmMmAHYoO.
000bMOD, gaMNBL Moy3060LEads AgMdadgmdnE, Logomomzgmmb dbaosbo, vdnbrnb
0oMmm30b n30380Mgdo. ,63030L godmadB3930" LndMyMadN domnsb 3603365mMM300600 ©3
bombobmM30L. NbNBO VFDOYHOYD NMFNBLL, MMIGMLYE bobB]-3neBL HBMYdIL o BnbN
0vbbangdom 63030L godmbombma LndmgmgdL dmgmnob (Naloev, 1980: 18). v3330Mo,
0830M00 30330Mn JoMmoym cmznbo gmbzoby o Mopyom 3mbiomdobmob (0d3g: 15).
AgmMdadgodn gomomEe oym gos3mEamadynmn 0033300 00339J309M0 300 900bSL
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dqbobMymgdgmo LEdZMbomm LNdMYMYONE. V3o 0bnbo FndoMmMO3DHI0 M3MVYdS
D0oyLbbobL, MMIgmboE dM3JmbY ©30003YymaMoy, 3bEO3LL JoMmymn dohMbIdNLY.
JoMmm39mMdsb dgoMgdnm, Agmdydgdds dgdmnbobgb domnsb dg3fn HMognnan-
93039M0 LNAWgMo (MNODY), M3 NFNo VobLBYLY, MMA v bombaly bogdomm abHmmMNgdN
©0309MmmMonlb  ofMdmbob  godm, Bg3nfmo  LNBMMadAL  bLoboo  0ddbgdmws o
3MEgmMEgdmEs.  AgMdadymon  gdofmymo g3mbob  dmozofmn gds oMol dMdmmo
LOAIMOMML (9CNMS bogY) BHMYOMOD, Boo FMMNL VMYLHBYI OB3YMMOMYOMNVD,
yomndob bobobMbEMOD s MYLYMNL N33xMNOLEOL. LHATMOMML OE3NL MYTS Jofmoym
bombym  LOAMYMaOdoE  oghyomyMos. Joz0dm3nb3nMamndo dbmzmadn Hadgdaon
03m9bab Iy 30380ML  obogmym  Logomnzgmmb  dmbobmgmdobMob -
393MmMYdmMLb, 3YMYmMaOmMOd O OFoMMYONSL. 63 MZSMbODMOLND, 3oBLOZYNMYOOM
LONbHMgbmo  LogmmBomm  LNBMYMYdOL  BbRE3LAYdY.  bogzmama  HyMdgdaoNL,
396dme, doxabymgonbs o hgdnmamab bombabomaznb JoMmaowss dmonmo bndmyMo
bo xod (Ci Pag), MM3gmoE domnob 3ao3Lb odofym bobB3omol. Lbodggmammdn
303M3omMadymo  bogmmboanm  bLodmoMmab  3yhbn  dgNbyMAL  Bbaosbo  LodwmoMgdn
306mdomNe  0x3bodyMdnE. dgbodmmme  bogmmboanm  LBmgMs HonomyMo  JobMNo,
HmAgmnE dogm 3o30Dm30L30MYN3N NYM o3MEIMYOHMN.

3°6Lb303900 dIMbLO3MgNL o

obozmgmb dmmob Ahgmggdym 3mmoambnodo

Aofmdodyamn Aybogolb ghm-gmon gdbdambo, smo bmimmmao Agfmdydym BybogoL
ymnaab  om3mbozmymo o obogmyMmo  (Sokolova, 2006: 100). obozmymao
03mMds 9dBSbaONL, d79Ma0NL, Jox3bYMgdNLL o Hadnfmamab bombgdal Tybngo.
0bnbo oML MYbL3YOMNZobo o MYLYMNL BYEYMOENNL MLBMLMNL dboMgdn
LobaMdYB. SMBMLBZMYMOE FMNSDMYOS YoOOMEMIMIdNLY o dgLMYBYAL bombaly
d9bngo. abobn yomohon-AgfMdadgmabo o Ysdomom-domysmgomnl Mab3ndmninoddn
3bmammdgd. oMo  odabo, Mybymo 0339Monb  33oM3xMmMANLLL,  AgMdagdgdn
003M0Mb9b ;nMdagmdng, oLz, MMaMME ENL3MMS FbMmamMmd]D dogm bmamnman.
hmammz bmamanmas smbndbozl, hgmdgdymn 3mmosmMbos o ©3mMIbL n Lhnamym
800bb303900L LYO-9Mb0ZNM 531390L FMMNL, BbRV3LOW Logdommagmmbn. dgmig dbMna,
9. 89h930, hgMdgdymo HfooEoymo 3nbogob 3bmdomn dodbMyamydgmo (Yodsmomymmo
BomAIMIMdNLY), 0MbN3Bo3L, Mmd HaMJadymo 3mmnRmMbBNNL ©3MA3660390¢HNL 3oMbhnnly
bhomo, MM3gboE FY0-b PBMYO6, Lb3VMOL VMAMLLZMYINLY o LMy 30.
dagmo bobmbm o vYENMABBBYM]dNL BgbBozmMoL Logndanmdy, 393 3900bbAgxdn
AmbodMYOLL, Mmd AgMdagdymo 3mmoRmboo dgndmgods anymb dM3MLOZMYMO® O
obogmMYMo. dYMEMBbYMN 3MO30mMb3NObMdY vmMdMbozmMamNdn YRMM BoMNMEOO
303MEaMdgmN.  LONbHYMOLMY, MMI  YodOMEM-OSMYsMYMION  JFDMAOMIdNSD
mbydL, MMBYMMOE, dbI3T, dboLNVMYdM dYMEMBYMN HN30L bndmgmo. Nz MmammE3
Logommnzoammdn o MbymMAdn, dYMEMBYMN AMS30mMbANSBMANL BNdYTgdn AgMmdydomdn3
3mmagdhonmo LMoL, Yodomomamms LndmgMmgdo, 3obbogNMYdom, 93039M0
706M0bo, OPMOMBYM d3BMBD MJHo3nMn b JoMomgmynmn 3300hnMo FMIMOMOYON
bobnomMgdY, @obLb3V37000 JoMmmYMo 3MINNBMBNNLORLD, LoYE BB YIMO3MaLLL
dmbmpmbymno. AaMdgdnm 3Mmo30mb3nobmdodn 3303900 3MIdmMyMo ©3mM33000370hn
LOhY3900L gohgdy, dMEMBAL VB VBHNRMBNL Lobnom, MMAYMBLLE FYO (YodSMPOMYMBO
939) 06mwgoo.

doamogodg 0390m90L LonbhHYMLM O330M3700L AgMJydYMN Job NbEN3NYSMYM
3m3omym 3om@Hnobo o Jomoymo 0060b 3mangdhont Jombpoob dmmab 3baozLadYdY
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(Shilakadze, 2010: 177). JoMonymo dobnb 8baozbow, haMJodymo F30iE bAoMow Ybndhyzme
00maMgds, 0133y, JoMonmn 0obnbaed gobbbzozgdnm, oM FNYML OPBFOMHOMS
HodbHnod 3oMHNdDdY OdMS. Jomozoady 0dNOMYOL 0. Fo30bNAZ0mMNL BMLODMYOL,
Hmd dzgmo Jomoymn 3Mogzombdnsbn Lndmgmol dobn, dgbodmms gymabbdmdo
dbmmme 63M33060370¢HL o oMo VdSmMN MyanLbhMmb bAsL (0J30).

Jomoypmo Loglmabom gommos LomMoz3L NMYOL 3yo LOY3N0HxdTn. dgbodednboc,
3qbodmndgmMNs, LogamMmAMYdOL BMO30MbANOBMOLA MmamMm3 bhnmNdOENNL dnw)ado,
300000 00bob ENB3oDMBN O 30yhnbo 3oL Vdomn MYanbHMo, Mool go3mYbo
0gmboo bogmm TLbnlodgs. 03 odhb, Mmd dzgmo bogdommzgmmdn mob3bmgdn
b3g00 oPEOMYdmMO odom MagobHmdo of FNgMDbID, oLEHNMIOL obozmym
Logomonzgamb domob bndmyMaddn gozMEgMYdYMN 3MNBODbIHMN, MMamMME BbIbmMydN
b3nb gMmon-gfon bndydo.

JMHobHNOBYMO FomMdNL HfMONENS o O333nMIOYMS HYMJadINdn. vdnhmd
LO3LYOdN Bgbodaydgmny, MMA FNab oM VY3MES NFZ30MN ©3MA30BNTBHNL Mmann,
MHmammMo, LOZOMONME, Jofmym dobbLOE 3JMb..

obogmom Agmdydgddn domnob 3m3ymomymns Hobodgmn bosmozn Jodnmo,
LNBYBNOBN Bndoxydnbo o LuhboMYBYdaMN BboBohN. vdoynmo LNBmyMadn LMYMHOS
LoMOLAHOLY  (MAgmoE dmgmol  HYJLHL) o  3Mmangdhoymo ob  Nbn3nYSMYMN
390LMYagdmab  (Mm3gmog  sbMYMAOL  Fob) Tngm LogMoz0L Mobbmadnm. oMol
30900b393900, Hmzo HyJbhLb Bmgmob dndox3dnbdy dgdbfmymadgmn b Jab oMol
LML RLOBNADY VT 33MgmN. Fndox3dnbobY S 3odomnb 3ofhngdn, YAmozmgbo,
003y3000  LMMOLEHOL Fgamenolb, MYIEY, DMasaM 03gmMYOL JPob SoMbHoob, Moy
39hommaamboym bdm3z009d0L JObAL.

ombndboznb, Mm3  vxbod-oomam  bomboms  AMOZ0mMb3n0bMoy  BmMmnEo3L
9M0gMone30mob3oMmaoym  bmmm o bognboom  ofmpngol, 3baogbo  mmo
Lo3nmMoLINMM LoBynbNL Bom §3mMbAn: ,,bmbLMYYM — 633" hgMgadms Bomoyan 53mLbdn
©0 ,039MmM0 — 0E3Nd0N“ v3bodYMAn (Sokolova, 2009: 46). s3n¢hmd Agmdadadn of
000730896 030L 3L ZOL MMaMME3 LOBHANSL 3MannTMBNLL. Bgmmg BbMng, ObOIMIMN
Agmdadgdal 3nbognbmM30L BBbOLNVMYdYMN NdMMaN LMMALHLY o oL AmMAb,
J0gmb  3m3omymn  3oMHNgonboged LMNMNLL  BBMYINIdIMN, 0BLAHMNIYOHYMN
9gmmeonnl o3mbdy. Dmg 390mbznzedn, LmmELEHOL BoEamo, Mmdgmog dmgmab
Hadbdb, dofMmomo FgameEnob sbfYmMydgd dodoxdnbn o Jodnmon, dommme FYo
0309M70s 033NS0NL bdnm. by MML F9o Vb NBLAHMYTBHYMO TenMENNL oMol
039mMdL, ob 0dzn0mo 3oL 3MBbhMoLAHYM Fganmnob VbMYMadL. IMBAHMLLEHNL
9m9dx0(Hn MMbTNOD MMM 3mmoBmbnodo 3abzwgde Mmagmms hgMdodgmdo, abg —
003boDM30. vx3bodYMN LNTHONVBN LZMO30 dAbOMES VLMYMIOL Bo3Y306 dgmmeNoL,
LOgYBM 3oMmbhno oMzgndMo 30 FMgMal ©3M330b0dgbhL (Tchanba. 2004: 48).

dgndmado 0g3ob, MHmM3  03bOd-0NMIMYdNLM30L  LNFdNVbn o AsbodyMn
LOZMO3700 VBNVBNL bANL AbEE3LOE, BdAY306 AgmMmNOL SLMNMYd]B, 300bb33gdNM
Jomoymo bLn3goNobn dnobyMmnbo, MMIgmoE dommme ©3MA30603790¢HNL NBI 0L
dLMYMYOL. AaMPgdymo LogMozn 3odnmab 3ommMENgdo FJHow EIMYZNIOIMO O
3Mbhmobhnmno 3m3omymn  Jofmbnnbs, 3000Mg dodoxzdnbob. 3Jodnmn momBINLESD
00000900 o 3nbn dagMommMngo dbgmno: a-b-c-d-e-f-g-a’, MR, gndmno 3odmbEL
mogMHMBYONn g3oodgM30Lb dgdmbigzodn. ©8330M0 Aobodgmn bozMo37300, MMAMYdOE
QOMIMEVS 3o3MEgmMIdymo Agmdadgmbe o bbgo 3o330L0YM bombyddon, 33b3wHd0
ohdoomdng 670-bL Loboom. gMmdgmo o 306Mm  30MmaNBMLASEZMO L 3MO3]00,
MHmammMgdnEod  0x3bodYM-oomgnmn  LNBg0Nob-bgdnobn dndoRdnbn o  vGboMAo,
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33b309d0 ModgNM3nE gnmmammab bobom, Mmdgmog, dbg3y, Babodmmo 9.6. 3mbhmyma
30mmMObmL (Jodobhob) Hn3oLb oymb. obogmyM-Hgmdgdyma mmbodnsbn dodoadnbo
B3nbo 3300¢nMn Bymonbos. 93330M0 LogMo30, LogzsMoyLmME, bobaMdmnzn mMmaly
800303mmMd30 0ym @o3MEamMaonmn Jo30dm3nb3nmMamdn. modgdn gndMmd]o, Mmd
Jomoymo  bobgymBmegds Joobymn dmEnb mModMS VBHNZNMO  LobgmbmydnLb
Aob. hH3gb o 303000 MMl  go3mEgmos LNdgdNobo o Hobodgmn  bLozMe3q00
LOBbMYN-BLO3MYD  30330L003n, 0YIEe XIX bLoyagndob HAgfmdydo  gbmMaMONL,
LYMNOD bob-gnMynL NBIMMBSENNM, Fobo FMM3BIMANLOL JodnamoE o dodoxdnbnE
00333000M309m0 nym Hagidgdgmdn, dodoRdnbn 30 RoMom© 0ym 3o3MEammdymn
ya3gmo bmEnomymo i3960b bombdn (Khan-Giray, 2009: 100).

bogofmomnzgmmdo  Jo30dM30L3NMYMN  3oMdNMNS  MYgoMbo, Lol  Y3030L
3mmombns. LodgaMgmmdn, guMosbo o vdoModn 3mIomyMo IMoz30mMb3NobMONL
3Mbhmobhnmo  gymm3oo Bodyzobo. doybgyozo 030by, MHMI  vRLOBYM-sNMgyM
HfMonEnYm dbngoedn domnod dEnMge IMbhMobhnmn 3mmoxmbonl 9amadabinda,
000633 890damgdo LEYOIMN LLO3Mam LoJoMM3xIMMLMOD o3 3Ybggdal ImEnMym
303000Md7.

00M3860 3o 30 boMmdnob3o
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KAE HISAOKA
(JAPAN)

PRELIMINARY STUDY ON THE TRADITIONAL MUSIC AROUND
THE BLACK SEA COAST: FOCUSING ON GEORGIAN AND
CIRCASSIAN RITUAL SONGS, INSTRUMENTS, AND POLYPHONY

Comparative studies of the folk music of Georgian and the North Caucasian peoples had been
conducted by outstanding Georgian musicologists, including M. Shilakadze. Recently, in Georgia,
the traditional polyphony of the Circassians has been sung by Didgori, a folk ensemble of the
younger generation, and interest in the traditional music of the North Caucasian peoples is also
growing. Among the traditional music of the peoples of the North and South Caucasus, spread sim-
ilar elements, such as drone polyphony, song genres, and musical instruments. British musicologist
J Samson pointed out the similarities of folk music melodies between the Tusheti of northeastern
Georgia and the neighboring Chechen, and he also noted harmonic similarities in the traditional po-
lyphony of the northwestern Svaneti and neighboring Kabardino-Balkaria (Samson, 2017: 19-20).
Samson suggested that the musical classification concept of “dialect” which is used in Georgian
folk music studies may be spread beyond Georgia’s borders (Samson, 2017: 18]. More than ten
years ago, I conducted my field expedition to the Tusheti region, where I found that the descending
minor scale melodies of accordion Garmoni, as well as the funeral songs of Tushetian people, could
be similar to the traditional music of the Vainakh people, including Kist people of Georgia. There-
fore, with the help of Samson’s opinion, I tried to compare the musical cultures of the Circassians
with Georgian neighboring groups, including the Mingrelian, Gurian, Adjarian, and Laz people, in
order to clarify similarities in their musical cultures. J. Jordania points out that common elements,
including forms of polyphony, folk instruments, and song genres, are widespread among the Cauca-
sian peoples, transcending differences in language and religion (Jordania, 2010: 234).

Cultural Similarities between Georgians and Circassians

The Abkhaz-Adyghe language family, which includes the Circassian language, belongs to the
same Caucasian language family with Georgian (Kartvelian) language, and with the Georgians and
they have common elements. For example, in the grammar of Georgian and Circassian languages,
the ergative case is found in specific constructions such as the past tense, where the subject ends
with -M. The ejective consonants are also characteristic in Circassian and Georgian phonetics.
In addition, the men’s wool coats with bullets, called Chokha among Georgians and 75yi among
Circassians, are similar. Songs in praise of St. Georgios and St. Elijah also remain among the Cir-
cassians, who were Orthodox Christian until the Crimean Khanate (15th-18th) influenced them to
Islamize their religion. The worship of Elijah is linked to rain-making rituals, which are in common
Georgia. Rain-making songs are important among Circassian people. They make puppets which
called Khantse-guash and sing songs to pray for rain is well known (Naloev, 1980: 18). This is com-
mon with the Georgian rain-making poppet which is called Gonja and the ritual song of rain-mak-
ing Gonjaoba. Smallpox cure songs were also once widespread among Circassian people (Naloev,
1980: 15). This song is a song of appeasement to the lord called Ziuskhan, who brings illness, and
is the Georgian equivalent of Batonebo (It also means lords). In comparison with Georgians, many
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tragic epic songs (Ghybza) remain among Circassian people. Among the Circassians, epic songs
were especially important as a means of transmitting their history, who had no written language.
The main theme of the Circassian heroic epic is the struggle to defend the homeland (4dygha
Khaku), including the battles against the invaders from Dagestan, as well as the military campaign
against the Crimean Khanate and the Russian Empire. The defense of the homeland is also an
important theme in Georgian folk songs. Western Circassians living on the Black Sea coast have
cultural similarities with populations in western Georgia, including Mingrelians, Gurians, and Ad-
jarians. It is interesting to note the similarities between Western Georgians and Western Circassians
in terms of musical genres, such as brilliant wedding songs. Among west Circassians, including
Shapsugh and Chemirgoy peoples, a gorgeous song for a wedding, called «Ci Pag»(Ci means my
and Paq is a girl’s name) is well known, while in the Adjara, a similar wedding song called «Khints-
kala» (girl’s name), is also known to praise the beauty of the girl. In Samegrelo, although it does
not mention the girl, a brilliant wedding song called «Kuchkhi Bedineri» (Happy Foot) is known.
Gorgeous wedding song is also known among the Abkhazians. It is possible the gorgeous song for
a wedding may be a genre, unique to the traditional music of the Black Sea coast.

Differences between East and West in Circassian Polyphony

According to A. Sokolova, one of the experts of Circassian of Circassian music, the musical
form of the Circassians can be divided into East and West (Sokolova, 2006: 100). The Western Cir-
cassians include Abzakh, Bzhedugh, Shapsugh, and Chemirgoy peoples. They live in the Republic
of Adyghea and Krasnodar province of the Russian Federation. Eastern Circassians include the
Kabarday (Kabardians) and Besleney peoples. They live in the Republic of Karachay-Cherkessia
and the Kabardino-Balkaria Republic in the Russian Federation. Furthermore, Circassians migrat-
ed to Turkey, during the regime of the Russian Empire and lived as a diaspora all over the world.
However, Sokolova points out that Circassian polyphony does not show much stylistic difference
between sub-ethnic groups, like in Georgia. On the other hand, Z. Guchev, a well-known performer
of Circassian traditional music with Kabardian roots, points out that the style of the accompaniment
part of Circassian polyphony, called Zhyu, differs between East and West. Examining old recordings
and notations, I also agree that the Circassian polyphony can be divided into East and West. Drone
polyphony more flourishes among Eastern Circassian. It is interesting to note that the Kabardians
are neighboring Ossetians who also have a drone singing style. As well as Georgian and Ossetian ,
among the Circassians, polyphony, and drones are sung by collective. Many songs of Kabardians,
such as the epics genres, are sung in drones with octaves or parallel fifths, as well as single tones.
This is in contrast to Georgian polyphony, where drones are often sung in a monotone. In Circassian
polyphony, accompaniment by voice without lyrics, like a drone or antiphon part, is called Zhyu
(Ezhu in Kabardian). Shilakadze makes an interesting observation about the similarities between
the vocal part Zhyu in Circassian polyphony and the collective vocal part Bani in Georgian polyph-
ony (Shilakadze, 2010: 177]. Like the Georgian Bani, which is often sung by without lyrics, the
Circassian Zhyu is also sung by without lyrics. Generally, in Georgian polyphony, the Bani is sung
by a lower pitch than the part singing the lyrics. However, in Circassian polyphony, the Zhyu is not
necessarily sung by a lower pitch than the lyric parts. Shilakadze, quoting 1. Javahishvili’s view,
argues that in Georgian polyphony, Bani may in the past have simply meant accompaniment, rather
than the lower register (Ibid.). In Georgia, orthodox chants have taken root since the Middle Ages.
Therefore, it is possible, that the polyphony of Orthodox chants, as a result of stylization, may have
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limited the Bani to a lower pitch and also influenced the range of Bani in secular polyphony. In the
past in Georgia, accompanying voices, such as Bani may not have been limited to lower pitches.
The Upper voice Krimanchuli of western Georgia, may be an example of the remnants of the role
that accompaniment voice had in the past. The Orthodox chant tradition is not rooted among the
Circassians. Therefore, it is possible that Zhyu has not lost the general role of accompaniment that
the Georgian Bani possibly had. When referring to the differences in Circassian polyphony between
the East and West, it is possible to say that Western Circassians prefer instrumental music rather
than Eastern Circassians. In particular, the end-blown flute Qamy! and the fiddle-Shichepshin are
very popular among the western Circassians. The clapper Pkhatsich is also necessary in Western
Circassian music. The polyphony of the Western Circassians includes a soloist who sings the lyrics,
a collective or single performer, who sings a part of Zhyu, and a player of musical instrument, such
as Shichepshin or Qamyl. In some cases, the lyrics are sung by the performers of the Shichepshin,
and the percussion-Pkhatsich performer sings a part of Zhyu. The melody of Shichepshin or Qamyl
mainly follows the melody of the soloist, but occasionally follows the melody of Zhyu, creating
a heterophonic sound. It is noted that the polyphony of the Abkhaz-Adyghe people is composed
of solo and choral parts by two opposing phenomena: “Sosruko and Ashamaz” (heroes of Nart
sagas in Circassians) or “God and Man” (Abkhazians) (Sokolova, 2009: 2, Tchanba, 2004: 46).
Therefore, the Circassians do not consider their music as three-part polyphony. On the other hand,
in the principle of the dialogue between the soloist and the Zhyu in the polyphony of the West-
ern Circassian, the instrumental melody sometimes sounds with a character independent from the
voice parts. In some cases, in the traditional music of the Western Circassians, instead of a soloist
who sings the lyrics, the instruments, Shichepshin or Qamyl play the main melody and only the
Zhyu is sung by the human voice. In this case, Zhyu basically sings a variant of the instrumental
melody, but occasionally sings a contrasting melody to the instrumental melody. Contrast element
in two-part vocal polyphony is found among the western Circassians and also found among the
Abkhazians. Among the Abkhazians, stringed instruments-Apkhartsa plays the melody, and the
choral part Argyzra sings the accompaniment (Tchanba, 2004: 48). It is possible to say that for the
Abkhaz-Adyghe people, instruments such as the fiddle and end-blown flute are close to the human
voice. In contrast, among Georgians, fiddle-like Chianuri plays only the role of accompaniment in
polyphonic singing. Among the Circassians, the wind instrument Qamyl, which has characteristics
similar to the human voice, plays independent melodies that seem to contrast to the vocal parts,
more than the melody of Shichepshin. The Circassians Qamyl, which is made from reeds, has a
scale such as a-b-c-d-e-f-g-a’, and can also produce overtones by blowing harder. The end-blown
flute, which is widespread among the Circassians and other North Caucasian people, is an instru-
ment found among Turkic peoples, for which the Turkish Ney is famous. The long-narrow fiddle of
the Abkhaz-Adyghe people, like Shichepshin and Apkhartsa, is also known among the Laz people
as Chilili, and these could be a kind of instrument, commonly called a Pontic fiddle (Kamancha).
The western Circassian two-string Shichepshin is often tuned to the perfect fifth degree. Such a
fiddle was possibly an instrument that has been widespread along the Black Sea coast for a long
time. There is a belief among the the Laz people that the name of Georgian Chianuri originated
from Chan, the ancient name of the Laz people. We do not know when fiddle and end-blown flute
spread to the norhtwest Caucasus. As an example of interesting information, Sultan Khan-Giray, an
excellent Circassian ethnographer of the 19th century, revealed that the Qamy! and Shichepshin had
already taken root among the Circassian people at that time (Khan-Giray, 2009: 100]. In particular,
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the Shichepshin was widespread among people of all social strata (Ibid.). In Georgia, the Black
Sea coast is known as an area, where polyphony is spread. In Samegrelo (Mingrelia), Guria, and
Adjara, the contrast element of vocal polyphony is prevalent. While there are very few elements of
contrasting polyphony among the Abkhaz Adyghe people, this may reflect their cultural connection
with the people of Western Georgia.
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bLN33Y IMMAN, BLMMHI6 39MmM6-LIMI,
aNJICy 300LOIMI63M, BMmI63 39N61N (bIBMmI63I01N)
J69 MENII3NE) (bSIIMOIZICM), BMHSI63 dIHOIIBN) (38IHII6)

33MMPIdNLY LS F3MMHLILN 0106303LI3MMdIBNL 33OI3MMNBIBNY
JMONIY 3MI39bANI6MdI3N (3335MdNL 3MMBILN 3MJIITPIdY)

3gLogzomo

3MDgbMHoEN030 33LYML, BoMIManaNbmm H3300 BodYTn30M0 FndNboMY B3ODODY,
MHmAgmoE 3moEo3L  03mMMgdol BoM3Madnby o v3MMYmMn ™Mob3n3Y3MMOYONL
LAHMYIHYMONS FobOLNVMNYOMYONL FOBLEDMZML HIMOLOENYM Jofmoym IMoz30mMb3nvd
3m3omym Fbngodn. oF Bomdmanbomo HadMmdnl dndobny, dgdmbanznm domhgymo,
HMo0E0YMo Jomoygmo bLodmyMab oMY 3oMAHOHHMODY OYMbMdNM (musicXML
0300m0), 30b0 ENSMYIHOLY /B0 FOBMAL 3MB30YHoMHmo 3obbadmamMal Lodydom
3MhmEobob Hzgbgdo. b BodNdn3otn dMnEo3L 3MBEI3HNSMIM, HYJbodnm, dboIomym
00 00gJd0m godmbB39370L (DMangMmMNL of gobznbomozm), MMM SAMIBHMOZ O
IHomIMO® 3obbamaob mgb 39M 893dmgoo.

00 3MmMydhL gMmdgamo 3MynLbHMMNS og3L:

e  30M39m0 bod0End0 H3gbo BnbodgdoMmy BodMmadnl dndomomyagdom: (Arom &
Vallejo, 2008, 2010). 03 commb dbmmme bNd3o sMM3N O BMOBZ 390bo B9b3wbL (1990).

e 2010-0ob 2015 Bangddn xMoby 39nbds o ®Mobs ToMmooyndds (2010) o
b330 OMMATS O GMODZ FgMdOYATd (2014) o LNA3S oMMATS O BMMMYL JoMmb-
©oMobdo (2015) gMmmo onbygb Tndomos. ©30b dmaznyzobs 3Enty 33m93300L
30M39m LoMNVAwY, H3xbn V370306 YMO LETYTomb J393MmdMYTxdT], MMIMYdN3
00339b30M 3odMa393mMNby DMZNIMMN dNMNMSN OOMIMMYdY, MmMm3mb BnbodyE
obmo 3008030M: (Arom et al., 2018; Scherbaum et al., 2015, 2016b, 2016a).

30M39mn dmozomo 3Mmomgds, MmMImob goodths dbmmma vbans dgg30dmng,
omob Jg8cnan: Mmamm 1bsd 3o3993mo3wgo 0dsb, MmM3 HMoNENYMN JoMmymn
99L0ZNL HMBOMYMN MMSBNDOENY dM BxgLodedYdY 12TET (12 hmbnob Hod3gmomadynm)
LOLEHHASL, MMBgMbOE obogzmyMo BmMAHOENS JRYdbyde. Logofmm gobws Modybndy
39bH03nM0 33930 (Scherbaum et al., 2020, 2022) o Mogn 3MbEI3hysmymn Hobydob
Fqbbo3mMY (Boa. obO3MYMO 93mMaLONL 30mMMYdNL FoBLEBM3MY, RBOMNLO, Mmamms
30LOMNMYdgMO BMn, LEBBA 303M390 FndNboMY LETYTom dncagmado.

dnmty 30o30M0 OOM3MMYdY, MMIYNNE YOS Fova3gmoby nym nb, MHmd bobod
0B mmsd30mo 3ndob dgngiomgdmes 2021 Bymb, anbeodn Johmzgmadn ot ny3b96
0 030(hM3 309Mo300m, MmA A396L LOTJom 303MYDYOL, Bog. Mo oMol oMbydomn
00 MY dMb BOBMIMYONL MMBE3BHYMO vb3gJHadn, Mm3gmns HmbomyMa 39bhMdn
00/06 30bOMNMHdYMO BMHYdN, obodmmms 39M gogdmm H3z960 JoMmmzgamo 3mangandalb
0303M d9300b3700LM30L.

2019-000 2021 Bmodg, Bymonbs o  0goMommMngol  obowggbow, H330
0ma30600 LObmHM HMOBLIMN]3ENNLEVD ALHOBENMYdS, MOEEEd NLNbN DmYLV3LHO
99LOZOL  HMboMYMO o  HY33gMOMYdYMN MMESBNDOENOL  AOMAMTN, FogomMNMO,
Logobomydm BOA0YONL, Boby30M HMBYdOLY O FMEYMOENYONL BMLYOMONM. h3]0 YO
800003LYMNYS300 PFYOMME 039LHNINMN VBOMNDOLINO.

©mgb, MHmEgboEg ©O300a000mM, MM3 JoMoymo IMOZ30mMb3NobMOy  JaYdbyd
O0bmmMydN; HonHMbyM 3n3hoHmbym dgaMmommMnal, 63nby 330MHNLY s 3300¢HNL



bN33o BMHMTN, BMMMYE JoMMB-EoMs, Fndgm 3obHgmabam,
54 gmoba 39060, 9Bs mmansdznmo, gmseb3 JgMdsndn

030bobnomgdamMn  3aMbHngomymo  3MmmMnboznom, dgadgmom  aog39aMmdamydabo
A3900 LEHMYIHMHYMo o LobHoJLyMN 33tma3o. H3x0n 33ta30L 3MM3YLAD bymobmo
dqbyann LobmbpmM FobomobM30L 1339 dbomn dngmds 893087303901, gL AMBOE37B700
99E0mMYdgmne Hzgbb 3MmEgbdn, Moaseb nbobn BomMIMOExoL V3xLHN3NMN 39mab
LOBOMNDOENVL O gL LNBdMMODBENG NB3Y3L FoBOMHNZYOOLY VO LHOBLVMEHNDOENL.
0bNbo @30dmg396 LOTYOMYLOL 30bLOYOMMO BMAHYONM O v LobdoMmnom. MmwabLE
ab Lobmpm HYJLbhado Foomgds 30RMYM BMMASH3An, 0bOb BoMAMoanbadb H30n
0mbo3gdmo dodOL dofmnmo Fobomol 3odmm3mMomn vBamMNDOLMZNL. ©3 gdom, 3o
39330dm0no 3031993mMo30090 LNBMIMYOOL doNLb N MOMYbMOLL H390N dBOMODNL
8oLbodyoMydmoo.

0909c00boMg bodydom 3MmEgbLo

A3nbo  3n3nbomy BobobBoMN  OdYdo3900L  bLoTydom  3MmEgbo  Modybndy
9ho30bEOb dgagdo.

1. 3oggmymo Lobmam HYJLHOAL gobnRMozgdse: LNdmgMab 3 b3nb godmymazs
bbgoobbze  bHMogmbgddy  (Hodongnmo  B0dydoo),  godamgmon,  39dDMAYMO,
80000boby39hn HMBYdOL, MMBSTHOHHONL, 93MENOHNMOgdNL, 89303900bo o dghgMmadal
00mmydo 0by, MmM3 gob3gbonmn Jombhnhymgdo Bg0Eo3aL dbmmmeo Bmhadlb bod
bdo, mnom bdsb ;mnom bhMngmbdY o Lbaob vmox3gmL (Arom, 2017). gb oMol BE3NbY
H0db03nmMn BbobBOMO OT3o3900L ghHodn, MMBIMOE O YPMOMIOLY o OY3M
mmb dmombma.

2. LOBMOHM HYFLHYONL FgdEMYdS oo ,3oMIMBOYM LoyMybydd“: Bbmanmw
LOHMYIHIOIMO V3MMEIOOL OHM3TOL. FOJRMYO 39MLNNWOL ,gbnmozn BmAHIONL"
S0mmMYydo.

3. LObMEAM HFLHYONL MusICXML BONMNYOS OIMBIYMHNMYdY.

4. ©0009353700b 3MmEaLbob dgdgan Bodnyn dmoE3Y FOBMYMO 3oMbhodhnmolb
3mMadhnmgdob o 3mMggdol oLz  bymbodnob  Labmpm  LALHHTSLMVO,
MHmAgmoE oMbydnmo 9u3nddbgds 12 Hmbnobn mobodmMow Had3gmomadoym (12TET)
Bymool. dzgmn o  dmmmomMmnbgmn  Hobobymaonl  Hmbomymo  mMmMgabndYdnL
039bHN3NM0 0bomodO (Scherbaum et al., 2020, 2022) 6330Mo0 07 NMYoOL, Mmd gb
d0nLbododmo. gbgE 3mbLYBLYLNY H37BL JoMmzgm 3mmgzgdL dmmbL. H3x00 VDM,
HMO0E0YMO  JoMoymo  3mgomymo 3bngolb  Hmbomymn MMEIBNBLENNL  vMBIMY,
hmammE AobL, 3ghb dmombmalb, 30c0Mg Bbmmme 9fMmon B0dboMYOYM ByMOLL, Moaseb
30MAMbNYMO O FHMMENYMN B3IMOIMNMNZION 3obLL3V3NOS JMNMNTOHINNLESD (YMm3gm
3000b393080 39-20000 30FoMmmgdodn). oMo ©30bY, FgmmenyMo 0bhHyM30mMadNL
LoNY (MMaMME HMbomyMo MMaBNDOENNL 3gLdy sb3gdhn) domDdg E3VMYdSNS
o 0bY3  EBLDHZVZOYM  V3dO3L  AMRzNMbMMAL  (BgmmeoyMo  NbHYM3oMYdNL
LOENENL 3VbIBNMadNL Moo 36NA30HMMONT ZoodDMIdS MVDVOSM AgmmmEnyM
039MOMMNgdY3 30 3033000050L). A3gbn Bndomdaly 3mbHydLHTN, 3000 ©30(3NMYOM
8300006yYy39hnamgdnl 30mgdob 3mbimghnmo Bymonb bLobEydedy. o3nb bogzmow, H3gb
3039009000 33900, MMA:

o, 39mmNM0 O3MOMMNgn dM0L 393Hhohmbymo (FonMa3a33mn dybho nbhymh—
30myMo boMyddamoom 3960hd30) o

0. 0y hH39b6 9ma3bLbno yzgmo 353mb3x3000MdOL O ©30MYOD  dgMONMNZNL
LOBOMMYYOOL  EBLHZV3OOL MM bdsl dmmb, d030mYde AgLodednl 3oMIMbOym
0bhgm3z0omb.  030bom3nL, MM3  dg3oommae  dobnb  bdob  dggMomMogn, hH3gb
3003LodM3MO3 dOBAL dmmM daxMOL LoJommgl, MmammE 0-b, 3oL Jagdmm 0goMaoL



03MMYI00LY O OZMMEYMN MVHINIZMMOYONL 30(HIZMMNDIENS
Jofmoym 3Mo30mb3nobmdsdn (33omonl 3MmEgbo gMmdgmpgdo) 55

YoMymaznmn MoEbznonm, bmmm Do d339MaoL ogdnmn MoEbagdnm. gb dmazEqadL
039MMNRY0NL F9oMadnL LETomMgdsL. dogomomn: dobab bdnb dggmo: -1, o bdo:
3, D900 bdo: 4. 5093900 3nMHdYMN d3MMN ngbgde {-1, 4, 5}, 3oM3gmn MoEban 0gbgdo
0060b b3nb LNBommg o Bgmiy o Fgbody MNEL3YON NBEHYMISMION dOBNWSL TYo
b3589 O 0VBNVD VYL bTdAwY.

00 0001303900L LHMOMI3NNL Zodmygbodom, H300 30mMgdc EFbMomb, Mm3gmoE
390303L by v3MMEOM NMVBINAH3MMOSL MMM LndmgMobmznb (Bob. 1).

3mbo(3g9mo 653M7xd0 o 6060LBSMN x)3z9d0

00700060090 3eogm3otgmdol AgbobBogmo H390 V3087303900 osbmmydom
120 LMoo by bb3vLLb3Y 3MYdYMNELb: GEL (3gmoomn), KAR (Jofmonm-3obymo
mohymaoyann), SHE (359mgdgon), FO1 (bombymo bndmgmgdn), GUR (gnfyamo bommbymo
LNBMYMYON).

0mboEqdme bo3Madn dgnmho LEbmBM 3MIdYMYdOL 3MmMadi30900L boogydzgmdy,
MHmdmaong 03 mmobmaznb  bgmdnbobzcomdn  oym XML  ggmfMdohdn  obo
mMd330mnbM30L, goM33gnmn IMo30mMRMm36900L 3nmba30L o 3Mdymazownsb
39Mb39dH03530, MMM 3o(H3MMNa3n bLNdWHMIONL MOMEIOMONL ZodMNL FndBN.

0oL F909a, MoB O3MMEYMO  Mob3N3H3MmMonl  3bMomgdn (BoM. byM. 1)
0mADOY, Fom3n 8930300 NBRMMBSENNL dodmygbgdnb dMmogzomo goblbbzozgdnmon
80 0MLYOMAL. §MN MOT 0T 3MOV, 3x330dMNS FOMHNZO OZ00DSMNDMD 3MBIMYHMN
03MmMYONL b v3MMLYMN MBI Y3MMANL 3gMomoyanmds (by. 2).

MmammE Lodomamm dogomomn o 39Mb3gdHnzs H3gbn 3Mmgdholb dxdogmadon
Bd05900LM30L, Amgma 30H330900 H3zgBL BMBOEHIMS BBEBN dMbYdYM bb3owsbbzo
H030LbInMO FoAMY9bOYMN ZMOLNANZOENOL dENZMMNMNTYNL ZodM3NL 3YHa0L O
39300mbB3AYd Monb 3oMao 3MmJ35ndg0 nbNbo F7M 300093 dMOZoHI3MMNMIOYMO
LOBMYMYONL 3MOLNNRNISENNLOL. 3000080 AMDBBEITNS BO3MYON FM 30093 F30MYY,
A390 bodL 3Lz, MM gL doNob BNBOLBLMN grgN. 3MBIMIBHYMO©, 3MM3YLOL
3% 8300m30Yyn090 3000bM3NL o ¥4 HobLHNMYOOLMZNL. Lb3vLLLIS JMsbngnIoHmMmmMgdn:
Markov, Random Forest, Naive Bayes, Support Vector Machine, Nearest Neighbor oo Logis-
tic Regression, LEITOME oOLHIV3YOYMOE AMIIYODID, Loy3ncgbM3 (FomImM330)
LBMMOE AMBbEENBY HLHNL BMBEITIONL OSbIMYdNM 95% ZMOLORNIOENY. FJIFO
00090mM0O OdHYYMMONL FodhinEs bohzgbadns bym. 3-do.

Mo®m3 3n30mdL oLy 3oMago?

©o0MmMMbL, oMboMOL mMo Jgbodmm 30Dy, MEL gdodmE ZMobNnloEns by
3oMao  3yxdomdb.  3ofMzgm  Mnadn, Jgbodmmo  bbgoobbzs  J3g3mM3mMonhadnl
03MmMg00b BoM3mddbs 36033069mmab 3obLbzozwgdMIL, MoE — oyI3Mo Mmd
3093000 — 1o30mMYdL 3MobNAN3EN0L dINMMNMNAL VMY ,oMs JohaazmMomgdyamn”
LOBMYMOLM30L  BgbOdO3NLNO  BLMENOENNL  3M3BsL. 0dnobomznb Mm3d b dmbl,
3MB3Mghymo o03mMadnlb gohgbnl bobdnfmy 8339mMo 3obLbao3wYdY J395319300L
dmMob. 03 3900bzg39030, MmMELLE ©3MMYdNL BomAMJdbs 9608309mM3bo oM
800bb303Nds, dgbodammy v3MMEYMN MVBINAHIMMOS (O VMO MOZOW d3MMOYON)
800bb303OM©IL J30339390L FMMEL. Lb3zs LohyYzgdnm MMA 3;J30m, Lblvobbao
9393MmM3MMYd0 obLbb3V370YMO 0YgbydID ©3MMYdL. 930l BgLbodmBIgomo, H39o
800mM3m30ma0 BoMAMJI6NL 3Mhma3nmadnl bobdomg yzgmody bdnmo HMmcMOINZ5
800mMmynbgdymo v3mmMdnLbm30L bbgowobbis J3gs3n:300380 (LyMm. 4).



bN33o BMHMTN, BMMMYE JoMMB-EoMs, Fndgm 3obHgmabam,
56 gmseb3 39060, 9Bs mmansdznmo, Bmeb3 JgMdsndn

byMomn 4-30. bbzgoLLb3y J39531993000L V3MMEYONL BoMAMIAbAL 3MMARNMYON
dogmo 3mM3YLboL v3MMEYMN MbINBHZMMONL LTYSMM 3MMABNMMSD FJSMION.
33mMnb 9hnzghaddg Bomnmgdnmns 0bhM3omadn dobby o 3o bdobo o dobLY
0o Dgo bdob dmmab Jgbodednbo. MNMIYMO d3MMENL 3nbhmMamMadol dmmgdn
00003M707mMNo 03 03mMENL BaMAMJIbNL bodyomm bobdomMgdy dongan 3MM3YLAO.
LOdgomm bodob Bgdmo Fymazn dDmmgdN 30PN HOL 00D, MM3 o3 I3MM3YLIn
d9bodO3NbO v3MMoO (0b. BMOL 3M0N) 8odMnygbgds Lodyommdy yxmm bdomMoc,
bmanm g393mon 3030300 Dmmgdn 307N dL 030Dy, MM Nb BoIZMYOS 3odMmnygbdo.

Lym. 4 330h39090L, MMI  EFoMBZgM  J333MM3MMYdL  dmMob  v3MmMYMN
0063030093MMOYO0S0 303m3nboy, 060383090mm30060 800bb303909000
3MB3Mghymo 03mmMEgdnL godmygbadedn (og. (3-7), (4-8)). dgbodddnbow, d3MMOYMN
00630300930MMd0L  FobobnomgdmaonE  gobbbzezadymn  0gbgds.  OYWLIY3MOL
MHmd 3009300,  3MoboARNZoENNL  damgMMomdn  3NOZ0DMO  IMdZom  ANBI300L
800mboyqb90mMo. M3, 3306y bodaeLdnm vt3603bmm, MM3 IMBIEIBMY BoMYdN
590 300093 LogdomE F30MYS O FJM 30I3 ©93MN TdNHYONMN LOTHBom 339l
LOBV3 3BV 307069000 DMEON OL3309ONL FOLOZYMNJOMS.

Mo oMob 390c930?
30000930 Bod0EYd0 076900 H3900 3MM3YLOL FoBMY O 3xH3JONL LHdNMYMMANL
d90mB3700. 9b 3MmEoLO P339 303NBOMIMADL.

000336900 o 39Mb3gJHn3900

390003900  domnob 0039037009090y,  MOESD Fom  Mobob3o  v3MMymn
00630300930MmMd0L  gbMmomo  FgnEogb  LoZToMab  E3obobNsMYdgM  odMMBYOL
000000boMg  AmboEn3nd0L  Logdome  BoM3oMgdom o bLBMMO  OLOMOZYOMO.
MHmammE D93mm 036030690, A3gb v3sb of gobznbnmozm Mmgmmz bodmanmm 35waaL,
oModg  Mmammiz 3603309mmmM300  dnomgonm  Bnbaowoadnm bodazb  Jomomymon
0Mo30mb3nobmMONL 30MAMBNYmMN MMEdbndYdOL Babgdalb dogdedn, H3gbL 3ndnbomy
0madoymMmosdo.

0y 0J390 onbhgmgbgdymn bomo o3 3Mmadhdn Eoxmymo  3oMbhobhynmgdal
39(hobom, 3mo30dmMdmM, 3gdmyafmongo H330L 8nbrb.

doomongMmgdgo0

03hmMMyd0 Bommosl 3ybnom dndgan 3obhgagbamb momgoymn dmbodMYdYdNLY
o h3gbo 3Mmadhob Amommdnb  gobbodmamodn obdomgdobomznl; cmmbngy
Lbogfgamb,  F3omonlb  3doodByzgdh  gho3dy  3Modhognm  9db3gMn3gbhHd3n
096038309mmM3000  ©Ob3oMgdnbm30L o  MYLYLL  ByMBYdsL, dMozomn  Banob
806303mmdadn Bobomnbydabs o dbOLHNMONLMZNL, oo dmmMaL, bym sbmobob
A390L 3nbdn obo MmmMmyAznmb Ax3maotgdobozab.

00M3860 d0n0 F9J960d99
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CATEGORIZATION OF CHORD INVENTORIES
AND CHORD PROGRESSIONS IN GEORGIAN POLYPHONY

Introduction

In this presentation, we want to report on the status of our work to determine the characteristic
properties of chord inventories and chord progression structures in traditional Georgian polyphonic
vocal music. The goal of the work that we are presenting today is to develop a workflow for the
computational determination of the home region and/or the genre of a randomly chosen traditional
Georgian song, based simply on a digital score (a musicXML file). This work involves multiple and
varied challenges: conceptual, technical, musicological, and perceptional (to name a few), which
we will not be able to exhaustively address in detail today. We should also mention that this project
has a longer prehistory:

® First steps in the direction of our present work: (Arom & Vallejo, 2008, 2010). At that
time, only Simha Arom and Frank Kane had met (1990).

e Between 2010 and 2015, Frank Kane and Frank Scherbaum (2010), Simha Arom and
Frank Scherbaum (2014), and Simha Arom and Florent Caron-Darras (2015) started to work
together. This led to a first series of short studies on sub-problems of our current work which helped
us to identify some of the major hurdles we are facing: (Arom et al., 2018; Scherbaum et al., 2015,
2016b, 2016a).

The first major problem, which we can only now solve to our satisfaction, is how to deal with the
fact that the tonal organization of traditional Georgian music does not correspond to the 12TET (12-
tone equal temperament) system on which Western notation is based. It took several acoustical studies
(Scherbaum et al., 2020, 2022) and the exploration of a number of conceptual dead-ends (e.g. determi-
nation of western church modes, finalis as reference notes) before we found the current work approach.

The second major hurdle that needed to be overcome was that before Ana Lolashvili joined the
team in 2021, there were no Georgians on the team, and we were therefore worried that our working
hypotheses, e.g. what are essential and what are ornamental aspects of a piece, what are the tonal cent-
ers and/or reference notes, might not stand up to rigorous questioning from our Georgian colleagues.

Between 2019 and 2021, in order to determine temperaments and scales, we had to move away
from transcriptions because they constrained the music to a tonal and tempered organization with, for
example, the presence of key signatures, semitones, and modulations. We had to move towards an ex-
clusively acoustic analysis. Today, having established that Georgian polyphonies are based on an ap-
proximately unitonic heptatonic scale, with notably vertical adjustments for pure fourths and fifths, we
were able to pursue our structural and syntactic research. Scores then re-entered our research corpus,
but we adopted a new point of view towards them. These scores are essential in our process because
they are a symbolization of the acoustic field, and this symbolization leads to simplification and stand-
ardization. They allow us to speak in notes rather than in frequencies. Above all, when these scores
are obtained in digital format, they constitute the primary material of our database for computational
analysis. We can thus handle a very large number of songs to consolidate our analyses.
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Current Workflow

Our current preprocessing workflow consists of several steps.

1. Cleaning the digital scores: Separating the 3 voices of the song onto different staves (for
technical reasons), removing passing tones, neighboring, escape tones, ornaments, appoggiaturas,
anticipations, and suspensions, so that the cleaned scores contain only the notes from the three
voices, one per stave, and nothing else (Arom, 2017). This is a purely technical preprocessing step
which, however, requires great care and can become rather time-consuming.

2. Reducing the scores to their “harmonic pillars”: leaving only structural chords. Removing
“invisible notes” in digital scores.

3. Converting scores to music XML files.

4. The next step in the processing chain involved correction of the digital score for its
representation in an inappropriate Western five-line staff notation which is intrinsically based on
the assumption of a 12-tone equal temperament (12TET) scale. Acoustical analyses of the tonal
organization of old as well as recent recordings (Scherbaum et al., 2020, 2022) clearly indicate that
this is inappropriate. This is also the consensus among our Georgian colleagues. In our opinion, the
description of the tonal organization of traditional Georgian vocal music seems to require more than
just a single fixed scale, since the harmonic and melodic scales are different from each other (at least
with respect to the 2™). In addition, melodic step sizes (as the third aspect of tonal organization)
are highly variable and again tell a different story (taking the modal value of the melodic step size
distribution would even suggest an equidistant melodic scale). In the context of our work, we avoid
having to decide on a particular tuning system. We instead make the assumption that:

a. the melodic scale is heptatonic (with unknown exact interval structure in cents) and

b. that if we remove all the accidentals and take the differences of the scale degrees between
two voices, we obtain the corresponding harmonic interval. In order to allow for comparison of
the relative bass voice scale degrees, we define the scale degree of the ending bass note as 0, scale
degrees below that with negative numbers, and scale degrees above with positive numbers. This
is simply for convenience to make the scores comparable. Example: bass voice scale degree: -1,
middle voice: 3, top voice: 4. The resulting chord would be {-1, 4, 5}, with the first number being
the bass voice scale degree and the second and third numbers the intervals from the bass to the
middle and from the bass to the top voice, respectively.

Using this processing strategy, we obtain a table containing the complete chord progression
for each song (Fig. 1).

Dataset and Preliminary Results

For the study in its current state, we processed a total of roughly 120 songs from six different
collections: GEL (Gelati), KAR (Kakheti-Kartli liturgical), SHE (Shemokmedi), FO1 (folk songs),
GUR (Gurian folk songs), KCH (Kakheti-Kartli folk songs)

The datasets were chosen based on the collections of sheet music which were available in
XML format at the time to Ana Lolashvili, with an aim to achieve a certain variety, and with the
goal of increasing the number of songs in each category in the longer term.

Once the chord progression tables (cf. Fig. 1) have been prepared, there are many different
ways to use the information that they contain. An obvious one is to simply analyze the frequencies
of occurrence of particular chords or chord progression patterns (Fig. 2).

As a final example and an outlook for the next steps of our project, we briefly illustrate the



Categorization of Chord Inventories and
Chord Progressions in Georgian Polyphony 59

results of training different types of commonly used classification algorithms on this dataset and
examine how well they perform in classifying as yet uncategorized songs. Since the datasets are
still small, we emphasize that this is a very preliminary result. Specifically, we used %: of the corpus
for training and Y4 for testing. The different classifiers: Markov, Random Forest, Naive Bayes,
Support Vector Machine, Nearest Neighbor, and Logistic Regression, performed quite differently,
with the best one (Markov) correctly classifying about 95% of the test data. The resulting confusion
matrix is shown in Fig. 3.

Why does it Work so Well?

There are at last two possible reasons why the classification works so well. First, it might be
that the chord inventories of the different sub-corpora are significantly different, which — sloppily
speaking — makes it easy for the classification algorithm to find the proper association for a previ-
ously ‘uncategorized’ song. For this to happen, the frequency of occurrence of particular chords will
differ strongly between the subsets. In cases where the chord inventories are not significantly differ-
ent, however, it might be that the chord progressions (not the chords themselves) differ between the
subsets. In other words, the different sub-corpora make different use of the chords. In order to test
this, we calculated the frequency of occurrence profiles for the most frequent jointly used chords in
the different subsets (Fig. 4)

Fig. 4 shows that based on the chord profiles between the individual subcorpora there are sig-
nificant differences in the use of particular chords (e.g. the (3—7), the (4-8)). Consequently, the chord
progression features will also be different. Sloppily speaking, the classification algorithm offers many
features for use. However, we want to emphasize that the dataset is still fairly small and there is still a
lot of additional work ahead of us before we will feel ready to draw general conclusions.

What Next?
The next steps will involve increasing the size of our corpus and testing the stability of the
results. This is already underway.

Conclusions and Outlook

The results are very encouraging since they tell us that the chord progression table seems to
contain enough characteristic patterns to sort the current dataset quite successfully and correctly. As
stated above, we don’t see this as a final result but rather as an important intermediate step forward
in our ongoing journey to find the rules for the harmonic organization of Georgian polyphony.

If you are interested in contributing digital scores to this project, we invite you to join our team.
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byMooca 1. v3MMEYMN MVBINAHZMMONL EFbMoma  LogomMMOMObomM30L dgb bom
3960b0.

B-deg = 0000b bndomany

dif-B = 306bb303900 mMn dmB)36m dobnb bndsmanglb dmmMAb.

Figure 1. Chord progression table for the chant Shen khar venakhi (You Are the Vineyard).

B-deg = Bass degree

dif-B = Difference between two subsequent bass degrees.

SHE_007: You Are The Vineyard (HM3.0: 2022-06-09)

T-B u u 5 7 9 7 5 5 9 7 5 8 7 5 5
M-B U U 4 5 5 5 3 1 5 5 3 5 5 4 3
Dif-B R 0 -R -1 -1 (¢] +1 +1 -2 +1 0 -3 (0] +1 +1
B-Deg R R [} -1 -2 -2 -1 [} -2 -1 -1 -4 -4 -3 -2
IDX 1 2 3 4 5 6 7 8 9 10 alal 12 g 14 LS
T-B 5 8 9 8 7 5 5 9 7 5 9 6 8
M-B 1 7 5 [} 5 3 3 5 4 5 5 5 4 6 4
Dif-B +1 0 0 (c] (0] +1 +1 -3 (¢] 0 +1 -2 +1 -3 +2
B-Deg -1 -1 -1 -1 -1 [} 1 -2 -2 -2 -1 -3 -2 -5 -3
IDX 16 17 18 AL 20 21 22 23 24 25 26 27 28 29 30
T-B 5 5 4 5 5 7 9 7 5 5 9 7 5 8 7
M-B 3 1 5 3 4 5 5 5 3 1 5 5 3 5 5
Dif-B +1 +1 (0] (¢] +1 -1 -1 (] +1 +1 -2 +1 Q -3 (]
B-Deg -2 -1 -1 -1 [¢] -1 -2 -2 -1 [¢] -2 -1 -1 -4 -4
IDX &l g2 38 34 I35 36 817 38 el 40 41 42 43 44 45
T-B 5 5 5 8 9 8 7 5 5 9 8 7 5 9
M-B 4 3 1 7 5 6 5 3 3 5 4 5 5 5 4
Dif-B +1 +1 +1 [c] [¢] [¢] [¢] +1 +1 -3 0 [¢] +1 -2 +1
B-Deg -3 -2 -1 -1 -1 -1 -1 [} 1 -2 -2 -2 -1 -3 -2
IDX 46 47 48 49 50 il 52 52 54 55} 56 57 58 58 60
T-B 8 5 5 5 9 8 7 5 9 8 9 7 7 5 3
M-B 6 4 3 1 5 5 5 3 5 7 5 5 5 3 1
Dif-B -3 +2 +1 +1 -1 +1 (¢} +1 -2 -1 () (] -1 +1 +1
B-Deg -5 -3 -2 -1 -2 -1 -1 [} -2 -3 -3 -3 -4 -3 -2
IDX 61 62 63 64 65 66 67 68 69 70 71 72 73 74 75
T-B 1 1
M-B 1 1
Dif-B +1 +1
B-Deg -1 (¢}
IDX 76 77
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byMooa 2. 53mMgonby o om0 MVb3NTg3MmdAL smmMoEbazs Yyagmodsy bdomo
03MMAONLMZNL O VZMMEYMN MVBINTY3MMAINLMZ0L LMY 3MM3YLI0. 3oM39an0
0330 nnomoym b3agH3n oMob 3MM3HLAN AMAHN30L 3oBMAGBAL MOMVHBMBOY.
Figure 2. Chord inventory and chord progression inventories for the most frequent chords and
chord progressions in the complete corpus. The first number in each column is the number of
occurrences of a pattern in the corpus

Inventory
321 (-1/3/5)
248 (-2/3/5)
206 (0/3/5}
144 (-2/6/8)
142 {0/1/1}
1490 (-3/3/5)
127 (-1/6/8)
122 (0/1/5}
117 (0/0/0}
106 (-1/5/7}
% (-4/3/5)
% (-3/6/8)
92 (-2/5/7}
92 (-1/1/3}
86 (-4/6/8)
78 (1/3/5}
75 {-5/6/8}
65 (-2/4/8)
63 (-3/5/7}
59 (-4/5/7)
59 (-2/5/9)
52 (-3/1/5)
49 {0/4/6}
47 {-5/3/5}
a7 (-1/4/6}
a5 (-2/4/6)
44 (-1/3/7}
a3 (-4/5/9}
43 (-4/4/8)
a3 (-3/4/8)
43 (0/4/5}
39 (-1/1/5)
37 (-3/5/9}
35 (0/6/8)
34 (-2/4/5)
33 (-5/5/7)

88
86
65
63
a7
42
39
36
34
33
33
30

27
27
27
25
24
23
23
22
22
21
21
21
20

19
19
18
17
17
17
16
16
16

Single step

(0/3/5}->{-1/3/5}
{-1/1/3}->{0/1/1}
(-1/3/5}->{0/1/5}
(-1/3/5}->({-2/3/5}
{-2/3/5}->{-1/1/3}
(-2/3/5}->{-3/3/5)
{-1/3/7}->{0/1/5}
(-2/5/7}->{-1/3/5)
{-2/6/8}->{-2/5/7}
{-3/3/5}->{-2/3/5}
(-1/4/6}->(-1/3/5)}
(-1/6/8}->{-2/6/8)
(-1/5/7}->{0/3/5}
(-2/3/5}->({-1/3/5}
{-1/6/8}->{-1/5/7}
{-1/3/5}->{0/3/5}
(-4/3/5}->({-3/1/5}
{0/4/6}->(0/3/5}
{-3/5/7}->{-2/3/5}
(-2/5/7}->({-2/6/8)
(-5/4/8}->(-4/3/7}
(-4/3/7}->(-3/1/5)
{-4/5/T}->{-3/3/5}
{-2/4/6}->{-2/3/5}
{1/3/5}->{0/3/5)
{-2/3/5}->{-1/1/5}
{(-1/1/1}->{0/1/1}
(-3/3/5}->({-4/3/5)
{-2/4/8}->({-1/3/7}
{-3/6/8}->{-1/3/5}
(-4/8/10}->(-3/6/8)
{-2/6/8}->{-1/6/8}
{0/3/5}->{-1/5/T}
(-4/6/8}->({-2/3/5)
{-2/6/8}->{0/3/5}
(-1/5/7}->(-2/5/9}

Double step

{-2/3/5}->{-1/1/3}->{8/1/1}
{-2/6/8)->{-2/5/T}->{-1/3/5}
{0/3/5)->{-1/3/5)->(-2/3/5}
{-5/4/8}->{-4/3/T}->{-3/1/5}
{-1/6/8}->({-1/5/T}->(0/3/5}
(~2/4/8)=>(-1/3/T}->(0/1/5}
10/3/5)->{-1/3/5)->{0/1/5)
{-1/4/6}->{-1/3/5}->(8/1/5}
{=1/3/5}=>(-2/3/5}->(-1/3/5)
{6/4/6)->{0/3/5}->{-1/3/5}
{-2/5/9}->(-1/3/T}->(8/1/5}
{(=2/2/4}=>{-1/1/3}->(0/1/1}
{-1/3/5}->{-2/3/5}->(-3/3/5)
{-1/5/T}->{0/3/5}->(-1/3/5}
{=3/5/T}=>{-2/3/5}->(-1/1/3)
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Triple step

{-3/5/7}->{-2/3/5}->{-1/1/3}->{0/1/1}
{-4/4/8}->{-5/4/8}->{-4/3/7}->{-3/1/5}
{-1/3/5}->{-2/3/5}->{-1/1/3}->{0/1/1}
{-6/6/10}->{-5/4/8}->(-4/3/7}->{-3/1/5}
(-2/5/9)->{-2/4/8)->{-1/3/7}->({0/1/5}
{-2/4/6}->{-2/3/5}->{-1/1/3}->{0/1/1}
(-2/3/5}->{-1/1/3}->{0/1/1}->{-2/3/5}
(-1/6/8}->{-1/5/7}->{08/3/5}->{-1/3/5)}
{-1/5/T}->{-2/5/9}->{-1/3/7}->{08/1/5}
{0/3/5}->(-1/3/5}->(-2/3/5}->{-1/3/5)}
(-2/3/5}->{-2/4/6}->{-2/5/7}->{-2/6/8)
(-1/6/8)}->{-1/5/7}->{0/3/5}->{-1/5/7}
{=1/6/8}=>{=1/4/6}->{=1/3/5}=>{0/1/5}
{-1/3/7}->{0/1/5}->{-1/6/8}->{-2/6/8}
{-1/3/5}->{0/4/6}->{0/3/5}->{-1/3/5}
(-5/6/8}->{-6/6/10}->{-5/4/8}->{-4/3/T}
(-2/6/8}->{-2/5/7}->{-1/3/5}->{-2/3/5}
(-2/5/7}->{-2/6/8)->{-2/5/7}->{-1/3/5}
{-2/5/7}->{-1/3/5}->{-2/3/5}->{-3/5/7}
(-2/4/8)->{-1/3/7)}->{0/1/5}->{-1/6/8)
(-2/4/6}->{-2/5/T}->{-2/6/8}->{-2/5/T}
{-2/3/5}->{-3/5/7}->{-2/3/5}->{-1/1/3}
(-1/5/T}->{-2/5/9)}->{-2/4/8}->{-1/3/T}
{-1/3/5}->{-2/3/5}->{-3/5/7}->{-2/3/5}
{-1/1/3}->{0/1/1}->{-2/3/5}->{-2/4/6}
(0/4/5}->(-1/5/T}->(-2/5/9}->{-2/4/8}
(0/3/5}->(-1/3/5}->(-2/5/T}->{-2/6/8)}
{0/3/5}->{-1/3/5}->{-2/3/5}->{-3/3/5}
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byMooma 3. 3oM3manb 3moboGZHMMDY o3ddydYMO  PBYLMNZMONL  JobhfMnEo
HoLHOL  AMBOEYTYONL  ZMOLNARNIOENNLMZNL, MmMTgmnE  AMBVOEIOYMOS LN
3mM3nLoL 34-By. gga0 noym ob, MMI byomo J3935879300000 LOAN NYOMYMOL OYM
3abnxznE0Mgdym, bmnmm KAR-0b 5 bodmgmowsb 1 dgEs GEL-80 o FO1-000b gihon
LOBMyMS Bghobomn 0dbs GUR 3mobdn (Mog, 8gndamgdo, oymb Mgomymo LBmMO,
Mogob FO1 dmbogdmo 6o3Mgdn d9nEosb bndmgmgdb bbaowobbils MYanmbnwsb).
Figure 3. Confusion matrix for the classification of the test data based on a Markov classifier
trained on % of the complete corpus. The result was that three of the five subsets were classified
perfectly while 1 of 5 songs from KAR was mistaken for GEL and one of the songs from FO1 was
put into the GUR class (which may actually be correct because the FO1 dataset contains songs from
different regions).
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byMooma 4. bLbzoobb3zy J3953uR0L V3MMEIONL dMmyomadn dogmo  3MM3YLOL
03MMEYMN  0ob3Ng3MmMonL  Lodyomm  3MMAROM™MOL  F9oMdNM.  d3MMNL
9h039ha0Dg 3000mMydMNS NBHIMISMYON BBBLY Y 87 LABL O BOBLY O DY bIdL
dmMob, dgLbodsdnbo. MommMmgnmn v3mMab 3obHmamModnb dmmgdn 3nTogMadMmNS
00 03mMnb Lodyomm bobdnMydy dgm IMM3YLAN. Ludyomm bodol Bgdmoe dymayn
DMmMYdn 300 dgb 0300, MM o3 3MM3YLbAn JobodEdNbO v3MMo (0b. ggmb
3M00) 8303mnygbgds Lodyommdy ya3mm bdoMo, bmmm J3ngdmo 3gdomg dmmgdn
00900 d96 03007, MM3 nb Bogagdo bdnMow 3o3mMnygdbgds.

Figure 4. Chord inventory profiles for the different subsets in comparison to the average chord
progression profile for the whole corpus. The chord labels indicate the intervals between the bass
and the middle part and the bass and the top part, respectively. The histogram bars for each chord
are anchored to the average occurrence frequency of this chord in the whole corpus. Bars going
above the average line indicate that the corresponding chord in this corpus (see color code) is used
more often than average, while bars going below indicate that it is less frequently used.
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NI 39LOINI638M
(LVLHI689001M)

Jbd() 3NL3M3Y OMILNBNILN 3MIINIMN 3MI3IWbINO6MdNL
33LN3dWIMN 33IMIMEMN3IdNL I6INBNLILIN

3mgomymo InbngnLb dg3nMmn HMooEnd BMMIYONL N dMOZ30MRYMM3BION
boboomgds.  Mmnomgnm  HMonEnoL  og3Lb  JngmomdNL  0gbHMdy,  MMIMNL
00mEbmdo dqbodmydgmos ynmoom, dnbogolb nbhymaomyio mmaabndoEnnlb, Modh3dnmo
3M30065330900b0 o b3omy FMgMoMONL bomnbbol dobgznom.

BomOmEggbomn 33ma3e 9Rnddbads 3od1nwdgonm YMmNgMocgdgqdsl LAgbom
00gdobo o b3gghiym-mmom o35LHNINM VBOMEdL JmMNL, Mmzs oMo dgmigb
0Yy9b9dL 3ombznb 60dbNL 393 o 3nMngdoo.

1. HMo0E0Ymo 3Md350mb3nobn 3gboznb

280096037 d3gMomn doboboomgdgmo

™00 30b 9393 LndmgmMo bamb PBYMOL 3mIomymn bAoL 30MAMBNJON OHZNMNIOL.
LOYNROLMZBO0 FNgMOMOL 837xLHNINM VBMNDT0 b3gdhMymn bodwnmno (BO0033-
0009 o 39(hn) godmobohgds, Mg 8gbodmydgmb boonb domomon EmboL 3oM3mboymn
0030b393900b dngool? (Lym. 1.).

A3060 dncgm3nL Agming 3608309mm3000 AM3gbHN oMb bobdnmMolb LHodnmyMmd..
MHmammE ,EmEbom* Fnbogomym nbLEHYTBMHL, AL BbobNOMYOL nbogobo, bobdmzmy
0M3bHBONMYMMOSE, MMTNNE 0BMNDOL COMML HOBL Lo MMBgMbLE H390 oBnBOMO
939MY0IM3YMAM, Moaod ol  33030bbmzMmpgdy, MmammE 3maomymn  Byommb
30bobNOMydMN.  HMONENYMN  dM3MYMMAONL b3gdn 300MobhmLb  goMads, HNMM
b3nMo vmMNgdnds, Mmamm(s ,0030030mMN*, HMSNENYMO Y, B03oLOVAY, bhodomymo.

bob3nMob bobgMmdmnzn LEHvdNMYMMOS 330dmg3b MOYMHMBIONL b3gghgdals
3000Mgdol  Lodyomgdol Bogmn  BOBIMAMYONL  3oBTd3MMOSTN.  LHdNMYMMDY,
MHmAgmbog  H300  30330MYdM©Nm 030  30337900L  LNBMgMOdn, MM  Bgho
06038305mmM30000, MoEged AMm3mgMmomms 53130L 39300a30mMMdO3n oMb 0oboZNL
g3 Bg3mo (bym.2).

bb3zo dgdmnbz9330d0 FMIMMMYON O NBOMAYDYOYD 03 LHodNMYMMOLL: dgyMmadn
993MM o YRMmM 333900M70s, Mmammz gb HobL 3090HBTYMO LNdmgMol Jogomnmdy
(Lym. 3). 9L gBaIHo of oML H3300 Foam3nb bom3xdO, MoaLb BoBomgdL dmmMaly
dnoomgdomon bhodomymmos 3gbomhnbydymos bLogMmom mdyMAHMBIdOL Bysmmodnm,
MHIAmMy00E J36nob AMoz3ombdnobo Bobomdmgonb homAmUL.

! 3bons, MmM3 6900L3NgMN V3YLHOZNMO 3oDMIZNL BB FomZomMNLBENBYOYMN Ybe nymb HodByn

AmBYmMONmMmonb (hgdbognmo doboboomgdangdo.

2 30bbOZYNMYdNm  Audiosculpt 3MmaModymon ndMYBIJMYMRN: (@Ircam), MMIJMNE  3NOZ0OMOM

9Moz30mbont nbhoModznob 30DomMYM My3MadIDHOENYOLS s JoMAMBoYmMN L3gJhHMnL oMLY
o LNBMYBAL byMbydL BmmMA.

8 domnob bobdmzmg  omobhodnmyMmos. dmbLbybngdymos mgd0byddn, esbmmadom, 25 39000
(Kastelengo, 2015: 265, onconmdog. 6.5).
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2. bogmorm mdgmbhmbgdab 36500 Igmmenodn

bogmom  MAYMAHMDBYdOL  30gds  bobgmdmnzn  abHmMmMool  vby  3MM3MME09d0L
800myn0900l BoBomno. LEdMAHONL 3odmygbadE3Y, MMAMNdNE dOAMbOMHYMNS d™3mNb
SOLmENYHIm ByMEHMoEb dndofmmngdadn—3gnhin gmdmnmonboznl, 3o bobdomnboznb
- 0bz70bMydalL,  oMgdnnhydhmmgdobs o  bBNBYONLBN  BOZMO39dNL  BBSMAMYdANYANL
AzonamMgdmMngo  3Modhnge  993nddadms  bb3osbbzs  godmygbgdnmon  mMomgbmdaly
30000Mgoolbo o 3odmazob.  obogmymn  3bogob  ogmmoob  gMmdgmo  abhmmMno
9939db9d0 LNdgdNL LgMdnb dgeMadLL, MMIMIONE J60ob TPLoIomyMmn daaMocMngnL
00(HM30mMaoL: Moboggomomdo 2:1 — Mmgho30Lm30L, Moboggufmmds 3:2 — 3306hnbM3NL,
MeamiE gb FPLoomyMo HMoJhobhadob dMozommoEbmzbn NMYLAHMOENYINSD ASBL.

MHmgbol 3930mmnbygdn E bodb A boddy vbymdgd, o8 mm Lodl dmMmab 330MHNL
oboMmygnmomadmo  bogmom  mogmpmbydolb  godm obobn  odmMgdgb  Mo®al:
93936md09Mo 0Ynb9d96 doamnob DL oMoM3nH0Zob. bAM3z60 Amazmgbydn, MmIgmog
003L 0hgbL MM 3gfMomoynmo d39mMnL dgMBydnbob, 33030me gbdnm FHbNIMLALL O
AOBL 03NLHNINMN SBSMNDAL EMmML (LM, 4o, 40).

0930mnnbM30L gobznbomma vmBozomn 33oMbo A3—E4. 53 mf dggmob bogMmomo
0J3Lb E5, Mm3gmnE omob A3-0b 3gLbody mdgmapmbo o E4-0b mghozo. bmbmamoognym
0bomMNdDy MmMBamob bobdnMggdal dzoms BMARNZ00, ASBL O BxLbudednby LBEMONV,
0000680MNd700L goMady, 0000bHNRNENMYOSNS, MMN MBINAY3MYmo daaMab bogmam
mOYMAHMBYON. ©03030h0m, M3 LEBYLAHY Fom YJBMM NN, MOE YBMM NN
mogMHmMBaonL Momgbmdo, Mogoed LobdomMggdob bbzomdo MOYMHMDBYdOL MNgmb
gfomo dohynmmobt. oyndEe Fnbogomym 3Modhngodn, b3gon MoE YRMM 3NLMNS
mogmHmbgonm, doo ym  LogMdbmdos  AMBMgMmadaL  doghm  nbhHM3omMadNL
3MmMadhnmgdo, MoE 3os3mbol obbl donannsbn vmgdnl bomnbbdy.

933m93Mnboznl, 0b@HyM30mao0lL 30D smyMn  dno3obydol Fgomen  bogMmom
mdymMHMBYONL dngdno —mMm3BgmboE h3b NN bobno 30Yygbgdm —dmazam boym3MndydL
3nmobb3modb Mmammz 03sb 330h39090L byMomn 5 (dnomdog. 1).

qL ofMab LN33o oMol FngM bgmobms AsByMnmo AMe30MbINSBMANL Fom3gNn
BBl bmbmMEMOTL®. MoM30L MBDY ((Hodn) ABLYdS LN FemMIgYMN FgMNYMN
LYaTIbHN.  Y3zgmMOdy  OdOMO  MBYMHMBNL  B3gMoENN  (H1)-0ob  obygdnmo,
930b00L FYodn H39x0 30330M0N FgmmNob MmO MVBANTH3MYMN d3xMAL 7 o
8 mdyMHMBYONL 3MMODMBHoMM OdmMb3)30L. doybgwozs ndnbo, MmA bds Mbos
Omdmomob, LEHOHOLAHOZYMO ©83oMmos, MM3 gb domomog ool 8/7 0bhyMaommab
3MZomMYMO MYomMndSE0E. obozmMyM gnmbymodn gb NbhHM3omMN of 33b39do.

3. bogmorm mdgmbHmbgdn mMbInd6 3Mo35mb3nobmdadn

MHmamMz 30 mMo bdo  ghompMmymo 0BygdLb LodmoMmob, oo bLobdnfygdn
9MNobgdy o BomMAmMJaonl  bLb3oobble  o3PLbHNZNM  YYbm3IgbL:  MadL,
L,LBMMBSLBMMMOLL®, NTRYMYBENSMYM dZMYOL. Y39modg bdnMo Hobobymdn bdgdn
9M3obgm3ne oMIYMO S MMYMNS 03 B3xIMINMNZNL BEI0Y, LonwLboE nbNb

4 bogMom MOgMHMBYONL dgbobgd nb. Kastelengo, 2015: 55, 401.

5 9L 3ogomnmn oMnb BaBnmo LEYDLL RYMBALMOL g HohoMdYMO v3d 30339700bL NBHYM3SMYMN
LObLEHYAL  33ma30LY, MM3gmnE 93nddbgde LNA3s oMm3nb dogf 1971-1986 66 Jdgdobnmm bAmzob
0Mgn390L. 390093900 03703500 N099YdS O 3odMg39ybgde AAWM sbmEnoEnnb 3xdmngoEnado.

6 06hoM30mMIOnL 30RMONM godmbohanbob nmgdymon dModhnios dMnEbzgmM3n YRMM NN FNBRMOL
AsoLbBo 0-Bg g0 dxg30L FnboMgdSC.
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9me0nsb. o7 BoMAM3na100 YIHdAL MM Fogomomb, Mm3gmms b3gdhmmamoxnyma
80ambobyamads  830dmgsb  nbhaM3Mghoznnb  obom  dgbodmgdmmdgdl  boghom
mogMHmMBaODY 00330M3700L Luagdzgmd,.

3.1. pMoognmo bodmgMmo 30906580006 (LyM. 6, vyoMISR. 2)

obomgodMe  3030303900L  ©gHnL  VbomNdo  dmanngmboodn  Abngomymn
LOMHYOE0YdOL BMOZ30MAMM30ONL 3oMan Bogomnomns. Lndmgmolb mambozg Bobomdn
006303009307 mo 339LANL:

o — 0000MYnan0 bdob V1 o V2 dmboizmgmdom dgbamo bmmmdo.

0 — LBEMORO ob3NMBMYOVN LobdnMnm sbmmb ogmdn Lhodnmymo V1 o

V2 b3gdnb gfmomnobmdo.

38— V1 o V2-0b ghmorcommymo bhoonmodoEns 33oMmbhodg 4 Bodnb

3063030mmd30

© — 03 MM bAnL PBALMBN BABALBMYS dOM OaxMOdY 14 Bodnb

30b63030mmddn dnbyzghnamn dgmmg bdol LBEMOXN J3MIMNENYONO.

L3gdHMYMNBBOMNDN, b3, 93MaBL JMYMOLMONLABNB369MMI3DNO30LYOHMHOSL.
mMn 8mdmgmomo [a] bAmz60L mmo MmMISOHNL DMBOL 3MBHMMMNMYdSN 3oBMYgbydN
0bgMmbgob odomn dggmnb 39-3 o 89-6 MdMHMBYONL godmngmadob nby, MmA 33060
0100303000 339L3NL A3NbYE 30, MMaLLE MM bds YoLMBANY’.

3.2. dm3mgMmomomo hHmooEoymo ©3ghob

3o3omomon 396dym aaammmgboob

(mododmmman) (L. 7, Aoyoomdog. 3)

03 bhnmob EYIH0do b3gon FMBLE3MIMdYE 03 FMIBMHOL dmMNb, MmAgmAnE
0bNbn gMdYmMEYdNLD, Tggaoe Jom dmMnb 0ddbgde YnfMmoo mdyMBMbms Mogob
0bHymM3z0mdY b HHALMBBY.

3000ym  bmhaddg Mohdobo o ,mLbBMMASLBMMONL®  IMBHMmano  HfownEnab
0o(oMndmadnb 3ngMm  3obogdo, MmammE Loyizgmabm dmAmgmMangdol MmbhohMOb
BobBnmn?, 3ogMyd Agndmadgmns Mmnomynmn banb ‘SomAHonhymob’ SAMMAdS, MOaeb MM
b3ob dmmab nbhyM30mMad0 domnob 33nty o bobdmamys.

LBMMY afMonn o 03039 LbdomMob 13 godm3amgboL Logmom mdgMbHMBydNL
L3gdHMYM-EMMYdoMn  obomEdOL  30DHOMYMN  0HbHNBNIOENS  33odmg3L
00030M 3ndobgym 0bhaMzomgdbs o homhm 0bhaMzomgddy - 7756 — 630mOnb
A9bodemndammovb. b boghom mdgmaHmbo, dobn Bbmmme 4kHz (byM. 7) gonzmob 1-7-
11 3093My000 Focnnmyoymo 6 d3amol MdMHMBAn; sbag, onamob dEomMy HaMENNL
6/5 d39Mq00bM30L Loghmm MmodgMbHmMbIn: 2-5-8 3nx3MYdN FoNcYdYN 0a3xMYd30N O
39-7 mdgmbhmbdn mMo bdnob gfMmm-gMmob 3gmmEoyMo gobEom3n3300m, Mmdgmog
AobL 3, 4, 6, 9, 10, 12, 13 3033M9ddY.

4. bod o6 3gh bBno6n BMO30mMbBNOEMO:

939 30339700b 3Mo350mb3nobmdNL dogomonmon

09-5 LYMOONL (onEnmdog. 1) dgbododnbn bAmM3obn Jogomoomnl Amb3gBNLOL
y39mo dnbogmbL gbdnb o L3N, ,MbO3 NEN*, ogMod FLBMYON 3MISMYMN

! Bodmomn 039Mal MdYMHMBIODY 3MIomyMn BMMISHYO0L 3MMYIHnMads godmnygbgds dMozomm
3mzgomym hfmonEnodon ((Kastelengo, 2015: 465-470).

8 nb. Rappoport, Dana, 2011, pp.103-132
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BoBoM3MydnL H3gnmMYdMNz0 30MN0dYIMMONL, 0B MmamME begds bmmdy, Hobamal
330ty boMzgdAL gomM30mMNbBNDYdND. FogMmod RAobLBYMAL HYdonsgntn boMmobbo oM@
og oMb Loegm®. A3900 VBBMNDYOD BELLEHYMYOL BMAMyMaNgdAL LHddNMHMMONL
80039mMdoMOLL.  030L  gom30mnbBNBYdNm, Mm3d  AYbogomymo  bHMYIHHMo
39Mmomoyamng, 39330dmno 3039430M30mMg0 vmMm309dmm 9fMmon o 0do3 LYadbiHnb
Mo09bndg  MgomndoEno. o MmgmmE bym. 8-Bg 3bgozm, mm  dmImgMmomn
800009d03  033MM30D0300L  ©30090L:  yzgmo  0bggmzomn 9/8, 8/7 o 7/6
39LObN3BV3O IMBHMMINYdS JMMO 39MNMNESD 3gmmada.

y39mody bdnmo gb oMb FLbngmbgonlb LAgbomn “adonandMHmMoYda”, MMAMaoLoE
09bLngMgdedn od3o  (Hrd3gMmofgdyano  godob  dggMaon, 3oLybab3ggdamn  dEoM
0b(HM3MyHoEnYdvY, MmabLE NBHIM30mMadNL 3odMAZs (390(Hd30 domnsb dmMgdo
m7gHo30L oymazolb cmmagd obodof bobomo.

5. 300mbom3o o L3360

y39mo  06hM3omyMo  LobHIBOL  FoboggdeE, 30wI3  JMmbym  Jyzbgrmom
mogmhmbym  363M03L (LM, 9). yzgmody HMowoEoymn dMo30mb3nobn  3bngo
LHOdOMNDEYdS FgMAHOIoMYMo MOgMHMBHmn 363Mn30L 30M3gm NbHaM3omMaddY:
mghoze H1-H2; 3306ho H2-H3 o 330Mpo H3-H4, “AofmPm” 0bhnMzomgddy, Mm3gmomo
bogmom MdYMAHMBYON d30MO NLANDYdS O NBMAYOS .

09-7 mdYMHMB, HMIMOL oMLYOMAS 03BMMNMYOYMNS OLOIMYM THLOIMMMMENS30,
01930 30 oMb 30339700bd o RMMMHLOL YIHIONL TPLOINL obyymMTBgmN Bobomo,
mM0gbHnMgdnmne MdYMAHmMbymo 363MH030L bb3s BoBNMYdNL, Fogomnmo, oMhg3000
09-6 o 99-12 mOgMmHmMbydL dmmob, LooE 3bgwezm Mmd 3zompob HE-H8' , vJab
Fnomyoymo H7.

308Mdymado 3MmEabL o vM3b0dbogzm, Mmd 33oMmbo HE- H12 dg0agdo 3angdnl
09603300mmonL dmbgy 4 0bhaMzomnbageb: dogmmnmo hmbo 9/8, dnbmMynmn Hmbo
10/9" . oo mfn bbzo, MMIMYdNE 30093 NRMm 33ntgs 11/10, o 12/11. gb nbhgMaommgdo
33b30900 Modnbndy Hn3nb Tbnlodn s, 3gMmdme, Jomoym dbnlodn. byMmoman 10
830h39090L 2019 Bymb AsbBymnano modMzn3nmo goanmdol odMMmMYdaL obomndL!
Losl mMo  LonbhamMgbm Bm3gdhny: 9.6. “Bgyodfomymn”  HomMEnobs o 30ty
0B6(hM30mMa00L oMbydMOY, MMIgMmMO NBHYM3IMYHoENS MOYMNs omo LndEnMabo o
300maznb  3onM3393mmANL 3odm. Mob3NdY3Mmdy MOgMAHMOYMOASMLIOMOL 3/2
3306(h0b bHONMYM NBHYM30mM3n A-ob B-30).

9 AOBOBAMN BgMdY. 91 V3YLAHNINMO 333 N3YOL By Bbmmme Bbomwadgmab hygbnsnmo bomabbom,
0fModg bomobomo AoBymol dgomoms, Mog ndmgzs 3MOz3omb3nebmdab omggym Bobnmaddy
B300m30L Fgbodmgdmmosl. g3LbYML FoMMAS gosybomo bNA3s sMmMAL 3ol vMdn30dY B3MINL
9R300LON3NL.

! DMangmmn, Hhonzob0b “d0nbydab’ AbgezLo 0MAYIL MIHo30L, 3300¢HOLY s Mg HMENL: nb. Vu Rung
Shun, 1996.

! 30MH0L BB odmbobymgds oMol 3oL gom3gdm ombgdymo mmo 3oM3mboymo 30RMOL

3M91303096(h0. H30 BoMonmoE 3930, MM3 MObsRMLMOS 8-0b B-0100 NgN37s, MoE 4-bo 3-00b.

2wy Rung Shun, 1996. 330Mh0ob Eogmymo godmbobymgds oMol ol gomdgdm oMbydymn mmMo

30M3mboymon 3033M0L  3MYa303096h0. H3gb Fomomol 3bgwo3m, MMI Moboggomomds 8-0b B-0ob
030399, M3 4-bo 3-006. gb Mo NBHYMZSMN gV JABNL sSMMINBHNL bobnb dnbngnL Myanmomadnl
03090037 LobHha3b ‘BANBY’ o HaMEnob. nb. Duffin (2006).

18 0mMbngg bbogMmgmnb BodmgMb ABLBYMN LND3s vMMBNL Lobmdn 2019 Byanb; bymobomn AsBymL
H9d6030.



obomn Bngmds HMONENYMO 3MISMYMO IMO35mMb3NddMANL
ILOIOMYMO B3YIMNONMNZIONL VOSMNDNLOAN 69

A-80 Jyo bdo 3306¢hol oboBamaolL me 0bhaMzomoc: dofMomowo Hmbo 9/8 o
33oMho 8/6.

B-30 390 bds J39300 hoonl o 3300ho Bobnammgds mm mobodot nbhyMmaoms,
HmMBmaOn(3 J0aMgb, MmammE NEBONMO HoMENS. AsA MM nbhyMmaommnb 36nd3b9mmdgdNS
301.5/246=1.225 o 246/200.1=1.229. 500b obbby dofmhnzns. Do HomEnob 5/4
(0g 10/8) oo 330ty HofmEnob 6/5 (07 12/10) dmMmob omMob J1omnM0/gomMEEodo30m0
0bhgMzomn 11/9 hymEns (BandhMomymo homMEny).

C-30 D000 b3 Honb OdMY; obsMAgbn MM b3o §MMNVDEYdS O 30M3xMMVD
Mo Jobob oMmmnod Banhmomym HomEoob.

D-3n0 bLV3N3g bdo PbOLMBInY, TbogomyMo 0bLBomMadaL LOBYnL  3300¢HSL,
MHmAgmboE 93yYysgds 330y HafMEno (6/5) o oo HomEno (5/4).

9L FPboomyMo HBY39MHo LYLbYMMOL MdgIMHMOYMO HEMEBI0L 8/12 NbHYM3MHdL
o 8gndmgods 39mmemo, MHmMA dEntg dxmmenyMmo nbhHIMzemadnis 03039 bobhadodno,
ModnE 8300bzgmboi 8gndmons omBAbL.

b0 Bgmeenymo LOdYLHY FMML ML FNRMYMO 30MOYHONLED, MMIAMIdNE
01bom30bL bl  dmagngmor  Bogbb  o3nLHngnL  Bgbobgd. Bomdy  V33NM300
dqbodmndgmos  b3gdmMymn VbomndDy Logmom mdYMAHMBYdOL dogdalb mMmML o
magmtE HobL, obgbad godmmamaonl nbhym3Mghoanob  Lobhgdodn, MmAgmog
0o 90Mo3L.  P30M39malb  ymamobo, 0bobo  oboboggb  0bbHMYIYbHOMALHYOdOLO
o  ImAmgmmaool  gobbogymmgdym  mbhodmdol, MmImaong  BofMdmowg)byb
000bLBIMM3060 HMONENNL BoBOML o MMIMYONE YIMom sbgbgb 3MmMgdhHomMadb.

000 FoMMOd BMAB3 390bL NBamNbymMn MeMadsbobm3znb.

0003860 Fonv gogd3o0gdnIdz30ando

900M3dZdMNMYO0

1.L0A3d vMMINL 30MoN dMJ030, 3M3MNODLMBAM — 1979.11; domngo 18; BMImgMomo:
boomang.

2.3Mm30L LodmgMs AMBOE3MgMONM, XI. 309(hDV30 [0 ob] MLby HMYd, Lom dobznb
3MmzgnbEno. ,,abmamomb bdgdo® Il N16, 0esdnobol 3xdgndo, 3oMndn 1996.

3. 0B Ma3m3mMbnb 30Mon vMJn30; 3nodymn mMmmMyLo; ,obxnba 01daL” MOnmMbO,
2007.
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MICHELE CASTELENGO
(FRANCE)

ANEW APPROACH TO ANALYZING THE MUSICAL SCALES
OF TRADITIONAL VOCAL POLYPHONY

There is a wide diversity of forms of oral tradition polyphonic vocal music. Each tradition has
a sound identity that can be recognized by ear, because of the specific features of its interval orga-
nization and the combinations that result from its blending beats — as well as by the sound qualities
of the voices themselves.

The research that we present here is based on the constant interaction between listening and
spectro-temporal acoustic analysis, one questioning the other and vice versa'.

1. Some Remarkable Sound Characteristics of Traditional Polyphonic Music

Singing in the open air promotes vocal emission which is rich in harmonics. The sensation of
a full sound is reflected in acoustic analyses by great spectral richness, up to 8000 Hz and more,
thereby making it possible to seek high-level harmonic coincidences? (Fig. 1).

The second important point for our approach is frequency stability. As a ,living* musical in-
strument, the voice has an intrinsic short-term instability® visible in analyses, which we perceptively
ignore because it is remembered as a characteristic of the vocal source. Without vibrato, the voices
of traditional singers are most often perceived as being ,,straight®, and thus stable.

Long-term frequency stability allows us to compare the harmonic spectra over an entire piece.
The stability that we observed in the singing of the Aka Pygmies is all the more remarkable because
the group of singers includes all of the members of the encampment, with no distinctions (Fig. 2).

In other cases, the singers do not remain at the same pitch: they most often go progressively
sharp, as we can see in the Vietnamese song (Fig. 3). This effect is not a drawback in our approach
because the relative stability between the parts is maintained thanks to the common harmonics
which constitute the musical frame of reference of a polyphonic piece.

2. The Notion of Common Harmonics in Melody

The notion of common harmonics is part of a long history, i.e. the use of proportions. Prior to
the use of measurements which are expressed with respect to an absolute reference — the meter for
lengths, the 440 Hertz tuning fork for frequencies — the common practice of engineers, architects,
and stringed-instrument makers was based on the comparison and measurement of the ratios be-
tween the various quantities involved. The long history of Western music theory is based on compar-
isons of the length of strings producing the intervals of the musical scale: the ratio of 2 to 1 for the
octave, the ratio of 3 to 2 for the fifth as seen from the numerous illustrations of musical treatises.

Tt goes without saying that the technical qualities of the recording support should be taken into account before any
acoustic measurements.

2 Particularly with the Audiosculpt software (@Ircam) which offers numerous interactions between the visual repre-
sentations coupled with tools for filtering and synthesis of the harmonic spectrum.

3 Very short-term instability. Mentioned in the abstract, on the order of 25 cents (Kastelengo, 2015: 265, sound 6.5).
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When violinists tune the E string to the 4 string, to tune the fifth interval between these two
strings, they carry out a similar comparison operation by eliminating the beats due to the common
harmonics: they unconsciously practice very precise arithmetic. The sound phenomena that occur
during the combination of the two periodic sounds are clearly audible for musicians and visible on
an acoustic analysis (Fig. 4a, 4b).

Let us consider for example the ascending fifth A3—F4. The two sounds have in common
the E5 which is harmonic 3 of 43 and which is also the octave of £4. On a sonographic analysis
in which the scale of frequencies is linear, the common harmonic of the two successive sounds is
visible, and thus identifiable right away, with no calculation. Let us add that the precision is all the
greater when the number of harmonics is large because the frequency difference increases with the
rank of the harmonics®. In musical practice, however, the more the voices are rich in harmonics,
the more the adjustment of the intervals is a perceptible effect taken into account by the singers, an
effect that influences the overall perceived quality.

For the researcher, the method of visual evaluation of intervals by seeking common harmon-
ics — which we have long practiced — sometimes involves surprises, as seen in Figure 5 (audio. 1).

This is a sonogram of a separated part of a polyphony recorded in re-recording by Simha
Arom’. Three separated melodic segments appear against the backdrop of the rhythm (clapping).
By numbering the harmonics starting from the lowest one (H1), we observe in the middle of the
emission a horizontal coincidence between harmonics 7 and 8 of two successive sounds of the
melody. Although the voice moves a little bit, it is statistically clear that it is indeed the vocal re-
alization of the interval 8/7¢. This interval is not found in Western culture. Let us add that the path
of the horizontal line going through the two harmonics 8 and 7 allows us to estimate the inevitable
instability of the voice — very low for this singer — while confirming that it is indeed the harmonic
ratio 8/7, which occurs again in each segment of the song.

3. Common Harmonics in two-part Polyphony

As soon as two parts start singing simultaneously, their frequencies come together, producing
various acoustic phenomena: beats, roughness, and differential sounds. Most often the parts are
mixed in the recording and it becomes difficult to access the musical scale that they come from. We
present here two examples of duets for which the spectrographic image offers new interpretation
possibilities based on the observation of common harmonics.

3.1. Traditional Song from Vietnam (Fig. 6, audio ex. 2).

The analysis of the duet of young boys is a good example of the diversity of musical situations
in polyphony. In each of the four parts of the song we hear successively:

a- The alternating entrance of each voice V1 and V2 in solo.

b- The union of stable voice V1 and voice V2 which is close in frequency, evolving rapidly.

4 For the common harmonics see: Kastelengo, 2015: 55, 401.

3 This example is part of the research carried out with Susanne Fiirniss on the study of the interval system of the Aka
Pygmies based on sound archives constituted by Simha Arom from 1971 to 1986. The results are now in publication
and will appear in a publication of the AAWM association.

% In the numerical expression of the intervals, it is customary to put the larger number in the numerator to obtain a
result greater than 0.
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c- The simultaneous stabilization of V1 and V2 on a fifth interval for four seconds.

d- The unison of the two parts on the preceding low sound for 14 seconds, interrupted by the
rapid evolutions of voice 2.

The spectral analysis also reveals a remarkable sound achievement. The two singers obtain,
through the controlled use of the two formant zones of the vowel [a], the reinforcing of harmonics
3 and 6 of the low sound, such that we hear the permanence of a fifth interval, even when the two
voices are in unison’.

3.2. Example of a Traditional Duet of Singers from the Island of Flores (Lamaholot)

(Fig. 7, audio ex. 3)

In this style of duets, the voices alternate between moments where they continue, making be-
tween them very small intervals, difficult to identify by ear, and moments of stability on an interval
of the harmonic series or in a unison.

The control of the beats and the variable ,,roughness® on the held notes is appreciated by
the tradition bearers and is part of the mastery of the best singers, but the ,,score of each voice is
practically impossible to extract because the intervals between the two parts are very small and of
very short duration.

1t is the visual identification of the spectro-temporal analysis of a harmonic common to 13
occurrences of the same frequency which gave us the key for accessing the main underlying in-
tervals and also the framework interval of ratio 7/5. This common harmonic, only 4 kHz from it
(fig. 7) goes through harmonic 6 of the sounds indicated by numbers 1-7—-11; it also goes through
the harmonic common to the two sounds of the minor third chord 6/5: sounds number 2—-5-8 and
through harmonic 7 with a melodic uncoupling of one of the two parts in unison, visible at numbers
3,4,6,9,10,12, 13.

4. Polyphonies in 3 or More Parts: Example of Polyphony of the Aka Pygmies

When listening to the sound example corresponding to Figure 5 (audio ex. 1), all musicians
hear a major tone, ,,a slightly large one®, but acceptable with regard to the usual variability of vocal
production, or because of the minor flaws due to the recording as can be observed with records.

But here, the technical quality of the recordings is not in question®. Our analyses attest to the
reproducibility of the stability of the singers. Given that the musical structure is periodic, we can
superimpose several realizations of the same segment by transparency. As we can see in Figure 8,
the two singers have impressive reproducibility: all of the intervals, 9/8, 8/7, and 7/6 are perfectly
controlled from one period to another.

Most often these are listening ,,misunderstandings* of musicians who have in memory the
sounds of the tempered scale which are responsible for erroneous interpretations when the measure-
ments of intervals in cents move too far away from the division of the octave into twelve equal parts.

7 The adjustment of the vocal formants on the harmonics of the sung sound is used in many vocal traditions. (Kastelen-
20, 2015: 465-470).

8 Recording on Nagra. This acoustical study benefits not just from the technical quality of the support, but also from
the re-recording method which offers the possibility of accessing the separate parts of the polyphony. We would like
to thank Simha Arom for giving us access to his archives.
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5. Overview and Conclusion

To understand all interval systems, we must take another look at the harmonic series (figure
9). Most traditional polyphonic music stabilizes vertically over the first intervals of the harmonic
series: the octave H1-H2; the fifth H2-H3 and the fourth H3—-H4, ,,framework* intervals of which
the common harmonics are easily audible and measurable®.

The presence of harmonic 7, ignored in Western musicology although it is an integral part of
Pygmy music and the duets from Flores, orients on the choice of the other parts of the harmonic
series, such as that found between harmonics 6 and 12, where we see that the fourth H6-H8!° [has
as an intermediary H7. Continuing the process, we note that the fifth H8—H12 is composed of four
intervals of decreasing value: the major tone 9/8, the minor tone 10/9'", and two others which are
still smaller, 11/10 and 12/11. These intervals are found in several types of music and in particular
in Georgian music. Figure 10 shows the analysis of the coda of a liturgical chant recorded in 20192
which offers two remarkable points: the presence of the so-called ,,neutral* third and small intervals
which are difficult to interpret because of their smallness and the uncertainties of measurement.

The sequence is harmonically contained within a stable 3/2 fifth interval from A to B

In A, the middle part shares the fifth in two intervals, a major tone 9/8 and a fourth 8/6.

In B, the middle part goes lower and the fifth interval is shared in two equal intervals which
sounds like a strange third. The values of these two intervals are 301.5/246 = 1.225 and 246/200.1
=1.229. It is easy to interpret. Between the major third 5/4 (here 10/8) and the minor third 6/5 (here
12/10) there is an intermediary interval, the 11/9 third (neutral third).

In C, the top part goes down; the other two voices come together to form with the first a single
neutral third.

In D, the three parts are in unison, musically sharing the starting fifth, which is underlying in
harmony in a minor third (6/5) and a major third (5/4)

This musical excerpt borrows the intervals of the harmonic tranche 8/12 and we can expect
that the small melodic intervals are also within the same system, which the reader can verify.

Such melodic refinements are very far from the numerical speculations that encumber sev-

eral books on acoustics. They are directly observable on the spectral analyses by the seeking of
common harmonics and they are found to be interpreting the calculations in the system that covers
them. Above all, they reflect the exceptional skill of the instrumentalists and singers who are part
of a millennial tradition and who make adjustments by ear.

Many thanks to Frank Kane for the English translation.

? Some, like those of the ,,Bunun® of Taiwan, chose the octave, the fifth and the minor third: see Wu Rung Shun, 1996.

10 The numerical expression of the fourth is the quotient of the two harmonic numbers that surround it. We see
indeed that the ratio of 8 to 6 is the same as 4 to 3.

" These two intervals together form the ,,pure® major third of several tuning systems of the Renaissance music. See
Duffin (2006).

12 Recording of the singing of Tornike Shkiereli at the home of Simha Arom in 2019; re-recording technique.
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Audio Examples

1. S. Arom personal archive; kokoyandongo — 1979.11; track 18; singer: Ndole

2. Chant de travail alterné, xi; Viet-Nam [Nung An] LangTrén, province de CaoBang. «Les Voix du Monde» IIT
n°16, CNRS-Musée de I’ Homme, Paris 1996.

3. Dana Rapport personal archive; Flores Island; ,,Tanjung-Bunga‘“ district; 2007.
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byMoomoa 1. Jomabo o 30303030 bobodmgmm bdnb mMmn Badydal obsmnda.
Figure 1. the analysis of two examples of men’s and women’s singing voices.

Sung duets - Island of Flores, Lamaholot region - HARMONIC RICHNESS OF THE VOICES -[Dana Rappoport, 2007]  wmc2022
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byMoomon 2. 7'40” DmMIL RMOg3bHNL L3gIHMMEMORNYMN VBdMNdO, MMIgmMdyE bo
dmmob gihom-gmon bomMnbbol 603obo 0-0b FohznbxdMOL Jomomamymns Jgbinmadols
006Yy900000 obMYMaOSIY.

Figure 2. The spectrographic analysis of a 7°40” piece on which a reference mark of one of the
degrees of the song stays parallel with the reference 0 from the beginning to the end of the perfor-
mance.
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byMoomoa 3. 5L JRYJHo oM ML H3nbo FnEamM3nL boM3xdN, MowELd BuBNMadL dmmnl
39000M90000 LHSOOMYMMOS Fx0oMAYBIONMNS LogMom mdYMHMBIdNL Bysmmonm,
HmMAmaon3 J86nob dMozombdnobn Bobomdmadnlb AsMAMU.

Figure 3.This effect is not a drawback in our approach because the relative stability between the
parts is maintained thanks to the common harmonics which constitute the musical frame of refer-

ence of a polyphonic piece.

Progressive rise in pitch, but stability
of the simultaneous intervals of sounds
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* Duet of two young singers - Viet-Nam 1405

byMomn 4o, 8. bdmzobn dM3zmabadn, MMIMIdnE ™o3L 0hAgbgd mmo 3gMmomoymn

039M0b dgmBydnbL.
Figure 4 a, b. The sound phenomena which occur during the combination of the two periodic

sounds are clearly audible for musicians and visible on an acoustic analysis
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bym.4b
Fig. 4b

Melodic interval in the ratio 8/7 visible thanks to the common harmonic coincidences
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Aka Pygmies - Voice of the Motangole 1 taken frome the Kokoya'ndongo Polyphony-1979 (S. Arom archives)

byMoomon 5. NbHYM35mMadNL 30VYOMYMN F930LYdNL FgoMeEEn LogMmm MOYMAHMOIONL
dngonom dmazam LoM3MNBJOL gymMabbAMAL.

Figure 5. The method of visual evaluation of intervals by seeking common harmonics sometimes
involves surprises.
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byMooma 6. dbomasadMs 3o30303900L YGHOL VOSMNDN, 309HB30N.
Figure 6. The analysis of the duet of young boys from Viet-Nam.

Viet-Nam; Two-part song - Unison; «Pure» fifth = adjustement on the common harmonics
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SOLO V1-V2 DUO - Fifth interval Unison with vowel amplifying H3 and H6

byMomn 7. bLogmom mdgmbHmbob dbmmme 43HD gon3mob 1-7-11  30xMydom
dooomgdymn 6 0gamolb  mdgfmHmbdo;  oby3g, gonzmob 3oy HoMEoob  6/5
039M00LM30L Loghom MogMHMb3n: 2-5-8 30x3Mnd0c BnNnmYdY dagMaddo o 397-
mO9MOMBdn mMo bdnob gMmon-gihonb dgmmenyMn 3obEomM 3933000, Mm3gmoE HobL
3,4,6,9,10,12,13 3003Mq0dY.

Figure 7. The common harmonic, only 4 kHz from it goes through harmonic 6 of the sounds indi-
cated by numbers 1-7-11; it also goes through the harmonic common to the two sounds of the minor
third chord 6/5: sounds number 2-5-8 and through harmonic 7 with a melodic uncoupling of one of
the two parts in unison, visible at numbers 3, 4, 6, 9, 10, 12, 13.

RIANG; women's duet: Berasi - sonagraphic analysis and path of the common harmonics (H.C.)
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byMomn 8. MM IMIMYMOMN FVTdIFO3 N33MMZNDOENOL ©3JOL: Y39t NBHIMZomN
9/8, 8/7 o 7/6 39LVBNBBVZVL 3MBHIMMENYOL HMNO 39MNMENEVD dgmMgdo.

Figure 8. The two singers have impressive reproducibility: all of the intervals, 9/8, 8/7 and 7/6 are
perfectly controlled from one period to another.
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Polyphonic song Kokoyandongo of the Aka. Recording S. Arom 1979

byMoomn 9. y3zgmody HMONENYMO  3Mo30mb3nobn  APboge  LEHOdNMNBLYdS
39MH0ZomyMo MdgMhmbymn 363MN30L 3nM3gm nbhHYM3oMYddY.

Figure 9. Most traditional polyphonic music stabilizes vertically over the first intervals of the har-
monic series.

Harm. N°s  H1 H2 H3 H4 H5 H6 H7 H8 H9 H10 H11 H12 HI13 H14 H15 H16

do do sol do mi sol (x) do ré mi (y) sol (z) (x) (w)do
OCTAVES (H1) 1 2 4 8 16
T [[oreseees e

FEe @) ]
OCTAVES (H3) 3 4 5 6 7 8 9610 11 12

(4)

Fourth and Fifths
inside 6-12-interval

and 12 -16 interval 6 7 8@10 @ 12 13 1 15 16
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byMooma 10. 330H39690L 2019 Byl HoBgfnamo mobhnMgniymo gommdnb odMENMadNL
00omMNdL. ;mMbngg LbngMgmol BsdmaMab Asbobymn LNA3s ofMM3nL Lbobmdn 2019
Boab; baymobomn AsBymab Hagdongo.

Figure 10. The analysis of the coda of a liturgical chant recorded in 2019. Recording of the singing
of Tornike Shkiereli at the home of Simha Arom in 2019; re-recording technique.

Frequency measurements and interval ratios
«Tsmindao Ghmerto» - Schematic version of the Coda Singer: Tornike (re-recording)
301,5 301,5
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-’ 3/2
& 4/3 2234 +224,1
11/9 |—— (5/4)
200,1 (10/9)
200 200,1
A B C D
MC - 2022-07-01
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Medium voice  Frequency ratio 11/9 = 1,222 = neutral third interval
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39MmN6J CIIHNLOMBMMHM (3I3)
39PM6J F3332NI61 (LYIIMHOIZILM)

»©03, 013336L 3N3MMIIOMBOILL 30M3N 33BI3MIBN 3YI3LIL :
bL3363010L ,,333 306MNILAL CVILILEIINL
aMB33d0, LNIVIMIdN LS MNOIINIdN

6060bodhy3zomdd

B0bodgdofmy bhomno 9dm3bady ,a33mMod godMogmob* mgboLbBoYML, Mm3gmog
006086900  Logofmmzgmmdn, ggmdme, D9dm b3obgmMdn. gb oML  MaLOLBSYMN
001030Mobaommd  godMngmol  bobgmmdob  HodMobo,  Mmdgmog  3gbhoob
dnboEn3omomyholb  0ghmb  ndolb  gfho-gmo bmggandn - gnyando  Agdogmol
(099006 dmM3nboMgmdL 3nbn L3VbYMN Lobgymoz — ,8nmMmod ZodMngm*, JoMoYMO
L,3mMObL g3odMngmn®) 3ddnb donb doMdn. obyzg MmammE LIVOYMO MaLLBLBLYMaOAL,
LOBMYMYONLY O MOMHYOMIONL  PIMOZMGLMANL  LOBYNLYdN, ,anmod godmogamab*
dnfndns, bogomoyom, B0bogdmabhnobymns, 3obomob o 3o38nMydymn Bab-A3gnmydgdn
30 809310036900 03 3emabhb, mBgmbog BaMhgnabn, hnwg o dnbmModznmman (898na30
Bho) ,bombym JMobnobmdob* nBmwgonb (2018: 49).

3MB3MyHymo o8 MabOLBYMNLadn dndmzbnmmon boofMJozm 0y MobodgmMmman
dobomo, domnob 3bnMno. 93939000 B0obodgdomy bodmmdno dg3o3bmon gL
©0bo3mnbo." bhohoolb Bndobno ozbshmm obhHMMomo o Mobodgommsy Bab-
A399mMa0q00L  omom  byMomn  AbhMMoYM-gbmamogoym  3Mbhadbd3n o
Bomamangnbmm Hhzgbo 2021 Bl Loggmy o330M390900L FMIMY SBsMNdN.

»39mmab godMogmab® hodomo

31namab godmMngm 3moz30MobaggammdL hodomn, 30300 Hbngomymn dmbohnmmdnm,
Xl boyn3ndaboo. b3y MmammE dogm bogommzgmman, b3vbymdnE Hodmaol vgnmMadaL
LObyMaOL ©MJB930bY0 (Bog.: el godMNgmn, MOBMNMNL FMV38MBaMDN, BbgMaly
001030MobammMdN, HIanmnb modomns o 0.8.). MY3EY, L3ObYM3n b ZoENMHONM
Fomom bomMnbbdns 0yz060mn O 830 MY 03 vENMdY AgemMn Hodmgdal gobymngigdo-
80000030067MY0s brogdo. ool IMBAMOL MJdmndgdo s ™m9axbgdn, MMAMyddn3
HhodmgdLb 0bYMN3y OIMINYOYMYdS O ,IMNNYMONMAS” 0J300 JMNTODYINVG,
MHamMM 3 3MEbOM 9od0sbg0L.2

1935 Byl gobmgMog3 n30m3no 3M93003m30L AoyBafons sbgomn anganboos ,anmob
800MymMd“:,31m0b 3odMNYMN 1 30Jogan FMB30MOBZYMMDN YO0 Yma3nmsb. ganbym
AmmEz9mb 3obmznb 3bzoMo Jgnbomoszl. ,anmob godmMngmb® oyndsmozl ddnbozgnlb
303M0L 3030 O LOIYNMOL OYHM3JONS. nJogm FMV3MEBZIMMDN Foybay ddob
o Jgndoby: 3y godMgm! 396 nyozn B0 yzgmo smgnmo $H3060b odmoggdymn o
3060 bobgamo gidzob 03 3 BOYL, MoE ©E3NBL H3NBL vYMY3LM®. dofmayg, ,a1nmab

! Byommgdn bL3VBYMN FoMMMENNLY O MOGHYOMYONL gbobgd, sbgzg, dMbLOBMYd]ON 9.6. ,bombymn
JM0obH0obmMONL dgbobgd, MoE, YoM, LobomMagdmm 0gbgds dgoMmydomn dgbBogzmnby o YIMM
M3 963MNBNLLM30L Moz, MOZBMYMNNS 393 bodMmM3g0dn: JoMmodndyg (1968), hoanmansbn
(1961), s30MEbgymobo (1999), ByMawnsbn (2005), hnoho (2006 ,2004), 3703000d7 (2018) o bb3.

2 59 abMmng, LonbHyMgbmo ™Maabs dbxMNL FMVZMOBEJNMBOL HodoMDdy, MMBJMIsE, 29bOTMOD

(0B B0BOLBMBYHY39MNL HodomMn) dg500MAL Fngad FMN3M3S vaNMN 3bgxMNL FMOdY. SbNIbYMO
9396000 80 Bl g3noMM ByMYNEbNLAESBVS HBIMNMN o LooMdnzm BobONYONMOE ILHYMYdS.
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8300MNYML* oBLLINNMION ©39MYdI6 93nNYRLOYM O RLOINZNMO® VOZ0WYdYM
00003000900,

30l godmMngm 3mv30MobaammMdAL HodmMnb 393mMaBaNn MENMaeba 3MInobab
330M0 Ymaznmo o 3ob 930mgdo mgmdnb dsb3nbdmmds mgbog.

Mohomado o 6gb-Hzgymodgdn

b3VBgMTN 330MOL MMM ML LogMomym 3003307mMMAOL VBNgGODI6 o
(3oMM30nmM0 M300J0500bS 07 BANBVHYONL LobymMadL P30380M]xdEDBD, Mol MNMIInb
yaogmo  gobmamogonmo oy obhmMoymn  30mono  obhymMEgds. o3 bogombob
800bnm3z0b LEgEbaxoM YnMoMgds JmAMdS b. BYMYENVBNL LonbyMAHENM BoAMmMAdn,
MHMAYMInE  YHOMYMOOs  SMBIMOMmN ;MY M3Mog00by  (B3NBELLNL) o
3obLVD O ZO3TNMYOYMN 330M0L ML BYOI3S s 3BNIZLyMmMdY (Bagnsbn, 2004:
234-239) (bym. 1). ,39m0b 30030MOBIMMDAL” M L3DYdN LEFTEOINML Fnnhby37b,
30b0 EMaLOLBYYMN 30 ByanNNBOdn LETEM — 330MOELMIMMANL (L3bYMO© ,NRRMN3nL"
o0 ,bm3s 00box3nb*) AMBY30m LD LEATEOINL dMNBNIDYdS dghmML cHdal bmaggm
8nando (bnzomody, 62 :1962).

maLboLBOYMDY Hodomdn dbmmme 3080303900 03370000, MMB33d NBYJO
©OMNEY0; Hodomdn gl 3 ob 5 dmmEzgmn 30803030, MmMIMaONE JMMNLMMYMOE
0bygdgb mmE3oL O 9MMO3] V3MO3MYON6. dnybgozo 0dnby, MM3 yzgmo
0003obn  Lbzoobbzs HYJLHL ©3OMOL, ™ME3e LMYMNOL  3oMAMboYmo©  JnHmb
LYM. 2). Jgbodmmo, dLYMN MMEZS YMABNMOYM FomMONL 3nMzxmbyomm. g3ambnodo
Modhyomol  obmymgdol 89393, 3MmEgbos L3gENOMYMO  LogommdmMNL dmgMmom
80y 3odmEnbL. OmMmmmb godmbyan Fodo3oEL bamdn Mobom (scgnmmMomnzn dmmngmn
dmgm3mmymo LobAgmn) Logby ML YFomozL. gommonm Hadmal nfmazmng dndmammaly
3000098, Mobhyomob yzgmo dmbobommy Mobol onnom ymndlb dgbzedb. d9dng nbygdo
039MbMN o (30339-0103030.

tmamtz Babn, dgbobofm Lugmbamb Hodomdn o6 3nb xdmgoMmabdn oM Jmo39b.
LO33390MAN FgLBBE3NL MM330L dMO3MIBB, D30MBIL FNdMBY LEbYML FnybMNYdO,
309000938 LO3EYM domNOb LBEMORO® BOHMNSMYOID O MO0 ©303YMa3L Lobymb
039mMnd9b. 3bmdomNy, MmA b3LbgM3n MmEo 30639L §3nagRLNS HASMMHOME©Y, Tob
LOZYMN LobyMNM ©M FNTOMMNO3DYD. FOFOMOMOE, Y J30MIRLOND VO30YONML
80mMan 9Mgd3zo, Aol godmbogbndmydmo dgbdobydbb: ,a0dMngmm, 3mbb dmon!“.

80003m3930, MMM ,310m0b godmMngmb*, Mmamma 931nMbomb obobnomgdl, 2012
Boamb goa30doomMo momomab bmazgm nxbol dbmamgddo 85 Banol n3zm gznhnobdo:
»0d, dof0moL, 30L0E ,d0000 30D0Z" (M030L HIN30mMN o LMNgMo SAMNEMAY)
oBybgol, nbobn dmMEENLb. nEgds 3ol bobgmb. gymdo dDgdmo 2 Jomm3ghmo Yo
006MM, domnob NN MTIMMO S 3N 3dvs. N dds 3ayozy JoMmdob — cgbgndL
3Jmboo 3Mmomnddn. bubod obzom dfynb bal HmHadNLELD LEdYMN YOO oOZINM O
yomdg 89000 93003yma3b, 39ty o3 Lodgmb bgymb dmM3300090L Bnbn 3ohmmMBa o vby
00Y306L Dg0mom. gb bodgmn 93amgbnol 3gbobamamdn ,modsddn” (bLod3390am)E Ho
0mbLBLD o OHM3MD. 7 ©303YMARN oM dnMNY, 30806 bgamobams B BAMNY350m.
01 v0MNd O YN dMmyMno, ob M1dy LNgnzg godmozammnby, 3odnb NEJds gnamab

8 Mmamiz BaManobn, hynhn o dgbMedznmo vmbndbozab, ,Laobymo Logzmmgbom sidobhadhnmol
9M-9M00 @3obbognNMYdYMN Mo30LJOYMIOSS HodoMdy ghmn b MBBWHBNTY OTHYdNNN MMObNL
090396900, MMBIMNO3d 339M©NMN ML gMmm-gmomn momobo godmnygbgos LeddomMoymme, Lo
Jongdn mydg s3bmdgd dgbobnm BoenmE 3xMaob (50 :2018).



,0007, 07J306L n3MmMo3HhmMALL JoMan Agdozmydn dyozwab*: b3vbymNL
L,3M03 3odMngmob* mgbobboymol mm3zgd0, LnBMgMIdN S MobhYSMYON 83

800MNYmMD, Y6s qbBnMm Lodmozn. Lodizgmmmdn ohM3xdYMN Ludgmom 39630390
8nm-m30dmb o 03003YyMm3b 93z39mgd. 08 ML YodMO30 LoZmMo3n 0330y, Lo3bgs
0gonmmdd o 9300 oMogggmn dmodzm. 3 of 3nbobosb 8ngbnm, 3oMan dmbohymnom,
003M03 Joamgdb oM nd390906. 019680DL 30l FgMy oMoxYMN BBYbYLL. NYdY gnamab
800Mngmb* (Honbymo 3. Ao3axmnobay).

LO39mMY 3300390900

MHmEo 3yandn mgbobBoymMd] oLOLBEMYdSE A3, MMEZ0 1330 OBYIOMN
oym. H3zgb 3gMmanm 33903L BoMIM3oa30bwom, MmTgmnE ©9MMNobYdLe L3bHOL,
Logomomzgmmb  bbgoobbzs gmbol Bom3mBowggbmadlb o ysbmgmgol. yzgmo
A39baobn bombymn Lodmgmoo oym  onbhaMmgbadymon. Logdome 3dndg bLogdom
300mm0On00bo o,  3obbLogMYdom, dmmm  FNESOM  dMTomMomol  godm,  bombob
10Mo3mMabmMos ©3 gdob BIbom goab. dghmL 3nndozn, LonEVbYE NMYdY Y-
LOY3IMILM ban PABODY, 3obomEemMNs, gobLYINMMYONM, MBNM O Do M ML,
MHmammboE ondmbas hzgbo dmadonmmods (bym. 3).

Bobo  LOMOBML  HABBEYMNSBYdOL  Mmzobob  Jomgdds  (Lmaygmn  Moby3NEL0),
onomgnan Hzgbaoblb godmyEbagh boammizn 3nMmgdo (,angddnmgdn®), MmAmgons H3gb
9nmty oMb gnanb dmo30Mobagmmdnb hodmnb 8ngbno 3Yymag 3od030(390L 3039300,
M3 O39MMEIM. M3Y0ooE Hodomdn dbmanmo 303900 ©O03390M©b6, H390
LAHOHOOL V3hMMYdN) oMy 30 Jno. MmammE 333mY3Madn omMmbndbo370, L3bMY
Mobhnomym LN3ME3I30 VEIdNMNS MMEMME Bo30303MY, 0bY Jommo HafMmobhmmMngdo,
0030, Jomomo dmdmomdol  LodM3MYdL 3oMmdm doo LozmEgLbe o MopyomymM
8oy LozMEaL dmMNb, ™gdn oanbL" B@Ho, 2018: 62). Hzgd TJndmbzgzodn, L3N
Jomgon H39b0 $3nRsb v3DOdDb)6 ™MydDOMIOL, 3owsbEgdwbid dvm danmEzgm
0090303900; gqdmmon BaemMny3zbad Mohyomym bnzmEgdn, Bbmmme — hodmol gomgo;
930Mdompdmom (Hodomdn dgbams o dmbobomgmods 3bbagm3mdgBomaodn (Lym. 4).
A3900 339930L B3t 308030390L 30, 3obYMAY3MO BoMAMBO3tMONLY, 3073 (Hodomdn
30L3mMOL PRGOS (B Pa3MM, HmMA Jom 3JMBVO HodBIMN d3oMONHNMY, MDYE BNBOLESM
83Jmbo  3gmobbdgdy). dommomns, H3zgb Jomgdn d93ML 39Moaggmb  3bjo3N),
339L0MY  3obYByzghamo MME3700. Hodomdn BYymazn 300303900 JMMTODYMNNLRLD
©03MY300090mMoE  BoMIMNY303bad mMm3390L, ™MY3BY, Gomo b3gdon of ofMyMEo
9035679030 O 8M JABNWO 3030RMBNVL, M3 LEMEMO 30MBMBNYMS JMHMS O
3ohomo LEFMME33MML 39Maddn BEBMEBOYMION, IMENLYMSE dMBI3wS H39bE3].*
mmE3o 1BY39hoo 3Mdgmgdmes, Lobod bombolb bogon JngENbadMS Hodmnboznb
o boammiz 3pMaol oB3ny FMmE3zgmadL. ,bmho 3obozgomom*! (,30Man 3adogmydn
8ymanmenb“l) — dmyanmebymo 30308Mbgm (HodMneb 3o803030L bds, MmIgmadsg,
mgmmg  HobL,  Fogmmozhmoybol  ddmmmnbogod dnomm  JgboboMo.  dmmEzgmdo
00003039000 h3963 333000bgL LobamMadn s NMMMB3HL Yym3gmo H3x68060LNZNLY.

@mmE30L MoHHOmNb ELMYMYOL Fg8wYa oad JJ0BNbd O (39335-BIMbY™MOL
MM, M30030M37mMo©, 30303039080 MObNm amMmMEJL LoMgLOLBIYMM bxMo o
LOBVA F9M 300093 HodoMdn NAYMGOMEDBAB, ONBYIL LNBMYMY ,NEJOSMNS" (,NHOS
001030MobamMmMDBYOL), MMMl Mobbmgdnom LomnmomE godmnmbIL HodMnwsb
bgmobgm Ao3ngdnmadn. dmanmb 8odmbymb baymdo Mobno LozLby Mobo gdnMo,
HMIAMNoboE 3maznobydom yzgmob dgobzo momm yammydo (byM. 5).

4 AZonmaoMng, cnmE3000 B3MM3YmMYd0 ImoEo3L HIJLHL: ,NWOd vEbOE* -0 dS F9br* b ,,0NWVdN
myby“ — ,0J00L dmb3ms* (nb. sby3g B, 2018)
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3039030 xaMmbymno dgdmyomglb Hodofmb o 3o3nwbad 3nbrommdy, L3 1339
3odmonmo nym LM o YO goaMdamadymoym J90a30. ObEMNYDN bomba, 3063 of
ymaznamo (Hodofmdn o 1339 nmbgbs, dgnamomos i3gmbyamb. o3nb d98ga ndmamglb
»30M0Mmo*, LEdyNdmM bLoEgizom LoBmgMo, MmAJmNE L3BMBn EFBMONMNL MmagmM3
L»M03MEob0“ (LyM. B6). Jomomomno, TPbngomymo gb Lndmgmo ,3oMmomMob* bbzo
30M000hoL 33o300, Hodbhn LogebagdmE o3 MLOLBIYMNLMZOL nym doMhgnmo:
»,0009, 39MOL 30030MOBEYMMBI odMNMMABS V33MMEML Mgl yzgmo of dymazn“!®
LOBMYMOLY O HOTL oodHNYMYOSLMVD gV MOFH0NT bobdn Agbymn Bodo3oEn
3930000 Am3mgmomms BobgzemBMNL Jodn o (39330 anByYm.

0oL ;oMomddy Modnbndy Bododorn bLodbblgM3mm doh3oblb v3BDOYdE.:
gbmzgmo Hodommob dmny3ob9L, Sndmdy Lobomgmn FnogMmal, LodxgMm oOHMmNSL
o 0b93 AL WIMEMADY Bony30b9L LEFMMEZIMMLELD dMAMMgdom. BnybyV3V©
030bY, MM3 VEEZNMMOMNZ]0N LBZTOM® 3oxMMBID LYARMODY o Logdgomm 3obBymdody
000080906, H39bn — JBbMaMoxxdNLy O JNBMIYLOZMNME]dL $3330L 0F ymxbod,
3009Mgd0mo o b3nl AodByMadnm, Ydndgs oo 3ggLbMymadnbom 300093 Modw)bndy
LOBMMS. YB3, 30063 HaJbhE aonbbgbs o FgmmENoE, domMNMmLoE, dmMbyEJon
0y30696. 8500093 3o bonbmzgb bodmgme A3060 331a30L AMAMGMMYOL, MODYE MBBLAMOS
0000m9L. OZmMymn doh3obo 1339 (oEbmdy 06390MmY, LAS-godo o, dngoodng,
LOBMYMS 30 LOBMMOND ZogMJgM.S.

3LxMMOS o IM3myg 06omM0do

m9an0g00m, obhmmMoyan AmboEg3900mo o MbodgEMmag 8330M390500M
gboon  beogdo, MMI  ,anmob  godmMngmob”  mgbobBoymo  3608305mmM30000
09hmMyagdobo30L, 3ogMod nbayzy MMamME d93M HMONENYM MYLLLBLYMDY, oMo
dompm Lodommzggmmdn, vModg dogm AbmoeNNMAns, 9JEI0MHO dowahobammos Lds-
F000d) o oMo b bombyM Azgnmdgddy, MmammMadnEes LOJMIMS S (39330.
b 13000b36gmMbn  B6NI30gMM3BBNMOE  BEYBODIYS  FoOHObNMN O  VMNJIYdS
mammy ,00M3MEanbo” o oMo Mmamm3 ,69b-H3gnmads“.” Azgbmob dmboydMynddo
0mbndbgb, MMI bdoMo smof BmgMnod, YdEs, Bodobomabgdgm 8oMydmadgddn
000 0MNOb 030bM30L. V3OLMOD, MmMmE30L Hodbdhn, MMAMNMSE FaNMEIIMO oMy
03003MdL nbyMm330L  FogMmmMozhmMmoyLbolb Addmmmb, obgzg, Byommdol odmmbmao
ymxnoo  3Mmomg300b  3mbogzoMgdmo  3boymalb  Modyomgdob  dmMagdol
H0bnb300L MbodgMmag LoMYOENJOMOD. PEbMadAL — oMo HYMOLAHYOOL, ofModg
933m93Md0L — bhndMMOS3 gobodnmdo LndmgMydoLY o (3933900L HAMBLHMOMYdNL
dmobm3zbnmyo, MoE, dgbodanms, 3039M0b odHmmTs 3gobbodm3mMs — Ag3LMYMMYdmMaoL
039000 3gmboom, MmA doo Asbobymb Hymaz0dnnm vhzxbadbab.

3oM339nmbomoe  8godmads  od3oL,  Mmd  bL3VbYMo  EMaLLLBLYMAdAL
90Mo3mabmds NBgMENNm vaMdamadL oMmbydMASL, dmangMmmn 30 (Bog.: MNwebon
00 mN330Mn) 3M3momMmoslL 0bofMAYBadL oMo dbmmme ndnhmd, Mmd oMM
3qbBo3mMOL Logebno, oModg IEbmgmms nbhamgbol godmE. bdofm Jndmbzgzo8n

5 Abyammods LYTEbHOZYM o dbYBBHNIYM HJLHYODY bLZBbM LodwoMgddo, 0b. B703000dy O
Hodggmnobon (2018 ,2016).

6 300Mam byfon Moo Mosmby godn, boo 0dhy dgmepg dshyl.

! 9L MmO 30900 oM dodMMNEbO3L YMNBIBINL: vF NaYMNLbAYOY, Mm3 BaL-AZgYMIds bdnMo nynbydo
0 065b9dY, FommmMe, MMEMME BoMAIM©E]6, MFYDSE 0L dodMENL 3ModhngnL LodM3MIdNWID o
©0adnmn Azg6500L Lobab nMyodL.



,0009, 09390L F03MMO3NhMOYLL JoMan 3adO3MYdN 3Yozab“: baobymnlb
»,39M03 3o0Mngmab” mybobBoYMOL mmE39d0, LodMgMadn s Mobhyor)dn 85

LBEMMYE gL FoBO3NMMOYOL 8 MoDYSMIONL MYZMBLAHMYNMYOSL (30800M3s, 103:2021), 0O
89000939300 ,L3gIHOZMO HYMOLAHYONLMZ0LY, HMIgmMNE dByMOMN vJ300 ByfMgENSOU,
Onodby o OybMmodznmb (Bhd, 2018: 63). Logomm3zgmMmL EBMYNINHOMMOLMNSD
gfmoo  mmomomdbymo  93amgbool  omagbod, b3y,  LabycEL  HYMOLHYm
DMBO® 83odmMmEbogded o 30b gobznmomgdadn nb3gLHNENJONL AogdLVd, gozmbo
0gmbos ogdoynm Moghnomgdbse o oo dxbomhBydedyE. o8 3odhl obobymadnmn
033m93Md0E  0mbnd60390, @obLolnmMMYdnm, MaLOLEYMIOMOD ©VZO330MYdN.
0000 LOMHY37000:  ,MOBYOMIONL  dEZOMMOMN30  dMALMYMYdMYdD, MMIMYOTSJ
1991 Bneeob 3mbhmmmn dmodmagl o8 3MmEgLbdY, 24 Bnob J90g8 30MO3nMo
09608305mmM0O00 303mM3060mMgdn SmMIMHBBIL HyMobhnmo 331393900L dngM, Fodnb
MHmEo 3oMmmBo0ndgmo dm3mgdo m300b3LObYMYdSL dHOMYODI6 HodMyddn®
Bho, 2018: 63)8.

,30mM0ab  3o0Mngmob”  mgbobbogmn  gfm-ghmon  03omaobos,  Mm3gmng
d39madnmo 3mbhMmangds Mo nomgdnl danmmdmnzn smadbMymgdmadnl dngMm,
OnMobHydobs o Mma3nEnsmyMo 30Mgdob gofMmgdg. vdob, MobolznM39mMNY, OIOOMN
dboMo3 oJ3Lb o 3Mmdmadgon3 dbmogl: gmon dbfMngz, Mobhnomaonl smbmymadab
3M03(H030L 3o AMBo30mN MOMONLOM3NL MMEEbMN 3MmEgLNY, dgmmy dbMns
30, 080b 3n3Yo30Mm L3VBYMN LNAMHMPONLY Y (3033700L O306YyxdOLMVD, MMAMYdOE
000My MoGHYomgdnL 8obyymagmn Boboamn oym. o3obmob, 39833000Mgmdnl 3gbobznb
©0bgnmbo, Mg HN96n3305MM3065L0Y L3VBINNLAMZNL o Fobo L sbhyLoLbm3oL UNES-
CO-b 3mmgmodadn (Applis, 2020), oMbydnoc MHmmb dbfMYmM]OL NLHMO MaLLLBOYMYdNL
3m®H90E0YM dmMBo30m3n, MmamMnEoo 31Nanob godMogan 3mozoMabagmmdab bobgmmodnl
Hodmob comgbobBoymME®. Mmammz HBL, dby o1 Nby MOMOE YYME BoNBE BNIOMEYdY.
Logdy Bbmanmeo nboo, 306 ByzghHL, Mo dgndmgdo nymb qb.

01003960 dogo bofdnob3y

8 ob. Bofgnsbn, bhyohon, Onbmodznmo (B3 :2018) Logyornob LMymow BomMAMagbobmM3nL. 93
8300630bnamog 3bgosL 3396m350L AgdL bocomdhmmm nbymMiHeEN30. nb. 3ogobmas (97 :2021-159).

9 9 bHOHNodn LogdomMobo 39M Ho3nMMBOZNM  FYMOMYmn  398330MIMONL  JgbomhyBIdNL
3MmMOmdob.  dgbodanmo, o3 m9dnb  PRMM  IHOMYMO  ©EOTYT3900L  3MmEgLbdn, BdmMdogomaAn,
006036mn 3MHMOMIToE 3M30(330m. dgLbodddnbo 3MBHYJLAHO o ¥3ZOBNBYMN NbIYMLN nb. Bendix,
Eggert, and Peselmann (2012); Bithell (2014) — 53 653MmMA3n 3MbB3MYhymoss gobbomymon Jomoymn
99L03nL vMMJNbydY; Coombe and Weiss (2015) Kirschenblatt-Gimblett (1995, 2004); Meskell (2018); Tim-
othy and Boyd (2006); Tsitsishvili (2009) — hm3gmdng gobbnamymns JoMmongmo 3mmmogmbns 0o UNESCO-b
09333000M9MONL 3MmamMods o bbgo.
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“AND MAY YOUR MARSHRUTKA HAVE GOOD PASSENGERS”:
PRAYERS, SONGS, AND RITUALS OF THE SVAN FEAST DAY OF GULA GABRIEL

Preface

The present paper focuses on the celebration of the feast day of Gula Gabriel, practiced in
Upper Svaneti, Georgia. Traditionally celebrated three times a year, on three Tuesdays after Easter,
Gula Gabriel is the feast day of the ancient shrine of Archangel Gabriel, located in Gul (hence the
name “Gula Gabriel”), in the community of Becho, near the slopes of Ushba. As with many Svan
feast days, songs, and celebrations, the roots of Gula Gabriel are likely pre-Christian, and the asso-
ciated practices fall into what Tserediani, Tuite, and Bukhrashvili (from here on TTB) designate as
““folk” Christianity” (2018: 49). There is little archival and contemporary material concerning this
particular Svan feast-day, and we hope to partially fill the lack of data.! This paper aims to present
a preliminary, broad picture of the historical and contemporary practices, offering some historical
ethnographic context, as well as an account and brief analysis of our field observations in 2021.

The Shrine of Gula Gabriel

The church of the Archangel Gabriel in Gul, Svaneti, dates back to the XI century. The unique
frescoes found inside this small shrine belong to the same period. It is worth noting the fact that in
Svaneti, the spot where the church now stands has always been given great spiritual significance.
Legends and tales confirm that not only this particular sacred space but shrines in general, were
personified. This personification was expressed not only in their names (eg: Gulash Gabriel, Tanghil
Church of the Archangel, Mkheri Church of the Archangel, Ushguli Lamaria, etc.), but was also
reflected in the stories associated with them. In some of these legends, the shrines even compete
with each other.? It is true that similar church-naming practices exist everywhere in Georgia, but in
Svaneti, they are taken a step further: according to Svan mythology, shrines can have similar sorts
of “relationships” with each other as living people. In some cases, the shrines are brothers to each
other, and sometimes they fight each other. In 1935, ethnographer Evdokia Kozhevnikova recorded
a legend about Gula Gabriel: “Gula Gabriel and Archangel Michael were brothers. Once, Gula Ga-
briel hid the head of a sacrificed sheep from his brother and kept it for himself. Archangel Michael
was on to his brother, and called out to him, “Hey Gabriel! You are the one to set confused minds
right. And the bad temper that so wrecks the mind will carry your name”. And so, Gula Gabriel
is especially prayed to by people with epilepsy and mental illness. For this, a yoke made of birch
branches is tied to the sick person and taken to the shrine.

"'A sampling of sources on the topic of Svan mythology and rituals in general, and discourse on ‘folk’ Christianity,
that are sure to be useful for future comparative study and deeper analysis includes: Charachidze (1968), Chartolani
(1961), Pirtskhelani (1999), Tserediani (2005), Tuite (2004, 2006), and Mzhavanadze (2018), among a number of
others.

2 One example of this is the legend about the Mkheri Church of the Archangel, which won a place on Mkheri Moun-
tain as a result of a competition with Uenash (Shrine of the Prophet Jonah) This legend was written down by 80-year-
old Fyodor Tsrediani and is confirmed by archival materials.



87

The current key-keepers of this church are the Goshuani family, and it is thus their responsi-
bility to host the feast-day celebrations.

Rituals and Customs

During the feast day, only men are allowed inside the church. The prayer starts in the morning,
with several men (3-5) standing in the church and starting to pray harmoniously (Fig. 1) Though
they start and end together, they all say different texts this type of prayer could indeed be one of the
origins of chanting. After the prayer, the men exit in a procession, singing a hymn, with a bow] full
of rakhi (local hard alcohol) in hand. They finish singing in a circle and pass the bowl around for
each participant to take a ritual drink. Then round dances and games begin.

Gula Gabriel is celebrated three times a year, on three Tuesdays after Easter. In the Svan
tradition, to praise or pray to any shrine and deity, the rite is generally performed several times a
year, in different ways. This is also the case with the shrine of Gula Gabriel. Each day of the week
is associated with the name of a particular saint or deity: Tuesday is considered the day of Gula
Gabriel. According to B. Nizharadze, the first week of Easter (aka St Thomas’ Sunday) festival is
known as Uplish or Khosha Tanaf and used to last for 3 weeks (Nizharadze, 1962: 62). In the Becho
commune, this day is called the day of Archangel Gabriel. For Svans, Archangel Gabriel is a deity
who heals spiritual diseases, and therefore, the worshipers would ask him for healing. Almost all
ethnographic and historical sources indicate that giving sacred significance to individual days of the
week and connecting them to the name of this or that saint or deity carries great importance. Special
attention is paid to the consideration of this issue by N. Tserediani in her thesis, which describes
in detail the function and meaning of each deity (saint) and the day of the week intended for them
(Tserediani, 2005: 234-239) (Fig. 2).

In addition to the fact that a ritual to bless the Archangel’s shrine at Gul was performed within
the framework of a larger holiday cycle, the feast day of the church, as we mentioned, is celebrated
three times a year. As a rule, sacrificial offerings are not slaughtered in the church or its immediate
surroundings. First, a prayer is recited in the church, and a candle is put on the sacrificial animal’s
forehead. Then, it is quickly spun three times, while the name of the sick person is repeated. Nota-
bly, in Svaneti when someone had an epileptic seizure, they were not addressed by their first name:
for example, if the epileptic’s name was Giorgi, they would nonetheless shout, “Gabriel, come to
your senses!” to get him to come to.

The following account of the healing aspect of Gula Gabriel was related to us in 2012 by Divo
Gvichiani in Latali:

Mainly those who suffer from maita mazig (headaches and mental disorders) come here. Glory
to Gula Gabriel! You have to walk 2 kilometers up there, and the road is very steep and bad. We had
my brother last year, Tengiz, who had problems. Before you go up, you should make a yoke from
the branches of a birch tree and tie it around the sick person’s neck, then, on the day their guardian,
will take this yoke by the hand and lead them up. This yoke should be removed and left in the “lad-
béash” (outbuilding)® at the entrance of the church. If the patient is not disturbed, then it [the prayer/

3 As Tserediani, Tuite, and Bukhrashvili (2018: 50) explain, “One distinctive feature of Svan ecclesiastical architec-
ture is the inclusion of one or more rooms adjoining the church proper. One of the side wings attached to the church
serves as a kind of kitchen, where, until recently, women baked the bread to be presented as offerings in the sanctuary
on portable hearths”.
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ritual — ed.] didn’t work, and they have to return again. If they do become disturbed or show some
kind of craziness, then Glory to Gula Gabriel, and you have to make a sacrifice. The innards of the
animal are put on the yoke [as on a spit — ed] and roasted, and that’s how it helps. On that day, a lot
of sacrificial animals are slaughtered, the place is full and nothing is brought back. I have not seen
inside the church, they say it is nicely painted, but women are not allowed inside. Nothing bothered
Tengiz anymore after that. Glory to Gula Gabriel! (Transcribed by Madona Chamgeliani)

Fieldwork Observations

When we arrived in Gul for the feast day, the prayers inside the church were already underway.
We were a mixed group of Svans, Georgians from other regions, and foreigners, all with ties to the
folk singing world. The road conditions on the way are rough, and the last part of the way up is
particularly unfriendly for vehicles — most people simply hike up. The scenery of the Becho valley,
which affords some of the best views of Ushba, is rather stunning, especially on a clear warm day,
like the one when our journey took place (Fig. 3) The previous night, special offering bread (lemzir)
was backed by the women of the Chamgeliani family (from vil. Lakhushdi), one for each of us, and,
we handed the lemzir to the men inside the church when we arrived. Since only men were allowed
inside, we (the authors of the present article) stood outside, while the male members of our group
went in. As TTB note, “Among the Svans, both female and male trajectories are represented in
ritual space, but the limits of women’s circulation between private interior and exterior ritual sites
are contained within the frontiers of the commune” (2018: 62). In our case, the female Svan mem-
bers of our group prepared the lemzir, handed it to the praying men, and could be present in ritual
spaces outside the church itself, but the animal sacrifice and church entry were off limits (Fig.4).
The male members of the group, Svan or not, were permitted to enter, (since they had recording
equipment, we also asked permission and arranged this in advance). Though we (the women) could
not see much, we were able to hear the prayers, which went on continuously, each man seemingly
speaking alone, yet somehow, all voices formed not a cacophony, but an almost harmonious sound,
reverberating through the walls of the small church, and traveling, in a muted form, towards us, as
we stood by the door®. The praying went on almost nonstop, so long as people were still coming up
to the church and handing the bread to be blessed. “Khocha Pasajirel!” (“May you have good pas-
sengers”), we heard one of the men say, referring to, evidently, a marshrut’ka’ driver, over whose
offering they were praying. The men asked for our names and said prayers for each of us as well.

After all the prayers were said, it was time for the libations and circle dancing. First, the men
recited a prayer over the libations — a chalice full of rakhi. Then, still inside the church, they began
to sing “Didebata” (“Glory to the Archangel”). They then came out of the church one by one, arms
locked, already stepping into the dance, with the last one in the line holding the chalice — everyone
would later take a sip from it (Fig.5).

The men circled the church, singing and following the round dance steps, and began to come
down to a field, where tables were already set up, and the celebrations were to continue. Others,
who had not been inside the church and were already drinking and feasting, joined the dance,

4 The usual prayer formulas include texts of d “Diddb ajq’dd” — “may you be blessed/may glory come your way” or
“Didébi leq’ed” — “to whom glory comes” (See also TTB, 2018)

5 A marshrut’k’a is a routed taxi van (usually a Sprinter or the like), which holds anywhere between 10 and 20 pas-
sengers, and travels on either regional or inner-city routes.
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though few could remember the song. The men then started to sing the song “Harira,” a celebratory
dancing song, which is known as “Lishldani” in Svaneti® (Fig.6). Though the melody and vocal
arrangement were indeed similar to the other versions of “Harira,” the text was specific to the event:
“May Gula Gabriel bless us and all the people here today™! As the song progressed and clapping
intensified, several of the mostly older men started dancing in the middle of the semi-circle formed
by the singers.

On the hill slope to the side, several men were preparing the lamb to be sacrificed. The animal
was brought up to the church, a candle was placed on its forehead, and it was spun around rapidly,
three times, and then taken back to the hillside, away from the shrine. Though the locals seemed
most excited about the drinking and the feasting, evidently, the presence of our group of ethnogra-
phers and ethnomusicologists, with cameras and recorders, encouraged them to sing several more
songs. Not many people were able to recall the lyrics or the melodies: nearly all those who did
were already elderly. They then asked the folk singers from our group to sing, and they obliged.
The slaughtered lamb was already on the spit, roasting over the fire, and the drinking, feasting, and
occasional singing continued for several hours.

Discussion and Brief Analysis

Based on the stories and legends of yore, as well as contemporary observational evidence,
Gula Gabriel appears to be an important feast day for the Becho community. However, similarly
to many traditional celebrations not only in Georgia, but all around the world, the focus has been
shifting more towards feasting and drinking, and away from such folk expressions as singing and
dancing — these things have been largely relegated to the stage and are generally perceived as
“performance” rather than “practice”. 8 In the case of our visit, our interlocutors shared that they
did not sing much anymore, but with some prodding were willing to give it a go. At the same time,
the texts of the prayers, such as wishing for good passengers, demonstrate the effort to keep these
rituals relevant to present-day situations, and ask for blessings and help for and with current issues
and problems. The presence of outsiders — not tourists, but researchers — also resulted in a more
extensive song and dance display than the practitioners would usually attempt, though it seems that
the camera was especially welcome as the participants hoped that they would perhaps make it on
television.

In some ways, we could say that many of the Svan festivals and feast days continue to exist,
essentially, by inertia, while some (such as Lipanaal or Lamproba) gain relative prominence due to
not only more extensive study but also foreign interest and then, in some cases also turn into reen-
actments (Kaganova, 2021: 103) or “spectacle for tourists,” as described in TTB (2018: 63). The
resurgence of the Orthodox Church, following Georgia’s independence, as well as the investment of
money into Svaneti’s development as a tourist attraction, both have an influence on the ritual pro-
ceedings and preservation thereof. The above-mentioned authors also make note of this, especially

® For the discussions of semantic and asemantic texts in Svan songs, see Mzhavanadze and Chamgeliani (2016, 2018)

7 300Mm bfon Moo mosmby agodn, bon v8AY gy AsMab [gabrel khudi ladi ladaghsu gwihi, nai amchu
merde maares]
8 Not to say that the two are mutually exclusive: what is implied here is that they have become so, and the perfor-

mance practice is often frozen and preserved as performance only, as it exits the realm of practice and enters the
realm of staged display.
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with respect to the passing of control over shrines. As they put it, “the local ritual practitioners —
who in 1991 exercised unquestioned control over the proceedings — found themselves twenty-four
years later quite literally shoved aside by swarms of tourists, while Orthodox priests celebrated
Mass inside the church” (2018: 63).°

The feast day of Gula Gabriel remains one of the festivals that continues to be in local practi-
tioners’ control, with no tourist or official involvement. This of course comes with its own positives
and issues: on the one hand, a community transmission of ritual practices is organic, yet, on the
other hand, this does result in such developments as the omission or forgetting of the hymns and
songs that used to be integral to the rituals. At the same time, the discourses of heritage and pres-
ervation that loom large over Svaneti and its status with the UNESCO Heritage Program (Applis,
2020), also play into the potential future handling and developments of such celebrations as Gula
Gabriel.'” It seems that one way or another, something will inevitably be logt. It is only a matter of
who decides what it should be.
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LyMomo 1. JgboBomn doh3bOL ZyMmbggo. 11 Bonbo, 2021. BMOM Mam aIMLHM-
mmmbO.
Figure 1. Blessing of the sacrificial lamb. May 11, 2021. Photo by Leo Decristoforo

LyMomn 2. MY3VMNL MME30 o ggMombgge. 11 donbo, 2021. BmEM MM
adMmobHmRmmMMLO.
Figure 2. Prayer and blessing of lemzir. May 11, 2021. Photo by Leo Decristoforo.
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byMooma 3. 3ymab godMngamol bodmmEagmmb bawo o gdo.
Figure 3. View on the way to the shrine of Gula Gabriel

byMoomo 4. maddoMmo o Mobn LodmmEgommdn. 11 donbn, 2021. Fmdm ™mgm
adMmobHmBmmmLO.
Figure 4. Lemzir and rakhi inside the shrine. May 11, 2021. Photo by Leo Decristoforo.
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byMooma 5. 3mEaboo HM390L 93mabOL o dmyMab ,NYOVMOL”. 11 donban, 2021.
ambHm agm qdmobhmBmmmMbO.

Figure 5. The procession exiting the church, singing “Didebata”. May 11, 2021. Photo by Leo
Decristoforo.

byMoomn 6. ¢gMmbymo LodmmEzgmmb J3zgdmo. 11 donbo, 2021. gFm@Hm  mmom
093MabHMmTIMMMLO.
Figure 6. Round Dancing in the field below the shrine. May 11, 2021. Photo by Leo Decristoforo.
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6016 6563N33N<M), 3050 SI3IMPII3N N
(LYIVMmOI3ICM)

390M63I3MNb 19360693 PO N6I396(1 M3IbNL bLNLAIBNL MNIMI3NY

80Mb700b 0036067900, MmamMmE 39M6300L dgomeon

omanm  Bangddn  oghnomymo  gobo dPbognb, Igmdmeo - bombymo dbolnL
09Mo307 obnbYMYddY LoYdsMmn o dnbo 3Modhngedn godmygbgds. Bnorgamob,
B9dY3930amob oy bb3o 016939530500 LB IYMBOMM, Pd39mMaLO JoMYm MOGHYOMO
9ob3n 8930300 LNBMYMY BdAMEISNL 01636060, 13EJ30MO LBEMMYL MYMednymo,
LOZYMBYOIMO  EOBNTGYMYdNLY 0ym. gb HMONENS O FoLMOD VZE3dnMYdYMN
MBInHo-60M3Mgbo oMyl dnmg30L 3MmEaLANY, FogMad dmy vsdnvbdn F9M 300093
03MdamaoL 3mEbmo, 30M35mMo0 bNABHMIdNm dMbYdMOSL.

gfho-ghon by, ,3MmEbom*, nbngomym dgdmbzgzob BoMBmoaqblb 3daaMynmn
80dMb900b 0036060b 350mMhgym Bndyndn ,00 3ohDYRN“. Jomogd Bnagndn yyM
300003 0MbdMOL 8o@mMb6360b 05360690001 33HMBOMO ©dTNOBN, MM3gmboE byoMo
LOZNMBYOYMO LNAWYMNL FognymMn domnb. NBMMBTOHMMAS, 3993000 VBMNVD, MVIO©
dma30mbmm, MmM3 3oL OOHMBYONL VB3EJOS B383Md3N gyMns. ©303YMBMONL
8oMmymadnbol, bLOBAMOL HOObL3L  M3MELAAMAMOL  Lobol  Jomon,  Mm3gmbog
Ambgynmo doxnbmegdno. ©3037 ©Mmb, domdo goyamboo ,H3d0mb3nsobn 0030066
800mm3ndgdymdy Ambaynmo dmyombmzns o 30800637 ndmgmno LBIMO Zobogmbn
»00 30(hDYa30“ (00 doHMbYdN), MMBgmNE o8 FobMOL gobLbbzozxdnMN o odmMAHgHMN
dbohayamo bndydno.

B0obodgdofy bodmdno hH3gb a3bymb, dgho BomAmzohbmm  dodmbgénb
0036069000, Mmammiz LHBbHNINMN, dbI3], BIMMENYMO dMBOZMANL LOINMBYOMN
096038309mmoy. 030bm3nb, H306, gmon dbMng, 3o303mMYdm 3oMamgmb 003000500b
Hadbhgdab BnboomMbLY o gmm-ghmon dMm3ymomymn BLoJMgMO300L, dnbogobn
m30bob 09Mo3nnb 3M0bEn3gdL dmMnb. dgmMy oMz, 30303909000 39eMIONM
06omMNdDL Lb3OEOLL3IS INMHNMOBN dMLYdYMO, 3NMDBYONL FgMOJONLY O dodMbEISNL
003606900b 3xmm©o7M 0mbogmdob dmmab.

bLbgoobbgo 3ym@nmMab LogyMmbydgma

37mm0900b 06hmbognMo 53703myde

bhomoodo omMbndbymns, MM 3300¢ho Yzgmody 3mbLbmMBLbLYMO  NBHYMISMN
obogmymo  ynmobomznb. IPbognb moModnamndo 0ynbgdgb oobgol, mMmdmgdog
3306t 0bhnMzomdyo obymdoman (Humphries, 2010).

oM0DdDMBSL Ao hnb 3oMAMboymMN F360gMYONL NBLEHNHYHNL womMadhmtn, comdghmtn
3ommane 3Mmoboboag 3mbgbo 0mbndbozL: ,A390 hozohofmgom dMmozomo 33mg3s 0a9Mmab
LobdnMgdy, 3oMAMDNYdDY, Hod3dg, 9MBY, LObOMMYDY o 30VYMYM JRJHODY,
030bmM30L, MM3 3odma39087mo30600000 0b, MoE 3o3mabolb obybad 9dmENndLY o
8mdbmonddy, 3MmEgbgddy, MmAmaon3 bgmb nbymdgb B39MBommdLL, v3ENMYdYo
LAHMILL O ©87bxMNMYBY0 Lymngm 30MBONYMYdSL.

omdhmm  3ommamonb ogddom, domo 3330 oh3009dL, Mmd  Fybogomym
0bhm30m BANBEY 3300HOLY o 0L goFMaMYdNL dgg80 BoMAMIIbNnM 3oMAMbNYM
mogmHmMbaoL  0g3c  dobodmgdmmoy, goszmabs dmobobmb BoMmanan  Lobhgdody,
MHmMogbyE NLNBO AMENTBNENMYdNSE BLAYHYMOL J3930MONgMAn (Shresth, 2009).
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033m930M0 03 303M)dAL F9F050390MO  dYomMNdJOL DML, Mm3 MmEyboE
30806100 339MboMMONL nd3z9mabn 3gMEHON Lodysmb bbls Byfmbhnmdn — Bbmamom
3oL gmm-ghmo bLodomab3dntm dbofglb — $9M 300093 odMAYbomNY, HJI39maL
HMonEnoL gndmno  gobosbmmb ob dgoImEadn, Moy ™obodgmmay obozmmym
LODMEOMYBOL bdnfgds (Wigram, Pederson, 2002).

00mMb6900b 0036060 0bHMBOE0YMO 53xdYmMYdo

59 300093 XX LOY3YoL I Bobgzomdn, domzs dbmobndznmn By ,0030000L¢
706Mob  godmazgmom  3gmmEnoed)/0bHMboEngddY:  ,ab ool ,Longdmo
80039m300mm0*, ,390M700L NBHMBOENSY, ,M3MV0NLEAn FnToMN3L* (Bbamvbnd30mo,
1954). oMo, M3 00306000L bbgoobbze — LVdZYMbomm, bLozgmMadgmao,
LoNEgoamn — bobnm 3b3wgdom, MMmBgmmogeboy, Jgbodmmo, bLodn Tomgoebnl
800mMmymazo: 0oMb700b, 030000 30MdY bodBann v 89vdnb N03606900.

393h9Mgd00 LBIIYMBOMM N3000900L FgeMENYM, NBHMBSENYM V3IOYMYdSDY,
03 30mM-0bHmMboENYMm  BMMIYMadMn3  Bobobnomgdmgddy, MmBMadNE 9MNR3oM
L,LO03YMboMM  3MEEgdLY  Jabnob. EBmMonmMEs, Mm3  abhaM3MYOL,  NBAHMBOENYM
0mM3YmgoL mo30bn LYBBHNZNMO OBNABYMYdS 3JMBVm bLogimabom ByLbnzodn,
MHmAmaon3  bb3osbbaogzom gdmEnym  gobbymdob  Jdbnbgb dLIYbgmbs oy
300LMagdgmdn (Bobogody, 2006). H3500 0dMND, 93330M0 MMINNHdMN30 SOMMI3DYdO
bombym 3bozodnig 0gdogomeo d90130330m0. o8 3MmbODMIONL OLOLBOYNYOMBL
Jofmogm  Aybogomym  mengmmmdo  bb3zoobbzo  dgmbolb  cmmb3gho  0030060L
0bomM0dNL bLoggydzgmdy 9.6. 30063-dmgmydL LobEHYToHNDOENL B)30EOVIM.

IM09MNTH0oMadnbol, goM3zgnmo bHodomymo doboboomgdmgdnm gondozbo
03MLOZMYO O EVLVZMYM bodommzgmmb H0dydgdo. 0bHMBLEOYM-BgemeEnym
03909mMYd0m, Joonanymo, 3obymo o JgbbyMn 3oMnobhHxdn HMNBobymnb BbRE3LOY O
960093900 9.6. ,0036000L HN30L* BN3YTYOL (dnoomdag. 1-6). ob Bndydgdn Ladbhnm-
LY3HNBYMA INM-NBHIMISMNMN dMBIZMOND bOLNOMNYONLD.

©obo3mMom LOFOMN3GMML dBHMBIONL 003600700 HBgHoLO 330DMHNMN 3nanm-
0BbHMBOEN0m bobNVMYOdNL (LddgaMamM (2 30MNVBHN), NTgMImMN (2 30MNSbHN), Modo
(3 30M00bHN), 8yMmno (1 30M00bMN)). o0 3nobggdnb 9.6. ,Lod3nMbomm Tganmeonym
0mMM3YmYdo* 330MHo-3300¢NM0 NBHMBOENYON 033000900 (domdog. 7-13 ).

3030MMOM, ©3 LOBIYMBOMM NEEM3NL oDNVMYOS/AMMZYdS na30dmMNS Jofmonmn
LO3IPMBOMM LNBMYMYOOL — doAMBISNL 163606900b 3oBMYxbxdom. Bom ym, MM
9339 M0080096039 J39yobodn (3xMdobns, dgmgans, nMmobons) nbn ;gModnymn 30dbom
800mynbgdol BofMdohaoynmn dogemomgon a330J3b.

dnbo3o60 mz39b0b LobdxINb NgMd30ab doMmomon 3MabEn3godn

30b0gobn Mmxobal bobhdob (BMUL) (Internal Family Systems) dncogmads BofmdmoggbL
9()303909mM90500g 93NdbydHM LogMgMa3nam 3Modhnlob. smbndbyman dngmado
3909abs 939Mnzgmo xbogmmgMmadg3hnb, MoRsmep 330MEnb dngM. Bmb-0 godmnygbydo
Lb3oOLb3y BLNIM-70MENYM LOMMYMIYONSE Foboddmozgdmo, Mmamta dbydydon,
0Ly 8dndy gbngdmmmgoynmo HMo33mn BamMIamamogonb bodinmbomme (Anderson &
Sweezy, 2017).

dmb  0od00bL  goubnbomogl, MmagmmE 003039 3oy ombgosl. dobo ,,39”
(self) ofmob dbmmmem ©oEIONMN M30LYOJONL TohoMadgMO. VOLMODO3], VTNSBL
096086900 vMOO3HMN, OLAINBIBENYMN, ,oMmo3oMan" JAMENYdN, 3obBMOb3xdn oY
9393900, MMAMYd0E HYOMNOHOL 3bm3Maonb bbaowobbzs gHeddy. ndnb godm, Mmad
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00003000L 093b 3nbaMHgNMo gob3nMmdgdymon, Lomobom BynfMmazbogmmmmanymo
030MoMn,  ombndbymo  odmEEOMIdJ0n  Yomndgonob,  MmamMEz  oodnobol
30MmM307m0 Mo30L5dYMYO]00, dMb-0b Fnbgx300 — 8EE3NSBNL ,boBnmMYdN* (Schwartz,
2021).

dmb-0b  B0by30m, ©V3NV0AN  Yyomndwgdse 3 doMmomowo (3ol ,boBomo*:
806g360amn  (exile), 3Modnnsymn  odsagamn (03030 896950M0) o MoJhHOYmo
003(339m0 (03039 dgbobdmy). 3obg3bnmn Bobnmn oMol nbymn 3dndg 3odmMEENMaOadNL
390093000 Hodmyomndgdymo, MoLbO gooboMmadzs, NbhaaMnmMgds ©vdnsbnl LobHadob
o doeydb, 3nbo 0BEHHBLOZMANL godm. s3ndHma, LobHTe Fob LogymognmmE ool
80093L (36mongMndal Bnmdo, 9.6. oMoEbmongidn. 390559M0 o Fgbobdmy odE39MYdN
30 Yomndgdnod 00 30dbnm, Mmd ©onE306 LobHyds 9IMENYMO 3ooB30LESD o
9DMY039mymb  boyzomyamob, 3o(hn30bEg3nL, LODMOLYMN  3o330MaOAL, dMNSMYONL,
©0930Lg00L  AMdaE3e LL3Y VVTNODYdNLESD. V3E3IMAdN 3MNbEJONSD F73a3
93939030: D903ghn 3MoH0ZNMmMdY, 3MBEIBHMNMYONMMOS 313N30 OJOdNMMOND,
©oM3b3900, 3o3ghadymn  IPdomods, bb3ndalb o bognmomo o30L  dndomom
3908909090 3MNHNZIEMOS (896759M0 ©IE3IMN), 93MINZY, JBMEOIMN ©BINFJOD,
1bodbmdo, 80307 603NgMYdYdNL AMb3oMyds, LuynMIdNLOAD FoodoMdYOYMN
LEMONZS O dMEBMMBdMYMO 33900 (Bobobdmy Ld(339MmdN) (Schwartz, Richard, 1995).

dmb-0b 3nbg300, 30Mm3b900L dnvzof dgndbamb, ,39-b og3b M3o doMnmon
obobnomndgmo, MomoE 0L PMNYMNMAL ZoMgLEBYSMMLMVLD. MOE Y3nmODY BMB3MNY,
030bLM30L, MMI VEVANSBTd 3YMBJOOL FnomBamb, ol Mo30L ™Mo3L, dns 3nfMmm3zbym
LO3YSMML  (AmL-0b Bnbgznm — BBNMYdL) PbS 93yMmdmMaL o3 M30LYdYONM
(Eofrangy, 2009). gb obobnomgdmgdno:

1. LN333z0Y BoTnbLE 30, MMEYLLE doMgdmdn sMmoboboMdNngmMmM FEaM3oMIMOVY;
0333000000 00gd O ©330MEN00  303nbofy AM3mMIbIdL o VMY Myodhoymoco,
0031mbYMO;

2. bogbowy 3M3mMaBYdAL BMITNbOL O NBHYM3MYHNMHONLOL, FoodoMmdadMN
90mE0YM0 01 OBMMOMNZ0 3o3mbydal goMady. Lobog ndol Bgbobgdog, oy Mo
dBMMOMN30 3n039MIMa0nd0 33093L, MmammE Mmongdhnmn omddolb bymob3gddmgmon
BIHMMIOO;

3. 36md0LbOMY30Mgmos  obomn  oJhadob oy  MEbldnLb  dndofo
0Moaeb330mb3gmM0, O3Y30390MYMN EO3MINHONNYON;

4. 006om3MOs LOZNMOMN MO30LY o LbaxdNL dndomm, MMaLLE MVDAYMAN
bof 030LY, MOE oML vF o dbmo, dbmanm gobznMbanb, NLHEBENMIONL, dgi33mNL
0 3mMa30Ma00b 8obdMobznL gofMgdy. ogMgm3zg, Mmegbor 83300 vE3bMONgMYd, Mmd
bbgnbo H3ngznmo F9bdY go3mMYbob vbyblL, Ndodmm3, MmMA HMNNYMNSIO3TNMIOYMYON
3060.

5. 010300059M909mmoOs 0Mnb 030L 3obEy, Mmd dgandmns MobedYMARMdy o
300303900 03 3MMEaLOVD, MV begds 39630 o goMdndm, 3nnbyoze ndnbo, hmd,
dqbodammo, dDmasgm 39Em370L 18390w7;

B. 80009000mdd oMob ol domo, Mob bLOdomadnmsE 30dBNL3Y0 ©aed nbgm
BodNEY0L, Mo Lb3nLM30L dnndmgde EEBMMANBIxMO Aobgl;

7. 890mJddggdnmmos oMol nbomn, BomImabobm LoMMYMYYONLD god3mo39d0l
Lb3OEOLL3Y 3BV, BMAEHM SMOHNSYMNE 30. 393MJB7gd0L 3MmMEaLAN beogds JOboMONM
0 010607305EMONT HIOMOY;

8. 0030330My0 MmOy oMol J9ahdbads, MmM3 bom Momog bLogmom, ool
BobBomon, MmM3 bof bb3oL(YO)MOB Nbgm FnTomYdedn, MMELLE oM Jano goblznmbaoL,
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3MBHmmMb 0o Yofymazsly, 9fModgo 0oe30bdOL, LayzomMymbs s MNOBSMIMOSL.

07 9000300bL b, MmM3 Fob3n vMbLYdYM EALYYDI3OYM BobomMadL (mamME
abodmmmagonmo oMM3393900L J908L) 3ond3mo3walb o dmogzomb, ©3nbozab
000 160o oodysmmb ndyomm 3o3dnmn, JLondMmL o3 sMmo3MAzMMbm 93mMENOL oy
0BMYdL. M3 OMLYdNMVB 36NT3069MM3060Y, 30MM30700 93 BOBNMMYOL HBY AMy3yMob
LBMMY DYBMO AVAMMIMNNN M30LYHOHONMS O ZOBBYMOYON.

00 Mb300bL 0036060Lo O AML-0L 3MN630390L JmMNL YMngmmozdomo

0130 ©0000000L gbogmmmgonMo 0y RdOZYMO OMM3930 JBoMmNYdS, MmN
3dqboo300m, 398xmomgdo, 3oL mMmymo dmdmmaonb bymznmo BmMAsmyM MYodENS©
OmALbL. Y33Y, VOHMBIONL 003606900L HaJLHIdOL goMhy30LOL, LMo bbgo
3000b39390L 3b3d00.

003330LM30L Bomgmo Vb HyHyzo30mo Logdom MM O BMVLOLOSIMIBbM
V030007000, Y33V, 03 MM, 3oLbBY 3BMYB37MN (Y, BJONS Vb Lb3Y) goLBY39MHY,
M3 03 00300700LM3NL JBMgMS ETY30390MNMN, B9337050MNMN, OBHIOMOIMN
©08M30Y0IMIONM, M3 8aHoE YH3JIMM EMI3bEImN 3MB37630YMO BgrnEnbabe
01 HMEON ZYMAHNMOL 3odmbObyN6.

003000900L  (gdbhado  godmbohozad 0by;  OBMINYOYMIdLL, MoE LMY
006b390M0300 BxAMo HEFMM3MN M30LYOYON0 o AMb-0b Fnbgz30m, ©E3NAbL
16000 3gmbogb n3nbmM30L, M3 3013 3mMo30aL LolMOM RLOJMINMZNYM ,BS30HOJOL”.
L,00(HMDbYdN BMOMJOBEBID o goa30boMab” o ,OHId0M, OHZONM, EMINbN,
30Mm 03hMBYdM* odmbotosl 03 3830w (1) O MVBOMIMONL (4) E3MINYdYMIOL,
Mo bognmmo LOMMYMY]OMNVD Zoaymnb MmL AMb-0b dnbgyznm. ,nd330bo gdobo
0m3xab 30MELL" Y ,EOMHI0NM HIONMOE OdHMBM®, H3300 VBMOmM, godmbotoal
Logom  M3VEIMYOYMMOSL  (5) o  o33d0MOYMMOSL  (8). hH3gbn  bywznm,
0o(hMBbYONL 103600500L Fxgamn gb JnbodMbMOMN3N O Mg nomymn dbofy 3NIMNS
3030m7090000000Mm000 (7). oy BoMIm3nanbm, Myboos, 4-5 LOY3NoaL Bnbobrgm
ymazoly, booE 0fMbontn MVB3gMM3 LOB]LNENBM NVZBMLHNINMN O LBBIYMBSMM
LOTYOMYOYON B VMLYOMOY, dSbgmn dgdmgdggdomn 3namMady, HOM®, dMNMbMIW
LNBEBEYL (B), MoE VLY OV AVBL BYAMo AN HYTLHIOOL RBMOBYBHIOTNE 30.

©ob3360

3030MmMom, MmM3 Bn3oboMOMN3Ne  003606900L  NBHMBOEOYMO  ©g3gdNMgdNL
abgosLgde bbzo ZnadHnModol 3PMBodaL LodmgMadob LEHMYIHYMIOMSD. va3MamM39
ob  3ogdhn, MM Mobodgommag  o3hmMobhadamn  BRLogmMgModnymn  doamanb,
dmb-0b dofgymo 3MnbEn3gdo 03gmmMgol Jomoym ofmdonan 39Mbadol InmipnModn
8300mM37036909mM oM INHOYMIdI0L. smbLBNTbo30y, MM JoMomymn 003606900
0fMmobonodn, RLodnshMonm 3annbnlodn, gnodo ,dMmInbhHnb s myoby dM]bbNL
309, 3o0mnyn090s LBINMBOMM B 3000. b, BbY3Y, 3odMNYxDYdS MMBLMBAL HMo-
9Mo 07ndANL 396¢HMAN, 3nnhoEN0L EMML (NBRMMISHMMN demn 30MbyMmn/Ali Warner).
300900m30000, Mmd 3m3o30mdn  ddHMBIONL 0103006900L  3NMBYdAL  3MEHybEnomN
LOMOBIME 1JBYOS FOTMIZMINMN O ORVLAOYMN L3YZNSMNLAHYONL dngm.
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#8. 00 30(H09R0. OBLVAOMN ,8DYNVIDY“.

#9. 0030000, Mogdnmo. P3bmon dgdbmymodmado. HoBymomos Lme. ganmmodn, domzo
dbObNB30mNb dngM. 1954,

#10. 0030000, Mogymo. nEbmdn  Jgdbmymgdmado. Aobgmomos bme. maddn, Jomzo
obmMObN330mNL dngM. 1954,

#11. 0036000, Mogyamo. obLEAdMN ,3DYM3D*. bmannbhn bbyso d3gmndy.

#12. 0o(hmbg0Onb BdBNBY, NAYMYN. SLMYMHOL BBLBBOMN ,noMMbN.
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NINO NANEISHVILI, PAATA ALAVERDASHVILI
(GEORGIA)

BATONEBIS IAVNANA AND INTERNAL FAMILY SYSTEMS THERAPY

Batonebis Iavnana Lullabies as Healing Methods

In recent years, a discussion regarding the therapeutic purpose of music, especially folk mu-
sic and using it in real life practice has become pertinent. The ancient Georgian healing rituals for
measles, chickenpox, and other infections and the Batonebis iavnana (infectious disease lullaby)
included in this ritual, in a functional sense, really had a therapeutic, healing purpose. This tradition
and the beliefs and ideas associated with it are in a process of decline today. But it continues to
vividly exist in several individuals with its initial purpose.

One such unique, “living” occurrence is represented by a remarkable Megrelian example of
an infectious disease lullaby, “Ia patnepi”, in Samegrelo. There is still a person who heals through
infectious disease lullabies in the town of Zugdidi who believes in the magic power of the thera-
peutic song. We were told by the informant themselves, Vepkhia Antia, that he had come down with
an infectious disease in his childhood. During complications of the illness, he had seen a woman
resembling the Mother of God in a dream who had given him a chonguri. At the same time, he
had supposedly heard a “sweetly sounding lullaby” in his sleep. Upon awakening, he asked for a
chonguri and right then sang the song /a patnepi heard in the dream, which is a different and exem-
plary creative example of this genre.

With this work, it is the authors’ desire to shed more light on the semantic meanings, as well
as on the therapeutic importance of the melodic construction of infectious disease lullabies. To do
this, on one hand, a parallel between the contents of lullaby texts and the principles of a popular
psychotherapy, Internal Family System therapy will be drawn. On the other hand, a comparative
analysis of the healing methods extant in various cultures and the melodic constructions of infec-
tious disease lullabies will be done.

The Intonational Structure of Various Cultures’ Healing Melodies

It is stated in the article that the fifth is the most consonant interval to the Western ear. Music
therapists use bowls tuned to the interval of a fifth. (Humphries 2010).

Dr. Harold Grandstaff Moses, the director of the Institute of Harmonic Science in the state of
Arizona notes, “We have conducted numerous studies on pitch frequencies, harmonies, chord pro-
gressions, tempos, colors, light, and visual expressiveness to bring to light the ways they affect the
emotions and feelings, the processes that facilitate healing, reduce stress, and regenerate spiritual
awareness”.

As Dr. Harold states, their studies show that pure fifths and the harmonic overtones produced
when sounding them can affect the nervous system when they are modified in the listener’s subcon-
scious (Shresth 2009).

To summarize this hypothesis, the researcher gives shape to an idea that when ancient methods
of shamanic healing are still surviving on the opposite side of the globe, the problems and necessi-
ties afflicting modern Western society can restore the ancient tradition. (Wigram, Pederson, 2002).
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The Intonational Structure of Infectious Disease Lullabies

In the second half of the 20™ century, Shalva Aslanishvili wrote concerning the well-defined
melodies and intonations of the Iavnana lullaby genre, “This is intended for glorification, a suppli-
catory intonation, an address to a divinity.” (Aslanishvili, 1954) Truly, lullabies of different types
—healing, supplicatory, glorification — are found to this day, out of which it is possible to distinguish
three: Batonebis lavnana, Ghvtis Karze Satkmeli lavnana, and Zedashes lavnana.

We will focus on the melodic, intonational structure of healing lullabies, on the modal, in-
tonational formulaic characteristics creating something akin to “healing codes”. It is known that
intervals and intonational formulas had their own semantic purposes in sacred music which created
various types of emotional dispositions in either the listeners or performers (Managadze, 2006). In
our opinion, there would also be this kind of formulaic thought elaborated in folk music. To prove
this hypothesis, there was an attempt to do a melodic systematization of 14 lullabies from various
regions in Georgian musical folklore through an analysis.

When comparing them to each other, examples of Eastern and Western Georgia were defined
through some stable characteristics. Kartlian, Kakhetian, and Meskhian variants are similar to each
other in their intonational, melodic construction and are related to examples of the “iavnana” type
(audio examples #1-6). These works are characterized by the modal, intervallic bound of a sixth or
seventh.

The infectious disease lullabies of Western Georgia are mostly marked by a quintal modal
intonation (Samegrelo (2 var.), Imereti (2 var.), Racha (3 var.), Guria (1 var.)). Quartal-quintal into-
nations are distinguished as the healing melodic formulas of these regions (audio examples #7-13).

We think we can share and adapt this healing approach by using Georgian healing songs — the
infectious disease lullabies. Even more, we already have some examples of their successful thera-
peutic implementation in several countries (Germany, Belgium, Ireland).

The Basic Principles of Internal Family Systems Therapy

The Internal Family Systems (IFS) approach represents a psychotherapeutic practice founded
on evidence. This approach was created by American psychotherapist Richard Schwartz. IFS is
used to counteract various psychological, and emotional complications, to treat mild, as well as
serious traumatic psychological conditions (Anderson and Sweezy, 2017).

IFS views a person as an inherently good being. Their self is only the carrier of positive
features. Moreover, a person is also marked by non-adaptive, dysfunctional, “harmful” emotions,
desires, or behaviors formed at different life stages. Since a person has a proper genetically condi-
tioned neuropsychological apparatus, these experiences take shape as a person’s personal idiosyn-
crasies, a person’s “parts”, according to IFS (Schwartz 2021).

According to IFS, three basic “parts” are formed within an individual: the exile, the practi-
cal or manager protector, and the reactive or firefighter protector. The “exile” part is formed as a
result of serious experiences a person’s system is unable to digest and integrate due to their inten-
sity. Therefore, these experiences are deliberately concealed, taken out beyond awareness, into
the unconscious. The manager and firefighter protectors are formed with the goal of defending the
system from emotional burnout and ensuring the draw of loving, respectful, thoughtful connec-
tions, recognition, and appraisal from other people. These protectors are manifested in behavior in
the following attitudes: excessive criticism, concentration through constant stress, shaming others,
overworking, excessive criticism of others and oneself (manager protector), as well as in emotional
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outbursts, obscenities, material consumerism, and excessive shopping and eating (firefighter pro-
tectors) (Schwartz, Richard 1995).

According to IFS, an individual’s ego has eight main characteristics, the features through
which they interact with the external world. The primary thing for a person to achieve healing is
for them to embrace themselves, their inner personal world through these features (Earley 2009).
These are the characteristics:

1. Calmness in the case when there is an unfavorable condition in the environment, when
you calmly accept and observe the ongoing events with no impulsive reactions.

2. Clarity when perceiving and interpreting events without any excessive emotional or active
influences. Clarity also concerns the active inclinations we have as factors hindering the perception
of an object.

3. Curiosity in new facts or knowledge through a non-judgmental, sensitive approach.

4. Compassion for yourself and others when you are present with that which is here and now,
only without any desire for judging, distancing, change, or solution. It is also when you are calmly
aware of someone else’s pain affecting you because we are mutually connected.

5. Confidence is the feeling that you can deal with and handle those processes happening
within and around you despite sometimes making mistakes.

6. Courage is the power by which you take steps towards a goal possibly appearing daunting
to someone else.

7. Creativity is a skill to imagine various ways of handling difficulties, even atypical ways.
Pleasure through creating and helping occurs during the creative process.

8. Connectivity is the feeling that you are generally part of a larger whole, that you are in
such a relationship with others that you do not expect any judgment, control, and rejection, but
instead affirmation, love, and compassion.

If a person wants to handle and solve the dysfunctional parts within them (resulting from
psychological disruptions), they must establish a direct connection to and speak with these uncom-
fortable emotions or thoughts. It is essentially important for an individual to truly embrace these
parts through the previously mentioned characteristics and moods.

The Interrelationship Between Infectious Disease Lullabies and IFS Principles

If a person experiences a psychological or physical disruption, at a glance, it seems that getting
upset, desiring to temporarily get away from it are the normal reactions. Although when parsing
through the texts of infectious disease lullabies, completely different cases are found.

Measles or chickenpox were quite difficult and unpleasant illnesses for a child. Although at
this time, their caretaker (mother, grandmother, or someone else) would decide to sing something
with an affectionate, welcoming, pleasing disposition, which is quite unusual from the standpoint
of modern conventional medicine or general culture.

Such attitudes are expressed in lullaby texts agreeing completely with the previously men-
tioned characteristics a person must have according to IFS to deal with their own psychological
“illnesses”. “Let the masters (diseases) come and bring us joy” (Kartlian lullaby) and “Take delight,
take delight, calm down, rose masters” (Rachan lullaby) express the calm and compassionate at-
titudes needed when encountering difficulties according to IFS. “I’ll cover your way with roses”
(infectious disease song) and “Sweetly enjoy, master” (infectious disease lullaby), in our opinion,
express needed confidence and connectivity. As we see it, all the semantic and ritualistic aspects of
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infectious disease lullabies are rich with creativity. If we picture the way of life even 4-5 centuries
ago, when there was no sort of modern medical diagnostic or treatment means, courage would cer-
tainly be required by such a creative approach, which is clear in the aforementioned text fragments.

Summary

We think the similarity of the lullabies’ intonational structures to the healing song structures of
other cultures is striking. There is also the fact that the fundamental principles of IFS, a modern, au-
thoritative psychotherapeutic approach, reiterate the attitudes revealed in archaic Georgian healing
culture. It is notable that Georgian lullabies are used by the Zurmukhti Choir and Louise Brennan
at a psychiatric clinic in Ireland for treatment purposes. They are also used at a Buddhist center in
London during meditation (informant: Ali Warner). Hopefully the healing potential of infectious
disease lullabies will be appropriately researched and evaluated by specialists in the future.

Audio Examples

1. Lullaby, Kartli. Performed by the Ialoni Ensemble (soloists: Tamar Akhobadze, Nino Naneishvili).
Recorded from Nutsa Kuratashvili in Norio Village (family archive).

2. Lullaby, Kartli. Performed by the Mzetamze Ensemble (soloist: Nato Zumbadze).

3. Lullaby, Kakheti, on panduri. Performed by Lamara Bakhbakhishvili. Recorded in Vardisubani
Village. Nino Naneishvili’s personal archive. 2020

4. Lullaby, Kakheti, on panduri. Performed by the Mzetamze Ensemble (soloists: Ketevan Baiashvili,
Nino Kalandadze). Recorded in Vareli Village by Mindia Jordania.

5. Lullaby, Meskheti. Performed by Maro Zhuzhunadze. Recorded in Muskhi Village. Nino
Naneishvili’s personal archive. 2020.

6. Lullaby to be sung at shrine. Performed by Gulo Tadiashvili and Pati Butiashvili. Recorded in
Gavazi Village. Nino Naneishvili’s personal archive. 2020.

7. lapatnepi, on chonguri. Performed by the Ialoni Ensemble (soloist: Nino Naneishvili). Recorded by
Nino Razmadze. Personal collection.

8. la patnepi. The Mzetamze Ensemble.

9. Lullaby, Racha. Unknown performers. Recorded in Glola Village by Shalva Aslanishvili. 1954.

10. Lullaby, Racha. Unknown performers. Recorded in Ghebi Village by Shalva Aslanishvili. 1954.

11. Lullaby, Racha. The Mzetamze Ensemble (soloist: Nunuka Shvelidze).

12. Batonebis nanina, Imereti. Performed by the Ialoni Ensemble.

13. Sabodisho, Guria. Performed by the Taloni Ensemble.
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396mN-6MABNY CI3MLN (3MDI6PCNJ)
AM3989P 3356 608IMm() (NMHI6()

9MI39Wb3ANI6MOI 333MIFIGNL 3ILN3AN: 3IFFINLY
©J3 LOILIMNL IMOINIMOITIILIdNLOL 6IMIMIBGNL() IZIB6Md>NIMN
3MI33Wb3ANI6IMdY 303MIFI6NL OMILNBNIL? FILNS3I3N

303Mod0bn dmnobn Mygomboy, MmIgmoE gobmoggdymos abozmao 0Mobob
Jofonobhobobo o Jogmdobdodnb 3Mm3nb309030 o gMoynl Jnmoobihebob bodbmgom-
NuleluliNeTuwlyleplelel

303Mo30bb bLogymsmn Fbngomymo HMo0ENS og3L, Mm3gmoE JuManabhobolb bbgo
M930mbg00b HMonENYdNLOESD obLb3vawId..

303Mo3000L  HMo03onmMo  3bogy, JdoMNMOEOE, 3MISMYMNS  EONTNHMIOS
0vbbangdal goMmgdy. a3mgono, bobgmo gddsmn, gMmmoyMonn bLogMozns, MmIgmog
303Mo300b0L  AybngomyMmn  HMoNENaL  BobBomns, AsMAMNSD  EMM™MLD Mmoo,
MHMAYMbOE RN HBMEYdL.

30030m0n 0o bobood Myanmbdn omMmbyOMOL, Job Mo30LN g3Bo O 3obanMOMYdS
0J3L. LeBmgMobo o dx33omol 3dgdn JoMomgmMyMo 30MOMEYOMY. b gMmo-
oo »dzgmabo 0bbHMYTdHNS JMNOLEHSOAL HYMOHMMOSDY. LML bLoggmomn
M939Mdgemn  goohbno,  MmMIgmog  Mganmbol  gmiomymo  My3gMHnomMabased
8006bb3039dYMNY. F9330MMOb VZe3dnMaOMN Tbogomymo vdMM3BYdS, Magombol
HMO0E0YMO 3mIomymo 3bnznbaod goblbbzozndnm, 3o303Dg0 oNddbadYMN, bmemm
303Mo30b HMonEnymo bndmgMadn of dMNSb FobBY VAWYJIBOHMN O NO36DMBAN
F9dmymn oMnob.

393domn bmmm  LEIMOZ00 O EAMNYJBYOS  JNMHNMNM  39MHTMBNOMd30.
HMO0ENYMO ab oM oMb Lomobbagdm bLogMv3n. d0bgozd by, 893domdy
300LMYMdMadN, BM3MyMmadnb 03mM330b0MYdLOL, FonbE ronmMdBYB LodmgMmadal
993mm Moh3Ymo 3oModddsl 3miomymn 3gmmmngdol godgmmMgdnm ob docmm3znb
3obyboo.

0BLHMYB90¢HNL BymdLY o AmM3MyMmanol AL NO3oBMBL dmmNb bbgomdnb godm,
0030mMmdM030 IMbobangMonb FLbnomymo ggdm3bgonb Jboghngnmo Mo30LyOYMYdYON,
oLY39, 3NWHYMYMO VL3YIHYd0, ©3MI30DxTnbHN bdnMo 3ghoMmmRMbNsl BoMAmMJAbAL,
bmanm mmo dmdmgMmab 3oy 8gbfmymgds — IMoz30mb3nobmdsL. gb IMo30mMb3nobmMd
0Mo3000M F0mbzg3080 oM oMb gdoEbmdNyMaOMN o6 30dEBINTSMMNYMN O YM3gm
590Dy bbzoobbzs NbHIM3SMNL MVBVTOMEMONm Bgndmgds 3933b3b.

30gdHmMOMN3000, 3MO30mMbInobmdy 33b3nds d933omal Mobbangdosob HdghaL
3m3omynm dgbMymgdodn . dmozamn bLBI3MAI3N J0Mb3vY, 0y MMAMM Yomndgdy gL
0Mo30mMb3N00MOS o MO AsbobNOMYOMYON vJ3L Bob? Mo 30MmdYd3N BoMAMNIMdS nb?
M0 06(HgM3omPON O FYAHYIMH™MO vL3YIDIO0 Y30380MEYOS? FgIadon 339H3070L,
M3 303Mo3000L FNboZMLYLN o0 IMO30Mb3NSBMOSBL 39 ©3ADY396. BomMIMIIbnmN
,000bMDBLOLYMN* NBHYM30MYd0 BbBAHOHMNLMZNL HBOVAMIDM dMvY.

JofogdL bogmom JhMnbgdn ogaom 9bodn, BBg-H39nmaond3n, Fbmamgdol BobLo
0 MymMngnsadn; 3ogMmod 3mmohninmn 3ndHDYd0L godm, nbnbo godbgnmn sMmNob 3MEgm

! o0 JaMmogemn AsMAMNobn commos, MmM3gmag 3dagmobo MmNEed 3odmnygbgds Lobymngmm
39My0mMbNYdNLY S 3330EMAONL VBYIMIONLLL.
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HofmobhmMnody, MHmBIMNE EOYM3NMNS 0MvbL, MYmIgmb, gmoyL, boMaobs o bmdbymb
AmMnb, Msdo3, oMo nbhmmMoymn Amamabadnby, ZNMEHNMHMO N30LYOYMIOJONL
300bb30390MMOS 3odmMNB30s. 303M13060, MMaMME NMSBNL JnMabhobab gho-gMhomn
M93nmb0n, LEBbMMNM FO306MYNL3D, obozmMymnm gMoynbigb o Athnmmamnm
00Mn3060b3906 Bncnb (Sultani Horami, 355 :2007).

Jofoobhobolb  Mggombolb  Dodmon  bbgbgdnmn  Znmpnmymn  83obbbzo3zgdgdn,
9003m,  oMbadmMoLb  FPbngnb  LEgMMAnE.  303Mo00bNL  FPboge  gobLbbzozwyd
Jnfoobhobdn  3m3ymomymo  bbzo  IPbogobaod 3mIomyMo  boboomom,  Hodob
0vbbangdom, i3ngdbofgdymo MydoMbynonm, 3gmmemnol mmn-bodn doMnmon daxMNm
©mHom) mmInmModom, LoJIALOYMIOMM 033MM3NDENNL LNABNMND. 303MVTObNL
dnbogomymo  0bLEHMY30MHYd0  oMobromMmb  JgMbydymo o8 Myagnmbol  3mIoanyM
39LOIOLMOD O FomM3g 3VOL gody3o.

303Modsbnb  Mygombaly  yzgmoedy 360d3bgmmzobo  0bLbHYIgdbhne  393domo,
MHmIgmoE MYanmbob gmdymodo 3m33madbym MHmeb ododmob. ol bogymomo.
300bOgMadMn MY3gMbomn oJab o bohyze ,30308% godmnygbads MNOMYNMN
BoBoMAMONL3NL.  DmMangmon 3o30dl  nfadntn 3038000  ogab o3 Mygnmbaly
Ambobmgmonb  bmamgdobe o INMEANMOLMOD, Mo  303Modobob  bombdn  dab
3M7(H0 3N o LMYHOZNM 3MBNENBL BLEAHYMYOL. BgddomdYy, mammE NbLAHMNTYOHDY
00, 300bOZNNMYdOm, 08 NBLAHMYAYOHNL JMBHnMY MMENDY, 3330 M dMLYOMAL.

33m930L  3700mgdn: J003NboM)  33mMg30  LOBNOMOMMY3M o b3
9900mq00b  gMmomMdMNMOolb  BofM3mogagbl. 0bxmmIsEn0lb  Pdghabmos  ©agnmdy
33m93900bo o 303Modobdn  d9d38omab  AybngmbdmMb LoydMol Jggao oMol
dm3mzg07mo.

Loz 33m93o  hohomms  omgpmm  dMdbm  Byhamob  3ngh  Bogbdn
»00BMTYLOZMMMENL*  dgmo30dgdYmMo  FgomEam o mghmm  dm3odgo  Mgdo
0%ogRMAlb  mMad3nody  oyMmbmonm.  ob)3g, vgNMMOMN3  (303Modnb)
0m3mgMmaomob 300003900 o LORdMNL dgomMgdo dgagbnmns Dgdmo bbybydym
B0abdn dg0mmMo30DY0PmMN  30xb30Md0be o MIHMM  dddgMOL  mJi309d0l
LOYYNIZMDY. ©3MYM37, Lhohnob BM3BYONLOL o37(30000 ©3 LOZNMbMVL nMEo30nm
0y 0Mndo©  o30380M9dnm  bymdnbobaomd  mogpamobynmol, 0bg3y,  Mmamta
80M 33970 MomEgdmonb oMbydHm vxom dobomo.

89330mo Jnmogdlb dmMol gMmo-gMhomn Yy3zgmody g3osmEamaonmn s 1d3gmabo
LobymMg NBLEHMYAYOHNY. AzgnmMadMn3, NBLAHMYAYBHOL Loghdy 50-40 LObHNAYHMOS
©0039hM0 9O S 03N370 JONL doMody, MoE,oobmmgdom, 2 bobhndghiny.

35030mbH309maomMnz 6 m30m00g3L, HmMmmgdLImMob odmmgds2,5bobhndghmno,
bmmm  domenm  ;zmneb dofmodg 3 LobHhNAgHMns. 33MNLLL, doMmEbabs bymn
B0 3bomab oMb Bmmogbydymo, domEbgbo — J390mm. nbLHMYTYOHO NOgMBOMYM
3mB0E0vdns o bds 30MNdb Dys BobaMahdn Jogmnb HedM30L 8xga0 Fnnmd..
3003omn 36mdomNo 303Modob3n gMaynbo o nMdbal nbgo Jomogdgddn, MmammMoEod
303930, Mo300bo3MN, F0356MNN, BMYLYN, BMYHBo30 o bmamaddn, MmamMYdNES
000y 9Moydn, obY39, LuHNOMOBO NMobAdn, 8nddnMn o ©.8. LdBybomMme, d93dombdy
300LMnagdgmms MnEb3n d9030MMY, ModsE MEbomo BomM3mwanbydal Momwgdbmdnl
30030M900 godmnbB300.

01b900L NN Mmoo Pgomozb 303Modobob  gmbhymodn. dgddomnb  Igomn3bom
ghm-gmo 30300L  bL3gENOMYMOL  Y3030mMgdnby o F3)0eMY0NLMZL  VLMYMaOYE.
(dmgogmon 3330 0obHYMYOL, HmMA Lol F3x0MY00NL JgmnmEMYMAEBY danngMn
803mnbo 073L). AbmMa3MOML AM30M 39Nbydn Asbodgf nbLEHMY3BHOLY o Byx3badL
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dmmob 3o3dnfn 08B NN bobn vMbLYOMAL, MVAYOLOE JoEMOMOMANL AbHMMNS
03m0b. 9MN-9Monn 303030 BoMILM30L LMYMEYdS. SMLYOMOL o303V OYIBYdNIN
Onammennd0, MmM3gmnE 303Mod0bdn 933ommdy bb3owabbazo bodyoEnnbab bymgdo.

8993omab Mmmo 303M23060L bombab 3bmzMmgdodon.

307030 bb3zoobb3go bohyognabmzab 303M030680 303009

©0093d6307m0 dDMM36900 bmmme J73FomM:Mobos o3o380MxdymO.

003000, MmamMmz dob dMYbm bghmno gobdomnHozL, ofmob: ... ,039M]00LS o
Lobsbnoom dgmmeonymo geng3abHonL, ob dMMHn3x00L edmynbadol BHfMonENYmO
603ydo. 3030830 godmynbgdnamo bmhpgdn BobgzeMHMBbIdNMY o dogamo HMBYdNMOS
OYMANmN, MHmMIMYOnE obogmym dnbogedois 33b3wnds, vbg3g, Ludn dgmmbgwn o
byoo dgmonbgon Hmbydom, Mm3angdoi Hmbob bndommob YAIm Eobzxdoma bblomdol
d009300, 300007 obO3MYMNL  BobgzoMbhmMbydo; (nb. dogMmapmbomymn Tybngo.)”
(0fMnbm Byhamo: 9bEngMmM39Eny https:/www.britannica.com/art/magam-music). 303Mo3obL
LbzoObbzy  Lobab  LoMYOENNOALM3NL  Lbaoobb3zy  Fogdodgdo  od3b,  bogymomn
LobymMadN3Y.

003000 badoMa bLohHyznwLb ,LudoM* dAmnb, MM3gmnE vobL 603Bo3L. budomn oMl
003000, MMBIMNE COMN, dMy LMYMEYOS, Fo3od Lodomab Lodn goblbbzozgdnmn
990Mo00 0g3L B Y39mms Fomgobb dnhymonbgdal boboomo og3b. cmnomgnm dgmmeoosl
3qbobMymMadmML LogyMOMo BYBJ30/3007d0 vJab.

bO3oMn oML Fo3odn, Mm3gmboE BxhyYymdNBaONL Lobg vgab. Foged bodomab gfMmon
F0meEnd  8oMooE30Yd0L  3odmEbondobmM3NL godmnygbgds o, HMSNENYMO,
MHmMgbol  303Modobolb  bomblb gb  Fogodn  gb3NM,  FOMPOE3OMYOSL  OHYMA6.
LHYBMTOL3NBIMAS  303MV30bNL  MYanmMbnl  960330gmMMz0bn  BoBomns o
09608309mmM3006 AM30MMOSE 0MZMYdY, MMamMME MIMNgnymo, dbY39, ©OdNVbYMN
N30MNObY30m. o308  Lodomab  dgmMy  dgmm  bHndMgonbmzab  bMYMEYOY,
hmamiy bmMgMdo ©V3NS07d0L ABAMLIMAL Boybygdgmo, bmmm anbol Mmb
3qbobMymgdgmn — MmgmmE bobobomyanm dmzmgbal Am3obB3gd MmN, MmamMnEod
0030mMNMO©, JMmMBomab obygds (090nmdog. 1). JaMomodameo oMol 01BydOLMD
0030330M701mM0 303000, ,3oMoma” oMb yzo30mnb bobgmodo, ,bofMo* 30 yz0momb
60dbo3L. gL ,y30m9mn yzo30mn* 303Modobol dmgddo 0dMEYdS. b oMb Bolodn
93060M7900bO O Y3030M9d0LM3NL O LIYMYOY, Momo Fom DMSTN Ogb3oMmL.
bbbz AMMNL, Aol YofymNMn JR3IIHO 0J3L 3oMOmMOdOMOL BMLDY.

003000, Lobgmo Bangsma, mMo LohHY3nLROD dgwagdo. ,000“ 60dbo3L EbgoMb
00 ,30M0* (JoMNMVN BMM3S 9MNL ,,30mMo") — BoboMb/RoMob. gb 3BYq3LYGNL Bogodno.
300096 30gdod0 3obhmMomymo Hn30bod o GFoMObMZNL LEMYmMEYd. o3 o303b Lodn
3nenmeons 0J3L.

3oL  VV30330MYdNMNG  NBRIF3OYM VO30 YOSLMOD, MMIgmng  bbMI30L
3Mmdmy3q0L 0B393L. 9b Fo3od0 ©3003YMRNL godMEEBAMMMadNLM30L LMY d..
30LdOL Lodn Fgmmens og3L.

003000, bobgmo momogzobnogzs, Mol Lohy3znwLb ,momosz0”, MMIgMOE Yy303L
603003L, bmanm ,LNo3* — Bo3L, Jgbodednbow, ©3 3o3ednb Lobgymno ,3030 Yy3o30“. o3
LObyMAL BomAIMIMOY HEBMONY. Fob vJ3L TnHmn BamME0s O LMYMYOS bumbnbm
393M90900LVL o (39330L OLOBYNLAN. VLY3Y, SLMYMYOH6 BobHNINMN F0Mb37370NLLL,
093003bob (L3l BobHNZHMO MME39d0LY O (3MYBMBbNYdNL BANDLY VgNMN) O
Mmngnyio 3mamybaool coMmmb. gb dogedn gMomo Fgmmennm oMb BoMdmpagdnmo.

oMd’00 IMEnL LobxmMNELD ,oMs", ME 39mb Bndbo3L, FogMod 303Modsebdn gL
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Lohy3ze, dbY39, VoML dM3BNA36gMNY. Lobgmal BoMBMIMOL oYM33939mNY, FogMmod
DMa0gMomn 3oL ,,00M0b” PBMYOL. o308 oMy’ nnb ofMmn gmmens dJ3b. 3BmMdNMNY,
M3 b BLOIMZV00 VEBBNBBYONLM30L LY YdS.

RAddoMo dmnb LohY3nob ,AddoMm*, MoE HoMamb ob 3madslb B0dbo3L. Addomn
oMol 303000  LBAgmMM3NOMM  MOBNOMIONLMZNL, LMYMEYdS OIMIOM39ddY O
yma9m30b o030 ;obbmgono. o8 3o300b 2 3gmmeons ogab (Nazari, 2016).

89330mab 3o3q00 Hgbmmmgnnb gModo

H996manmMangdds 303Mo3obnb FPLOISMYM HMNVNENODY go3mgbo dmobrnbs.

Mo3gbn3g  303Modobgmn  dmdmgmomn  LN3MYMIOL  HMVNENYMN  Jufoymn
0bLEHMYTYONHYONL MMZILHMOL NVBLMYON SLEMYMYOL, Foo dmMnb, AgdBomMOLYE.

3003omnb bds yo3mm o yo3mm bdomo 0bAoL gmadbhMmbymo 300606mLb,
Hm3gmdnE 0b 0BLHOMNMEYdS (MmamME 3MMan) bbaoobbao JyMoymo mm danmmymo
0bbHMYAbHL BbELZLY.

Hadommmanntn godmambgdgdal bamdgbymdoo, d993smolb bdnb 3bmdsOMdS
Jnfon bombdn 30Mao oMol dgdmmAgboma. o3 (36MdEMASL bamb yBYmMOL bmEnsmyma
3mohzmmando3 (doMnmoo, YouTube). Modw)bndg Jyfmon dmdmymomo 0ygobgob
39030omb  00063bamnd MmMZgbHMmOb gMmomo. 3Ebmdnmn dm3mgmmgdnb Modw)bndy
30000M-Mamm3s, MHM3HMNE N03MO330 9000300630 Bobo, godoMo 853domnb 36mdoMd..
0359000, HodMoz0 bmanm dobMmgds oMbYOMAL, vbY3Y, F983omNbM30L ByMNMmN
0B 0MobznMgdyaMo gmmens, oba39, MydngLb-39MLNYdO.

3bmdomo  303Modgmon  dnbogmbdoL MedwYbndy 30oM-Mammds  YouTube-d9
LogmNEAMMOLM ynomgds dmnbznds (Moaab o8 Mgmangddn dgddomnE B30anMomMadL,
dna30dmno  3030Moyomom, Mm3 o3 1d3gmabo nbbEHMYAYOHOL FBMOLLMOBE NMNdSE
8300DOMOY).

H996mMamMangdob go3mgbo, Mmdgmng bamb HBymoL dgddomal  EbmdOMANL
3900MhnbdsL, dgg3ndamnns 3mdDohnymMo gnmboom gobznbommon.

303030680 go3MmEgmgdmo 3mzsmmyMmo hHn3gdo

303M03000bL HMONENYMN 3MIdmymo LoBmgMYON 3MBMYHIM BoJo870Dg of oMby
©0g3ndbgdnmMN. ©No30dMb0, HA3gnmMadMnz Habmogdmmodns 3gdmyoyamo. 300Mohm
3abymydnb ghm-9Mmonn 0o30L7dMYdSS.

303Mo300b0L 3mZomymn Hn3gdnb dogonbo o v3mMEbmdOL 3MmEaLAN goM339nmn
333000  LoMoYMYgono, MoE LOAMYMIONL Db dobLOBM3MOL ©dbymgdL. ©d
LoMOYMYYdL  IMmMOLLS  MY3MBOL  AM3MYMMYdL  dmMab  xYBbAYOMMdS O
obHMMOYMO ByomMadL vfMombIOMO.

303Mo3000L AMBMgMMYONSL LOYOMOLOL (33MA30L EH33MMOVAN), Lndmggdol
30()-0030mM9d0 3obLHZO3OYMN 3o(HI3MMNYdD o Lobymgdn 0gbo gobLdMIMYMO.
SLyMN 3MNMOMATO0L BoMIMIMONL yzgmodg 3603305mm3060 FndydN 03 MygnmMbaly
00000900Ma EMBNbSBHYMN FYbNZNLY O JYMBYMAL gozmabos. Magnmbol dg3Mn
dmamgmomn 0Mmobymn 3mobognmo 3nbognb gosmnbom o 303Mydnl 3Lbnlody dobo
130M0habmdOL 3obEnlb 8odm, EnmmdL od Myanmbob dbolgomymn 3MB3Y]3E0NL
BoMognbob nMmobymn nbbHhMN30HNmMo 3Lbngnb 3MBEIRENVLEVE dbanmb (bobobob
LOBMBNTOE).

303Mo30bnb  HMoEnEYmMo  IPbogomymn  ddDMM30]00  3oM330YMBNMB
800bb30390YMO O PONZSMYMNY, MORLD dHOMYOL oMmdoyan gangdgbindL, MmMAmgdog
303M03060L Hfmooznym bLodmyMaddn 3MNBEJOS O YMOBbMadM 0ym MOMONL
0omdSA0.
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o3 Hfmoozoym bndmgMmyddn, Mmammz dghmyam, sbgzy, oMedghiym, Mohdymbo
o oMomMnh3madn, 3MmNRMbNNLLEAN HbwHbENoE 8nbnd0ady. BdMozoMbINOBMOY,
HmAgmonE Hmangmon gbMmmMadsdn 33b3ds, 3o13MONIMIOIMNS S SoMomgmyMn
00 g3oon3eMm3nmn 3obgmno bymwgdo (Lakos, 2020).

303M03000L 3MZomnm (Hn3goL MMl yznmod 3608309mmM3000 o 3o3MEIMaONMN
LO30 LNAMYMOo: bNoASBS60?, 39MEO03DT03 o Aodmo?.

LNAgMO 37x33omMOb MObbmMydomo o J3736MdngM0 IMO35mMbINObMONM

MHMamM3 1330 000430, 303Mo3060L LNBMYMYdN, doMoMoL, NBLEHMYTYOHYM
0obbangdol  goMmady  LMymegdo o 8g3dsmong,  Loggmofmo  My3aMmbyomob
mM3nMyd0bob O3MY3NEIdgmn 3dom ol o ™Mo30L 3MDNENYOL 3MIomMNbEb
003MY30Y0mM  0333000M790L.  dmmm  Me3)bndg  vbangymdo,  bogzoMoym,
3obmdMN30 LENBRMMBOENM LETYSMHdYONLY S AgDMAYMN TPLboomyMo nanhymMadol
893mb0m, bndmaMgdnb 3g3doannb Msebbmadnm AgbMYagds LogMdoMAMO gondM®Y,
300bOZNMydNm, Aghama bodmamgdol, MMEMMaONELY 30MOOIBTN O Aodmo. sbymn
3qbMymydabob dgddomn n3gmmgdl bodmgmMob FgMMENOL O ToMMENDdY 3obybom
dmamgmomb dgb3nb9d0L Lodnomadol vdanyab.

00 (Hhn3nb gbMmYMaoNL Y3gHabmOL3n, 8xddsmnb i3ngboMydnamo Bymdnb 8odm (03
0BbHMYAbHOL Bymdnb E3MNMYds Bgndmadamny), HMbMO ENLHEBENS dMAmgmanaly
bdoby o 0BLEHMY3IBAHL AmMOL PBOLMBTn of ofMob, MOL 3gYaOEOE  30MYdM
0mMo30mMb3n00mMOsL. gb Mo30mMb3nobmdy gonEdmMmongMgdamons o, dgbodangdgmoo,
©obmMbOBLYMN NBEHYM30MadN: BoMAM0gdbob. obhobEnnm d9Jddbnman obmbobLN
10603369mmo Mmammz o3 dnbogob dodbmymgdmobmanL, Vb3, 3YdmMn3NLMZNL.

dmangho  3gbfmymgdodn  dm3mgmomb  dgydmns  dmbo  dgnbymb  3g3domb,
00 J90mbzgn3080  3Mogzombdnsbmdo  ofn  Bomdmngdbgdo, TogMmod  oMmoybabmbyma
0bhymzomno  Jgbiymgds  d9g3fMo  Fghno, 300My  HBoLMBYMN.  3maogmbonl

2 303Mod0bnb  Mygombol  yzgmody 960336gmmdobo  bodmgmo oMol  Loohodobs. o8 bLNAmgMob
8000L03gYMMYOYMN VRN Y3030 303MdTSBNL bombobo o 3m3mgimgdabm30b. 03 Lodmgmob bobgmon
9603369mm0Osbe o 3nb nbHMMNOLY 01y BoMIMIMOSd] d33Mn n;J3o, MOdIE J390mm 3oboydMgdo.
M9a0mb3dn LNVHOFEBSL LNBMgMY NBYbo 3603305MMM3B8 NINZMYdY, Mmd dobn AabMymyds dbmmme
3o dmdmgmomb dgndanns, o RBoJHm3mMnzow, 0boo doMan dm3mgmmob bybhn dmAmgmmobaseb
80005Lbbz03009m0 3MohamMoydo.

303M03000b LndmgMaOL BMMEL, LnoHBBb HgMNvLMNN LodmgMss, mAgmnE Jbmeme v3 MYaNMbNBBOS
00303800M00m0 o oMM bbzs JuMmoym Myanmbdo ofn bEMmEJOs. gb dgbodmagdmmosl gzodany3L
03 M9a3nmbnb FPLbnomym Mo30LYOYMIOODY LN NBRMMASENS JN3NMMON.

8 39M000d0 MmMn Lohyznbaeb 39waxdY, ,39Mw* BNdbO3L 3oHOMl O ,00D3* dHMmgdL Lodmymab
Dmao 3603365mmdsL. bndmgmab bobgmn doMmodntmo 3603365mmdNm ,,dm3mg Lodmgmab* BndbogL.
03 LOAMYMOL LobyMBMYdY, dMBY, LNBHTSBLESD FobLb3v39d0m, Bnb TobobnomgdangdMBbos
303800M30. 39Mod0dAL LNOHBBSBBDY dm3myg LEHMMRYOO oJ3L o Mohdmo M3ombOBMOLN, YIMM
dmaang dmbo3390900. bobobob, 303M13o63n v3 LndmgMob dgM3nm MZMNVL BydaLIngMn Moo
LOBMYMOL DMRv  HYMANDOE. LNBVAZNMYdn, 39MEBOVDBANS vMEL TgmmenyMn LodmgMms ddndy
H99300, MMIYN0E 933oMd odmnmhgzs Myanmbob bbzo Fgmmemoymo bodmymadnLbaso.

4 Ao3mo 303Mo3060L Lodbnomymm 39Mx3MBNJONL Yzgmody 36033z09mm3a060 LNdmYMss. gb Lodmgmo,
MHm3IgmboE 8bnsMymn o MOHTYM 3oBOYMOS 6J3L, domnob §ogMaNYMOL LMYMWIDY. (HMOLNENYMO,
9oL 03039 LELIMBMEYINL LOIYMOMN 39330 dbMLZL, BoagMod mybMgMdNm ByONLANYMO (JgMhonymo)
39339 d90dmgos Fsbmob gMmmo dgbmymegl. 303Modobnb bbas LNBMMIOMLD goMad0m, Hodmod
J9h0  33MmMAdd  @3obnEss  3M3Y6030300L  goBoMmMIonbe o bbgs Magnmbydob  Iybogomymo
90bobNOMOMYdNL 3ozmMgbno, o ML FobdY go3mYby dMAbENBY VMBAIMOMNYMTS BxMENJO3Y,
bobObOD B3VMLYMTS, MMMNT O VMOOYMNTSS 30.
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BomMAmdabnb 3oz g dodgdo ndodn deogmdomMamol, Mm3d Azgymgdmng, bodmamMob
dmomgMomo 0byqgob o Pdghaboe d5d3omal Bymoobmob HMBob dgnmobbdgdmoaco.
3qbMymadab Bnb 393domnb Bymonb dgndmBAYOMMAS dgaLMYMIOMYOLY O LoMo3L
dmmMol 3oM3MBNNLY O BymdE3n MVbbagMNb HBBNAZLYMMASD] FnNNMNHOL.
0080MMOMN3n  dogbmamadmgdnb  bB3gbnmn  3gdm3badaL b HNINMN
0030b909M90q00, 0bY3], MMEMME  INMEANMIMo  db3gdHado, HMHMNNYMNI3]YdSBN
ML 00803mo0b, FogMmod Mm3gmn yRmm dmogmoo Jg3dommod 3n03ommngdsdn,
om0, JbYHZIMN, 0y 3m3oenymn LodmoMaonL dgbododnbo Sb3gJhadn?

OmOmgMmMaon oM  oMNob  vd3hnMgdymn  J903ommob, 3dogMmod  J9ddomn
00033(hnMg0s LNBMYMALLL o BENMMOL dgmmennl godgmmgdom P3obybmb, cYdso,
bobobob Jomomamym nbhymazomdo.

Fomnobmdsdn, gL IMoz30mMb3NobmMds AM3mgmannbo s 893domdy dg3bMmymadmnly
afoncommymo  JgbMHmgdno  0gdbgdo.  LEBIMMBYMMOY  dnfMomoo  3MNbgdo,
MHmgbog d93domn Lodobybm O33MOL NBygdL, cncMmgnmo LAHMMARNL BNBSMYM
BobBnmdn (30gm3dog. 1).

03 30390 300gM-6037330 370030 303Md3nL LodmymML Agbfnmgdob 8xddomnly
0bbangd0m. 08 Bogomnm3n 853dsmn AMAMYMODY aSbIMMadNM 330MHno J393mmoo
00 9b ENLAHVBENS MNNIToL dMmmMAI BoMhHBEYdY. Jb HMO-gMN 3oMEN TOFOMOMNY,
HmAgmonE 33ohA39690L, MHmd Mgznmbab bombab gbmghninm bowzedo 3608305mmM30000
oMo 0BbMHYM30MYd0 o NBHM3MYONL MBBbAMdY, oModgo dgmmeEns o MM30.
000b 3nybgvzo, MmM3 o8 Jgbiymgdodn 3bgdnm HMOHMDIOL (SoMomamyMoc),
300LMYMydmMyd0Lo o 3LIBMOL MZsmMmNVby30mM, Nb Y3BNA305mMMo (Bog. 1).

dgmty dogomomdn (Hobbanohgmomadymn 6n03ndn 2), Mm3gmog BoMdmowagbl
LOBMYMOL LObYMBMEYONM ,0b do WVbES 30vb*, 8x3Tdomo o b3y §MNBBINNLEVD
oobmmMydnm gfMon Hmbb odmigdnom bMMYdS. MMZMME Y339 00030, FMAMIMomN
0B6yn0b LodmgmMOL F3domnb BYMONL gonMZdMNLBNBYOdMO, bmmm MmqboE dgddoann
300menb, 9Mmoo HmMmBNo admyy 373LMYMIOIMMNSG.

FomMmmamny, 3bngomyma 3mbymgdol HAMmez3mgbmdsdn ghon Hmbob nbhymaomn
o 0030y LobNEAM3BM  NBHYM3oMO, ©dnl  Jnxybgozse, o3  BTogomncdn
300LMyagdmadn  vgMmdgmgdgd  gbMmnmadol.  3mMmodnb  BofMdmggbydnl  gMmo-
gfhon A3gnmgdMozn 3oboboomgdgmns dmImgMmmab gbMmymaonb MHmML Bymdnb ob
000300MBNL (33MNMYdY, MoE bblsebbas 3ndydom dgndangds dmbogl. gb 33emoangdo,
A39nmaomMng, bdm300900L v3ommgdnm brgds. dbgmn BgbMymgdobsol dm3mgmmaly
bdo oobmmgdom 150 AybogomyMo 39b6HN FommEEgdy, ©3obMOb Bymdo oM nEamMYdo.
ogdHmomMnzo, Bomdmddbomn  3Mo30mb3nobmds  omabhodnmymMns  dobMymadol
obobMYMLAy o dmImgmmoby o  0bLHMYIYOHOL b3ob JmMab  ObEHSbENO
dabiYmMydnboL 0dDMEYdY (300gM30a. 2, 3oa. 2).

LNAmgMab gogMmdgmgds AmAmgMmmab s3ommydymo Hmbom

0vg.: 3-do dmBmgmmnbo o 0bLHMY3q0¢ F93domb Amtob g HmbdY 3ghn
Lb3OMOV O BoMBMJBBnN MM bds of oMb MVBb3xMOdN, BogMad 8gdbinamydmadn
000b  3603309mM3boe o 03mNob.  BgbMymadnb  gogMmdomgdodn, dmAmgmanaly
3M3omYMn  0030dDMB0  0dMEYdS, MOL F9gaeeE BomIMNgdbgds mMmMbInobmd
LbgoLLb3 NBHM3MOL IMMMNBLENN (30IMBSR. 3).
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obg36o

9Mo30mb3nsbmdNL  3MBEIREONL  obobzy  dgbodmadamns  bMdNgMo Vb
93936md0gMo0 AbMmAMNML d93M FPLOISMYM IYMHYMSBN. 303MdFS0NL FNLOIdMYMN
Jumbnmo 08 BLNEOL godMBoMNLn of ofMab. o3 FYbogomym InmanmModn dJ3MN
3ogdbhmmMo 0B393L 3mannxmbonb BomdmJabob: mmo-bodn dmdmgmanl gMmoMmMYmN
3qbymady, LooE domn b3gdn BmgngMmo Am37bnH3n HMMNbEJdY; AxbMYmMdNLLL
OmOmgMmonL  3m3omyMn  EN30dMBOL  33momgde  bbgowobbzs  dndgdoo o
3m3omol 0bLHMNIGOHN Mebbangdo. ML, IgdMOgMO IYHYMIdL Dyaoszmaboo,
0bbhHMYAgbhn 3gddomn dmAmgmengdl bdnMo 1BI3L Mobbmydsl, Mol BombYdn
038300000 bgdmos. 093, 8933smn 3MYZNIOMOMVE ©93Mdamodl oMbydMOLL
00 LO3YMOMN, OAMY300ndIMO MY3gMAHNOMO ©J3L, MMTYNOE 3MISMYMMSL of vl
0030330My07MO.

09360 300mbz935380 nbnddM30M 30LVJYONLY O HYBALMBAL HYMgdYMYM3L 3odm,
393300 o dMAmgmomn 3oM3AMBNs30 of 3MNVb o J3bnod bdvms dM)39d0L. gL
0Mo30mMb3n0bMOS goynEBMONYMJdIMN O HBOMNYS Y, Mo MJBd YOV, H3603305MmMMo
300LMYMdmMNbY s ALIYOIMOL NISMMObYV30M, BOIHMOMNZ0©, N3bMMNMIdYMN..
oboxngdMydgmNs EOLMBOBLYMN NBHMI3MYLNL BMbLYOdMOY, MMIMadLLE Magombab
0o3bm3mMadmMadn  bnodM3bmMmE o ™M3™MNOD, Moaed gb MMI oby oymb, Jom
800mbBMMYOLL  9EEIOMEBYD, BogMmod, MmammE 3bgo3m, B93bMYmMYdmaoL o
08bL3gBYMYOL VMOLEMML YEENVM Fomn FHE3MY. HLOBAMIBM NBHYMI3MYONL (30500 of
3oRgbomo.

010M3860 bnbm yyfmodznando

99000M3333MNMYd0:

9900m3335mM000 1. 30300 Lu3oMndn AgbMYMYOYNO FHANMNS

30009M3035mM00J00:

30009Mm3ogomomn 1. 303Modgmo 303300 dmgMnob 87330mnb  Mebbangdnm. 3mIsmo:
603000000 303Mo00, dM300900 303Modn. F9d33om0n: F039M Dom3ogn. 3gbYYdNL vZNMN
o MM PEdMONO.

https://drive.google.com/drive/folders/) UeFgUThtUHo ¢ VRtyU-CDHmIG)YYmCa'R

30009M303omoon 2. LodmgMo: ,ob 00 MObzS gnob*. gmiomn: gbidsnm 3odncon, dxddomo:
osbing dmMon, Modhn, Aobgmomns bobombm ybogomymo RILHNZSMOLM3NL, 2021,

https://www.youtube.com/watch?v=AwuSKY *cc1U

30009Mm3533moo0 3. LodMgMo: 60D VO HO37“. 3Mm3omn: gbdonan 3630n. J9ddomn: doLO
ammoen, Modhn, Aobamomons bobsmbm bnsomymMo qbHN3OMOLMZNL, 2021.

https://www.youtube.com/watch?v=1PaewWJqjEA
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POLYPHONY IN THE MUSIC OF HAWRAMAN
(ASTUDY OF THE UNCONSCIOUS POLYPHONY YIELDED
IN THE INTERACTION OF SHEMSHAL AND SINGING IN
HAWRAMAN’S TRADITIONAL MUSIC)

Hawraman is a mountainous region located within the provinces of Kurdistan and Kermans-
hah in western Iran and in north-eastern Kurdistan Region in Iraq.

Hawraman has its own music tradition that differs from the music of other regions in Kurdis-
tan.

The traditional music of Hawraman is mainly vocal and the singing is unaccompanied. A
flute called shemshal isthe only instrument that has been part of the musical tradition of Hawraman
besides the frame drum called daf'.

Shemshal has been existing a long in the region, having its own path and development. The
path of singing and the path of shemshal have thrived in parallels.

Shemshal is also one of the oldest instruments in the Kurdistan area. The instrument has its
own repertoire different from that of the vocal repertoire of the region. The musical thinking relat-
ed to shemshal is magam-based while traditional vocal music of the region is not. The traditional
Hawrami songs are not based on specific maqams and they are limited in range.

Shemshal is a solo instrument and it is used in cultural ceremonies and it is traditionally not an
instrument for accompanying the songs.

Anyhow those playing shemshal have been trying to adapt to more rhythmic songs by re-
peating or answering the vocal melodies as well as accompanying the singers. For reasons such
as differences in tuning of the instrument and the sound range of the singers, the aesthetic features
of the local people’s auditory taste as well as cultural aspects, the accompaniment leads often to
heterophony, and in performances with two singers, it leads to polyphony. This polyphony is by no
means conscious and intentional and it may occur each time at different intervals.

In fact, in most of the vocal performances accompanied by Shemshal polyphony is occurred.
The main research question is how this polyphony is formed and what are the characteristics related
to it? Under what conditions does this polyphony occur? What are the intervals and the cultural
aspects related to those? The results indicate that the musicians of Hawraman do not notice this po-
lyphony. The “dissonant” intervals that occurred were not considered as unpleasant by the listeners.

Kurdish people have commonalities in terms of language, morals and habits, way of life, and
religion; But the dispersion in the vast lands that are divided between the countries of Iran, Turkey,
Iraq, Syria, and Armenia for political reasons, in addition to historical events, has caused differen-
ces in some cultural characteristics.

Hawraman, as one of the regions of Iranian Kurdistan, leads from the south to Javanrud, from
the west to Iraq, and from the north to Marivan (Sultani Horami 2007: 355).

! Dafis a Kurdish frame drum that has been used for spiritual ceremonies and peace-building from the ancient times.
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The cultural differences mentioned in the regions of Kurdistan undoubtedly exist in the field
of music as well. The music of Hawraman has differences from other popular music in Kurdistan,
such as its vocal nature, hand-clapping along the singing, fixed repertoire, the formation of a melo-
dy from two or three basic sounds (notes), and the lack of the existence of improvisation in musical
performances.

The musical instruments in Hawraman have never been combined with the vocal music of this
region and have followed a separate path.

The most important instrument in the Hawramam region is the “Shemshal”. This instrument
plays a complex role in the culture of the region. Shemshal has its own special repertoire and the
word “Magam” is used for each of these pieces. Some of the maqams have a direct relationship
with the life and culture of the people of this region, which shows their practical and aesthetic
position among the people of Hawraman. Regarding the Shemshal instrument and especially the
cultural role of this instrument, there is a lack of research related to shemshal and its special role
in the culture.

Research Methods: The current research is a combination of library and field methods. Most
of the information has been obtained through on-site research and conversations with shemshal
musicians in Hawraman.

Field research was carried out based on the methods proposed by Dr. Bruno Nettl in the book
Ethnomusicology and lectures by Dr. Mohammad Reza Azadefar. Also, the questions and methods
of conversations with native (Hawrami) singers have been compiled based on the questionnaires
suggested in the mentioned book as well as Dr. Azadefar’s lectures. Beneficial in the preparation of
the article was also the existence of available literature related directly or indirectly to this subject
as well and at some level also the existing audio material.

Shemshal

Shemshal is a Wind instrument and one of the oldest and the most common musical instru-
ments among the Kurds. The length of this instrument is usually 40—45 centimeters and the diame-
ter is usually the same from the tab to the end. Usually, it is about 2 centimeters.

Shemshal has usually 6 holes which are 2,5 centimeters high and the distance between the last
hole with the bottom of the instrument is 3 centimeters. When playing, the left hand is placed above
and the right hand below. The instrument is held diagonally and the sound is produced through
mouth air blowing into the top hole of the instrument. Shemshal is known in Hawraman in Iraq and
Iran in the cities as Paveh, Ravansahr, Javanroud, Nowsud, Nowdeshah, and in the villages like
Biare in Iraq, also Satyaran in Iran, Shimshir, etc. Unfortunately, the amount of shemshal-players
has been decreasing causing a reduction also in the number of live performances.

Nature has a very important place in the culture of Hawraman. One of the maqams belonging
to shemshal has been played especially for the flowers and plants. (Some studies have confirmed
that music has a strong impact on the well-being of plants). In numerous areas of the world, the
connection of wind instruments and shepherds has been existing as far as we can go back in human
history. One of the magams has been played for the flock. There are magam-based melodies played
with shemshal for different kinds of situations in Hawraman.



114 Meri-Sofia Lakos, Mohammed Ashkan Nazari

The Role of Shemshal in the Life of Hawraman’s People

Magqams for Different Kinds of Situations

In Hawraman the magam-based thinking is related only to the shemshal.

Magam is — as Bruno Nettl defines it is:... “a set of pitches and of characteristic melodic ele-
ments, or motifs, and a traditional pattern of their use. The notes used in the magam are separated
by the half tones and whole tones also found in Western music, as well as by three-quarter and fi-
ve-quarter tones, which result from finer pitch distinctions than the West’s half-tone; see microtonal
music.)”. (Bruno Nettl: Encyclopedia https://www.britannica.com/art/magam-music). Hawraman
has its own maqams for different kinds of situations as well as its own names for them.

Magam sahari is derived from the word sahar having which means the dawn of the morning.
Sahari is the maqam that is played early in the morning. Maqam sahari has three different melodies
and all of those have the aspect of an announcement. Each of these melodies has its own function/
reason to be played.

Sahari is a magam that has the aspect of the announcement. One of the pieces in the Sahari
magam is used for death announcements and traditionally people of Hawraman when hearing this
magam become aware of death. Hospitality is an important part of the culture in the region of
Hawraman and it is considered important and as duty both from a religious and of the aspect of
humanitarian point of view. Another of the pieces of the maqam Sahari is played for the visitors as

well as for announcement for the arrival of people in the village and another the time of sunset as an
announcement that a joyful event — as a wedding for example is going to be started.

(Audio ex. 1)

Harallazarda is a maqam related to nature. Haralla is a type of flower and zard means yellow.
This “yellow flower” is growing in the mountains of Hawraman. This is a maqam for plants and
flowers and it is played in order to help plants grow. Anyhow it has a negative effect on the growth
of the flower Haralla Zarda.

The magam name MayGali is formed by two words. “May” means” sheep” and Gali (the
main form is Gala) means herd/flock. This is a magam of the shepherds. paimen magam, pastoral
mode, and it is played for the animals of the flock. This magam has three melodies.

Hasba refers to a disease called Hasba which is an infectious disease that causes breathing
problems. This magam is played for the recovery of the sickness. Hasba has three melodies.

The maqam name Ghalawasiawa is derived from words “Ghalaw” which has the meaning of
crow and “Siaw” which means black, so the name of this maqam means “Black crow”. The reason
for this naming is not known. This maqam has a metric melody and it is played on joyful occasions
and at the beginning of the dance. This magam is played also on mystical occasions, tekiyahs
(sacred places for Sufi mystical prayers and ceremonies), and religious occasions. This maqam is
represented by one melody.

Dara’ee is derived from the name “Dara” which means valley, but in Hawraman the word is
used also when referring to a garden. The reason for this naming is not clear, but some people are
calling it “Dairi”. Magam Dara’ee has one melody.

This is known to be played for elderly people. Chamari is referring to the word “Chamar”
meaning a ring weeping or lamentation. Chamari is a magam related to the mourning ritual and is
performed at a funeral and it is always accompanied by daf. This magam has two melodies (Nazari:
2016).
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Shemshal-Awareness in the Era of Technology

Technology has also had an impact also in the traditional music of Hawraman.

Several Hawrami singers perform songs with the accompaniment of an orchestra of traditional
Kurdish instruments including often shemshal as well.

The sound of shemshal may be heard more and more through the electric piano as it is installed
in electric pianos (as Korg) as one of the various Kurdish folk instruments.

The awareness of the sound of shemshal among the Kurdish people has been maintained
well anyhow due to technological inventions. This awareness has been maintained also with the
aid of social platforms (mainly YouTube) as well. Several Kurdish singers have shemshal in them
accompanying orchestras. Some of the video clips-especially with the well-known singers — seen
by numerous people, have indirectly increased also the awareness of shemshal. In addition, there
are lots of solo performances and composed or arranged melodies with shemhal and also remixed
music having shemshal.

YouTube clips of some well-known Hawrami singers have gained even international attention
(mostly due and in case shemshal is also there, we can assume that the awareness of that ancient
instrument has been also indirectly increased.

The impact of technology contributing to the maintenance of shemshal awareness/conscious-
ness can be seen also from a positive point of viewpoint

Common Vocal Types in Hawraman

The traditional vocal songs of Hawraman are not based on some specific maqams. The range
is limited usually in tetrachord. Vibrato is one of the features of singing.

In the process of investigating and recognizing vocal types in Hawraman, certain research
difficulties make it difficult to accurately determine these songs. Some of these problems include
the lack of agreement among the singers of the region and the lack of historical sources in this field.

Some of these problems include the lack of agreement among the singers in the region and
the lack of historical sources in this field. In the conversations (that took place during the research)
with Hawraman singers, more or less different categories and names were obtained in determining
the songs. One of the most important reasons for the emergence of such problems is the influence
of the dominant music and culture adjacent to this region. Many singers of the region due to the
influence of Iranian classical music and the feeling of its superiority over Hawrami music, try to
introduce the musical concepts of this region close to the concepts of Iranian instrumental music
(sometimes even synonymous).

The traditional musical thinking of Hawraman is anyhow different and it is unique carrying
its archaic elements that are manifesting in the traditional songs of Hawraman that used to be unac-
companied through the generations.

There is also a tendency to polyphony in those traditional songs both in metric and nonmetric,
rhythmic and unrhythmic. The polyphony that takes place in some of the performances is uncons-
cious and it is and is happening in parallel or overlapping manner. (Lakos: 2020).
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Among the vocal types of Hawraman, the three songs Siachamana’, Werdabazam,® and
Chapla* are the most important and common.

Singing with the Accompaniment of Shemshal and the Unconscious Polyphony:

As mentioned earlier, Hawraman’s songs are basically performed without instrumental ac-
companiment, and Shemshal also follows a separate path in compiling its repertoire and performs
his positions independently of the vocals. In the last few decades and probably due to the influence
of media and neighboring music cultures, we have seen the accompaniment of the Shemshal instru-
ment with Hawraman songs, especially metrical songs such as Werdabazm and Chapla, in a relati-
vely large number of performances. In these performances, the Shemshal accompanies the singing
by repeating the melody giving the singer a chance to rest by responding to the melody.

In these performances, in many cases, due to the fixed tuning of the shemshal instrument (the
tuning of this instrument cannot be changed), the distance between the voice of the singer and the
instrument is not in unison, and as a result, we encounter a type of polyphony. This polyphony
occurs unconsciously and may be happening in dissonant intervals. The dissonance of the created
distance is not important neither for the performers of this music or for the audience.

In some performances, the singer may tune his voice with the shemshal instrument, and as a
result, polyphony does not occur, but performances with non-unison intervals are much more than
unison performances. Another reason for polyphony is that usually the performances are started by
the singer and

It is not common for the singers to coordinate the vocal range of their performance with the
tuning of the shemshal. Failure to check the tune of Shemshal before the performance shows the
unimportance of harmony and tune between the performers of this music.

The aesthetic features of the local people’s auditory taste, as well as cultural aspects, play a
role in the interaction, but which are stronger the cultural and aesthetic aspects related to shemshal
or the corresponding aspects of the vocal song?

The singers are not adapting to shemshal, but shemshal is adapting in singing trying to respond

2 The most important song of Hawraman region is Siachamana. This song has a very special place among Hawraman
people and singers. Much has been said about the meaning of the name of this song and its history and origin, which
we will discuss in the continuation of the discussion. The importance of Siachamana singing in the region is such that
a singer who can perform it is considered a good singer, and in fact, it is a criterion for distinguishing a good singer
from a weak one.

Among the songs of Hawraman, Siachamana is the only song that is absolutely related to this region and is not perfor-
med anywhere else in the Kurdish regions. This feature provides the possibility to obtain complete information about
the musical features of this region.

3 Werdabazm is composed of two words “werd” which means small and “bazm” which carries the general meaning of
a song. The name of the song means literary “a short song”. The name of this song is probably related to its characte-
ristics compared to Siachamana’ ,Werdabazm has shorter stanzas than Siachamana, and it also has shorter stretches in
terms of rhythmic divisions. This song is sometimes mistakenly considered as a general term for any kind of rhythmic
song in Hawraman; But in fact, Werdabazm is a melodious song with a heavy tempo, which has obvious differences
with other melodious songs of this region.

* The most important song of the joyful ceremony in Hawraman is Chapla. This song, which has a happy and rhythmic
mood, is performed very energetically. Traditionally, it has its own special dance with the same name, but nowadays
any (Kurdish) dance can be performed with it. Compared to other Hawraman songs, Chapla has undergone more chan-
ges due to the expansion of communication and the influence of musical characteristics of other regions, and today
non-native melodies, sometimes Persian, Lori and even Arabic, have influenced it.
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to it, repeating the melodies, but sometimes playing in parallel intervals.

In general, this polyphony happens in the moments when the singer and musician of Shemshal
are performing at the same time. This synchronicity occurs mostly when the shemshal starts playing
in the final parts of each verse to answer (Video ex. 1).

In video example number one, we see a performance of a Hawrami song accompanied by
Shemshal. In this example, Shemshal starts performing with an approximate distance of an added
fourth lower than the singer, and this distance is maintained almost until the end of the performance.
This example is one of the good examples that shows that what is important in the aesthetic view of
the people of the region is not in intervals and performance in consonant intervals, but melody and
rhythm. In this performance, even though there is polyphony with the interval tritone (parallelly), it
is not important from the point of view of the performers and audience (ex.1).

In another sample (transliterated sample number 2), which is a song called “Akh Ba Lanja
Gyan”, Shamshal and the voice perform at a distance of approximately one major from each other.
According to what was said before, the singer starts singing without paying attention to the tune of
the shamshal, and when the shamshal starts playing in harmony with its tune, it is approximately
one major step lower than the song.

Although the interval of the first major is not considered a pleasant interval in most musical
cultures, but in this example, the performers continue to perform regardless of the created unplea-
sant interval. One of the usual features in Horami performances is the change of tune and range of
the singer’s performance during the performance, which may occur for various reasons. This chan-
ge is usually towards higher pitches. In this performance, the singer’s voice goes up by about 150
musical cents, while the tuner does not change. In fact, the created polyphony is not stable until the
end of the performance, and the distance between the singer’s and the instrument’s voice increases
during the performance (Video ex. 2, ex.2).

Continuation of Singing with a Higher Pitch of the Singer’s Performance Range

In the ex. 3, both the singer and the instrument of Shemshal do perform with a distance gread
ter than one and the two voices created are basically not in consonance, but the performers of this
music do not attach importance to it. In the continuation of this performance, the vocal range of
the singer’s performance has increased as a result of the two voices created with a different interval
(Video ex. 3).

Conclusions

The concept of polyphony can be seen consciously or unconsciously in many musical cultures
around the world. Hawraman’s musical culture is no exception to this rule. In this musical culture,
many factors cause the emergence of polyphony. Accompanying two or three singers together in
which their voices meet at some points, changing the vocal range of the singers during the perfor-
mance, which occurs for various reasons, and accompanying the vocals with the instrument. Today,
under the influence of neighboring cultures, the Shemshal instrument accompanies the singers in
many performances, which traditionally and in the past, this kind of accompaniment has rarely
happened. The Shamshal instrument continues to exist independently and has its own independent
repertoire that is not related to the vocal repertoire.

In many cases, due to the unimportance of pleasant passages and the unimportance of unison
performance, the voices of Seamshal and the singer are not in harmony, and they create duplicity
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or polyphony. This polyphony is unconscious and unintentional, and of course, it is not important
from the point of view of performers and listeners. In fact, it is ignored. The point to think about is
the presence of dissonant intervals, which are not considered unpleasant by the people of the region
because if it was so, they would have tried to fix it, but we see that the presenters and listeners never
tried to change it. The concept of unpleasant intervals has not occurred.

Audio Examples

Audio ex. 1. Melody performed in Magam Sahari

Video Examples

Video ex. 1. Hawrami men are singing with the accompaniment of shemshal. Vocal: Najmaddin Hawrami,
Mohammad Hawrami. Shemshal: Jafer Zalkaei. The place and time of performance is not known. https://
drive.google.com/drive/folders/1UeFgU6htUHo4VRtyU-CDHmIG132mCalR

Video ex. 2. Vocal: Esmail Hamidi, Shemshal: Basit Moradi, Rasht, Record for Nations Music Festival, 2021.
The name of song: Akh Ba Lanja Gian. https:/www.youtube.com/watch?v=AwuSKY0cc6U

Video ex. 3. Vocal: Esmail Hamidi, Shemshal: Basit Moradi, Rasht, Record for Nations Music Festival, 2021.
The name of the song: Baz aba Tawe.

https://www.youtube.com/watch?v=6PaecwWJIqjE8
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b33LIMILN LOFLIMNL 3MI3IbINIGEMSNL LH3NObNLIOI3NL

bogommzgmmb APLoZomym odMYJhHgdL dmmMob bysbyMymo ghm-gMmmo Yyzgmody
Bogmado dgbbogmommons. 53 300093 3920- Loy3nboL OMNFMOFDY, ©. dMoyndz0mnly
dogfh 3oMzgmo 600793900b HobgMoob dmymmgdymo, by3bymymo LodmgMo
Jgz0bos, MmamME  3Mn3nhoymo, MmamME  3h3nEa0YMIds  dmMgyen  BoMbymmdn
Logmomgofmonyma bodmgmob dnsbmmmydnmo ngfmbobobo; 3nbo nb hm, MmMIganoE Moz30L
AoBoLObmM30b Feogm3ofmgmdedn dghgmo. gb BmbOdMadY, MM3gamnE 08 Mmb MNvbymMdn
d00mbzg30m dymazn Modwnbndg byabymMabaod Hobymom maomb 603ndL §e3dbgdMeY,
Jomonym dbogmmmganodn bobagmdmngom ©o333000M© o djbhommds sbomo
bg3LyMYmo Fobomgdab hobgmob 30MmdxdA0nE 37060MAY6Y.

9Mmb30obmdnb P3nmohabn Mmmn, mmMb3NOdMONL Bogmgdn bagmnomo Bowmn
00O 300030300 bLobNBmgmm 3Modhndadn NBNLMBYMO FMYMOL HMBNENOL dMLYOMOS
bg3byMym IPLogob Jomoym MOz30mbdNod InmBnModn bbzo nomydhndobasd
800momhg3L. o8 Moymn, oMdgMma3ommazobo gbmdgbalb obbLOo dommme
LogdL3gEognm  BMBbMIASbomob  Loxwyd3zgmdg  Jdgodmgde. 60baBgdMY
33m930 93 3gdob d0bg3L. 3oba BgbBogzmab bLogobno 1920-1960-0060 BmydOL
10603369mm3069L0 ABBBYMYON — 303MEITYMN O 3o3MY (3990 (0BOLYO® MNdOMNLOL
LobyMABORM  3MBLYMZSHMMONL  HOBMIYLOZMIMMENNL  MdMMOHMMNNL  vfgn330.
d0000am3: obg gmo), MmamME Pdgomme byabymMamnEsd, nby Lodommzgmmb bbgo
390bgq0000, MmMAmaddns bazbyMadn 3m33odbhnmoe Lobmmdgb. ggdb3gwonEngdb
bgm3ddm3063mmd696: 3. 3d39mndy (1929), 3. sbmobndznmo (1948), 8. Abngzody
(1953, 1967), 9. 7mMLb0s (19595 — MNobymnb M-00, 19590 — yodoggal M-60) o 3.
MHmbydodznmmn (1962). o0 bAm3o6 dobomodn dbobymns byabymMymn HMoNENYM
LOBMYMOL  BNBOB-M30LYdYONE o vbomn  (HYbYbENYdNE, MM3Amgdo3 dgdamad
39993030000 bogde. Lobgdgo byabymoms  LobNdmymm  3Mogdhnzolb aobLbbzozxdnmn
0mM3900: mMbdnobo dmgMmoe, bmanm dmgmo LoZMO30L Mobbmydom, oMnbdnobn dmgMo
LbgoOLb3y WOI300L bAxdNm, FomAs (967 Lmmm Ymebbangdm) dmgme, HBOLMBIN
dmgMmo. 03ob vaNmMO ©g3b MmN o 03037 Lndmgmgdol dgdmbzgzodng.

mmbdnobo dmgMmo

LO3gEbNgMM BOAMMIYd3n, Mmammiz Bybo, nbbybogds byabyfMymo MmMbInobmdNL
mfo 603ydo — YT 30196900 S 9Mbolbymn, MOE HM390L JMVOFEENMYOL,
000gmb bgzLbymgdb bbzs MmMb3nobn LNBMoMgdo of 3gmbgom'. MgomyMo 30 obY
of oMol 59M 300093 1929 Bymb 3. 3339mndnd Nvbgcnb M-630 AvBYMme 3 MMb3NbN
LoBmgMmo:  by3LyMmYeNn, Z0Mo3b o OmEI0s ONEoam S bYCTIdV0) F300196900.
LO3N3Y HMOOEOYMN, Jofmoyamn MMbANsbmANL Bndn3no, LYZNBLNM OAMMYOYMN
mMLONRGONMNSBN dOBNM. BNBOBLMOMN30Y, MM N3 coMmL MMbINSBO LNBMgMO YNJ300M
HmammE 300030(390L, nbYy Jomndl; dgdmbigznmn o ob nbws nymb, Mm3 bodwmyMo
LobyMBMYON, by30IMHENN ME LIBAN HOMYMNVD RBOIMYOLOE (3OMYMHMSAIZ0MN OO

! Bmagn 933mo3mab 0dMnm, 1930-006 Brmgddn mMbnsbn Loggmbymm LHdmgMab, 99MbNLLL Bbmmme
960Mo BuMAYBId0 0gbs Avbgmnann (Jordania, 2006:198).
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9ma339Modznmn 3doyMn ggomMadns — 6.9.).

mMb30obmMonL  obobgmadnm 603ndmoged bmpntgdnmns dommmeo gMmon —
bY0Jo000 300196900, 0bOE, VMOLBMMOL - gMMbORYbYMNSDN dBND, MMTganN3
dbmmme  3o00bbgddn gmma3qds. o8 gMmon  B03ndnb  Logyydzgmdy  byzbymymn
mMb30obmos  Jomoym bombym dnbngodn dMmombymn mMbAnsbmdnb Bofmdmladbal
MM 3o oMol ohBonmn. oMo, 03037 bndmoMnb BMBMHVBBYMIN, OdOMN
80MN73000M0ONL 307073000, ¥830M1 NLANL MMLOARYLYMNBN BB, MVBYE, Oy Bofbhm
3000006b9d30. Fodoboody, oMandgbhn, MmAgmboE JoMmoya gmbmaYLoIMMMaNS3n
03900mM3ndYmo gb AMbLOBMYdS JyMEBMOMMOY, of oMLYOMAL, MONgIHYMO BESM
0BMDYo odyomMgdymn?.

OMo0E0YmMo  basbyMyamo  mMb3nobmonl  H6odydgdns, obY39, GYMbNLYMHON,
Aobgfmomo 1948, 1953° oo 1959 Bangddn (dmmm — yodoganl M-630)*.

bmanm dmgMmo LogMo30b Mabbmygdom

0mo30mb300bn dmgMab HMowNENY, 056380 2 LoxgbyMmom, BDYdNBY3600 oMl
SbLBbYMO OBYMN MVbbmadym bmmm dmgmodn. d30bo Fogomnmgdny: mYHbmdy
0206009MB9 (1929); obY3] — YbYMOY MgIbmd, 3MOV 3NbIvMOYNNL cnYHbn, 330MNb
bndmamo, ogmannbsmyann (1948); bobydomm, byzbymyann amglbmds o 039amgonMmn
bndmamo (1959, yoddganb M-00); b330 MmN bndmymy (1962, sonbggbmds) o b
390930b07 0000Mmnd30m (1967).

B0dobomdmngne, MmA3 Jomoym ymazodo LolMozolb dmozomn BbI30s LndmgmMmalb
0obbangdos, Mo 3oL Jgdobgdob  gnmabbdmol, dgdobgds 30 IMoz30mb3nobmMdNL
80dmadbohzgmn HoMmdnboo — Lymbob bodo MMOYMNSLAL gobdomipgdom, 0vbn Lbgo
b3nb FgBymool BndbozL. LogMogn Tgndmgds sbanab MmgmmE IMoz30mb3nvd, 0bYy
9Mnb30ob dmgMol, BoaMod gobbognmMadymo Mmmn ogdalb dgmmg dxdmbgazadn, MmEo
39630 oMo o AMoz30mbdnabn bndmymob Log3gmMo MNVBSAMIMYMMYdN O 3YosL.
LOZMO30 LBEMM o0 33mMNL, Fom LomMJ3gmb VBOMAL. BoMHmMAYma3n Johmzgmabm3nly
LOZMO30 IMO30mb3Ndbn LNdmgMmab dgbfMyamgdab gfmmazomn Lodyomgdss. hadlb o3
9mbodMYONL dboMb nggmb 3. Bnmogodal 3bmdgdn, Mm3gmmo dnbg30m, ReboyMo,
Ambanmn, Hobgn, doobymn o gnob®mznmn, doMnmoo, 9Mmmbdnodb LNBmgModL
obaosgL. 0300937 F0N;gdL g o 03037 LNBMaMYdoL MMa3oMo — YoVbbmgdm
0mMo30mMb30000 o LogMO3N MVBbaNgdYMN §JMMbANSBN —bobno dMLHOMOOL TBOJHIdOE.

A30b03Y, doMmomoom, JMmb3nobn, LogMeznm Mobbamgdymo Loboom dmomBoo
0dnido LOBAMYMOBoE. BogMod MyYdn dxmbMmdmMadNL FBMOYd0m, LOZMOZ0 O dbN
LOBMYMOTn oMNNgMMIL 33MNSL. SF0HMA CNMZNIYMNV 6. BoNLYMEJNL AmMbODMYdY, MM
odymo Lodmgmo MMb3INobn nym o 9MNb3nob LNAMYMYodo goM3MbAL MObbmydol
0060L d;gddgmn nbs HhogboEamMgdnbo. bogMozn doBL bysbyMym LndmgModng E3MAL.
9L obEHNMYdS 9o by3byMo FnbMMOMNL NBRMMBOEFNNMSE — ,OSDMEO BOBLYMNM
dmgmmebybm*, 5.0. MHmEo 0860 OM nym, 0306YMNo 3o3nb dmaMmbIb.

2 b3LYMYM LOgdL3gNENM ABMBMASBEBYMYdTn ndgdbydy ghmn Lndmgmo, Mmdgmdol dobo giom-
LORYbYMNOBNY o dbmmme Fgbanol dmanmb, 39BHMemMyM HMBDY ghN370s. b oML 8. Abngzodnb
909t 1953 Byanb hobgmnano ggmbabyana.

8 9L Lodmgmo 03037 3xdLMYMYdMNLEE6 bmmm bobomog Ahobgmoms. DMEoO®, FMo30MbAN0N
bLOAYMOL bmmme MJds Agbodmygdgmons, 3ogMad, A3YMaOMNZ, HMONENNL TotoMgdmgdo v333M
3oLy dodY YoMl ©3dMOYL.

40 603730, VBIMNYBIONLESD 3oBLLZV3IONM, LEBLERYOYMNBO dBN vJ3L.
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LogMOz30YMN MVbbmMads MM3 bod30mMoE LNAMaMAL Jgdobadol HodbozL, gL
Jomonymn boambymo 3ma®nnoboi Hobb. bosbymym mgdbyddn 3uboymn 3nfModnfm
nbbybngdo, Mmammi dobnb dongddgmo, dobnb sBymangdgmon, 0obnb 3033900, bmanm
030bMDY oMymn 300630 — MmMamMmE 0vbn. 1967 Bomb hobafmomon gfmonn Londmgmab
Lohyz09tM HgbH3n dxBLMYMaOO LgMo3L bl BnEgTL (967 obB3omMgdol, dbomdn
00mgmaol, dbofModgmob) bobmab. godhns, Mmd dbmnb dnpgds od ©obal 3nEgdob
8nmobbAMOL o obyMNL dngm 0obolb 3nEgds bysbyMoboc3zoL b vyEHYdYMN
30MmMoOvY, MmMImMOL goMadgE, Sofmbhm dYyma3n, 39MoRIML 0MHY30L. 0. Fo30b0d30MmMNb
00330039000, R30bEYML DMasgMm JudvbyMo, 9.0. dmAdobbymon 39300, dmdobomon 30
03039 Fomomn dobno.

LOZMO30  MVbbmadymn  FmgMy  JoMmmzgmabM3nL  dMogzombdnobo  dmgMmoo:
LOLNBMgMM 30630 o7 Fomom bdsl BoMAMoaqdl, LogMogngmn 3oban 30 bblo bdgdol
Amzomgmoob  dbMYMAOL. vdnhmad ©3a30Mn dMgMob  3mIymommds dman  3gmbob
(Boon dmMob, bysbyMym) LobNIMgMM  3Modhnldadn  9MNb3NSbMANL  vfMgndxbhHow
390 3odmaqos. 3oMngdoo, ab mmMbdnobo dmgmab 30300ygdnm HMONENDY NbO
890Y30ma0wgbL.

FoMmOmMNY, RbEYML dgdobidnb 03ddEnd ©d3b o AMAmgMomn M30L 3006330
00009 omof 1bo BMNBO30aL, TogMod dmasaMm vboE bogdo: Lobodmgfmm Tganmons
0m0Eo3L HMONENYMO Jommymo dMoz30mbdnobn LNdmgMol BoBNL odobobnomydgm
9m9396HL (30eMb Jago gdvzomm HmMBL). sbgmgdos by309MmNb angdbn (1959, Mnobgmab
M-00) 0o byambobyyMmn (1967).

ba3byMym HoboByMgddn bndmgmol Mob3bangdow goM3mbnE 33b3ady, MmBgmnE
030mmdMN3 LOZMV3L, RbYML F3MNLE. HfMowozoymo Jommymo bodmgmab dobno
Bomdmagqgboman 1953 Bamb  HobBgmoma  bodmgmnb o300, anybydnom bogMoz09M
3oMHnodn. Aghoe mMognbomymns 1948 Byl hobgfmnmo Joamnb bnBmymo. Lobodmgmm
dgmmeno  bazbym 303030300 HNONE0NLM3NL  OTsbobNVMYdIMO  EOMBOZOMNN
300300 30mmb 3ommabn 0g9MNed — 3639M30mM-Bysmmob. gomdmbal mobbangdo
93Mm3yamo  (BozgmmMym-30bmmymn) bHNmobLy, YB3 9M39ENMLYOYM dmdMmomdodn
033000900 Jomoymo bndmamMmol MbbmydALXM30L HN3YMO, LYINOLNm ETMMYdYMN
2 bogygbyMn®. 8920- LoY3YOOL -400060 BaNgdAL dmML Hobgmomn gl Bndndn vd3oMo
9()303909mMYd00 JoMoymn o 93mm3ymn 3bngol 3obmbdMBngmMaogdal dgmBydnbo
0Ly, gMmoo dgbganom, 3ghoe 3MBLYM3OHNYM LubNAMgMM HMOENENV3N, MmaMMos
baabymMymoo.

90M0b30060 dmgMmo bb3oobbzo i3x64300b bdgdom

0mMmoz30mb3n0bmonlb dbMnz, 8obbLgNMMYONm LoyymMomgdms bdno dnthoanyon.
1948 Byamb hobgfmom oMo Bn3nddn vdgoMmo 2 dodbmyamgdgmos: AMHOMOMO Y
dmgd3000069. dgbodmme, oF Mgomymn mmMb3oobmdog Jngiogb — dmhommeb 3obz0b
©obOBYNLN DMEED FMI3001000L BMOBNL LBLMYML HBNb3gMEL, BogMyd, ABLBYMAL
990 03MN goMNY300MONL godm, d30L OdHLAHYOS dbgmNY. dbYE MM oM nymb,
b 9fmb3nobn 300630 3onb3, LB3BELLb3d VBNILYMYdNL dJmby, 2 bdol 30baq0L

5 LBEMMY V3L gYNLLAMOL b. FogomMOMNE, MmEo Bymb: ,dmmm bobyddn oF B9dmbymo goMdmbog
(09D030bhn), MmMTanboE baszbyMymMo© P3Me390 o ETMYMNSL*.

63. M0N0l 30by3nm, ©3M33069376hNL Jmobnsnmo 3oMIMbNymn dgnmmgdgonl (B-dur-dn 1-V43)
L,0MM3aq00" 963930HMBYM J0MMDY VYIBYOYM BIANMENVDY (C HMBOZNM) 3MB03gM BxVdgFNMYdSL
H™M3900L.
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9m0Eo3L. VLYMN3q0 Lmme gbMMadMa bInc HnNMnangdn, hobyfmomn 1948, 1953
o 1959 Bamyddn (dmanm Bomaebn — Mndbgmnb M-630). o3 6n3Y3xd3n BEBNL bomddgm
3008L 3000mb AmEnmoamn d30MOAL, Lognmomo 30030L LLMNMYdOL 393ga, Mo3
OMMHMONENYM g3oMmadman hobymno onbbogds.

Bomgo ImgMo

0mMo30mb3000monlb  60dbgoL  dgnEe3L  yomebbangdme  gbMymydymn  bmenm
LOBMYMYONE. ©30L BNAYTgdNd 1929 Bymb AoByMomn V3360AMN EVOVYOVLY
Jodmzby Bonb ombm@nbo. Boomn Fgdbfymgdangdo 3006330 0mndgb 3nanmb Jagos
3900300 (HMBLYE, MMIJMOE JoMmonyan dMozombdnob Lodmymodn, AzgnmadmMns, dobob
3M339ha0E00d0 d9000b. doBL (96 RVBEYMNL MObbmMydLl) dmombmaL, sbgzy, 6038900
— Joan-30g0b bodmagmo (1948)", ogmannbsmyann (1953) o csbdn Bodmgmbgds (1959,
yoddganlb M-b6n). mmMb3nobn LOdMMYdNL AbaosLo dobn dgodmads dxgbymb bmmmeo
BomJ308 LNBMYMAOL — AV PN Bnbgznmbo (1948, doymo), 099609 Lndmamo
(1953, 3mbBasm), dodnan 8mazncoo bmbmon (19590, Mnobgymnb M-00).

0mo30mb3nobn  Bmgmalb  3mAHbEno  v830Mos  bmEnomymn  ©obndbyangdom
9Mb30ob 7obMAn — 003330L obBdNBYOgM LNBMYMaddn. ©3nl BNdYTndos HVH6YON,
AoBymoamo 1929 Baanb bmammgddn — bodynMg, Joonmo o domnbobm; sbgzg — 1959 Byanly
00006900bo o YodoganL M-670d0.8

1760LM630 AMgMo

o3 MMb3nobmdoL 603ydns o oMz PBOLMBYMO dmgmobs 1929 Bymb Hobymomn
LOBMgM Jogb ayby, Boomgam M3nbmbY® — Tgmby B93bMYMNOIMO EOABYHOL oF
0830Mo ybdgbme 3yzgdo' . 03039 Fgndangdo ng30b bodmaMody Fbocvgmm gmodol
3my, MmdgmaAnE beenm dmamMob nBobMbyM 9boE3MYdY (1948), dr8mnMmbI0N0I1 Yo
0J30b, MoByE bohyz0atn HgdbHoL godgmmgds 3006030690L. AmMboE3mMy LmmAbHYdDY,
00300000 30M 900l OLMYMyONL dn0na JMMNASBINL dBBOE PO YbMSL! .

©ob3360

1920-0060-1960-0060 Bmgonb bLogdb3gwnEnm BMBMASBLBYMYONL boagdamnobo
3qbBo3mo 3boymxb, Mmd byzbymyan Lodmgmnb Bgbobgd Jomomym IPboIMmMaNE3n
00333000M70mM0 MNgo IMLOBMYOS BEVMNY. 3JMIME, sMobBMMNY, MmA:

1. by3bymgodo 3Mo30mMb3NObMANL oMbydmMdy dbmanmo 37-20 Loyindob 30-40-
000 Bmgddn gobooo 3bmdomo (Kopmanua, 1989:24) — Mgomymo gb 20-006 Bangddn
dmbo;

2. bg3byMmgdo  JmgMmnob  PIMozmgbo gMmb3nodb  3Mododhoymm  LBMYMHdOL
1960LMBJ0, PYOALMBbYMO dmgmo byabymMymo Tbolnb L3YENROZYMO NV30LYOYMYdVY,
LOAMYMNL BOMAMAMdNL Lodzgmab 6ndbo3L o bazLyMyann 3bogomyMn nsmydHob

! benemeo HoBgmomM ©3 LoBmgMob 30680 MyomMyMoE MMbINBON LnBMaMNL domom bdsl BomMBMaEaaoL.

83. JM00b0sL 9dMNm, bg3zbMYMO 636900 Byanmengdn dommmme HMBNZNM JoMIMBLL HBYsMgdo,
003M08 330300900 MANBBHYMO 3oMBMBNNL 60ABIONE. VLYV F33mMI3MN ANNHBIIL VMBdZdM LaMOL
300 1l boxgbyMNVb.

o 3. Abngzodab dugb anyobo 1953 Byl byzbyMgodn bmmm dgbfmymagdoom Hhoybymno.

10 3. hbnzzodab odMomoE, gb PBM  GMMISBJNMOD  OYIe3dnMadgmn 2 b3nb 3g0mbzgznmn

39bo3709000, 3000Mg MMbANSOMOY.

! 08039 bdMoMo 1959 o 1962 Bangddn bmmm JgbMymgdnoc oMb AoByMOMO.
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oM Jon®3nb  godmbogynamgdol BomImoa)bb (hbngzedy (My.-893aqbgmn), 1960:XV;
3ofoyobndy, 2011:28, 113)— b, 30Mogdoom, mmMbdnobo bobndmgmm 3Mogdhnznb 3ngnBygdnl
990300

3. bymdodom  gomgbgds  ,mmMb3nobmdnb  Aobobobab  39d;330mns”,  bmanm
020MmbnbYeNn — HdMYsmndYdYMO dMMBHMN MMb3Nsbmdnb 603180 — bLnbod3namgdo
0bNBo BYLHOL JMNBONMOL Fob3znMOMYdYMO LNIMYMYONV;

4. bg3bymymo bodwoMob dobn PIgHoboe 1 3oMAMbNYM RYOJ300L §3YsMYdY,
bmanm 2 x3bg30nLb 3gmby dobL 3b300q00m (ByMBYTns (3/0 Myco.), 2005:62) — 3nfogdoo!

BOJMH0o, MMI:

1. mmb30obmos byzbyMgodn dommmep mf bLodmgmodn oM 33b3zgds: v3nbo
603ydo gonmadnm 3ghno, YOMomme, nbNbn BmEHomMydomn of oMb, byzbyMymo
99L0INL 33MY3o 30, hzgyMndMng, LobmHm Fogomnmgol §3nddadMY;

2. LOAMYMOL MM b3sdn BMYMNVD vMd FoMAHM BoTO3EION, VMY JomgONE, M
dofhm byabyMnd0, 9MA39 RO3MAONE (69309MHmN bndmgmnb Lobgmom);

3. basbymmo  Ma3gMmByomdn  LogMoz0m  Mobbmadymn  bmmmm  bondmgmgdal
300bOZNMYOYMN  ©RNMO  (ZoMmoyobndy, 2011:29) odazofmn  dgbMymgdob  dogM
mMb30obn dmgmMob HoBOE3MYdNm dnbLbYdY;

4. aobbbzozq0ymMn  BYbJEnnLb Agmby 2 bdob 30063730L TgnEo3zL gMmon  bdo
dobymadymn  basbyymo  bEnor  HnMmoangdn,  Jomoymo  IMoz30mb3nobmdNb
09E0@YdgmN  9ngdgbon  (30mmb  J3gws  Jgdogomn  HmMbn) ®ogb 0hBL  BomEBe
LOBMYMYOT0n, BBOL TgbymdNL 3MEHYbENS B830Mss LmENvMYMN BYOJENN gMNb3nsd
706030 (03360L H66HOIN);

5. 3mbboMzohnd3n; Ebmdom byabymym Lobodmgmm HMonEnedn 1339 89-
20 LOYZYDBOL 40-00b0 Bngddo 3zbzgds 6033xdn Jofymo s gamm3yma dybogob
300mbdM3ngMndgdnb dgMbBydnbo.

by3Lbymymo AMOZ30mMbINSBMONL 3330 88 3NTIMMYMYON PBY ZougmMdamab.
003090000 bngomymn Fobomnb dmbodmandmow nbhabLboymMn Lozgmyg 3ndomdos
bodomm. bogddg bLodnMny, 30y baszbyMYdo 0Jo-0g 53M 30093 LubmMMONE6 3MB3oJNHIMO.
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NATALIA ZUMBADZE
(GEORGIA)

CONCERNING THE POLYPHONY OF KHEVSURIAN SINGING

Khevsurian music is one of the least studied out of all the Georgian regional traditions. At
the very dawn of the 20" century and starting with the first Khevsurian work being recorded by D.
Arakishvili, Khevsurian singing was assessed as something primitive, as evidence of an approxi-
mative form of general Georgian singing in the distant past, a branch of which had stopped in its
own embryonic state. This idea was based on four samples recorded on the spur of the moment
from several Khevsurs in Tianeti at that time, was established for a prolonged period in Georgian
musicology, and retained pertinence when recording new Khevsurian material.

Khevsurian music is distinguished from other dialects in the Georgian polyphonic culture by
the prevailing role of monophony, the less specific share of drone polyphony, and the existence of
a unison singing tradition in the men’s vocal practice. It is only possible to explain this complex,
heterogeneous phenomenon only based on recorded expedition material. The present study follows
this path. This study’s focus is some tremendously important recordings — published and unreleased
(kept at the Tbilisi State Conservatoire Ethnomusicological Laboratory Archive. Hereafter: TSC
ELA), directly from Khevsureti, as well as from other Georgian regions where there are com-
pact communities of Khevsurs. The expeditions were led by S. Mshvelidze (1929), S. Aslanishvili
(1948), G. Chkhikvadze (1953, 1967), M. Jordania (1959a — Tianeti District, 1959b — Kazbegi
District), and K. Rosebashvili (1962). In this audio material, the features, and qualities of tradition-
al Khevsurian singing and some new trends that later become permanent are reflected. Different
forms of Khevsurian vocal practices are presented: drone polyphonic singing, solo singing with
instrumental accompaniment, monophonic singing in voices with various functions, solo singing
without any accompaniment, and unison singing. Sometimes many of these forms are within single
songs as well.

Drone Polyphonic Singing

In academic works, usually two examples of Khevsurian two-part polyphony are mentioned
— Khutshabat gateneba and Perkhisuli — leaving an impression that the Khevsurs have no other
two-part polyphonic songs'. This is not true at all: First, in 1939, 3 drone polyphonic songs were
recorded in the Tianeti District by M. Mshvelidze: Khevsuruli, Giravs da modgeba mutsal and
khutshabat gateneba. All three are examples of traditional Georgian drone polyphony with a two-
step bass voice separated by a second. It is notable that two-part polyphonic songs were performed
both by men and women at that time; it must not be an accident that the song title Khevsuruli had
also been sung in two voices by the Pshavians (Tsalughelashvili and Mokverashvili are Pshavian
surnames — N.Z.).

Only one of the mentioned drone polyphony works is notated, Khutshabat gateneba, and
incorrectly at that with a single-step bass that only comes in at cadences. Based on this single exam-

! Some researchers think that only some exceedingly brief excerpts of Perkhisas, a drone polyphonic round dance
song, were recorded in the 1930s (Jordania, 2006:198).
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ple, Khevsurian drone polyphony is considered an early stage of the emergence of drone polyphony
in Georgian folk music. Still, a two-step bass not just at cadences is heard in phonograph recordings
of the same song despite the low fidelity. Therefore, the reasoning on which this idea rooted in
Georgian ethnomusicology is based, is non-existent, it is founded on an objectively erroneous idea’.

Some examples of traditional Khevsurian drone polyphony, as well as some round dance
songs were recorded in 1948, 19533, and 1959 (the last one in the Kazbegi District)*.

Solo Singing with Instrumental Accompaniment

The polyphonic singing tradition with two steps in the bass is perfectly reflected in solo sing-
ing with panduri accompaniment. Some examples of this are Leksoba pandurze (1929); as well as
Pandurze leksoba, Koba Tsiskaraulis leksi, Beghliskruli, Gvaris simghera, Beghliskruli (1948);
Sakhumaro, Khevsuruli leksoba, and Dzveleburi simghera (1959, Kazbegi District); Khevsuruli
simghera (1962, Shrine celebration of Atengeni); and Leks getkvist Itirishvili (1967).

It is significant that the main function of an instrument in the Georgian way of life is to
accompany singing, which implies “shebaneba” — providing a different underlying voice part, a
term expressing polyphony. As S. Orbeliani explains it, “bani”” means the harmonization of another
voice. A polyphonic, as well as a monophonic song can be accompanied by an instrument, but the
instrument has a special role in the second case when a person is alone and has no one else to sing
the other polyphonic voice parts with them. The instrument takes their place, “sings” their parts.
For solitary Georgians, an instrument is a type of means of performing a polyphonic song. This
hypothesis of mine is supported by some information from M. Shilakadze, according to whom the
panduri, chonguri, changi, chianuri, and gudastviri primarily accompany monophonic songs. This
is also indicated by the fact of songs having two forms — polyphonic without accompaniment and
monophonic with instrumental accompaniment.

Tushetian songs have also survived to the present day through basically monophonic forms
with instrumental accompaniment. But according to some Tushetian narrators, the instrument and
bass voice alternate with each other in a song. Therefore, N. Maisuradze’s hypothesis is logical that
Tushetian songs were in two-part polyphony and the accordion accompaniment in monophonic
songs must have taken the place of the bass part. The bass is replaced by instruments in Khevsurian
songs as well. This is corroborated by some information from a Khevsur storyteller, “They sang
with a panduri without any vocal harmonization”, i.e., when there was not any vocal harmonization,
they then sang with a panduri.

It is also evident from Georgian folk poetry that instrumental accompaniment really means
the polyphonic harmonization of a song. In Khevsurian poems, the panduri is directly mentioned
as something that sings, follows, or provides the vocal harmonization, whereas the melody played
on a panduri is called the “bani”, the vocal harmonization. According to the verbal text of a song
recorded in 1967, the performer asks the instrument for “mkhris mitsema” (support, or literally
“providing a shoulder”). It is a fact that here, the provision of vocal harmonization is implied by

2 One song is found in the Khevsurian expedition phonograph recordings in which there is a one-step bass, and it joins
with the central tone only at the end of verses. This is Khevsuruli recorded by G. Chkhikvadze in 1953.

3 This song was also recorded in a solo format from the same performer. In general, it is possible to sing a polyphonic
song as a solo, but those who carry on the tradition usually refuse to do such performances.

“In comparison to the remaining works, this sample has a three-step bass line.
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“mkhris mitsema” and that it was necessary to a Khevsur for a panduri to provide the bass or vocal
harmonization, without which someone alone could not sing anything. As I. Javakhishvili observes,
the panduri is sometimes called a “madzakhura” or “momdzakhneli” (modzakhili), with modzakhili
being the same thing as a high bass.

Singing with instrumental accompaniment is polyphonic singing to a Georgian: the vocal
melody here represents the top voice, whereas the instrumental melody performs the roles of the
other voices. Therefore, the popularity of this type of singing in the vocal practices of some regions
(including Khevsurian) is of no use as an argument for monophony. Instead, it must attest a forgot-
ten tradition of drone polyphony.

It is true that the panduri has the function of providing vocal accompaniment and a singer
must no longer be concerned about this in their own voice part, but sometimes this also happens: a
vocal melody contains elements characteristic of a bass voice in a traditional Georgian polyphonic
song (the lower tonic of the mode). Such songs are Khevsuris leksi (1959, Tianeti) and Sulkhaneuri
(1967).

Accordions are also found as accompaniment for a song in the Khevsurian recordings, taking
the place of the local instrument, the panduri®. The bass part of a traditional Georgian song is pre-
sented in the instrumental part of a song Avai, lukhumiao recorded in 1953. Kalis simghera recorded
in 1948 is quite original. The vocal melody is a descending line characteristic of the Khevsurian
men’s tradition starting from the highest pitch of the mode. The accordion accompaniment is in the
European (major-minor) style, although the two steps separated by a second typical of Georgian
singing accompaniments are distinct in the arpeggiated movement..® This example recorded at the
end of the 1940s is clear proof of a melding of Georgian and European music rules in a seemingly
quite conservative singing tradition such as the Khevsurian one.

Monophonic Singing with Different Voice Parts

From the standpoint of polyphony, vocal lamentations are especially noteworthy. There are
clearly two performers in a work recorded in 1948: the wailer and the mourner. Here, this might
sound like real two-voice polyphony — the beginning of the wailer’s melody sometimes coincides
with the ending of the mourner’s phrase, but due to the extremely low fidelity of the recording, it is
difficult to ascertain this. If this is not the case, this monophonic melody still contains the melodies
of two different voice parts. Such are the Khmit tirilebi, vocal lamentations performed solo and
recorded in 1948, 1953, and 1959 (the last one being in Tianeti). In these examples, the mourner
themselves sings the bass melody after finishing their own part, which can be explained by the
recording being done in a non-traditional environment.

Solo Singing

Solo songs performed without any accompaniment also contain some polyphonic features.
Such examples are Davgnatri dabadebasa and Shamovkhe mtis arkhotisa recorded in 1929. Those
who perform them also take the lower tonic of the mode in the melody, which is usually done by the

3 S. Makalatia also implies this when he writes: “In recent times the accordion has also been introduced here, which
is played in the Khevsurian style as accompaniment.”

6 According to M. Jordania, the adaptation of the accompaniment’s classic harmonic pairing (B-flat I-V43) to a melo-
dy based on an anhemitonic mode (C tonic) leaves a hilarious impression.
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bass in a polyphonic Georgian song. The works Kal-vazhis simghera (1948)", Beghlis kruli (1953),
and Tasshi shamgherneba (1959, Kazbegi District). A bass like that of drone polyphony songs
can also be harmonized to songs performed solo — Tutil atirda tsiskvilsa (1948, Chaura), Pekhze
simghera (1953, Motsmao), Shatil movida khokhobi (1959a, Tianeti District).

There is evident potential for polyphony in a monophonic genre with a social purpose
— children’s lullabies. Examples of these are nanas recorded in 1929 in the villages of Sachure,
Chiaura, and Barisakho; as well as in 1959 in Tianeti and Kazbegi.?

Singing in Unison

Shavs ludsa, tsitel ghvinosa®, a song recorded in 1929, is neither an example of drone polyph-
ony, nor of unison singing — here the second performer clearly follows the lead without listening to
him.!® The same goes for the song Usatauro (during excessive feasting). Tasshi mghera, in which a
unison takes the place of solo singing (1948) must be sung with an introduction, which is indicated
by the repetition of the verbal text. After the conclusion of their own parts, the alternating soloists
must sing the bass for each other."

Conclusion

It is made apparent by a fundamental study of expedition phonograph recordings from the
1920s to 1960s that the customary point of view established in Georgian musicology concerning
Khevsurian singing is wrong.

It is incorrect that:

1. The existence of polyphony in Khevsureti only became known in the 1930-40s (Jordania,
1989:24). This actually took place in the 1920s

2. The Khevsurs primarily sing primitive monophonic songs in unison. Unison singing is a
specific idiosyncrasy of Khevsurian music, implying the ancient qualities of the singing’s origins,
and it represents an expression of the Khevsurian musical dialect’s archaism (Chkhilvadze (editor-
compiler), 1960:XV; Garakanidze, 2011:28, 113). On the contrary, this is the result of the drone
polyphonic singing practice being forgotten;

3. Khutshabat gateneba contains a germ of two-voice polyphony, whereas Perkhisuli is a
shaped example of drone polyphony. Actually, they are songs that have developed in precisely
the same way.

4. The bass of a Khevsurian song is based on a single harmonic function, whereas on the
other hand a bass having two functions is found (Tsurtsumia (ed.), 2005:62).

It’s a fact that:

1. two-voice polyphony is not found in just two songs in Khevsureti: there are far more

7 The melody of this song recorded as a solo really represents the top voice of a drone polyphonic song.

8 In M. Jordania’s opinion, the melodies of Khevsurian lullabies are based only on tonic harmony, but some features
of dominant harmony are also found. The upward motion from the mode’s second step is considered by the scholar
to be such a feature.

9 G. Chkhikvadze had recorded a solo performance of “Shavs ludsa” in Khevsureti in 1953.

101n G. Chkhikvadze’s opinion, this is more a happenstance combination of two voices unrelated to each other than
drone polyphony.

" The same song is recorded with solo performances in 1959 and 1962.
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examples of this, they just have not been notated. The study of Khevsurian music was usually based
on notated examples.

2. Songs are sung in two voices not by just men, but also by women, and not only do
Khevsurs sing this way, but also Pshavians (known by Khevsuruli simghera).

3. The special place of solo songs with instrumental accompaniment in the Khevsurian
repertoire is explained through the replacement of two-voice songs by such a performance.

4. Khevsurian Khmit tirilebi, vocal lamentations performed solo contain melodies in two
voices having different functions. A necessary element of Georgian polyphony (the lower tonic
of a mode) is manifested in solo songs, the potential of harmonizing with a bass is evident in a
monophonic genre having a social purpose (in cradle lullabies).

5. Some works featuring a combination of Georgian and European music rules are already
encountered in the 1940s in the Khevsurian singing tradition known for its conservatism.

The study of Khevsurian polyphony must continue in this direction. Intensive field work is
necessary to find additional musical materials. While Khevsurs are still living in close-knit commu-
nities, this task is urgent.
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JV69 30MOILN
(3LOM6901N)

3Q3130() ©Y LINFI3ON) BMBIMdS LIOML 3MIIIEI6NTNI6
LN3LIMIBIN (LBILMIM-OVIMLIINIMN ILOMEI0NN). KERGUTAMINE-OL
0336039 ©J 3NLN VBI6GIBNIBdN

700bbmydm 3mzomym 3nbnlodn dggmob bodommol EMBOL (HMBOMmMANL) dgE3mo
LOgBomE  3o3MEIMIdYMN, MY33e bogmado JgbBozmomn dmzmagbos (Alekseyev
1986; Ambrazevicius 2015 ,2014; Scherbaum & Mzhavanadze 2020). 00bOMObMONMN0
030300 HMEbL3MBOENNL HobabENY FBMdOMNY, MY3Ey o8 dmbbybydNL BM3ZHLAN
330000 YRMm 0330000 (01090 nbngomyMng 30) IM3mMabos — 33370100 EOMBO30MN
OmEymoEngdn,  MmImgdboy  dmbaslb  LNJoMMOL  MBBEVMBBMdNMN  godMY,
o3 LobHYIshnMow  aodmnygbgde  bahmb  (LudbMmgm-smAmbogzmamn  gbhmMbymN)
0Mo30mMBoBNmMNob LNAWYMadTn o EFBMONMNY MmgmME  kergiitimine (,03900%). 9L
800mM33ma39, 939LH03NMO o LEHVHNLAHOZNMO SBOMNDAL FodMYgbadnm, o3 HHZHYMM
H096030L gLbBO3mMNL 30390 BEIMMOVY.

Kergiitimine-0 30M39mo smByMmo 30mMd0mM3s 53009mM3s JmbmaMmomsds ofmdol mapm
300L000503s (Armas Otto Vaisanen), Mm3dgmng 1913 Bymb Byfooo:

»oLYMBOOMOE, Bomn AgbMymgdob dMbABYBNLLL, A3n YyMomgdo Yzgmody 3gHo
9fmdo HEbonM3o Rodhds dnodyhm: bndmamMmol gob3o3zmmosdn MedwnbiyMaAy dagmob
LOBommy AMmYMMEDbYMO V6 F9abgdHMS ogEY. LoMaEM3080 gb h3g3e — kergiitimine
— 000bLbbgb mMmammE  oYEomMYdmmds  gmdam  LNdMgMyd3n  (3obLLZHMYdO 0D
LOBMYMYOd0, MHMBNYONE NBBOTMNVD ML VZO3TNMYONINN), MOEEVD dMBMgMmMELMZNL,
Mg kilohee-b — g3tm domom bdsb gl (8nbdn sbgmn gMmonn Amdmgmomny),
dn0dangdo dbgamn sm3mAbogl bondmaMo, 0y d39MY oM BVdMEYOY. Kergltdmine oMol
LemObHOL Logddg; anbn 3odnb3g 3BV dbom HMBL dxgBymb. <...> dmgzgM, MMES
qL 3my3nb Lomobom vraNMdY begds <...>, bommabydal donvdgdnmgds ngddbgdo”
(Tampere 1939: 70-71).

LML LOBMYMaONL 30a3 gfmon 9db3gMpo o I3Mmadsombyma, qbhmMbymn
3Mm33mdohmm vbodhmmn gomdbgzn (Anatoli GarSnek) mo30b obgmhhonodn (1953) oby
830bLb0L kergiitimine-oby OONTLYMYOOL O HYJONZob:

LOMMObHTS PO vomANML Jgbobfyagdgmn Lodmgmol dggmMob Londommny o
oMB3oogL, MM 3nbonbom30L ab JgbMymadolb d;gmn EMmMAL gobdvzaNMdS3N
3m3xmMbhymo 0gbgds. b ndohm3oo vYENMYdImMN, MM gdnbon, Azgnmadmng, daamob
LOBommMAL  Fomans  LBY3L. MmEgbog bLodmgms dbgmegds, Lmmabhn  Lodmymol
0m39306m LAHMMARL YRNM ESBSMO B3IMN NBYHOL, 0B NBYxdL Bbs HMBbOMMONSD
o obom yBMM odom mbydy Hodmenl, bLobLd agnbdoon nbgz oM Hogmo39do;
OmAmgMmaon domnob 3zmdbmdnoMnbn oMndb sbgon 33tNaNYdNLOEAN O NBHMBLE3NNL
030mbodMOLNM, domNb HYLHOW BxwNLD. <...> gb hodbnglo, MMBYNNE OYEOMYOMMOSD
BomAMAzo, HMo0EnnmMo goboos. vb3g 33b3nds 890mbzg3900, MmEs bmmAbhn dob
Lodommadob gomadn nygbgdL <...> (Garsnek 1953: 31).

30HOMIOM BIMoaAnbhnd380n kergiitimine-ob (H9Jb030L oMbyMO 30 vMoo dbmanmeo
0mEamN, 0Modg godmmddnmons dmgngMmmn 30Moyn dobn 3nbJEngdoL MomMdSdY.
3000 o DMENgMoN0 HMM sbomn Yool bogydzgmdy dgagz0dmns bodn Fmv3oMn
303mogdo @odmaymo: kergiitimine sMobL (1) 3Mogdhnlnmo oyEomgdmmds LodmgModn
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obob3oMydmM; (2) LodebhndnMn o 3MA3MdoEOYMO NoMsmn, MmdgmnE 39ModSMYM
HaJLHSL ML OZe3TNMYdYMN: (3) nd39mabo 330, MMTMNE NOY d93060MHNBM.
08 LEOMNOL 3DV, LAd3mMNBBN VOSMNDNM, LBBNZY o8 303MYDNL B9dMBAYdY O
1003090039 vboamn AMbBMYOOL o VbLBNL VTdMHYOSS. dMNMON L3330 oL
BomAMa30an0L ,nd39mab HfMonENBL o dxaqos 3bfs LndmgMnbogseb, MmAmadLos
dLMYMYO6 8NbYd0 Ludn godmhgbomn byhm dmAmommnb bygmAdmazobyamdom: vbg
3000M0bo (Anne Vabarna) (ood. 1877), 3M0do g3omob®g (Kreepa Pihlaste) (cood. 1892) oo
39Mo 30603y (Veera Pahnapuu) (c000. 1916) (3bfMomo 1). bondmgmgdn hobgmomns 1959 o
1977 Bngob dmmMob 3gMomeedn; 3oo dmmnboo 3MmMANL, JomMabMYMN, OOMOOIdD O
mofmognano bodmgmgdon; dgbiyangdol bobaMdmnzmos smab 20 o 84 dganmbihmman;
kergiitimine-ob 35000b3939000L Y3nmodg 0o MHomeegdmos 9o bodmgmodn — 14-0o.

03 9396m3n60L LoBYNLN vBYMAL AMbOEI3SE BabMYMIdOL ENV3MOTYdDY daaMnL
LOBoMMOL EMBY godm3boby. 93MVbdY dmMEgdymo NogMmeds (AL oMol dMbO3mMNL
OM0LMOD V3e3dnMdmMn LNdmagMs, MMIJMbOE 9B 3000MBOL gNdn VLfMNMAOL)
Do 330A39690L HMBOENMANL BBOMMIONL S EBBOMIONL 303aMYdL (CCNV3MOAS 1).
000 MB35 d3Mdn 08 NVaModnddY kergiitimine-b 8900139390 B0YNDMYOL.
00 89bMymMydLdn, MM3gmnE 55 AgmMmMLbAHMMRNLAVD Axaq0Y, 9B 30doMbA3 gL hadbnlo
14-396 800mMnyYynbo. ©NogMmods obzg oh37090L, MM MmammE dmbommMbymn nym,
kergiitimine-ob y3gmo d90mb3n30L 606 PLBEMYOS dToMMdS. T3S, domo LEMMO
o 0gbgdo 03 0FomagdYOL ,0bIMIBbMdNMN” 3PBmoMm. godMA30L  YomMgbo
8oLbog30Mn  dgnan  oFommndol  3edyddn  33390Mo  godmbogmmo  dDogdogymn
3mbhnmos.  Dogdogolb  dagms B39had0  d9qbododgos  Mmo;mgymn  3gmmbhMmMazb
oLOBYNLL LMMOLAHNL Jom@Hnodo; gb BnABL3L, MMA Lmmobhn LobHyFsbhyMo nByqol
000mym 39mmbAHMMAL HRMM LdMY, 3000M7 3160 B3MB3MIOL Bobob. dggzndmns
000b  LOYYd3omMdy  O30L330OM, MM3 oMo 0dobo, Moy LYHML  HMONENS3N
38bmdomns Mmamm3 kergiitdmine-a, SMHLHOMOL vLbY3Y) FogMm-kergiitdmine-0 MNOOOMYYINO
Fnanmbhmma3nl obobynbadn; bLonbhoMabmo, Mm3 o3 MHgJbngolb oMy 333mM3Mgdn
obbgbgdab o oM@ o8 HMooEnol Johomgdmadn. 30g3 9Mmomn, Moy dondmgdo
©03000bmm 03 NBEMO3edY, nboo, MMI HBPomMmME ymagmo kergiitimine-ob 3900098
810600 3obbosnmmydnm LEMONOE dTOMMYdL HMBIMMOSL.

30mobHhabY o 30b031L gdnbgdal dngf Jgbiyagdyano AMLOZMNL dMYOSLMVD
0030330M701 M0 9Momo o 03039 LOMYMNL NBMOTYODY (NVgMds 2,3) Bga30dmno
003060bmm B0gdognmn MM v®AoZom 3odDYO3N, MPIEo gL oM oMb 0by d3ox0ME
8odmbognmo, MmammE 3000MboL dgbMyangdodn. Ydyomme kergiitimine-ob 3900093
HMBommdnL  LEMORs  vbg30L  HbgbEne o3 mm  893mb3g3odnE  33b3YdO
(3o6LVIYNMYON 30631L FgbYNgdLAN). GFomobhHL Jobiymadedn, sby3y dgndmyds
393608b6mm kergiitimine-ob 39enmbHMHMRYONL 39893 300MyabadnL Habrogbino, MmEo
31600 HmbomdsL AzgnmadmMnzdy yo3mm d3390mmMoe bBH3L dommo.

AmboO3mMNL vMYOOLMOL O30380MYdYMo LNBMYMAL NOaMOBNL bbgo LndmagmMaly
900mmonobob 3goMgdabolb, 3bgozm, MM moomgym dMImgmomb o gndboob
LogyOMn oMAn3000 o H393900 0J3b. b NEgMBBYdN dvbY3] 330H390YdY0, 0y
Modgbo bdoMo o Mo 3gMomoymmdom 0ygbgdgd Lmmobhgdn kergiitimine-b
9mbO3MNL VMYOOLMOD O 30380MYdNMN LNBMYMNL Lodnz] BaLMYMONLOL, FogOMOMO,
9L Hagdonzo bLogdom bdoMmoe o 3gH-b03tmMadO MObLdOMN  NbHyM3omMadn —
ymagm 4-6 39mmbhmmadn 33b3wogos. omob LNBmyMaon, MmAmMYd3nE kergiitimine
03300000 /00 dMOMOBOdMB 8o3MNY9B0S — BogoMNMS, 300037L o 3000MBLL
FqbMYMYOYMO oM. DML Mmd 3md3om, 8903AbY3y, Mmd kergiitimine-0



003039MO O E3MFOZOMO HMBIMMOS LYHML FMOZOMBIBNMNSG LNTMYMYd3n
(LEBbMYN-0MBMLOZMY JLHMDBYNN). Kergiitimine-ob Hydobn3o O FnbO RO 30900 137

993tm bdomo o LobHBoH Mo YMmm LEMOY o6 abgom LNdmyMgddn godmnygbgdo,
MHAMaO0E YRm 0bhHbboymo bLHnmoo, LMYMEYd. vYHdoMadaM o YRMmM Mdym
OdmMOYM LOAMYMYOAN kergiitimine-0 Y39 NB300MOQ 330300.

B90mm 30bboby kergiitimine-ob 03n0J300LOIVD B I330MYONMN LGN 303MNYDY —
3qbMymydnb boandgbymodo, 3m33mdainymo bymbo, MmMIganoE 39Mosmym Hydbhbod
©0030330M701mM0 o POMomme  dzgmo  HfMo0Ens. ©3  LHHNdn  JoMNMOOE
Yynioomgosl 30M39m 303momgdodg 3080b30md, Mm3gmng 99Lodab P3omMobInMgdo.
99mty  30Mo1Mob o30380Mgdnm dbmmme 0dob 30¢hy30, Mmd EbMo Lodmymob
obomndn, Mm3gmoE Hogomemy JobmTybogmmma o nMMMa Nvbn3go MMOLMSD
gfomo (Janika Oras), ot 0sbhnMgdb sbgomn 3MmMymoEngdnb ombydmMOLL. 390mban3gdn,
o kergiitdmine-ob go0myngbgde 9dmbznze 3madumo hodbhob o 39dYMYdL, of
oMbyoMOL. Dmangio 893mb33030 33093L E3MNb393700 Lodomm EMBOL 39dDYMOLML
— 89000M7000 sbomn 93s obOBYNLdN o6 3nfMsdntn Bghyzgmgdo osMmado.
083 kergiitdmine-0b HIMOZMYLMOY — 66 Fdmbaznznob 40-Bg Tohn — 33b3WHdO
Hadbhob bodyOAL 5.6. oMomgmnMmn F31RJ00L Fngbno, MoE bn36o3L, MMA kergiitimine-
b 3odmygbads o oMb  o30380Mgd Mo  LBLNAMgMM  3Madol  IMI3MdOENYM
39%9Ma0M0. 30Moyn, MMA kergiitimine-0 bym di0Mg Lohmb dzgm HMONENS0 Fonb3
o3 LYBLBHOZNMO LETNOMYdS nYM O vME 3MAI3MBNENYMN, LolToM© OToEMYOIMN
AOBL, 0133o Bom3gnmn dndmban3gdn dgndangdo dna3bawqbl.

obamo  3n031n0MYdge ,3MOJH0INMO  OPEOMYOMMONLY o ,d39m0  HfMONEONL*
©0030M0L3NMYOOL.  YBY  330bbmaEIL, MM3  dbgMN  VYEOMYdMMOS  BydLANHM
3900b393080 Logdomm bL3YEN}RNINMN M30LYO0S 0J6YdME©., Moaseb dMmogzomn bbgo
99L0gomMyYM  39mAModn, bLooE ©3aMoL LNTommAb EMBNL MBBEVMOD vBoMmmMYd
33b309d0, dbgmn MO oM 23043L. HMOOENBLML FndoMmmadob Moy dggbgds, b
330bbmagl, MM3 Momog dm30H3n gL HfMoNENy Bomdmndzs 03 3odyDYOAL g3odm,
MHM3MYONE MMM 30H3O3MMOS3N 30BYYdSL 309 3o, dbMdYMO 8xRoLEY Vb Lbzwd
AoboE3mMAL. A3nb dondangdo b3 V33300, MM3 kergiitimine-0 S)(30MYOIMNNEOS OO
HMONENIMOE o 08 3530b3g30d0 03 mMn 3odhmmMol HNMcNgMMTNToMNYdS OO
803M30330M0M0N 00 9MNBIBNL Bn30000MMN MNNMMYHMNL Mamodnyo 3608305mmdnb
033030 ©Man390(Hxd0. Yzgmoxngmo Mo@ kergiitimine-0b 30MEO3NM dYENMHOMMOSDY
003300036900, dbRLHYOL ©3 HJbnZoL HMONENYMMOLL, 3odnb Mm@ kergiitimine-ob
»39900MNmMYdgmn* odmynogonlb dndmban3gdn dnbo inbdEnol MmgmmE dbmanmo
HmMo0En0b LoboMaxdmmME I9hHY39madL.

0oz ofmgndnbhn  kergiitimine-0b  3MoJH0ZN  OPEOMYOMMOSL 0303,
0030300 HfMobL3MDNENNL YH3gyMmME domomo bohdomgs. dmnom, d5308mBImo gb
0033900 bHOHOLAHNZYMO VBOMNDAL BxHaIONL dodmygbgdam. BbMomdn 2 Hmbommodnlb
06930L  Lohdomol godmmzmab MVdw)bndy Tgomens gdodmygbgdygmon. oy 30dobo
030L  OEENBLY, Y MOBYbo LBMORL vnbBx3d HMbomMMdy ™M  kergiitdmine-b
dmmob, LobLMaxdMM 0gbgds 9MNBBINL Fgz0oMmo d3gMmab  Lodommol mMby
0mongbo3n Fombhmma3gdnb dmmmb. 930l boagydzgmdg 3g3dmgdm g3odMm3mM3SMMO,
030000 83ondMYOS 139MNL bundsmmnl mMby dngamn BgbMmadab 3obdozanmdLA0,
0y LmmObhn o godmoygbgdL kergiitimine-0b (003D, MYABO  HMIBL3MDOEZNNL
Mgomymo  bLOLBEMONNL  ZoAMLO3MABO  LodoMms  godm3mM3oMMD), 0 MO
0dMY00 139M0L LNdsmaNL EMBY MNcMgYMN FGINMLAHMMANLLL. 00 odMM3MYdNL
LOYYd39Mdy gbodmgdgmne 3g303sLM™M, Y MOTEYDOE VFOMMEYdS HMBIMMOS
LOBMYMOL  dMEMLOM30L, 0y LMMELbHO oM kergiitimine-b dodMNygbYdLS O oME3
303MMAMOYMOENJ0L.
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@gbMmomdn  dmEgdgmns:  30M3zgmn  3mbo3ndaon 330h33000L — yzgmody Hodym
(Lodyomm LAHSHOLAONZNM) SFdMMYOSL BMBNEBO3] FgmMLbMMaOL MMl ;NncMgY
80000mndgdnm LodmaModn. 8903900 0E3MYdS 0.1 o 0.4 BobyzeMAHMBIOL AmMAL,
LOTOMM 30 oMb 0.23 BobyzomMBmMbN 603Bo SO byMNodn. 03 MBYDY HMBIMMANL
009300 kergiitimine-ob HnJo030L godmygbodol gomgdg LNdmamMob dmmmL  dgnao©
3nndmnos dma33qL 8603309mmM3000 DM HobobhnModn—5.2-0006 16.5 bobgzotbhmbodoy
HMOBLAMDNENNL LoHFMOL Y BgeMbEHMMNOOL MOMEHEMOOL AxLodETNbO.

9nmMyg, O0M30mMS HmBoMdNL 92397hnM0 v3ommads MMM Fgenmbhmma3nL
800003mmdodn.  Fnmgdymo 3593900 300093 IRMM  bLoyyMomgdms.  Lodyomm
000mmnds 3gmmbhMmmaznl gobdozmmdodn nEamgds -0.2¢000 0.7 Bobgzemhmbodog,
bmmm  yzgms  bodmgmob  Lodyoanm  Foh3zgbgdgmns 0.39 Bobyzompmbo.  daamMal
LOGommEL  DMEES  FobMYMONL  gobTogzmmdEdn, My bLMMELHO oM  EOOSOMHOL
OMBONMOOL kergiitdmine-000 o6 803MM-0mM©OYMO30gd0m, o8 Jgdmbzgzedn dgndmngdo
38.5 bobyzoMHmbL  3onmobodmgl (b oby 3000MOSL bl AMLLZMNL vMadNL
LOBMYMOL F9n30v). Lodn bmaALEHNL AxHaJdn obLb3v3xOYMNY, BogMmod Bydnbdnym
80900b393080, bomgamns, Mm3  Hmboammdnl dgE3ms 0by LEMOSL brogds, Mmd
»3MBHMMMBALANYOYONL® gothoMgdoy bodnmm.

000b  godm, Mm3d  HMOBL3MDNENNL  NbHyM3omMn  FganmbhMmmxdn  dgndmyds
©03mMm300007mn  ogymb 3oL bogMmdgdy, JRMM OnxbHo BMBOEYTgdoL  Bobomgdoc,
HMBOMMAONL vFomangdol bohgomg godmomasms (390()9d0m 6od80n. o8 godmmM3mMad3o
0bY3] @EAMV3MNBY NN @EBLL3V3]0 LGN LMmmMNLHNL gndegdb dmMmab, MmAgmog,
39LodO3NLO, oML 4.1,4.9 2.6 39bh0 653T0. LonbhHyMabMY, 93 d7n3900L FgEoMydo
d9Mooydnb o 3703000d0lb  oBMAYBYdMOD, MMAmMaodoE L3SbYM  Lodgmmansmm
LOBMYMg0dn FnbndbaL ,HMBOL dmngmo MVBEVMObMONMN vommgds Bycmdn 100
3960o39” (Scherbaum, Mzhavanadze 2020: 138).

LML LNBWYMYONVD O3380MYOYMN v LN 31BNl BohH37bxdMadN BoMcmos
©0NS — 294, 246 o 156 3960 By;3n. dg30mbzo, Mm3gmbog oo 3330bybmo,
300009300: Mohmad bBy396 Lyhmymn FMBMYMMION HMBIMMOLL dbY LBMOROE?

od3o dmEnm, 3M Lb3s 30mb3olb 393obybmo: Mo yxMm 36n3365mMmM30600
kergiitimine-ob 3o0mygbad0bob — sdbmaHNM0 01 Mgmohnymn bodsmang? ofmm-5MHo0
1339 0obbgbadn 303mmgdOL Mbobdow, kergiitimine-ob Fgonmn  3obLOINNMYON
bodommo Dgo 3oMbnob 4ills-b 3BLMYMMHOMOLOM30L, MMTgmnE bbls dndmbag3odn,
LOBMYMOL  FgHLIgHoe Tomomn  HLOBHYMOD  EOOLMYMYOS. b3oL  ENB3oDMBN
0000m9m0  3m3mgMmobom3ob  MomoE  3oM3zgnmo  sobmmybhnmo  LoJsmaOMmoo
d00myonmo, MmMIgmmob  3nobanmydobob bdol  IMmoyEntgds  DMBsdy  dgho
0b(HnBLOYMN LYo O LMmMNLHTS V3OdY MYogNMadY kergiitimine-0b 3odmyxbydNM YOO
Amobnbmb. 08 303mMmmdab FgbodmbIgdMoE 93008009 NVaMOTs (NVgMods 4),
Hm3mBy 3 BoMBmMa)bnmos dmamymo 396hmMab Lodomanab 33mnmgdab ENB30dDMBA.

b ©00gMddd 33nA30090L, MmM3 H3zgbLb dngMm 3oobomndydnm  dgbMnangdgddn
HobohMOL VMHY3000 doaNSb oMM, MBS 08 ENVEMOAdBN Y3gmody LonbhafMgbm
oMob AMEMOENYMN ©0030DMBAL Bye BM3MN, MOEEE0 380 MyMMOYMBL o
800bOdM3MMUL kergiitimine-0b 3o0mynbodal bodomMmads. 01 yzgmo dobmmadsl o0l
80m30mnbBNbYdNm Fg30000MYdm, 30d0b LNJomMNL MBL Do BM3MYdL dmmMab
800bb3o39d0 0gbgdo ovbammydom 4.5 bBobgzomHmbo. obomMo N gobbbzozgdo
dgndangdo vnbbbsolb 3m3myMmgdnb nbEEN30YsMYMN 3MIomymo Jgbodangdmmogdnl
800bb303900m (8obLLIYOMYONM kills-b FgdLMymMadgdoL), N30L Zomz3omnbBNBYdND,
MHmd yzgmo gyboonb LOBMYMaONL Jxnaxdn 9MmMbonMn oym. Y33z o3 dbLBLL
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LOYg3MbL bronb b, MM V3039 8YBHdAL dgbfymgdedn Lndommob MBAL gobLblzozxd
096033069mmM30600. Lb3OEOLL3S aLbEMNMaONLOL LMmmMOLAH3S dondmads B3ds oMM
3160b, Hm3 03mgmmb LEgMIBMOMOE FoMMS BB OO, M130603603L, MMA SOLMMYHYMO
LOBommy oM OMNL gosdbyzghn odhmmo kergiitimine-ob godmbOynbHdMO.

0y S0LMMYHHM Lo dM Zobo3nMMAYOL kergiitimine-ob 3o0mMynbYdSL, o8n0
000b 30d9dYd0 b 39d90Mmo Lndomanl Mgmohnym 33mMomgdadn. ©3 RogJhmmab
39boggbgdmo 3y @odmam3zsmg bodommob Mgmohnymn DM kergiitimine-ob B0b
0 393000007 M350 IMEIYMOENNL NBHYM3omb (FbMoman 3). MmgmmE EbMoamab
0mbo399900 330H39069090, NBEN30YSMYMN dMTOZMMY kergiitdmine-0b B0b dgndangdo
doamnob gobbbzozgdnmn nymb —0.8-0006 3.4 6obgz0MHmbodg; sbymngg dogmdomamdoo
kergiitimine-ob 0bhaM3omd0L 393mb3930303. Lodyomm s Lodyomm bHohnbHNZHMO
LONEIYdN  Bogmgdo  dobLbbgogwgde.  Lodmgoome, MmEo yagmo  Londmgmolb
8030LoFOMMYOM, LVZTSME OVMOBLYdYMN LyMomn BoMIMa3000370s: Ladyomm o
LoTgomm bhoHbhngnmno Lownqon kergiitimine-ob BOBY dMTOZMMONLONZOL VML 1.8
o 1.7 bobgzohmbo; kergiitimine-ob Agbodadnbn boowy 1.7 o 1.6 bobyzombhmba. sby
Hmd, Lodyomm bobaMIMN3MOYON BMASIMMONL O EOMTO3NMONLOM3NL Fommme
0.1 Bobyzombhmboo 8obbbzoznds. MOBHbSE d®MBo3mMMMONL NbHHM3oMadN MELO3
9RMM ONNY, 300007 kergiitimine-ob 0bhHM30MYdN, A30NMadMN3, LoJommal DM
LOBMYMOL OMENMLZYD FNMNLD HMBDY Bodgdo NBHYMIOMNm brogdy. dLOMN DML
dogmo dnbiYndob 3obdozmmddn LogdomMw go3MEMYdNN AM3MYDSS HNSONENYM
3m3omym dYb0Zedn; MY3Ee bybhmymn FMIMgMmadn o8 8xHaL domnob Moymo gdom
069396, bodommob oMBOL YOFMO30 NN Y FE3NMY 9BI30L O VBY30L Ladyomado.

kergiitimine-ob 3MoJH0ZNAM 0YEOMYOMMOLL MoE F9qbads, 39330dmnsd o30L3300M,
M3 co;mgymo  3Mb3MgHnmo omdogzemn AmEYmMoEnnb 30dgdo 03gdbo ab 30
oMoy, MmA ,130007MLN" Lodommy, Mm3gmMbLE 3nbO vMBY3L, JoMmmoz bamb ydamaby
dabiYmMydsL; oL YIMM 303903070 FgFoBNDANY, HMIIMOE BSOdMYOL HMNBSMMOL.
bbzo LoY37000,  kergiitimine-ob  300MYnHYOAL  obyYzaHnmgdadn  dOLMMYHYMN
LOBoMMY BOENMYON BOZMYda 3bNI3DgMM30bNY, 3ncoMy Lndomaab MymohnyMn
00930 O MMM NBN3NNSMNMN kergiitdmine-ob 3MOJHOINMN OPEOMIOMMOS
dqn0dangdo domoob bbHN VM3MABEYL. 0YIEo BonbE NJBMM OBoE)MIOIMO ALYV,
Hmd o3 bgmbob godmygdgonb dmasn LogYd39MO V3S3TNMIOYMNS domNsb LEMON
003030 HML3MDOEFNVLMVD gybonl §3ndmMEdn.

kergiitimine-ob 939bmM3n00L vMbLOBYMO, MM 30xb30L YO gogEaL 3obybo: ghomn
abmng, Mohm3 ©odmadL bmmobhHn LodommNb mMbyL o, dgmiy dbMng, Mohmad
000mmadlb  dob  gnbon? 933mo3Maods  Medwnbndg IMbODMYOL  Bx3Ma3MO30dYL
30M39m LOINMbMOD VZE3T0MYONM, FogMod nb, Mmd LyHML gNdgoL HMBomMdNL
030mmd0b 3obbogyoMgdymo HdgdbEnd dbsbNomMydL, ymzgmmanb gobobnmadmo
MHmamME odho o 3obo sbbbo FMOE oM YENM. Bomgmas, MM3 3obYbydo o8 MM
300003009 9MNBO0NMOBBY V3O3TNMIOYMN S Babodmadgmny, MM kergiitimine-ab
800m3ob0L ¥3MbLBAL gobvmgdn dommamsz byhmb AMoz3omMBIBNMNBBN LndmgmMnbomznb
0030bsbnomgdamMo HMBOL PHZgHMM 9B930L B0dYDYOBN NBoaNgdo.

300093 9Mon 8603309mm30bn  3nmbzo 9bgdo nMNNgMMOsL  LmmAbHLY o
806l dmmob. LML 03 LENBMYMYdOL  SBOMNDOLOL, MMAMYOdos  kergiitimine-00
800mynbgdyamo, bdoMmo 0gdbgde dmodgdonmads, Mmd Lodmgmob gobdvzamMdE3N
00000000MgMAL  3yednzn dMdmmy ,omdoz0m  domgdb” o ,00m3030m  domgdb®
dmMob. 30M39mbo 3ndbmsbos oio3dnmgdymon, dgmmgbo — bmmobHMob. bLmmobho
HMBOL ©3omMad0L ZoboZMBHMMMdMe MM Fgomob nygbgdb: ofmone kergiitimine-
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0b, FgmMy 30 oM3ogomn  3ngMmAMEYMOENYdN  FYMMLAHMMBIONL  OLLBYNLAN.
kergiitdmine-0 goo0M9dymon, bLoymzgmmome 3nMHdNMO (HYFb0ZoS. oMoz 3n3Mm-
OmEymoEne  Mmammz AoBL, of oMb BomNobo  3oEdbmdogMmadnmn dmJdgwgdo,
M00aob v3 HMownEnnb 3n3)3Madn 3oL MomMoedy Mondy 3M39BHOML o ©390Ydb.
8nbbog  bLodommol  EMbNL  oBa30L  mMo  Jgomn  ogab:  PRMmM  AMd M3
000MObMdNMN 86730 ymagan dgmmbhimmaydo o yxmm 3603365mm3060, ogMmed
0bY3] VBOMBMONMN B30 FgMMLEHIMMRYO3n, MMBMYdOS kergiitimine-00n 0ByYyydo.
00bgozoe 0dnbo, Mmd 333m)3Mgdnb dh3nEadnm, anbwo 3mbiomdgdno bawgdo
LOMOLAHOL dngm FgMO30DYOYM dbom  HMBOMMOLL, gb Jbmmme BoBoMmMAMNZo0
LEMMO, MOELD LEBMMYW kergiitimine-006 AYMMLAHMMROT0D NToMNYdS  YONILO
L,0Mdmmo* 1339 30mBgYMO YmmM Jomama Habod Mol dgbobomAybydmaco.

LY ,0030MNL3NMYdS" LMmmObHLY o dnbwL dmmob dgiznmbzgdL VoyoL.
LbgoL MM3 MO30 O30070M™, LMmMALHNL FodObO bl obToMads Yo nymb,
Hm3 3nbm30b Ambobymbadgmn Habobhnmocmn ndmammb, dogmod Mmgmmi HobL, anbwn
B0600m3YaMosL HBa3L 08 ObTIMYOLL o HMBIMMASL by No3Mm domms LBY3L.
003M03 01 o ©30M0LANMYOOLEVD 30 MY, dMBBYL MVBSTIMMIMMOLMOD 33073L
LOJAY? o MO dMOL V8 MNVBHTMMIMMANL FnDSBN?

00 3001b30Dg 3obybob goboEgdo HBY L31n330m, MmMA Lahmb dzgan HMonENdn
dbmmme  bLMmEObHOL EOMBo30MN  AMEYMOENJON 30 oMdd ZoodMYdymo Hadonao,
oMo3g anboonb dngm LN3ommob DMOE o gb LobyM3gmo gbogHNZnMo 939dHob
000900 9dLbobyMgdo. 0y b Ed3900 LEMMNYS, 30800 kergiitimine-ob Mmmo Lodomanol
06930L30L bymob gdmo 30 0w, obABMYdS nym. 3nbronl AMBmMgimadn (bLozomMoymE
killo-b  bgmddm3z00gmmonm)  gobdMmob  v3ommndgb  HMBomMmMdLL, Momog  dggmob
800bVgNMOYM LOLYRMO39L O JBMENYMMOSL VMBY330 o 0ENVB, M3 Lmmobh
oM3030mn AMEYMOEnom bogomm dmdgbhdo ogbdomgds. moz0lb dbfmong, bmmabho
kergiitimine-o0  LOIMYMOL  FoMNYMIONLSL 03BV ,LOHYOEONL  FoOMAYBIL® 30
o 300MMOL, vMddg 30Mndom, 3ndbnbomM30L HMBOMMANL ©Bg30LOM30L Lodnmm
L,L03MEOLY POMNO3gMYMBN, anbL HMBOMmMANL oBg30L LEHNBHML odangab. vdnm
00bbBYOY PodMo30 853mb3g3s, MmEs LmmNLHNL BMEYMOMYOS dYENMYOIMN O dMAb.

0y 9b 303mmbo LBMMNS, 8odnb byhmLb Hd39maL LobN3MyMHM  HMONENSTN
q9LMYHNZNMO VOMYOHYMYOL PYOMMM LM NBEHHBLOYMN (HyddMnm dgbMymydodn 30
ofMos Am39dnan0n, oMmodn Haddmob o 0ggmol Lndsmmmob E3mMNMYdL NBE3N3od0,
HmAgmboE dm3yzgdo 0gamol bodsmmoby o H3dMOL ZMBHMOLAHN, Mobog 33z3gmmMn
oM3030mMn AMEYMOENS Jabolb. sbgom 1Hagdonlob Lbzsobbge Lobndmgmm FobMyddn
800bbb3ozgdymMo  3MbmMHoENgdn Jgndmgde 3dmboglb — Lodgamanofmm Lndmgmyddn
979L3MgLOYNMANL, Mgy bLodmgmaddo dognyMo JRJHoL 36n336nMdAL DML,
LOMYLBLBOYMM LodmyMgddn bobofmymol odmbohas b OToHIdNMN LEMOTSIM
9ma39bhnb dghobs bLomommom bndmgmgdda.

mbEMoMOND  kergiitimine-ob  (HoJ0030 domNob 03000  3o3MNYn0Ydd O
mammz AoBL, LedMMMME OZeMad M3nbN LEbynbn 36nB30gmmMdY, v3nhmad H39b
dbmmme  30Monqo0lb 83odmmdds 8ga3ndmno 3nbo Lobynbn YBIENJdNL Bgbobgd.
o030 9L 939bm3nbn domnob LonbhyMabm o 96n330gmMmM306n LogamMg3n ™Yoo,
M00aob 0b domnob 0330000 o v330Mo Pd3zgmabno. ©3 H9Jb0z0L Lobynbydab
0m3mAgbe Bomgmb Am3xnbos 300 LYHML HHYMOL BoMBMIMOSL.

00M3860 FoMmnbo 0ddMm39d93d
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ZANNA PARTLAS
(ESTONIA)

RISING AND FALLING TONALITY IN SETO MULTIPART SONGS
(SOUTH-EAST ESTONIA). THE KERGUTAMINE
TECHNIQUE AND ITS FUNCTIONS

Changing pitch level (tonality) in traditional unaccompanied vocal music is a widespread
but little-studied phenomenon (Alekseyev 1986; Ambrazevicius 2014, 2015; Scherbaum &
Mzhavanadze 2020). There is a well-known tendency towards gradual upward transposition, but
the focus of this paper is the much rarer (maybe even unique) phenomenon of abrupt downward
modulations following a gradual rise in pitch regularly practiced in the multipart songs of the
Seto (South-East Estonia) and known as kergiitimine (‘relief”). This study is the first attempt to
investigate this unusual technique by means of an acoustic and statistical analysis.

The earliest description of kergiitimine, dating back to 1913, is from the outstanding Finnish
musical ethnographer Armas Otto Véisénen:

“In this way, my attention was drawn above all, as I heard their song, to one strange fact:
the sudden descent of the pitch several times, that is, consciously, during the song. In Seretsova,
this habit, kergitamine, was explained as being necessary for long songs (especially in those in
connection with games), since for the one who sings kilohee, the higher voice (there is one such
singer in the choir) it may be difficult to sing unless the sound is lower. Kergitamine is the task of
the lead singer; the choir is immediately ready to adapt to the new tone. <...> Sometimes, when it
occurs at an appropriate point in a poem, <...>, it has the effect of an art”. (Tampere 1934: 70— 71)

Another expert and collector of Seto songs, the Estonian composer Anatoli Garsnek, in his
dissertation (1953), explains the meaning and technique of kergiitdmine as follows:

“The lead singer should choose the pitch of the song to be performed and make sure that the
choir is comfortable to sing all the time. This is necessary for the reason that the choir usually raises
the pitch. When it becomes difficult to sing, the lead singer begins the next strophe of the song lower
or, starting in the previous key, reaches a new, lower pitch shortly before the chorus enters again; the
singers are very sensitive to such a change and enter quite accurately in terms of intonation. <...>
This technique, having emerged out of necessity, has become traditional. We also observed cases
when the lead singer used it unnecessarily <...>”. (Gar$nek 1953: 31)

The fragments cited contain not only descriptions of the technique of kergiitimine but also
some assumptions about its functions. On the base of these and some more recent publications we
can identify three main hypotheses: kergiitdmine is (1) a practical necessity to facilitate singing;
(2) a semantic and compositional device associated with the verbal text; (3) an ancient custom
that should be maintained. The goal of this paper is to test these three hypotheses by means of
thorough analysis and to add some new considerations and explanations. The main research
material represents the “primary” tradition and is composed of nine songs performed by the choirs
of three prominent Seto lead singers, Anne Vabarna (b. 1877), Kreepa Pihlaste (b. 1892), and Veera
Péhnapuu (b. 1916) (Table 1). The songs were recorded between 1959 and 1977; among them, there
are work, calendric, narrative, and lyrical songs; the length of the performances is between 20 and
84 melostrophes; the biggest number of kergiitimine cases in one song is 14.
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To provide the initial description of this phenomenon I visualize the pitch level of the
performances in the diagrams. The diagram on the screen (it is the harvest song performed by Anne
Vabarna’s choir) clearly shows the cycles of the rises and falls in tonality (Diagram 1). The large
downward shifts on the diagram indicate instances of kergiitdmine. In this performance, consisting
of 55 melostrophes, Anne Vabarna applied this technique 14 times. The diagram also reveals that,
as expected, in all cases the kergiitidmine is preceded by a rise. However, it would not be entirely
correct to call these rises “gradual”. A very surprising measurement result is a pronounced zigzag
contour in the ascending phases. The lower points of the zigzag correspond to the beginning of
each melostrophe in the lead singer’s part; this means that the lead singer systematically starts each
new melostrophe a bit lower than the chorus ends the previous one. We can deduce from this that in
addition to what is known in the Seto tradition as kergiitidmine, there is a kind of micro-kergiitimine
at the beginning of each melostrophe, a technique which, interestingly, is mentioned neither by
researchers nor by the bearers of tradition. Another pattern that can be seen in this diagram is that
immediately after each kergiitdmine the chorus raises the tonality especially quickly.

In the diagrams of the same harvest song performed by the choirs of Pihlaste and Pédhnapuu
(Diagrams 2,3) we can also see the zigzag pattern in the ascending phases, though, this is not as
pronounced as in the performance by Vabarna. The tendency to quickly raise the pitch immediately
after kergiitdmine is also present in these two performances (especially in Pdhnapuu’s one). In
Pihlaste’s performance, we can also notice a tendency to employ kergiitdmine after melostrophes in
which the chorus raises the tonality more sharply than usual.

Testing patterns revealed in the harvest song on other song tunes, we find that each singer
and choir has their own preferences and habits. The diagrams also demonstrate how often and with
what periodicity the lead singers use kergiitdmine. In all three performances of the harvest song,
for example, this technique occurs quite often and at more or less equal intervals — in every 4— 6
melostrophes. There are also songs with rare and/or uneven use of kergiitimine — for example,
the narrative songs performed by Pdhnapuu and Vabarna. Generally speaking, it can be noticed
that a more frequent and systematic use of kergiitdmine occurs in faster songs or in those that are
performed in a more intense manner. In the unhurried and quieter long narrative songs, kergiitdmine
occurs more rarely.

I mentioned above three hypotheses about the function of kergiitdmine — the necessity to
facilitate singing, a compositional device related to verbal text, and just an old custom. In this
paper, I mostly focus on the first hypothesis as opposed to the third one. Regarding the second
assumption, I only say that the analysis of the nine songs, conducted with the assistance of the
ethnomusicologist and philologist Janika Oras, does not confirm the existence of such correlations.
There are no cases where the applications of kergiitdmine coincide with the large caesuras in the
poetic text. In some cases, there are coincidences with the mid-level caesura — the beginning of a
relatively new topic or direct speech in dialogue. However, the majority of kergiitdmine — more
than 40 out of the 66 instances — occur within the so-called parallel groups of text lines, which
means that the use of kergiitdmine is not related to the compositional caesuras of the song poetry. It
seems highly probable that, at least in the old Seto tradition, kergiitimine was neither semantic nor
a compositional device, though individual cases may occur.

Turning now to the opposition between “practical necessity” and “old custom”, it should be
remembered that such a necessity would be in any case a quite specific feature since it does not arise
in many other musical cultures where the gradual rise of a pitch level occurs. With regard to custom,
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it should be borne in mind that at some point this custom came about for reasons which may have
been forgotten over time, rethought, or replaced by others. We may also assume that kergiitimine
is both a necessity and a custom, in which case we should seek the relationship between the two
factors, comparing the arguments for the relative weight of each. Anything that points to the direct
necessity of kergiitdmine weakens the importance of the conventionality of this technique, whereas
cases of “unjustified” use of kergiitdmine speak in favour of its function as a mere custom.

The main argument in favour of the practical necessity of kergiitdmine is the unusually high
speed of the upward transposition. Let’s test this assumption using the results of statistical analysis.
In Table 2 several approaches are used to calculate the speed of the pitch rise. If the goal is to find
how quickly the tonality rises between two kergiitdmine, it is useful to compare the pitch at the
ends of adjacent melostrophes. On this basis, we can calculate how much the pitch level would rise
during the whole performance if the lead singer did not use the kergiitimine technique. However,
to reveal the real speed of transposition it is necessary to calculate how much the pitch level rises
over the duration of each melostrophe. Based on these calculations, it is possible to estimate how
much the tonality would rise to the end of the song if the lead singer employed neither kergiitimine
nor micro-modulations.

The table shows, firstly, the data for the most typical (median) rise between adjacent
melostrophes in each song under analysis. Results range between 0.1 and 0.4 semitones, with a
mean of 0.23 semitones across the sample set. Raising the tonality at this rate without using the
kergiitimine technique might by the end of the song result in a significant rise in tessitura — from
5.2 to 16.5 semitones, depending on the speed of transposition and the number of melostrophes.

Secondly, the effective rise in tonality during each melostrophe was calculated. The results
obtained are even more noteworthy. The median rise during the melostrophe ranges from 0.2 to
0.7 semitones, and the mean for all the songs is 0.39 semitones. The total rise in pitch throughout
the song, if the lead singer did not lower the pitch either by kergiitimine or by micro-modulations,
could in this case even be equal to 38.5 semitones (it is the result for the long harvest song of Anne
Vabarna’s choir). The results for the three lead singers are different, but in any case, it is clear that
the pitch shift takes place so rapidly that “countermeasures” are needed.

Since the interval of transposition within the melostrophe can be dependent on its length,
the speed of pitch rise in cents per second was calculated to get even more accurate data. These
calculations also revealed the great difference between the choirs of the three lead singers, equal
to 4.9, 4.1, and 2.6 cents per second respectively. It is interesting to compare these results with
the findings of Scherbaum and Mzhavanadze, who observed in the Svan funeral dirges “a strong
gradual pitch rise of up to 100 cents per minute” (Scherbaum, Mzhavanadze 2020: 138). The figures
for the Seto songs are remarkably greater — 294, 246, and 156 cents per minute respectively for
the three choirs. The intriguing question to be answered is why the Seto singers rise the tonality so
extremely quickly.

However, let us first answer the other question: which matters more for the use of kergiitimine
— absolute or relative pitch? According to one of the aforementioned hypotheses, the device of
kergiitimine is particularly necessary for the performer of the upper part 4ill6, who would otherwise
end up singing in too high a tessitura. The range of the voice is limited for each singer to a certain
absolute pitch, approaching which the voice production becomes too intense, and the lead singer
should react to this by employing kergiitimine. To test this hypothesis, I compiled a diagram
(Diagram 4), which represents the range of the change in pitch of the modal center.
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The diagram shows that the choice of tessitura in the performances analyzed is very wide.
Of greatest interest in this diagram is, however, the upper limit of the modulation range, since this
should, in theory, determine the need to use kergiitidmine. If we compare all the performances on
this basis, then the difference between the upper limits of the pitch level will be about 4.5 semitones.
Such a big difference could be explained by differences in the individual vocal capabilities of the
singers (especially, the kill6 singer), assuming that the results across the songs of each choir were
similar. However, this explanation is rendered doubtful by the significant difference in pitch level
among the performances of the same choirs. In different performances, the lead singer may allow
the choir to sing considerably higher or lower, which means that the absolute pitch is not a decisive
factor for the use of kergiitdmine.

If the absolute pitch does not determine the use of kergiitimine, then its reasons should be
sought in the relative change of pitch. To estimate this factor, I calculated the relative rise in pitch
prior to kergiitdmine and compared it with the interval of the descending modulation (Table 3). As
the data in the table reveals, the individual rises before kergiitdmine can be quite different — from 0.8
to 3.4 semitones; a similar situation is with intervals of kergiitimine. The mean and median values
differ less. In general, when averaged across all the songs, a fairly balanced picture emerges: the
mean and mediam values for the rise before kergiitimine are 1.8 and 1.7 semitones; the respective
values for kergiitimine are 1.7 and 1.6 semitones. Thus, the average values for ascent and descent
differ only by 0.1 semitones. Since the intervals of the rises tend to be slightly larger than those
of kergiitdmine, there is usually a rise in pitch towards the end of the song by the interval slightly
less than a whole tone. Such a rise during the whole performance is quite usual in traditional vocal
music; the Seto singers, however, achieve this result in a very complex way, by means of numerous
larger and smaller ascents and descents in the pitch level.

As for the practical necessity of kergiitimine, we can conclude that the reason for each
particular downward modulation is not so much that the “extreme” pitch reached by the choir
actually impedes singing; rather it is a preventive mechanism to lower the tonality after a rise
of somewhere between a semitone and a minor third. In another word, for the decision to use
kergiitdmine the absolute pitch matters much less than the relative rise in pitch, and the practical
necessity of each individual kergiitimine may be rather weak. However, it is still likely that the
general reason for the use of this device is related to a very fast upward transposition in the chorus’s
section.

To explain the phenomenon of kergiitdmine, two questions need to be answered: on one hand,
why the lead singer lowers the pitch level, and, on the other, why the chorus raises it? Researchers
have suggested some considerations regarding the first question, but that Seto choirs have a
particular tendency to raise tonality has always been taken as a fact, and no explanation for it has
been suggested yet. Clearly, the answers to these two questions are interrelated, and it is possible
that the key to solving the enigma of kergiitdmine lies in discerning the reasons behind the unusual
pitch rise characteristic of Seto multipart singing.

One more important question concerns the relationship between a lead singer and a chorus.
When analyzing Seto songs with kergiitdmine, one often gets the impression that during the song
there is a constant struggle between the “forces of ascent” and “forces of descent”. The former is
associated with the chorus and the latter with the lead singer. The lead singer uses two methods to
control the rise: one of them is kergiitdmine, and the other is downward micro-modulations at the
beginning of melostrophes. Kergiitdmine is a deliberate, generally accepted technique. Downward
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micro-modulation is most likely not a completely conscious action since there are no comments
about it from the bearers of the tradition. The chorus also has two methods of raising the pitch
level: a smaller gradual rise in each melostrophe and a more significant, but also gradual, rise in
the melostrophe beginning with kergiitdmine. Although researchers assert that the chorus readily
accepts the new tonality proposed by the lead singer, this is only partly true, since it is in the
melostrophes with kergiitdmine that the greatest “struggle” to preserve the higher tessitura already
achieved occurs.

Such a “confrontation” between the lead singer and the chorus is suggestive — after all, the
lead singer’s goal should be to help the choir sing in a comfortable tessitura, but the choir seems to
resist this help, raising the tonality higher and higher. However, what is if we do not deal here with
a confrontation, but, on the contrary, with some kind of cooperation? And what is the goal of this
cooperation?

To answer this question, we should assume that in the old Seto tradition, not only the
descending modulations of the lead singer but also the raising of the pitch level by the chorus were
deliberate techniques designed to achieve a desired aesthetic effect. If this assumption is correct,
then the role of kergiitimine was not to impede the pitch rise but rather to promote it. The singers of
the chorus (possibly led by the killo) deliberately raised the tonality, achieving a special brightness
and emotionality in the sound, in the knowledge that the lead singer would help them at the right
moment with a downward modulation. On the other hand, the lead singer with her kergiitdmine does
not so much “save the situation” when it becomes difficult to sing, but on the contrary, stimulates
the choir to raise the tonality by giving the chorus “space” for the rise. This could explain the
numerous cases where the lead singer apparently modulates unnecessarily.

Assuming this hypothesis to be correct, it follows that in the ancient Seto song tradition, the
aesthetic value lay not just in singing with a bright intense timbre, but in the dynamics of timbre and
pitch change itself, a kind of pitch and timbre crescendo, followed by a pitch and timbre contrast
created by an abrupt downward modulation. Such a technique could take on different connotations
in different song genres — an increase in the weight of expression in laments or the magical effect in
ritual songs, an expression of joy in festive songs, or an additional game element game-game song.

Nowadays the kergiitdmine technique is rarely used and likely has finally lost its original
meaning, therefore we can only make assumptions about its initial functions. However, this
phenomenon seems to be a very intriguing and important subject for research, since it is extremely
rare and obviously very ancient. Finding the origins of this technique could shed light on the origin
of the Seto culture itself.
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gbMoamao 1. 3o06omMnddYmM LodmyMadAL Lno.
Table 1. List of songs analysed.
. number of | number of
archival number year genre Lo
strophes | kergiitdmine
RKM, Mgn. 11321 a | 1959 |work/game song 69 14
Anne Vabarna
(1877-1964) RKM, Mgn. 1l 1381 ¢ | 1959 |harvest song 55 13
RKM, Mgn. 11 1382 b | 1959 |narrative song 84 6
. RKM, Mgn.ll 1632 b | 1967 |Kadri song 32 8
Kreepa Pihlaste
(1892-1968) RKM, Mgn. 11 1633 h | 1967 |harvest song 25 4
RKM, Mgn. Il 1632 ¢ | 1967 |fishing song 29 5
. RKM, Mgn. 112351 ¢ | 1973 |harvest song 20 5
Veera Pdhnapuu ;
(1916-1989) RKM, Mgn. 112350 b | 1973 |narrative song 44 7
EKRK, Fon. 96 (a14) | 1977 |lyrical song 26 4

gbMomo 2. boxgbyMol EMBNL VBOMMYOS oobamMNdYdYM JobiYmydd0.
Table 2. The rise in pitch level in the performances analysed.

Number Median rise Totalrise | Medianrise | Total rise Median speed
of between the ends| without during one | without any | of the rise during
strophes of strophes kergiitdmine strophe descents one strophe
P (semitones) (semitones) | (semitones) | (semitones) (cents/s)
Anne work/game song 69 0.2 13.8 0.4 27.6 4.2
harvest song 55 0.3 16.5 0.7 38.5 6.7
Vabarna -
narrative song 84 0.1 8.4 0.3 25.2 3.8
Kadri song 32 0.2 6.4 0.4 12.8 4.9
Kreepa
" harvest song 25 0.4 10 0.5 12.5 4.5
Pihlaste -
fishing song 29 0.2 5.8 0.3 8.7 2.9
harvest song 20 0.3 6 0.3 6 2.6
Veera -
" narrative song 44 0.2 8.8 0.2 8.8 2.1
P3hnapuu—:
lyrical song 26 0.2 5.2 0.4 10.4 3.2
Vabarna's songs (mean) 0.2 0.47 4.9
Pihlaste's songs (mean) 0.27 0.4 4.1
Pdhnapuu's songs (mean) 0.23 0.3 2.6
All songs {(mean) 0.23 0.39 3.9
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gbMoamao 3. boxgbyMab vdsmmydo kerglitdmine-0cog o kergitdmine-b d90w9a.
Table 3. The rise in pitch before the kergiitimine and the descent of the kergiitdmine.

Rise before kergiitdmine Interval of kergiitédmine
(semitones) (semitones)
min max | mean |median| min max | mean |median
Anne work/game song 0.8 2.7 1.6 1.5 1 2.7 1.7 1.5
harvest song 1.8 2.6 2.2 2.3 1.9 2.8 2.3 2.3
Vabarna -
narrative song 1.1 2.8 1.8 1.9 1.3 1.7 2
Kadri song 1.1 2.1 15 1.5 0.7 1.5 1.6
Kreepa
Pihlaste harvest song 2.2 3 26 25 1.7 24 2.2 23
fishing song 0.9 1.7 1.2 1.2 1 2.6 1.5 1.3
Veera harvest song 1.4 2.2 1.8 1.7 1.2 1.7 1.4 1.3
. narrative song 0.8 34 1.6 1.2 0.8 2.3 1.5 1.6
Pahnapuu —
lyrical song 1.2 2.2 1.8 1.9 1.6 2.3 1.9 1.9
Vabarna's songs 0.8 2.8 1.9 1.9 1 2.8 1.9 2
Pihlaste's songs 0.9 2.1 1.8 1.5 0.7 2.6 1.7 1.6
Pdhnapuu's songs 0.8 3.4 1.7 1.7 0.8 2.3 1.6 1.6
All songs 0.8 3.4 1.8 1.7 0.7 2.8 1.7 1.6

©0003M330 1. LOToMMONOL EMBNL EF3mMOMgds gbMyYmadab 3MmEgbdo (Bmemymn
3900mMob  Lodommyg  BgMMLbAHMMAOL  SLOBYNLLY O  OdMMMYdS3N), Bmbozmnb
LOBMYMOL VLAYMIOL VB odSMBY s 0L 3YdLoO.
Diagram 1. Change in pitch level during performance (the pitch of the modal centre at the begin-
ning and end of each melostrophe). Harvest song performed by Anne Vabarna and her choir.

semitones re 440Hz
[ R S SN

The beginnings and ends of the melostrophes

Anne Vabarna, harvest song
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©0053M33> 2. LNToMMOL EMBNL EFamMNmMgds gbMYmMadab 3MmEgbdn (BmEemyma
396hmMoL  Lodommyg  FJMbAHMMANL  OLOBBYNLLY O OdMMMMYdS3N). FMLbO3MNL
LOBMYMOL LML 3MNN3o 3nmdbhg o dnbo gnbdoon.

Diagram 2. Change in pitch level during performance (the pitch of the modal centre at the begin-
ning and end of each melostrophe). Harvest song performed by Kreepa Pihlaste and her choir.

Kreepa Pihlaste, harvest song

- ™ wn ~ ) - ™ n ~ a - Il wn ~ o — n wn ~ ) - ) ) ~ a
- — - - - ~ ~ ~ ~ ~ ™ ™ o ™ Ll < < < < <

semitones re 440 Hz
o U H A b N s

The beginnings and ends of the melostrophes

©0003M330 3. LNToMMONL EMBNL B3mMOMgds gbMymadab 3MmEgbdn (Bmomym
3900Mob  Lodommyg  BgMMLbAHMMAOL  SLOBYNLLY O  OdMMMMYdSTN). dmbozmnb
LOBMYMOL VLEMYMaOL 300M 30D6037Y.

Diagram 3. Change in pitch level during performance (the pitch of the modal centre at the begin-
ning and end of each melostrophe). Harvest song performed by Veera Pahnapuu and her choir.

Veera Pdhnapuu, harvest song

semitones re 440 Hz
w (o] ~ o w B w

-10
The beginnings and ends of the melostrophes
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00530335 4. IMOYMOENNL ENV30DMBN ZoobomndyOHM 3MI3MdNENYdT0.
Diagram 4. The range of modulation in all songs under analysis.

semitanes re 440 Hz

[ I N T S R

P
R

The range of modulation

2 3 4 5 & 7
[ ]
' ]
1 ]
Pihlaste
Vabarna songs

@ The upper Iimi of the tonc

Pidhnapuu

B The lower limit of the tonic
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019M6J MIbIJI, LIE6PMM 63019dT
(LVIIMmOIZICM)

OMmOPNBNY 019603IPMM3IMdI3N - L30630NL 2021 BLNL
LIS 33WI3NL JILI3IdN

2021 Bob doggbymdn, Dydm bL3BbyMTn, GMMIMMMOL bobgymdBogm 39bHMIS
InbogomyM-gmmIanmmobhymo  9db3gEnEnd  Hoohomo.  Logdb3dgnEnm 53190300
0000 oL 3ob3o3mmodsdn, momomnb, 93gmMoL, oMo, 0ghmL, BogMmab, dndgmab,
mnbx9Mnb, Fymobobo o 13agnmnb ™y3g0dn 03n3o30. 3939 Banb 3gdmepagmdody
33930 dogihdgmeo g399m b3obgmdn — AmanyMbY o MYbhabdon. ggb3gnENnb Bndobo
oym dbogomoymn ggmmianmmob 3603369mmonbs o BYbI30MboMaoaL Lognmbob
33930 0vbsdgotmay  bL3bgMdn:  HMSNENOL  MVBEdgMm3g  3aMTMIMONL
©009307L0MYOS O MMM 00Fd3MMOS3N Fob3n FMAbEVM 33MNMYOHOVY O330M3]00.
B90m  L3BN3n, 39Dy FNJomdal  3gMmomen  (03amb-0330LEHM) T9dmbzn3z0m oM
30330MN7300. 03NMmMOMN3N Mg3gmbnomnb Hobamobo o L3VbMn Tbngnb Jgbobgd
oMbadymn 36mMogdol BgaMm3gdnb 8oMm, 339300300000 o3 39MNMAn godomMo)aNO
LOMYdM  EMIMOYOOL  ORJLOMYOSL.  LOBBYboMM®, HOTNbMdOL  godm, Yyagmo
000300 39M 0o39LBMNM, MYBEY, F930(39WIM, VBOIMNLO o8 MoBYomydb Indn3
0mBoB0MY70Mb — bobed3YM JNbMAIMM]dNSL NbHYM30d0m dna393LM.

L3VBYMO HNONEYMO FPLbNINL 33mg3oL LOYINBaDdY Tghn bbab AbHMMNS ©g3Lb.
590 300003 1890 Bomb, 3o330Logmn  bombgdol dgbobgd  oMbydym  3odmEgdedo
COOpHIK MaTepuajoB Ui ONHCAHHsS MeCTHOCTed W mieMeH KaBkasza (30330L00L oognmmo
©o M3y dmBgMal Bobomgdob 3Mgdymon), Jyooobob bogomogm LobLBOZMYdML
390003mMmanb, 30bom  Ha33m30L  Bafomb, L3VbyMn AmAHN3300 o LOMgMS YobLivs
ynggnobdy, L3OYMO  TbolgomyMo  GmaZmmMAb ocn  Lobmapm 60dndn  gMn30L
(CMOMIIK, 1890:69-92). 1903 6gmb, b3obgmdn bLOAMYMdN O  LOIMO37d0
0mMbmaMmoazno  Hobgmo  Dodomns  ggomnodznamdo, o8 gyobob  dnbogob  3nfM3zgm
AodByMN dmMnboo odohmn oMmoyndznmog. 1940-0060 Bgdnwob mndog basbymo
99LbNZo, oMOgMMO JoMmzgmn o YEbmomo 9i3009M0L NbhaMaboL bagmme 0g3s'.
L3OBYMN VME BMB0E0V3] OMEJONL L3YENSMNLAHYOL — JMBMMMExLL, MNBa30LAHYOL,
SbMM3MmMmMaxdLb, bymmazbgoem3EMEbygoLbs 0y dg3nMbohyzn0xmMadol 333mn3igdL
oMhgbnom  ynMomgdme. bodMmA3g00L  dMogzommnEbmabmdnl dybgwozs, oo
3900bab HMoOEomMo IMB Mo 33mo3 Moz 30mbzob ohgbL, MoE dob bomM3gbo
O 03MYByMomdody  dghy3omadL.  LEHoHNoL  oMmagmaddo a3byML, gogndosmmm
03090039 ©o330M3700 MMM 3ob3o3tmmosdn b3vbyMn AMsozombdnobo bodmgmab
393bMymMadmmdedn dmBbsm 33mMNMyd0dY.

! L3BYMN HMONENYMO FLbgnL ALABIMNS BMMOL vMNVD: doanzd vbmMOBNdgznmn, aMmnagmm Abnizody,
3mondgM dbmodody, Mmoo Angogedy, modsfm dodomady, 0330 3Mndm, dnbns FmMwobns, nmbyd
FJniobny, 9wndgm goMoyobndg, dombod gMmdzobndy, Bodhomns DYd8dy, Bobo gomndznmon, Togo
boMdnobn, boanzno dmaen B7330, 3nam D330 BBY F7oz3000dY, BMLDI BaMdBYBN s Lbavbo.
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33Logo s Madhysmo

boggmy FP3omdLOL gbodamgdmmdy AME393Y, Nanmab ™ddn o3LEMYdM©NM
00030b oByg0nb LadMBNL? BMLEBNABSZ MBS — dboboby®. BMJBgwgds Bomndommo
bmgggan A3NdNBBAL doEbmamab g3maboab 9dmAn. HodMol Bob, dybmdg ohmgnm
000030(390L BmMab gmm-gfhmndo M3z Bodmnbym. ymagmn Hodmanmiznb dmanmb
39930 3nboyMo 3obybmos dgdobomom: v396! hodmob §dmM3n3g 3o dgobinangb
19980MM0 38Mo3? o Mn3mP. 530l 893cg8 nbNBN LEMNBTN 303000090, Momo MNd30L
©obygdo bLNAdMMYMO, gL AmbInm oMYbndbom. MmamME dx3nhyY3ge, MM
mmb, 03 mgb dbmmme HodoMmmob mmE30m o HMo3gdno dx3mogemaagd0Lb.
00 3850m0b3930d0, 1339 00306yndnmo  HfMmowozoob — Loddmmymo ™nd30L  Babob
dabiymadol 30d9d0, vgnmdy Aobymo LEgdL3gLOEOM E3YR0 gobo. 3ob3nbdmyddo
bLgbadymo LodmyMaonE Logebagdmm dgxobimymgl. dmbMAgdol dnybgwoze, Jom
gongdntom bod bdodo godomomymo, bdodgbymonmo dmgms. nbHyM30nL mmb
0mbndbgL, MmA dmem 39Mnmodn, bbzoobbzs 893Madnl Mmb, HIMM NVBSTYMM3Y
LOBMYMaOL SLMYMHdD. d3nmn MY3gMHYOMNSD 30, BYEMION Y390, LoMndomm
LOBMYMaON Sbbm3zo.

bLOMYAM  EMYMOYOOL  Mob3bagd O, BMEOLE, LofMohyomm  bLNBMYMOL,
99b39nENNL dogf  Hobgfmom  Ma3gMAHYOMIn LBZTOMO NN  BZNMN  NFnMozLe.
qb 0ybyOMN30E0S, 0 8O30030MNLBNBYd o8 FobMob 36nd30gmMmMdL  b3obYM
ammgammmdn. dobomab dobgznom Hobb, MmM3 gobmammoms IgblbngMnded yzgmody
93000 33Mogn 890mnbobo. 3nbo 30MNobHdNL AoBgMmy, odbhmoOmMn3o, yzgms myddn
dmzobgmbgom (3000gm3o8. 1). 3os3mEamaonb nbhadbbozMdnm, H3x00 YynMmomgdy, obyag,
3003ymm  mm30-00nb0b  3Moghngod. mgmdgdnL bLolzzebdm AmAgbhlb — amE3sL,
magmtz Babo, sbmogb gynboynmo odnb, Mm3gmbog Dmasgi dgdobomol, dmazom
30 0Mogom bdodn F3xdoEnMgdnb mmdo od3b’. vENMMOMNZ03, vMIbLZMOYM
3omadmdn  AobBgmab  3MmEgbdog 30,  oYENMYOMmMdSE  300hbnglb  LofMobhyomm
S(HMNOYHNINL 308MYnb9d0. ogomnmo©, %ML ™9d3n mmE3s 0Jodwy o 0mI3o,
LOBVD N3l MYPFdNMmP® S BT oM BMYMHOLAL (3ncgmaag. 2)! . Lonbhymabm

2 300030 ©0MM3mMMO0L godm, dbb3znmagbs Logdmbaal g3odmMdDITNMYONL JhmowgMmn Lodyomados
AodmbHobomob m030L B3069000, Fgbodednb, BNMMOMNZMON30L LOBgnMByM Logddnobmdnb ©d
mM3oL gobLNNMYOYMO OHZNMNZS dg3L, 0Nd30L LYDMBAL OBYJOSL MgLLLBOYMYdN sbanszL
03MbO3MYm bodoMmnzgganmb dcnodog.

8 3006030M{H0s, MMamME3 ,,000030L MmY*.

4 130930 ¥3 LNBMYMOL BANDY FnMMENL Y3330MYOYD. LOTYEBNYMM MNHMOHYMOT0 F3M3N dLI3Y
80bnbnamgos  BnboMadhobhNobymn 3;30M0b M3MxdNL, JMabHNLbYMN B3NBEVBNM AOBSE3MIOS®
(doMmeooggmndy, 1953). BAnbo gnmmanL gyman dongm bodommnzggmmdn danngMmns. 33MogN MY
1300MN LEMYIIM EMIMOYONL VYENMYOIMN BIBOMNY.

5 Fodm 9389myMo LOBMIMOS O BZNMMIMNZ EMIMOJOL P30330MEYdS. SMLIOMOL (30MdS, MmMImAb
000003003 MN3MbL 93anamob ™Modemnsl §3amgboalb @eM3dm egmbymo SLMYMYdELHBID (sbmdsdy,
1957:12). o3 bLBMoMOL BgMbyms dobMYmMYdoL Bobo H390 BngM godmZnmMbymds Myb3MIBbHHOTSE
00330000bHYMYL.

6 300 dmoboo: 38M03, M03m, anNany, NPIH0, NRIOS0Y, (MOIM353, 360y JMNbLLYT, oMo MaNLJ,
Jomnong, gamnoammg o bb3.

! Ao30BaMao MM o LEBLINVBN 30MNBBMHYON. 3OBMIMYdS brogde FoME3MIOVY: Mo-MN-370.

8 30MboMNbN LoaMohysmm 3Mn. o3 d98xb39x3080 AoboE3MS MEbdn godmaEblofn bododymoo.

o d9bobnMo30 M306m AoboEzms b3nthnobo Lob3gmoo.

! amE30L dobosmbn, 3mbaMgbhnem dgdmbanaodn, 98330Mn nym: | Bobnamn: m, nJds Jb, BomNobm,
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3000b3930 33JMbs BogModn — Fob30bdmydds vg30bLHYL, MM bodmygmo oM nEMbA6,
01339, LOYOIMDY VE3MVBLAVDYL. NBEHIM3NYL LMML gonMzas, MM NbNbN oMmmoE
o 3amMOBbI0 N NBRMMIBENBL  HMmonEnymn b3obymn dyLbogolb Agbobgd o
o3 BobMMaONL 3MOJHnINMO godMEENMYdS 3gMbOm, MBEs 899dmMmo JOIJ30M
HMOOENYMO  aMMB30-000bn.  F90mMa3mo3009L  Mognomab gmma3omn ndohoEns —
d90dnomy o myddnmnor bmayamob 93agbNdn, MoEELd LMoo Hzgbmznb Mydab
00mbIgLbNEBOMOVE JH3x0ONBVD. ©EENMDY 30 O3NMIOYMN MME3V-08NbND MY,
AmymmEbamo© 33MognE Bo3mnbygb. obobo Lodmgmol AgbfMymadobsl nbhyoEnOM
003Yy300mb9b 9MN3obyb o 3dowegds nbbybydbad 1339 v830Mo 3n30byxdym
b370L, 33e 0b Rogho, MmA Fgdmgl Lodmgmob dmmmBEg MFdy, AMO3MNLAYHY3INNS
0o Mobodgommzy bL3VbYM LmMENY33n 33MV3NL @obLognMMydym 3603369mMMBOSDY
003306036900.

boMobhyomm  Ma39MHYOMNEOD  vMbOBNJV3Ne Lodammgnomm  BoMn o dobo
3Modhogo.  Mopynomab  yE3mgmo  dmboboemob,  3bmdomo  dm3mgmmob, Mo
0MEbgmobol  AmbombMmmonm, oty doMmnb  BobMymadabsl  gMMEbynb
930@y0MEDBB, Moged 3nE3MYdYMOL Y39mody N oxRdbLYdSE 30bM30L domnb
0gdds 003maoMEY. Bofmo, MMIMOL 30MNObHYO0MOE dnofmn oym Mmamtg ©gdm,
0Ly g399m L3N, oMdom3nl E9MYdmbnomdn Mgdy hofmoymns. YA,
90bo dongdgmadn, doMNMOL, bobEdINMN dMAMHMMIdN SMNSB. vbomMaedMYd3n
30 08 LOAWOMOL FgbBozmMNL o, dmaoow, Modhyomdn dmMBoBomamdNL bymM3nmn
LogMmdbmMoOmMO 353(30MYOYMN..

v930M0 hMawoEnab momds

Aznb dngm godmznmbymm Myb3mabhe oo Bobomon, XX boysnbol 30-006 o
40-000 Bangddno odogdym. 3omn 00333MOY, bogdommzgmmdn bombymo Lodmgmoly
81600900l gobbognomadyamn  bodmMozmab  3gmomob ogdmbas’ . AMLBO3MYIMAONL
39M0mdn, RoJhmMmOMN3o Yzgmo 300masbo LiMmMadMOb oMbydYM BBLEAdMYOEN
0Mn3bgdmeo.  309bgozo ©30bY, domn 30M39mn o doMnmoo  ANLOZdMYMN
8000990madq00 mzobym 393Ma090L, Lomgdm MHMOYOL, HMONENYMO Ymaznb
0063bmad  ModhyomgdL  n3o3domgds.  dmgngMmomn  PInommm  FobBozmadmgdo©
oLObYMIdEY YL, Fodsl o bb3s obmm Bocgbozgdb. A3xbL dg30mbzody, oy
Mol gnmobbdmMobyb FobBozmgdgmMby o LBO3MYdETn, 3obybmdwobid — Lndmymab
dmoz0omzat dmbInbol 3gw9aoe edobbmaMIdOL O MVBLVMOL dymmob: ,Lndmgmoby
b370L 30330MOMEN o gmdn 30MMMEN" — 5mbNAbs bMmazgm mobydnb 83300M3d
8030 30MEbomobdo. MMONDMB dn3300ds ™Mabxamal ™ydnob, 1030379 35300bzody

63060 3nmManb ngdo! BANBOM gnmman, docomngmn 30g6300m 39060, Mgl of dM3bIMYMIdO
3030 8nmno dmny3009 ymagmm3ob o 8500 3936gmdnb gofMgdg oM ohmam. dbNVMOLO MY3ebLYmMN
O] 3990969 30M30 3amNm o 8960s80 FME3IMOE YmM3gmm3nb 3308Mogmg BomNsbm, @IdS
390, 630boom gnmman! Il BoBomN: BTl odBYLYdIMM MBaMom, NEJdS dgb! ML oF bHndmMado
33403b 00 30Mg0 Hgodg dModdOgd0by ymzgmmznl, domnsbm, 396 330839mg. 1300006 dmmmM3]
Y390 ommE30aN0 Ymaznamnnyo3nom, Yagmo 30Mago 0yoznm B3nbos gommanb Bysmmonm (0momadbo
3M0S 09300MNOH3Y).

! bOOGMMS byMOLYRMYONL 30MMAYOAN, bombyMo LndmaMob gadLMYMIOIMO 3YbEHdNL BMIMLZ-
9oL, bgandgBymosbo o 3Mm3ogobrsb ngmmmanymn o300 3Jmbs. Jom Pbs BoMdmghnbom
Mmoo gMm3dbymn o doboombno LmENMOLHYMO bomm3zbgds o ™MV3006m FndmJdggdodo
30000myE300 MMM o 09EbNgMN FobgdoL LYMNLEIZYMYdS. SBLEBdMYONL MY3yMHYOMI0 N
50030ML 030390000 Loddmmo ™Mgdohndnlb 6ndndgdn, HMownEnymMn bLNdmomMado, bdnMm dxdmbzgy3zsdn,
LOYMEIOMES dMOOMIPOENYINN, JHITITIM© NN O J3MIIHIMO TYFoaIbTIMOION.
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3300bmo: ,LodMgMs 30LBSZMY Lobandn, d1BYOdMNZ0. 300do3000 NTL, MObYE 3nL3AYOLO.
LOBMgMY, dbY39, BaLOMES MLLLBOYMYdDY. 303gMmMgdn 30M35mboE, FmMgboE,
000LOE. DY30M0 HMOLNENNL 30BMBYONOD godmINbaMy, OxBadMN30s, Bomn LAYD
00393M0N0039 JH39M NA3MM30DOENLL, 30MNBBHYONL LNAMOZML. MO30LYBMYdS
o bomomy 03 HMonEN0L dMEM MoMONb BoMAMBowa)bamms bodmaMdn Moy
3060mANBgdNMONY.

bO3MY 339303, vbY39, 330A3900, MM VEgNMMOMN3MS IgbLngMgds 53M 30093
060bv3L LNAMgMaONL bMMmymnm HYJLHHOL. FBMOOMNS, MmA dongann Mg JobMYd0,
HMAYMEYMa3030 bobgmdmnzn gmmbmanhozgn 3dmboos, bobgbm dgbfyangdobomznl
390m3amneo. oo dmmMnbos 93039M0 0omMogdolL Hndnb Bodydgdn, MmMIgmme doMnmMON
0693003, MO30mM3P3MgHnsb  HadbHgddn Jgdmbobymo obHMMNgdoL godmEgdo
oym. o3330M0  LNBMYMYdD  MALEMIMONM, doMNMOEOE, SMOLbMYMO  HYJLHOOM
LOYMEYOY, M3 3oYaJdOML brab Joc nbodMLL. ndznomo, dogMod M 3093
3903000000 JbMAIMMYdL, MMIMYdLoE sbbmzo LNAmaMydab bMmO  HaJLHHdO.
3000 dmMobod Mohom3n Fbmamgdo 5000 (500M) 330040000, ngo LndmagMmnm 3yzndo
9dmdmnymn bL3BbYMOL ymANbe o NLHMMNNL LonbhHyMabm g30dMHOL, Lohyzndab
obodmgMydmo domhgnm 3008L Mmosmm dEnMg 33m™mNb o 3obbbzozgdym
mMBo390(HYd BoMAMOanbL, 3mynhnmn bogdnb Bysamdnm angdbdnE EMMaEdMAIZdNM
LOZYM LHMNIMBYOL YMNVZL O vFN FMEbOm 8dmddggdnm 3MmEgLbL 330HA3069dL
(300gmBa3. 3).

06038309mm3000  Lognmbos PRMMLO  Momdol  3ngm  bogymomn  Fybogomymn
39mhymob  omgdo, o3 TLbolobmodb  edm3nadMads. 0bobo 0bbybgydgb, MmA,
Jom vbomgodmomdodn, bombymn LNBMYMO O (33330 YM3IMA3M MV3YMNMMOLL
ObMEy o ©E0300b7dL  oYdNMn  JBMENJONm  ©3LYOEY. FIMdmMNYM  Ig;mbob
AMEZMMMN NNMIYMAbNZOL domnod dznMmazsbno, ymagmmanb onn dmBobydom
03Mbyda0 36mMonm Jo3bMymadmMadL o o3 BNFNm MV30VE VBoYMOD; dbomMmado nd
0000300050000 YMNNMNMOY, 30LVE BMMIMMMN SNBHMHLAOL Y HYZML o LBYbLD
obomgedMegddn bombymn bndmgmMmnbodn dx3EnMgdYmMN NbEHYMaLOL 3o3m.

Joangdo b3067M IYbogomyMm BHMmonEnddn

by Mo bbob B0b, UNESCO-bo 0o 000amobob bobgymdboam 3mbbymashmmnnl
006033MMIMMON 3odMNEo 3MYOHMN Joemoo mmenn 0nbgbimb OngMm omnomydyen
93Mmm37m bLobodmagmm 3MYH0390Tn. JMM-MOO 3YOMNIOENY, JOBMIYLoZMmenmg Bobo
0:030060d0bo o gbmmmg oembo HFaxmMNobab v3hMMmd0m, L3LYM HINOLNENYM
99b0godn Joamalb Mmmb gbgds (3703060dy, HAOA8gMNLbn, 2022:124-150). bbybydym
LBHOHOODY FndmMANL 3gMnmedn, Aol B3HMMYOMOD 33JMBY 3MTYDNZOENS O dBMYdNL
80D0oMy0nb Fgbodmadmmads. dmbodMdL L3VbYM TPbogomym HMmsnEnddn Jowmoal
80bLoNMadmM 36nT30MMBDY, LozLydN 390ebb3g3no.

A30b 3ngf 3odmznmbymn bobooddymn dm3mgmmgdnb Hdghabmos, bondmomabo
o gnbnMdy o33Mab 3nMmzgm 3obBOZMIdMO gL vbobgmgdws. cmnmddab
ya3nmo 9930, Mab3mgbhndo dma30mbMmob9b, gobymn LY3NBOL OLEBYNLLY o
0m0930m Bngddn, o380 oy 08 LedmgMno, dmgmol Fobymnm, dnbnmdy oi3MNmo
07 (3033000 3odmMmAgnamn Joamgdnb dgbobgd. mohomdn mgdwg dbbmzo Lomydm
©MOMOBDY — 0ObmOMMOOdY, oMo g0Ma3mnobolb oo Bodmbygdymn g3gMmbymo,
LOBMYMOMS O (3033000 (30MBNMN 3obngm o ToHmmMby BnMEbamMLbYdN; Lmxgm
0m3n 83onbbbgl vgnMmMAMN30 Jomgdol — ©gMox3nNbo FomMobnb, Lods s MNdo
Abghnobgdol Bngf  Lodgmmagnom  domnb 3gbMYMYONL GoJhgdn, 3037 ©093dn
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386monmo  AmBmaMomo Jomo — 30007 093000M0obN; gndgmdn — (39Modd] (3033000
80bmddnmn  ofyseb Abghnobo... daNMMOMN3700 bodL HL3SBIL FoTo3oEY O
Jommo gfmomdmnzn dmgmob bdnfm dgdmb3zg3q0L. Bndsbomdmnzns, MM FoM 300003
3obymn LOYINONL ObLOBYNLAN, L3VOYMTn AMadoMMONL dNVdYFNMYdJONELD .
03omnodznmo BofMwo: ,mohdoMmol 300ob gowosnbango GoMy3003 o Ao330M
bmgggan P3Zandn. o3 Mmmb Jgdmazqbdo 3d39609M0 BBymdmMn Lndmgmo Lod bdvdyco:
8030b700900 3oME3003 O V3000670 FNEOD AodMBozomn 10-15-Mmeg Banob Jomadab
81600, 00 bEMMYE Bomnged dMobAmL gL bndmgMo. MM3 o Igbobo HY3nL M3zomom, 39
LOYHOOM oM O3059MYON, MM BYAMbLYDYOYML LndmgMob BngMMEBYL Jomgdo,
o oMo 303900... dmgm Hydb dmadoygmmosdn bMmadnm of dgdbzgmns Jomyddn
6306000 b3o (bLm3Mobm), 33 L3VBIMAN AMBgHadYMN BB FMIMYMMYONLY SMNVD
Jomgon. 080mdo 09300 30007 MM VOMbTNVHO (,3MBHM-oBHM®), Mm3gmnE dhogm
HodM3go3L 3o39dab bdsL (,HabmmL®). gl dgdmbagze onbbbyds ndoom, MM3 b3vbymM3dn
3960 o Jomn 31sd 3MgMnob gimo bmmMmmn, o MoasboE 30Enb bds bodmgomm
000N Jomnbodg gMomn ,m3ho30m*, d30hm3 Jomadl Mv3n000mn bds dgndyznom
3000 bAnb ,0036DMBALEMZNDL... 3gMEBMARMBTn Hobgmomn dofpm Jomgdal Badmymn
M3 gongmbma, omabadnm of onxIMY00, MMI JMgMNLD Jomgdo o oMy 3oEYdN°
(3omnodznmn, 1903:2).

030MN330mM3g M0mJdnb mombo sogyamo Banmoo oMy b3BBYMAn, 3oMdm
1889mdo Aymazn godmogm g30Lb3M3mbo (Jogmdglb) ombndbogL: ,LomEomno b LfMym
0030LRMYdS o LNALYOYT, MmMBgmMbOE 03mMYBID vJoyMn Jomgdn. nbobn LfMmMadOm
o 000md0ob  3038030(3900L300 O oMb oMo AMBBOMYMOYD ym3zgmazom
0034MmmdOLY O 3oMnMdLTn. v3 353mbzn3030 Jomqods o 30303039000 3noanbab
896000 o dg0LMYML bbzoobbzo bndmyme* (Kukonse, 1867:37. oMmadobn hzgboo o. M.).

003039300 O Jommo gMomdmngn 3abMYmMIdS EMYLEMIMON, ©YbIOMNIZOQ
Lomgobm FPdoENMYdaL MMI0dn BoMhYbgds. ©bg3g, MmammE BD9om, aby J33dm
L3OBYMTN BMNVD FPBoMDY V33NN o LNBMYMN 3o3mMMNHgNMO Jomgdn (3000gMIE.
4). Mo 0899bgds 3nboEndomym  obLbLAdMYLL, dofMgnamn  BgbMYMaONL  HMONENS
08300000000 F960MANBYdYMN. oLy J90mbzg390303, Jomgdn dbmmmeo R3gMmbyandn
3M30mMo O (3033007 358MNABOMEMNYONLD.

ob3360bON30L

2021 Banob boggmg 33ang30 330H39090L, MHMA EMMNL 33MOMYdS O MNVBE3HMM3Y
3bmamgdnb Babn, bodzgamobo o HMowoENNbO3An HMcEYMYdom EBMdOM bLILIMBYJ
B99m7gd90090L.  domgzo0monlb  Hobnbins Lobgdgo  vMobMmymo, 9Mog3abMHYdO
dn0mMmhgbom LomMgdm MYMOgOLY o Fn306yxdYM M3gMmbyoMdo. NE3MIOS MVMAYON
0O MVBOMOB 03MYdL 03 ©EETNVBYdAL MoEbanE, MmmadnE Lodmamsb, ggmbymbo
o0y (39330L LObZMaBHMO, o9ds 0y 03 Modhnomdn MVBIAMBOBNMMANL 3hmEgLbdn
LBO3MMODID O BBMM300HY0 D300 HMONENNL JobMBJdNM. gb 30 BMLIdNMBL
330b bMOMD, MOEEED MVBEVMOD 083000 YdS FgdMITYIONNN MNV30LYRMHOND,
033Mm3000300L Bodnom, AMOz30MARYMM3000 30MN0HIONL 3MbNm, Bobo3omMmogseb
01bg0MN300 vmM30bYOYmMN LodgdbMyagdmm 3obofmnm godmMhgyamo vEEV3NbHdNL
MH0Eb3n. 0E3MYdS  HMONENYMO  INMAHNMOLOEEN EVIMINEIONMIOSE, TFoMMNOMNY,
0bomMgedMEYON dMNOMYdg6 IdMdMNYMO 3NNbOL BIMMIENMMOL RoLYYMMOLL, MYIEO
199haLMOS ob BYO3NMYMB NEBMBOL. 300093 MM 3oMdAYHMN, MMAMNL F3MNMYdSJ
LObydYS — bL3ObYMN LNAWoMOL ByMoL o LBx3LMYMYdMMM BobyMos. VboMRODM©LYdTN
H0939Mo300L30 BnMYINMYdL MVBE3gMM3] LAGBNMN goMydmb dgaa0 HoS nYmL,
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bmanm 3obgmal 33amnmgdnb 3odgdo b3obyMmn 9bol Bogmgdn MBS o 3Moghniodn
800mynbgdvo.

Bymonbs o  3obgMmob  33mMNagdgdn  3obbognomgdoo  dgbodhbgzns  J3ndm
L3ObgMTn.  LOBBYboMm, b3EbgMOL o3 BobBomdn  33mM)3nLMZNL  3obINN30NMN
930Mmg comm, LLd3mMNObo OL3IZDYONLEM3NL LolToMobn of oMb, dnmydnM3o
8300MEENMY0e0  og30MB3Noy, Mmd  Dodm o  J393mb3LLYMO  FYLoZOMYMN
MmMImmMob  PMonngmndodommgds — bblzomdgdn, Mm3gmnE, 3oM3gm M0gdn, od
mMn bgmdnb Mg3gmbhnombo o LadndbMymadmm 3obyMmodn 3tNbgdy, LommAnbyym
33m930L bogommaodl.

omanm comMmb, d3gmn Modhyomgdnb gbMmymgdnb, dmg dgdmbzgaodn omanonl
9Mhma30M bHhnTYmMo HYMDAN 0JE. HMSNENYMN YNRNM ONBHIMYLYYMO HEbMgmn
LHYAMYON, oME Oy 03300000 Jomoyma 3Moz3ombdnobo  LndmgMmol LBzl
LyM30mbLE 0hgBaB. oL 30, OToHIONm GWNBLBLYdMOD JMMB, VZNMMOMN3)O3N
LOZNMOMN  ZMBHMN  LNOToynl  gobEol o o3 HMONENYONL  B50oMhAnBydNL
LYM30mL  ddMNgMYOL. EMaLLMgMON LogomMmm3zgmmb bbzoobbags 3yobadn, dom
dmMob, bL3bYM3n BMbLYOMOL LMRMION O MEEbION, LdOE ONbHMHLadYM 30Madl
30ndmnom, 890LbBozmMmb L3BYMO LNBMYMY, OTFYRMMB L 3MO37OL, MMIMYOLSE ©J30,
2030mMmmOMN30 MLEHOMYON ©8BOYdYD. ©30L Bomgmn Bogomnmns ggbdgnEnnb mmb
A3000 531n930L Fob3nbdgmn LmAgmn Mobydwn, Lol LoxgMbymm o LoE)33eMm
LOBMYMYONL  BgbMYMgdedn MI3E) Y3gmMo COMOS  AMBOBOMIMAL  (3000gM3V38.
5). Eomzonm oMo Ambm3gdobmob gMmmo, 3930dMmom, 3dbgoesbo 3MmEaLadOL
LHOTPYMOMYIOOLOMZ0L, VYOOI MmamME LodoMmagmmdn, oby dob LodM3MYdL
3oMo  oMbYOYMN  FMAIMImN  Fg833000MIMONL  OE3NL  FoMWIOYMYonL  dJmBY
0BbLAHNHNENYONBD MVBFTMMIAMMOS. sbMYdOL Aofoymmds o dbofmodams, ddndg
Lodgdmmy 39333000MMdNL AJmMby Jagybnbomznl, Mm3gmbog mgdog HBI3L dMdmmy
LOZNMOMN IO NEYBHMONLOM30L, LabnEmEbmmo 3603369mMmM300s.
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TEONA RUKHADZE, SANDRO NATADZE
(GEORGIA)

TRADITION IN CONTEMPORANEITY — THE RESULTS OF
THE 2021 SVANETI FIELD RESEARCH

The Folklore State Center organized a musical-folkloristic expedition to Upper Svaneti in
summer, 2021. For ten days the expedition team worked in the communities of Latali, Etseri, Pari,
Becho, Nakra, Chuberi, Lenjeri, Mulakhi and Ushguli. In autumn the research continued in Choluri
and Lentekhi — Lower Svaneti. The expedition aimed at researching the importance and function of
folk music in today’s Svaneti: to document the current state of the tradition and observe the changes
it has undergone over time. July-August — was not randomly selected as the time for the field ex-
pedition to Upper Svaneti. Along with recording local repertoire and collecting information about
Svan music, we planned to document social events ongoing during this time. Sadly, due to bad
weather, we could not attend all of them, however, we tried to make up for the loss by interviewing
permanent participants of the rituals — elderly tradition bearers.

The study of Svan traditional music has a history of more than a century. As early as 1890,
the letter of Vasily Teptsov — a teacher at Kutaisi city school “Svan motifs and the song about
Kansav Kipiani” in the publication on Caucasian peoples: COOpHUK MaTepuaoB s ONUCAHUS
MmecTtHOCTel 1 iemeH KaBkasa (a Collection of materials for describing the localities and tribes of
the Caucasus), is enclosed with ten musical examples of Svan folk music (CMDLTC, 1890: 69-92).
In Svaneti Zakaria Paliashvili recorded songs and instrumental pieces on a phonograph in 1903.
Dimitri Arakishvili is also among the first recorders of music in this region. Since the 1940s, Svan
music has been the field of interest for many Georgian and foreign scholars.! Svaneti did not stay
beyond the attention of the specialists in the related fields — ethnologists, linguists, anthropologists,
art critics and researchers of oral folklore. Despite many works, traditional culture of this region
still raises many questions, which testifies to its depth and inexhaustibility. In the paper we would
like to share some observations on the changes in the performance of Svan polyphonic songs over
the time.

Music and Ritual

During the expedition, we had the opportunity to attend the ritual celebrating the beginning of
mowing season’ — Akhanakha’ in Ushguli community. It took place in the yard of the Savior Church
in the village of Chvibiani. One of the men, kneeling in front of the church, started to pray. Each
prayer was followed by the group responding in unison: Amen! In the churchyard they sang Ushgu-

! Among the recorders of traditional Svan music are Shalva Aslanishvili, Grigol Chkhikvadze, Vladimer Akhobadze,
Otar Chijavadze, Tamar Mamaladze, Yvette Grimaud, Mindia Jordania, Joseph Jordania, Edisher Garakanidze, Malk-
haz Erkvanidze, Natalia Zumbadze, Nana Valishvili, Maka Khardziani, Silvia Bolle Zemp, Hugo Zemp, Nana Mzha-
vanadze, Frank Scherbaum and others.

2 Due to heavy snowfalls in the mountains, the only way for overwintering livestock are hay bales brought from
meadows, aaccordingly, this type of activity is of particular importance for the locals. The beginning of the mowing
season is also accompanied by celebrations in the mountains of East Georgia.

3 Explained as — mowing day.
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li variants of Jgrag* and Riho’. After that, they went to the meadow to symbolically mark the start
of mowing with the movement of a scythe. As we were told, in recent years this day is limited only
to prayer in the churchyard and a meal after the prayer. In this case, the reason for the performance
of the already forgotten tradition — symbolic mowing, was the visit of the expedition team. The
hosts specially performed the mentioned songs. Despite the efforts, it was difficult for them to sing
properly in three voices. In the interviews, they noted that recently at various gatherings they more
sing modern songs. From the old repertoire they better remember ritual songs.

Ritual songs in general and those that accompany community celebrations occupy a large
place in the repertoire recorded by the expedition®. This is natural, given the importance of this
genre in Svan folklore. The material shows that the ethnophores’ memory has preserved Jgrag the
best. We managed to record variants of this song in almost all communities (video ex. 1). For the
intensity of dissemination our attention was also drawn to the prayer-amen practice. Key moment
of the celebration — the prayer is usually accompanied by “Amen” of the choir, which sometimes
takes the form of an exclamation, and sometimes of polyphonic singing.” Locals considered it nec-
essary to use ritual paraphernalia even when recording in a non-sacral environment. For example,
in the community of Pari, the prayer was not said until lemziri® and zedashe’ were brought to the
performer (video ex. 2)'°

We had an interesting case in Nakra, the hosts explained that they did not know the song,
however, agreed to conversation with us. During the interview, it turned out that they really did not
have much information about Svan traditional music, nor did they have practical experience of its
performance. But they could sing the traditional

prayer-amen. We were offered a kind of imitation of the ritual, with zedashe and lemzir, to be
held in the village church, because they wanted to show us the sights of the community. On the spot,
apart from the promised prayer-amen, they suddenly started Jgrag. While singing, they intuitively
followed each other and gradually recalled the apparently already-forgotten voice parts. However,
the fact that they were able to sing the song to the end speaks volumes and points to the special
importance of Jgrag in today’s Svan society.

From the ritual repertoire, noteworthy is the funeral Zari and its practice, according to Murad

4 In Svaneti, this song is associated with Saint George. In scholarly literature, Jgrag is also considered a replacement
of the pre-Christian moon deity by a Christian saint (Bardavelidze, 1953). The cult of St. George is strong throughout
Georgia. The song Jgrag is still an essential part of Svan community celebrations.

3 Riho is the song from Ushguli and is related to local festivals. It is known that Riho was performed as a round dance
around Lamaria Church of Ushguli (Akhobadze, 1957:12). The fact of performing Riho as a round dance was also
confirmed by our interviewees.

6 Among them are: Jgrag, Riho, Lile, Diadeb, Didebata, Lazhghvash, Tskhau Krisdesh, Barbal Dolash, Kaltid, Eli-
alrde and others.

7 We recorded two- and three-part variants; sung on the syllables: oa-oi-men.

8 Ritual bread with filling. In this case, it was replaced with home-baked khachapuri.

9 Wine for offering. It was replaced by alcoholic drink.

10 1 this particular case, the content of the prayer was as follows, Part I: oh, glory to you merciful Saint Giorgi! Glory
to Saint Giorgi! We are grateful to you; may all who come here today have a good heart; don’t devoid them of your
assistance; grant them many more days like today; may there always be many who pray to you. Glory to you Saint

Giorgi! Part II: We have guests here today; help us to be able to always make good zedashe. May you all be blessed
and never lack St, Giorgi’s mercy! (translated by Koba Devdariani)
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Pirtskhelani, renowned singer, and an invariable participant of the ritual, “in the past, everyone
wanted to sing Zari, because its performance was considered the greatest tribute to the deceased”.
Zari, in variants of which both Upper and Lower Svaneti were rich, is §till a part of the funeral rite.
But it is mostly performed by elderly singers. The desire to learn this song and participate in the
ritual is significantly reduced among young people.

Generation of Oral Tradition

Most of our interviewees were born in the 1930s and 1940s. Their childhood years coincided
with the period of exceptional abundance of folk choirs in Georgia''. During their school years, ac-
tually all of them sang in school ensembles. Nevertheless, their first and main musical impressions
are connected with family gatherings, community celebrations, the rituals accompanying traditional
mode of life. Some named their mothers, fathers or close relatives as direct teachers. To our ques-
tion what they meant by a teacher and teaching, they responded: to memorize and join in singing
after repeated listening: “T listened to the voice-parts and sang to myself“— noted Givi Pirtskhelani
from the village of Lakhushdi. Robison Shukvani from Lenjeri community: “I learned to sing at
home, naturally; I imitated what I heard. I also listened to the songs at celebrations and repeated
first, second parts, and bass”. Given the laws of oral tradition, it is natural that from childhood their
hearing got used to improvisation and variety of variants. The free manner of singing has been pre-
served in the performance of the last generation representatives of this tradition.

The field research also revealed that the memory of the locals still holds complete lyrics of the
songs. It is known that several genres, which had a long duration in everyday life, were shortened
for stage performance. Among them there are examples of epic-type ballads, the main function
of which was to tell the plots preserved in multi-verse texts. Currently, such songs are mostly
performed with incomplete lyrics, which makes their content unclear. Rarely, but still, we meet
ethnophores who remember complete lyrics of songs. one Such is Jani (Jano) Kvanchiani, from the
village of Latali. He sings about interesting episodes of life and the history of his native Svaneti.
From time to time, he slightly changes the selected melody and embellishes it with various orna-
ments. Thanks to his poetic talent, at times he adds his own lines to the verse, thus showing a live
creative process (video ex. 3).

An important issue is the older generation’s perception of their own musical culture and at-
titude to this music. They recall that in their youth years, folk songs and dances accompanied all
gatherings and filled people with positive emotions. The folklore of the native region is very dear
to everyone, they always remember famous performers with great awe and are proud of this talent.
They like interacting with people who are interested in and love folklore and worry about the de-
clining interest in folk singing among young people.

Women in Svan Musical Tradition
Recently, a collection of Women s Role in UNESCO-Recognized European Traditional Singing
Practices was published as part of the cooperation between UNESCO and Thbilisi State Conserva-

" Under the Soviet rule, the increase in the number, popularization and propaganda of folk choirs had ideological
reasons. They had to present the art — national in form and socialist in content and convey the spirit of the happy work-
ing masses. The repertoire of ensembles was dominated by the examples on Soviet themes, traditional songs were
often performed by unconventional, unusually large and eclectic ensembles.
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toire. One of the publications, authored by ethnomusicologist Nana Mzhavanadze and ethnologist
Madonna Chamgeliani, touches upon the role of women in Svan traditional music (Mzhavanadze,
Chamgeliani, 2022:124-150). During their work on the article, we had the opportunity to communi-
cate with the authors and share our ideas. We fully agree with the opinion about special importance
of women in Svan musical tradition.

Most of the interviewed elderly singers named their mother as their first teacher of singing
and playing the chuniri. In almost every community, respondents told us about women who were
distinguished for one or another song, manner of singing, playing the chuniri or dancing in the
beginning of the last century and in subsequent years. In Latali, people still remember mournful
Kati Girgvliani who started a round dance, with singing and dancing at the community celebration
— Tanghiloba; Pasiko and Matrona Pitskhelani, famous for their singing and dancing; in the village
of Pari, people recalled the facts about local women — Agrapina Tsalani, Sasha and Lisa Chkhetiani
performing men’s funeral Zari, about renowned female singer Hadu Devdariani from the same
community, Irujan Chkhetiani famous for dancing on big toes — in the village of Chuberi.....the
locals emphasize frequent cases of men and women singing together. It is noteworthy that in the
beginning of the past century, basing on the impressions from a trip to Svaneti, Z. Paliashvili wrote:
“From Mount Latbari we turned right and arrived in the village of Ushkuli. At this time, we heard
a beautiful song in three voices: we looked to the right and saw a group of 10-15-year-old women
coming down the mountain, and this song was coming from them. Had I not seen it with my own
eyes, | would not have believed that the above song was sung by women, not men... During my
entire trip I never met a high voice (soprano) in women. However, a large number of singers in
Svaneti are women. Among them, I met many with a deep low voice (“contralto”), very similar to
the male voice (“tenor”). This is explained by the fact that in Svaneti, men and women always sing
together in choir. And since man’s voice is generally an “octave” lower than woman’s, women have
their voices tuned to man’s range . . . When listening to only women’s singing on the gramophone,
you won’t believe that it is women and not men singing” (Paliashvili, 1903:2). Almost four decades
before Paliashvili, Bishop Gabriel (Kikodze) who was in Svaneti, namely in Ushguli, noted: amaz-
ing is complete freedom and lightness revealed by the women here. They do not at all hide from
men and together with them participate in all kinds of gatherings and entertainment. In this case,
women and men formed a choir and sang various songs (Kikodze, 1867:37., our translation — T. R.).

Today, joint performance of men and women has naturally been preserved, mainly in family
musicking. In addition, in both Upper and Lower Svaneti there are many women distinguished in
playing the chuniri and singing (video ex. 4). As for municipal ensembles, the tradition of mixed
performance is rarely encountered.

In such cases too, women are mostly limited to participation in dances and round dances.

Conclusion

Field research of 2021 shows that the change of time and modern lifestyle have also affected
Svaneti, known for its loyalty to antiquity and traditions. The tendency to diminish is observed in
incomplete, fragmentarily surviving community celebration days and forgotten repertoire. Gener-
ations change, and the number of people who learn songs, dances or round dances syncretically
via participation in a particular ritual, and whose thinking was in accordance with the laws of oral
tradition, is gradually decreasing. This essentially changes the picture, because the number of peo-
ple distinguished in creative freedom, talent for improvisation, knowledge of various variants, and
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performance manner naturally acquired from their ancestors is becoming rarer. The attitude towards
traditional culture is also changing, even though young people recognize the value of the folklore of
their native region, most know it superficially. Another parameter, the change of which is obvious,
is the arrangement and performance manner of Svan song. The tendency of young people towards
temperament may be the consequence of the modern auditory environment, the change in manner
— of less knowledge and practice of Svan language. The changes in arrangement and manners are
especially noticeable in Lower Svaneti. Sadly, the short time allotted for research in this part of
Svaneti is not enough for well-grounded conclusions. The accumulated experience has convinced
us that the relation between folk music of Upper and Lower Svaneti — the differences primarily
manifested in the repertoire and performance style of these two Gorges — require in-depth research.

In recent years, tourism has become a kind of incentive for performing, and in some cases for
the revival of old rituals. Foreign guests who are interested in traditional life often show desire to
learn Georgian polyphonic singing. This, coupled with additional funding, strengthens among the
locals the feeling of pride in their own culture and the desire to preserve these traditions. Today,
in different parts of Georgia, including Svaneti, there are villages and families where interested
persons can learn Svan songs, master the instruments made by local masters. One clear example
of this is the village of Lakhushdi, the host village of our group during the expedition, where all
generations participated together in the performance of folk songs and dances (video ex. 5). Along
with the determination of individuals, we think that for the stimulation of such processes, it is nec-
essary to cooperate with the institutions with the obligation to protect the cultural heritage both in
and outside Georgia. Their involvement and support are vital for the country with a heavy Soviet
legacy that still struggles for its own cultural identity.

Video examples

1. Jgrag. Group of singers from Becho community

2. Prayer and Amen. The prayer uttered by Devdariani. The village of Lamkheri Pari community.

3. Song of Sarvash Saaqani. Jani (Jano) Kvanchiani. Latali, the village of Kvanchianari

4. Sozar Tsioq. Anna Chamgeliani (II voice, Chuniri), Madona Chamgeliani (I voice), Eka Chamgeliani (Bass).
Latali, the village of Lakhushdi

5. Dance song. Beginner Givi Pirtskhelani. rytskhelani. Latali, the village of Lakhushdi.
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N560N39 MmILN
(3LOM6901N)

LIOML AMI3ILBIENNI60 LNILIMS LV Lb3O AVLNZY. PMMOND
8963932 Md33N 3MI3IT6IBNNV60N OMILNBNNL LIBMNLIdOL XS
RBV6IBNIdBNL B3LNMIdI bI6LIBIVL() IMILIMTIBNL 01390

AgdL 3MDabhoEnodn 8939300, bomgamo dm3zxndbm byHmL IMoZ30mMBOBNMNSBN
LOLNBMgMM HMOOENNL NbHMMOYM E3MNMYOYdL, XX o XX Loylnbynddn LyhmL
0990b oghoynin Joann Am3mymangdol Aybogomymn domamoazngdol bogydzgmdy.

bLohm  BgoMaMoEbmzobo, JLHMBYMaOAL FMBOMgLOgy JBbMLNS (osbmmgdom
000 12 ©o000b0) o 80939030000 domMHNYM-30bYM, YRMM dMaoo®, BNbYM-
16361 339%3L. 98700000 LyHML CbHMMoym HyMohmmMosl (Setomaa — ,Lohmb Fnbo*)
mM BoBomo ymaab gbHmbgmn-Mnbamab LodM3MO. dMBMaNMadNL 3obTd3MMASBN
00000nboMg  30gMoEnnlb  godm, Lohmamoo  PIMO3MALMOS  v37030  JbHhMBymAb
Mo03)bn3g Mognmb3n bmammdL (Bomaeb, osbmmgdom 2500 vsdnobn LyhmMmdoob
91603030y H30) o dbmanme 200 vddnsbn FbmammdL Mbymnl HyMoHmmMNod].

BYHML IMOZ0MBEBNMNSBN LOLNIMGMM HMBNENY (Seto leelo) BOBYMN MHBMLMBZNL
(3BMdOmMNY, b3y MmMamM3 Joangzomsb Aghiymo bodmgms, Mhybymo bodwmgmo regilaul)
9b603omymn LYO-HMONENVY, MM3JMNE MMEMME 30MOYEMOID, MMO VMSLBMYYIOL
Bob BomMmdmndzs (Rultel 1997; Frog 2019). Leelo-L HfMowOE0d OMINM MM
dofMnmoo® DY30M 3owsg3gdms, bmmm 2009 Bymb UNESCO-3 ab 3ogmdmomodnl
0M3ohMnsmyMn 3gmipnMyano 3533300MIMANL dJ3MO dMNOMS. XX-XXI boygnbygdnl
83006303mmdOdn 03 HNONENd LommMINbYYMO 33MOMAIOJON obNESY: LMENLMYMN
3MoJHngnob leelo 3o0000J30  HMSNENSE, MM3JMbLE 039390 O 3oobEndnd
dofomoo nbbhHHIONL 35839MdN0 — AMBMYMIMMS $3139030, MMIMYOLLS leelo
80009dL HBMYO6. Da30MO FoVEITYMN S Logymomn dgddbomn LndmgMmadab
8oy, Ma3gMmpnomo  dg3bgdnmne  @odmd3gydbgdymo o bosmgnzm  dobomydno.
0019bgo3000 08 ROJHnbY, MMA leelo domnob 36n3309mMM300 ML dbMYMHOL Lohmb
bombol ;m30m-3MydYoHoE0edn, 3ob LobHYBohyMo Mydnb dbommmeo dEnty Bobomn
SLMYMYOL — leelo-b @bYdTn odbmMmMydnm 250 ©VdNObN AMBOBNMYMOL. b
03030hm, MmM3 1991 Bymb gbHMbBYNL BngM OIMYINHOMMONL VME]bNL 9093,
MHmEo LoHML ©930 3MMOHNZYMO O IPMHNMYNO NIZSMBODMOLO LOIToME dJHNYMO
80bo, dommdnbrs vb ooMmbos IMoz0mn bb3obbzy Lobob MMBNLINgdY, Lowos
dqbodmndgms leelo-b dgbBozmy o L3MBHVDYMO gbMymgods (UNESCO Seto; Oras,
Powell 2022).

XX=XXI by 3099030 LyhMb MY33n vgHNYMO NBYMEJdS MOBYDNTY Tbngoaymn
bhoao: Mebodgmmay, Mohdnmmn dmgmab HMonEnY; MmMomomdgbymo bodmogmo,
3mobognmo  FYbogs  (03039mo  gnbooymo  bLNdmoMo);  3MBEIMAHNBOL o  Mybymn
830MAMbNLOM30L Jgddbnmn Fnbogy; 39-20 LoYINONL 3MIYmomymo dPLbngs. LabhMIoob
919603030momholb  300330Mw0L  Mobobdo, 10 byhm leelo gnbOL @oMo, o3
919603n3omomyH3n oMbydMOL 300093 Lodo ZMsbolymo gnboon o 11 3Mm3ymomymn
99L0INL 53130 (https://setomaa.kovtp.ee/kultuuriseltsid-ja-kollektiivid).

LHOHOLHNIS O MBOENOMYMO EMIYTYOHOENS dbmmme BoBomMMdMNg dMByML
00 0900L FPbogomyM Ji3930L. 030L dobognde, 0y Mob 608bo3L leelo HMOOENNL
96Yy39hmMdS o MO3 gobodnmmods 3oL AgMomds v8 Mhmdwy, bodomm ngdbgds nd
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3M0gH03000b gobbomzog, MmdmydnE B3mmMdsmymn 0bbHOHYHIONL oMo sMbYdMOL,
0ba39, MmamME  NbEN3NEYSMYMO  OAMEENMYdYONL  Jomn  39hgMmaxbymmonl
o bLoMoYAb  gom3omnbBNbydom (Bangstad 2016). o3 9n0dboc 1933 Bmnsb
1962 Bmody ©odoYdYm 11 Jommob Rogomomg m30L0Mn30, LomM3INLYHMN,
Bobnmmmomng  LHMYIhnMHoMgdgmo 0bhoM30y. Yyzgms domaobn oghonmoo oMol b
oym Aomoyano Lyhmdoolb TPbogomym EbmamModedn o6 dMBOBomgmMOL Lahmb leelo
819609030 byhM3oob 3aMAMONRNYMO dMYOMOL ROMFMYOL goMgo. IMAH306m BoBnandn
30LoOMYd 30MHMONMOE HRMM dLOZM300 O YARMM SLOMZODMEOO MNBMAYONL Agbobyd,
MHmMAma0dos, 39Lod3NLO, 0gYmMNLbb3gde 1930-1940-000 BmYdTn  VOSEIOHMN
Jomgdn o 1950-1960-006 Bngddn odogdymgdn. Mo mdds nboo, 11 nbhgmaznyb
LOYYJZ9MdDY Fgndmgdgmns MON3] oMM 3o0BMEEYONL 3ozgmads. b dmbbybydY
dnndamgdo gobznbommo, MmgmmE bodommibg 33maz0, o6 Jyomagwoymo dndmbomazo,
MHmIgmoE dodmazgomb hgdn Mygb3dmbgbindal FybogomymMo godmEomadnb bogmom
60306-0300L9dgdL O VY3 NONZOMYM NBNZNYOMYM AMaMbYdYOL.

906039MMO o bogbmazmgdgmo dgnmab ggmgmoxgzns

ML3MbYbHdOL gmBNINMMOS o Fomn LoEbmamMadgmn vaNMAL 3MaMOTNS
domnob  3obbbzozgdymns o obobozL  PYMOBNDOENNLY O  39MNNRYMOMNDS300L
ammosmym  3MmEabadLb  20-5  bLoy3ybolb  JdgmMy  bBobgzemdn, 0byzg  Mmamms
93mbmangyt boybdnmgl gbhMBymoL bLobmaanm bagdhmidn 1949 Banol ndyangdomn
3mmgdhnz30Do300b 8538g3. vbomaodMwgdn LBO3mMOL gogMdymadoby o IPdomodnl
000600 80993D03Mb6 LyHMIvO6. HY3L dngf dgmhgyam Myb3MBYBHOL dmMaL of
0ym oM@ 9monn Joanon, MHmIganbog of gbbogmy, ob o §3ndozo LYHMIosL LodM3MaOL
8oMnm. BomMgLozxdn POMYBIGMYMREBID oo  3o330Mb  3IMOmoym  FboMybMLB,
LYHMBOSTn EVOMYBIONL gfm-gMon Bnodgdo 30 AMbyEJoHM AdMOMYdDdY DMYO30L
ONEOMYOMMOS 0ym, 3oaMad YARMM dbdmaodMe MomMd3n, FogomMNMO©, Nym homnbdn
0005090 7mMN 90bngnmn byhm, MMIn0E 330 dMBNAM dbO3BN LLEbMY byhMBoodn
o 3ma3nobydnm AddMNY30b0 ©yoE, Mm3gmnE obamaadmMomMosdn goobobmeoo
LYHMBOOV0 YLOFdMOIA0.

AaL MaL3MBYBHYOL MMNL MMbO Joann of nym 9B N0 LYHM. IMMEIOHHNMANL
030mbodMOLNM, gL osbmmMydnm 0303730, M3 LYHMAooL dmbobmgmdodn, bLowog
0MO-bLYHM  ©EOTNVBYONL MMM MOMYBMOS Bobogde Mmammi 1/3. Lo
0Mo-bLYHM Jomn LyHM FoB03039007 OJMMBNBEBID, Mmoo byhm Jomo — gbHhmbym
000030309; mMo omo-byhm Joamo bLyhmM3oodn bLodydomw Hoznwo, MM — JmMBNbydOL
39000300.

badmyMo leelo-b d5333MdSLY O bnydob3znmgdn dnmgdyma godmEoomgyds

Agdo MaL3MBYBHYONLD Yyzgmo Jmbogym LaHML LadMyMo leelo HMOOEOHM
LOMDOENYOLY o 3oMadmMAn 3gmbod BMLABYDNMN. YRMM  VLOMZIDMVS MNBMOSAN,
1950-1960-006 6030 od0Bq07M Jomaddo byhmymo leelo-b BgbMnmMadNL do3331MO
0mambydg0n YRMM 0g0NJOMOD O BVOYJOMSD 0YM B3O3TNMIOYMN, IO 30
LOLOBMYMM BFHN3MOVT0 AoMNYMYdN B NY3090:

»9M39M300b Ho3tm oo 3M3560 HJoanmonb 38923900 dmghmbnb. g ol 1960-0060
6m00b dmeonlb Jybododnbo vb39HMN 30MEbbNMMOO0 3fMmbroom v 3mmhmbim3nb
[3m3yanomyann bopgamgzndom bobodmgmm dmy] bodmgmgob dmgmmobyb*.

I93Mm  obozm3060 MOMdNL, 1930-1940-006 BMYd30  OdOYdYMO  Jomgdol
800MENMY0S Y3Mm 3eonofn nym. nbbn 3y3z9dmwbyb, oy Mmamm 3ngmmbyd domn
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09900 O MVBOLMABMYMYdD — LMRMOL EMMOY0dn, JmmMBamyd3n, HMSOENYM
8036mdab  39MydmbNgddY, 0bamMb LOTYTomgdol IbMYMYdNLdn dndmaboann
Mohomal coMmb. 39803000 3gmMgoM©s bLNAMYMNLBAN HENL Y F0LO MVBIHMMN
0993Mm0OMY00L nn boyzemymab, Lodmomab dgbodmgdanmdgdol dogdol o Hhmo©
LOBMYMOL NbnENOHN30L AMHN30:

,00bbM3b 9Mmor Mmool bomgbozgdL 39630900 Hmbsodn (Tona) — 0d ommb Somomo
96000 3Ymo3namnyo30, 0 on 0106 omoMm dndyo3007 bmandy o 8odnb byen gvhgdn
0ym bodmgmob 6o9mIbynon: ,,Joamgom, 300magmmo, 300mgmmon!” o 3093, Fobbybrgdy,
O9mmy omgb Mmamm 0930 gAY ,m, Mo 300m9Mmno! Mo dogMmoo 300myMmyon
390nb!"

00 MaL3MbYBAHNL gL, Mm3gmoE 1914 Bamb oym OOVHOYMN, LNBMYM
00doboy 30 LoMgdmy, MmEo  L3MbHObYMo  gMmomdmnzo  Lodmgmob
dqbodmydmMMod domnod dgdmyymn nym:

L9000H900b J980639390n oLy nym ... 0d ommb 9339 Laybdowo 300bmowy 01v30.
Omancomeo. ,h93mb [30300] 3mannlb ©oobovb dnzwnzom”. 89 391506900, ,m0bomznb
Onnbom?“ - ,,d30amm, 0bg doamnob dmdbyntws bndmamo“. obg Mmmd, 08nboznb o300,
mmad gMmoo Yommom. Hg3mb bobendn 0dmomab, Hgdn ddnb bobandn. 70-00690d0
bndmamo bogmorma Jnbycos, oME 30 3060, (Ml oM. IHIFN Hogmm vbomzodM®
nym [30c0m7 bb3o Omdmymamon dob bmoggandn}, L6390 1337 VoM Y3696

yzomo Hadlb Mgb3dmbeogbdhl d3modangdnbaed bbzo Abngs 3gmboooo dmbAdnmN
0 3000 PAMO3MYLMdY M030L ATMOMYONBL Jihmo FNgMMY: YRMM ;BbTgMm3Y
bombym  LNBMYMYOL, mmmEMIbym  bLNdmyMadL, JmMobognm o  dM3YmoMmym
3m33md0ENg0L, MM3MYdLYE JLHMBYM LIMmMYdTn SLBOZ3MNEDBY6 o 3gmmg AbmAMNM
3097 3M3momyan JbHMBYM 30¢HHdb.

badmymo leelo-b BgbMYmMgdab

3°0m30mydo leelo-b 3nb6Tn 3gobx3Mnob7053c07

oMEgMo Hgdb Mab3MBYBHL dbomgadMEOMONL d90w9a leelo LOLHYTIHYMOL oM
30nbiymgdno. leelo gnbgddn 0370800 FMYMNLD dbomgodM©s mMomdal bybhm o
0MO-bLYHM Jomgdn. YRIMMLO MOMOOL Jomgdl odzm 3oboymo HboMydn, MMAMYdOE
obomgodmomdodn 39ndnbglb, MmEo leelo-b ybdybOYD, TogMod Tomn LOIYNOMN
LOLOBMgMM 3MOJHN3O JoNNVL LMMBYMN NYM. leelo-b BgLMHMdNL Ao LobEHYToHHMO
3ModHngo onBym 30800, MmEo Jnobbolb obogdo leelo-bL @nbedn ogMmNObHIO,
Mobog Bob 3nbngnlb MEBYbndg Lbzs Lhnamab AgbMmymMgdNL odmEnmMyds HLEMIO®Y,
MHmagmm 0bLAHNHYHIOT0 (LOBMIMOL 3o3z3gNNMIdN LIMMIOTn, Zmobogymo TPbognb
89060, Loggmabom 8ybn, dm3ymomyma Fybogab vbLE3dMN), nby L3MbEHLLYMO
BomMdmdabom Lobodmgmm LohyoEngdTn.

N03MMbO MOMAOL 39MEIMNBS JomdoHMBIY, 3063 IFNMHME® nYM 83380MYOYMN
LOBMYMOLMOD LML ™330, 396M 3onbbYbo YRMMLYOMOD ghmo  LndmgmMmaly
3900b393900 o 39M3 0b, MM3 00383Mdd30 Vb vbomaodMomdol Bamgddn 306d9L
000030L  boBmgmo gbbozmgdNby. gMmoo dbMmoz, gL HMONEOYMO JEg3d oym —
LOLNBMgMM POOMYOL NMMLYONL Jgbiagdol BmbAgboLOL, Mgy dndmbag3odn,
0000 OYMMNMO O MIBIHMMIOMOD  gfMmoe  PRMmbydNL  dndod3nb  3goaaE
0d90000696. 0dE0 ©830MvY, MmMA vbomasadMms Jomgol bymadmzebymmdbab, MmEo
0bnbo  96n03309MM30060  M30003MYBIOHOE0NLOMZNL  HIDOOMEDID — 0gdbgoMEO
gL BmboBomamds LMWL  EMYLOLBOYMIdTn, 0y  JmmBomyddo  3ohomdannb
9530MgmoY. gming AbMng, 00 §3mdodn sbomaadMnddY3 o YRMMLYOBYE 3o3tMadLL
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3000 0obodgommazy LOdMZOMadNLy o LoddMmMS FMbMymo 3mmohninb ob
0OOMINIOYMYdS dbaby, MMIJMNE dEbOYdY, MMI HMONEOYMO  NMHNMS
(3030m0%Do3E00L  Bo3MadMONLby o  93mMbm3ngnMo  AeBmMAgBnanmMdol  Bndobo o
Bombymol 390300mMady nym. Jammbo 0omdNL Jomdshmbaol dnMowow 3Jmboom
800MENMN 0o3d330MYOYMN dTMINYOYMYdS LYHML JIBMLOL 3nBoMom o vdn¢HmA
00300096 LogNMOM JMNbOZNM 3NN30NMYdSL, MmEo LOLBOZMYdMBL Vb LodYJomo
LYHMBOOL LEDM3MYOL HM37dHYO.

obLYMO  VIMINYdYMYdS 3bM3MYdOL LEHOMOL  EF3MNMYOSLMOD gV ML
dofmomon 30d9dD0 030bY, MY MOHMI NMZMIOM®S YRMMLO NOMONL leelo 3MoJHN3900
oMbgMOMDYM vgHn3MdO, LBV NbNLN leelo-b 3nbEIn v 3oby3MNObHBYD, Mmamms
000b gL Amambdgd0 FMBAMBDL.

1947 69enb 0000090790 Joandodmbn 0bbybgob, o1y Mhmamm ooammoy 11
09 12 Banob obos3dn, doanyano Hodsoomnym Gobgobodn, mmdamnomop ©9sdnbo o
bb3o dmdmymangdn Fnndadousmgombnb Jmmbnendn, boos Hby 90mamoor — Sob
Bomoramoi doamnob 9bomos dmgbdnbo Bocn bodmymnbocznb — v MMmEMM 30IMOZM
©90F0bBS 0b JobHobnl bodvMaYeMnVb: ,d96 ombo ofh dmeponbom!” ([Bmdmconamn
00393900b 6oy30b0 6399090009 oM nym Onmgdnamn, 0bnbn 30mM©HOHMION NY3696,
Omby90M0006 9Mmoo, Lobamdy 90Mm1bo). d9dgs b Joborn 8MmaMbs B30V
0 01030b F93M0OMY000 9V vo3Mm O9dmmbnangco 3MmmEobonbomanb HMmoNENHMN
bogmmboanm Fnd30Mm0 o J99Eow0, 093MoM9cmob gmmo bogmmboamm bndmgmo
90m9Mo.

1949 69enb 0000 IOHMN Joandodmbn 53043900, 0 MmamMm 0dmymo HMmNdo
3mambod bgomytn leelo bodmzomdy, bowor bmoyemnb 00393900 0y3696 J93Mmodnann
o onodymo bbgo 30333900, 396nL 3oMmmns J99bMmYaNIOnbsm, YR ofmi gmob oM
JB8mamno Jomm domocmn bmanm b8o. 1941 Bgamb ©0odo93Hmn Jomoodmbnb 0gdnom,
bb3o 00303900, MMOm9oboip Ladmymo leelo-b bndmomy dggdanmor, bodmzomdy oM
043696, 019030 Foo gfhmooco ndmgmab 3m3yamomyann bodmygmoodn, (hmdamgdnz bmoannb
0boazodMmMONL MY39Mmonomnoob nbBozamyb.

JonmBomgddn vbomaodmos Jomgdolb Mman 3gm3omgmods 0dodn, Mmd dom
M0 P60 MM bogmmBomm ohNMYdY. YRMMLO MOMONL OME JMo JomdohmbL
b ohnMydgdn o JgnbMymMadns, MYI3s JmmMbomyddn, MMIMId0E LoHMBoodn
HomMgdmMes, bobdn Agbymn Joammdahmbgydn bbzo HonEnym bogmmBomm bodmymaol
SLMYMYOHYO.

1941 B9emb  000090YN3s  Jomdodmbds 300bboby, MM nbomy  boinoom
JImmBoandn oomnmydgon gomamo, 8ogmud dnbBo mdogoandy JOomds 3ovbys0my, hmd
Bob o Ybcomeo 9b d39amn v RYNNb Lodm3zbgann Modoenn 8nb bogyootm Jmthboandn
hAogtomnonboo. 9b Joandodmbn 03nghmob, Mmd coodmnmydnlb dgbimyamgds bogomm mmd
gmRnemnym, 938nbo sbBogamno.

01930 1MMbo MOMOAL MM JomdohmbL HAMaMns leelo MO30L BOMYLOZYOMNO
d0bzgmnbob: ,mmEo bamanb o8mvzmyonb d98wgs Homdydn 6o39n, 8odnb MmmEY
6001900390006 9o H396L bobandn  [LodmBoodn] 303MNBJ0M©ON, YM39)a30b
30m9mmeono bmendy. 0odnbop 30, MmEo  3030bmacon, 0d ommb  0nangbyhdydn
3636m3Mhmown, bocybozgon MmA Hodmonmwbyb Fgdb bobobogsco, ymagamm3nb 3c0bmacon
hodb cogncgob: ,,0meonm, ndmamyod!” 0bnbo 08dMobHb, (hmd oM nEnvb dnbsdn bodmyMmo
09 F900am900 ... 89 3990690m0. ,93 oMoRYMO!".
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leelo-b 3ohnboMYd

Mo0qbn3g Mgb3MbgbHhds 1970-80-0006 Bmgdn osbobooms Mmammz ofm,
o leelo Htrom3n 3mMaJi3o ob 93060 3mobdy goobBoglb — Bnybgozo ndnby, MHmd
oMLYOMOY leelo-b 3nbYdN, 1977 BNNLL LD ByMNBodn ghmbom, yzgms gnbnb
0mbBoBomamdnm  ©MNbndbgdms Lahmymn leelo-bL Mg, bmmm 1970-006 Bangddn
qLHMBYNOL Jomodgddn bygdyamds dmdMomdod byhmym leelo-b SbomO LMEFOVMYMN
LOBMOLO Bgbdnbo. MYIEo LyhmML 0x3dn, FNMNBbMBOSTN, leelo, SO, oM 0ym 0bY
0830Mo, MmMamME oMy ob MmgmmE 1990-006 o dm3wy3dbm Bangddn, MmEs Lohmb
09330 3mmohngnmo o ZIMHIMIM  dJHngmonl 3gMmomeo oge. 1970-80-000
Bngddo 0930b Lobodmgmm 3Moghnggdo gdodmy, leelo 3nbndo dgomgdom holzghnmn
0bbhHOHYHIO0 0ym,  INMHYMOL  3obhHMYdT0  (,3nmbMoL  Lobmgddn®)  vJbhoymo
069M3ndMd M1bdTnMm3 3M3YmomMymn b o Jsbngymo bogndom bndmgmo,
bmnanm  1960-0000 BmMd0ob  obomgedMgdnb bLodysmmb  3m3-dnbognb dMoz0mN
obomo bHomo ogdodho.

Jomdohmbads, Mmdgmog 1947 Bamb ondows, 300bbbs, oy 1970-0060 Bangdaly
©oboBynbAN MMamMM 30300 HEILOVD bobandn; Bob YoM yENLM3NL gombmao
HMmonEnnmo  bLOdMLN, Moy LdnMadM©S HOJomMdddn JWMMIMMMM  31bdn
0mBOBOmMaMONLEMZ0L. ]EE3NLOL VDM, leelo-b HMONENY VMM SMLHOMOY:

99030030 hozncon, ©gohgdb 3ncmbofn: ,boco ool dnbn @Hobbordgamn n3mm
H0bMmobddo (Igor Tonurist) dndnmm Leegajus-dn, mmad bydmmb bodmymgon 30dmghm*” o
bamomBYao 300MdY: ,Mmob Fohynno, bLadmb Hobbodgamn g0brv, 9b bmd 3obdns*,
©900H990bc30L 9b HobLEF9MMN 3obdN nyM, MVZVE Bob 9330 bmandy, dmdmymoamng
0ym o G39Mo303. oM Bodmmyao: ,bobendn 0dnpmd Hodmbzgcon, Mmd Omdomyym,
bamBo0dnE 30 omom dmgmnob byhmb boBmymydb Jmmboangodn o dgb Bodyygo, thmd
bgmb LoBmyMm9dL Hoannbdn Jmgmnob. 6y noynnon! . JomoanoE domnNob 3oomodo.
{8bmanmco 8ob J9893, M3 bobo bo®aanzndom 3mmamody oo d9b3s 0maenenmmYNN
383090b bandom3z069ab, oy39Mo 01030b F30aml).

Mo®Hm3 dmgmmb696 Jomgdn byhmym leelo-bL?

7RMMLO MOMONL LyhMgm JomddHMDBYOL Zoydnmmom 03nLb bbby, My Monhmad
3999M0nbYb leelo-b 31nbool — 3o HdMOMME HOOMLm, MmMA HAMYMOM. BoNN 05333MONL
0mambyodq00n AMBAMAL, MHmA Jommo LndmyMoed, N3 MML Fomdy WM3S dxvdgFNMYdS
9mobonby o M30mNb dbgmMob gobEws 803mMnB300; FoMMN30L leelo 3339005MNY. MVDSE
leelo ,,0000 LOZYBMNL®, 0L ©30380MYOL o FAMOMYOMSD O FTMOMNYM 39MOLMSO
— 9L 13obobZbymMN BobLOIYMMYON: 3603305MM30000 FoM30L, 3063 LYHMIBOL
LOBMEMYOL oMo FbM3MMAYD. MOBHBOE YRMMLO MOMONL FMOZOMN JomMdOHMOBNL
090900 03 9330 LMoL BodY306900 Y3690, MmammE HOBL, o3 Jomdohmbyddo
00300L0 3dMOMYONLOZSB 393 330MMAN FnnmaL ,,bndmgMOL ByyManmn®, yzgmo bobol
99L0ZNL JgbMYangdaL byMzonmn. MBBHDNBY JomdSHMBL bmEnd MM HMNNgMNMONL
LogoMmmMaded Hdndgs, MmA bmaoyM VLI obyaMNObydYMnym leelo-b 3nbwA0.

OMO-LYHM O VLOMZIBMS MOMOBD V300N MZoMbLOBMOLN PRMM oMy
©003330M3750mMob  3MB0EN0eD  Avdmoyomndglb. mMTo  Jomdo®mb3s  ombndbo
leelo-bb  ,Bo3MM300900“  obogMMo  TLbolnL  39MLb3gJHN30V0:  TPboZomyMo
AmbmHMbyMno, 39mME©Nl g3ob30moMYds o ZNMANBOENS V3MNY, NBHMBOENS oM
oMob bYBMS Y, LodMEsME, JobMYMYdS oM ML Lomoboomem AMBabMNZxdYMN
00 3o3MbHMmMYdYMO FPLOISMYMO®. 0L, MOMSE dMO-LYHM O VbOMFODM©O MVOMd
leelo-3 300d0Y, 0ym @obLognmMgdymon, sdommadymo oy Modhysmymo 9byMano,
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MHmAgmoE oo 0gthdbglb 3odnb, MmEo Yo3Mmb dm3mgmmyol nb3bbL, vbyzy Fodnb,
MHmEo 0z3000mb Fmgmmeebab. leelo-bL gmo-gMmon mozomn mofmgdymgds bohyznonb
033Mm300700L dgbodamgdmmods, Logymomn 3ndMydal godmbo®znb o 3MBb3MYDHm
LOMHYOENV30 3MBIMYHHMO BSTNBBYONLEMZNL FndoMm30L dgbodagdMMOVY.

893500900

BOYOMYOAS 11 FPLOZMLIMOD RMODAL ,nBY33HN leelo HNBNENS" dbomn LEdMNLYON
03000bo 20-5 o 21-9 LOY3YDIYd30. PbyzaHMdS 33nMy o bobamdmng ByzghaoL
0m0nEo3L, MmMImadnE dgodmgds  omdmM30hNbmo  1930-0006 o 1960-0006 Bangddn
00050909MO JomMOSHMBbIHONL NBLN3NEYOMYM FPLbISYMO FbM3MydOL NbHMMOYd3N:
leelo-bb  3o0MEEOMAONL  BoZMYdMdY  (3odmbobmydymydol  Jgdmbznzodn) b
3oL0yMn godmEomgdy, boydobznmgdo LobNdmgMm 3Modhngolb Bolmadmds ob dobn
d00mbzg30m0 boboomn, 0bg3g, MmamiE dDmangmo dgdmbznzodn o v37000ws3 bbgo
FbogomymMo LHOMIONL 3MOgHN3N0NL MINbNMYdS, MMAMME dboMEEDBMNMONL, dbY3]
9mBoognm vbo330. MYFE LMoy oL 3d0 JomdaHhMBYd0L goaMmMNobydY leelo 31bYd3N
AmHn30MgdYmMO 0ym 00393Mmd0L LubNdmgmm LohyoENYONL BMELIMN ETMELNMHONMO
o 99mE0YMo 3o3d0Mnom nd 3gMomnb dm3mymangdmsb, nbg3y MmammE A3mMoOmMNYM
39M0bmVD; HMmooEnymo dgbMymgdnb gobbosymmgdymo 9bgMmanol godmELNMYdN
o bobgammzobn dmAmgmmgdol dmadbodmozn 3oMm3bymmdnm; d3zgmo 3MgdDonm
H30mMd0L o Lohyoznolb dgboxggmobo  HYJbhadolb dgddbob  JobodmndmmMoONm O
MomoE dMAom leelo-b, MMEMME ZNMAHYMYMO 393330MIMONL ZoEbMONgMgdom (nb.
0839, Oras 2016). o0 3ogddhmmMgdol dmHn303019M0 3o3mgbo Bod30MO b
8030035mMnLbBOBM™, MMEYLOE 3ob3NbNMLZM, Y MmamM Hb YOMYB3xM3YMD leelo-b
HmMo0Enob Lndyofy dmdogomdn — Mo 0DNEV3L O vndYMYOL VEE3NVBYOL Aogmomb
leelo-b FgbfYmMY0Ld0.

00M03d60 doMmnbo vddM3od9d
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JANIKA ORAS
(ESTONIA)

SETO MULTIPART SINGING AND OTHER MUSIC. CHANGING MEANINGS AND
FUNCTIONS OF MULTIPART TRADITION OVER TIME THROUGH THE EYES OF
ELDERLY SINGERS

In my presentation, I try to shed light on the historical changes in the Seto multipart oral
singing tradition in the 20th—21st century through the musical biographies of active female singers
in the community.

The Seto are a small ethnos (about 12, 000 people) closely related to Estonians and belonging
to Baltic-Finnic, and more generally to Finno-Ugric people. Nowadays the historical Seto area
(Setomaa — *Seto land’) is divided into two parts by the Estonian-Russian border. Due to decades
of migration, most of the Seto now live in several places in Estonia (about 2500 of them in the
Setomaa municipality), with just over 200 people living on the Russian side.

Seto multipart singing tradition (Seto leelo) represents a unique sub-tradition of the Finnic
runosong (known also as Kalevala-metric song, runic song, regilaul) estimated to have emerged
approximately two millennia ago (Riiiitel 1997; Frog 2019). Leelo tradition has been transmitted
largely orally up to recent times and was inscribed into the UNESCO Representative List of the
Intangible Cultural Heritage of Humanity in 2009. During the 20th and 21st centuries, the tradition
underwent profound changes: from a communal practice, leelo singing has become a tradition
practiced and passed on mainly in institutions — groups of singers called /eelo choirs. In addition
to orally inherited and self-composed songs, the repertoire is complemented by published and
archival material. Even though the leelo plays a very important role in the self-presentation of the
Seto people, it is practiced systematically by a small part of the community — about 250 singers
participate in leelo choirs. It should be added, however, that after Estonia regained its independence
in 1991 and the Seto community became politically and culturally quite active, various events have
been re-established or invented, where it is possible to spontaneously sing leelo together and learn
to sing (UNESCO Seto; Oras, Powell 2022).

The 20th and 21st centuries are characterized by the active practice of several other musical
styles in the Seto community alongside Seto singing: end-rhymed more modern song tradition;
Orthodox song, classical music (a cappella choral song); concertina and Russian karmoshka music,
popular music of the 20th century. According to the Setomaa municipality website, besides 10 Seto
leelo choirs there are 3 classical choirs and 11 popular music groups in the municipality (https://
setomaa.kovtp.ee/kultuuriseltsid-ja-kollektiivid).

Statistics and official documentation only partially describe the musical behavior of the
community. In order to understand what the continuity of the leelo tradition means and what has
enabled its sustainability so far, it is also necessary to examine those practices that fall outside
formal institutions, as well as the individual experiences in all their heterogeneity and complexity
(Bangstad 2016). For this purpose, I made qualitative in-depth semi-structured interviews with 11

women, born between 1933 and 1962. All of them actively make or have made music in Setomaa or
a Seto leelo choir outside of geographical Setomaa. In the following, I will speak conditionally about
the older and younger generations, which include women born in the 1930s and 1940s and women
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born in the 1950s and 1960s respectively. Of course, no broad generalizations can be made based
on 11 interviews. This paper can be seen as a pilot study or a midterm review, which highlights the
common features of my interviewees’ musical experiences, but also unique individual memories.

Ethnicity and Geography of Residence

The ethnicity of the interviewees and the geography of their residence were quite diverse,
reflecting the global processes of urbanization, and peripheralization in the second half of the 20th
century, as well as the economic deprivation of rural Estonia after the forced collectivization of 1949.
Young people left Setomaa to continue their studies and work. No woman in my sample had not
studied or worked outside Setomaa. Relatives kept them in touch with their homeplace and one of
the reasons for returning to Setomaa was the need to support elderly parents. But among the younger
generation, there was also, for example, an ethnic Seto born in Tallinn, who settled in Setomaa as an
adult and later also took in her mother, who had left Setomaa for the capital when she was young.

There were four ethnically non-Seto women in my sample. In terms of percentage, this is
roughly the same as in the Setomaa population, where the proportion of non-Seto people is estimated
to be nearly 1/3. Three non-Seto women had married a Seto man, one Seto woman an Estonian man;
two non-Seto women had come to Setomaa for work, and two had come for marriage.

Seto Leelo Experiences from Childhood and Youth

Of my interviewees, all ethnic Seto had heard Seto leelo in traditional situations and settings.
In the younger generation, women born in the 1950s—1960s, childhood memories of spontaneous
singing of Seto /eelo were associated more with grandmothers and grandfathers, while mothers
were not involved in singing:

“It was always the older women who were singing in the group. Mothers had 1960s curled
headdresses and sang songs from Horoscope [a popular TV singing show]”.

The older generation, women born in the 1930s—1940s, had richer experiences. They told
stories of their mothers and villagers singing together — at village feasts, weddings, traditional
visiting acquaintances, at the ritual finishing of fieldwork. A recurring motif was the great singing
passion of the mother and her generation mates, the search for singing opportunities, and the
initiation of singing together:

“I remember one Christmas when we were visiting relatives in Ton "a — I must have been little
then, they didn't take grown-ups anymore. And then my mother was the song leader all the time:
‘Women, let’s sing, let's sing!’ And then [ remember the next day when my mother said: Oh, we sang!
Oh, how we sang yesterday!*

The mother of an interviewee, who was born in 1914, needed singing even when there were
few opportunities for spontaneous singing together:

“It was like this with my mother ... She was getting weaker by then. She’s coming: “I’'m going
to Tepo's [sons] wife’s mother”. I said, “What are you going there for?” — “Daughter, I'm really
hungry for singing”. So she went to sing with her. Together they sang at Tepo's house, and at my
brothers place. In the 70’5, singing generally stopped, I don't know when it disappeared. Mum was
younger [than the other singers in her village], the others had already disappeared”.

All my interview partners had heard other music from their parents, and most of them had
sung it with them: more modern folk songs, Orthodox songs, classical and popular compositions
taught in Estonian schools, and popular Estonian pre-WWII hits.
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Experiences of Singing Seto Leelo Before Joining a Leelo Choir

None of the interviewees had sung the leelo consistently since they were young. The non-
Seto and Seto of the younger generation had started singing in a leelo choir. Women of the older
generation had acquired passive skills by listening to the leelo in their youth, but their own singing
practices were very sporadic. Their consistent practice of leelo singing also began in (mature)
adulthood in a leelo choir and was preceded by the experience of practicing several other styles of
music, both in institutions (school singing class, classical music choir, church choir, popular music
ensemble) and in spontaneous singing situations.

None of the women of the older generation, who had closer contact with singing in the village
community, recalled having been involved in adult singing or having been taught singing when they
were children or young. On the one hand, this was the traditional behaviour — singing skills were
acquired by listening to adults, in some cases singing along, and imitating adults in the company of their
peers. However, maidens were obviously supervised when they had important self-presentations ahead
of them — village feasts and being bridesmaids at weddings. On the other hand, both young people at
the time and their elders were influenced by the attitude of modern society, including Soviet cultural
policy, that traditional culture implied a lack of civilization and economic backwardness and belonged
to the past. Women of the older generation had personally experienced demeaning attitudes towards
the Seto people and had hidden their ethnic origin when they went to study or work outside Setomaa.

These attitudes, together with the lifestyle changes, are the main reason why the leelo practices
of the older generation remained casual before they joined a leelo choir, as the following recollec-
tions suggest.

A woman born in 1947 recalled how, when she was 11 or 12 years old, she had tried to sneak
into the car in which her mother and the other singers were going to sing at a wedding — because
she really wanted to hear women singing — and how her mother had pushed her out of the trunk of
the car: “You're not going anywhere! [It wasn't customary to take older children with you when
you went further to the party, their role was to keep house with the elderly.] The courageous girl
had then gone and made a wedding gate — a traditional barrier to the wedding procession — with
her friend and tried to sing a wedding song with her.

A woman born in 1949 told how in the pasture, where the village children were together, one
girl sang Seto leelo and made the other children sing the chorus part — but no one sang in a higher
solo voice. The woman, born in 1941, told how there were no other children in the pasture who
could sing Seto leelo, but instead, they sang together popular songs they had learnt from the village
youths’ repertoire.

At weddings, the role of the maidens was to sing the bridal laments together. None of the older
generations of women had sung the laments, although at their weddings when they took place in
Setomaa, the older women had sung other traditional wedding songs.

A woman born in 1941 recalled that she had wanted to sing laments at her wedding, but her
future husband decided he didn t want this old money-making custom at his wedding. The woman
thought that perhaps if she had had to sing laments, her mother would have taught her.

However, two women of the older generation sang the leelo when they met their relatives:

“When I came away to Tartu after school, then, when we got together with relatives at home
[in Setomaa], there was always singing. And even when I was married, I was living in Ulenurme at
the time, when relatives came to visit us, I always asked my aunts: ‘Well, sing!’ They said they don t
know, well, in the apartment, whether to sing ... I said: ‘Its nothing!’”
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“Disappearance” of the Leelo

The 1970s—80s were characterised by a couple of respondents as a time when the /eelo was
in the shadows or the background — despite the fact that there were leelo choirs, from 1977 Seto
Leelo Day was held every third year with the participation of all choirs, and the folklore movement
that started in Estonian cities in the 1970s gave Seto leelo a new social meaning. However, in the
Seto community as a whole, the leelo was probably not as visible as it was earlier as well as in
the subsequent period of political and cultural activism in the Seto community in the 1990s and
onwards. In the 1970-the 80s the community singing practices had disappeared, the leelo choirs
were relatively closed institutions, modern popular music, and classical choral singing were actively
practiced in the cultural centers (‘cultural houses’), and new styles of pop music were added to the
world of youth from the 1960s onwards.

The woman, who was born in 1947, recalled how she came home to her mother in the early
1970s to ask for a traditional costume to join a folklore group in the capital. From her mother’s point
of view, the /eelo tradition was over:

1 came to Meeksi, and said to my mother: ‘Where are your clothes — Igor Tonurist is taking
me to Leegajus to sing Seto songs.’ She got really angry: ‘What are you cheating, you want Seto
clothes just like that, a treasure.’ For my mother, they were a treasure, because she wore them and
was a singer and a dressmaker herself. She wouldn t give: ‘You came home to lie to me. Even in
Setomaa, they don't even sing Seto songs at weddings anymore and you are lying to me that they
sing Seto songs in Tallinn. Don 't cheat!’ She didn t give them. She was really annoyed. [It was only
after watching a TV program and meeting the leader of the folklore group that the mother began to
believe her daughter.]

What Motivated Women to Sing Seto Leelo?

The older generation of Seto women found it difficult to explain why they had joined the /eelo
choir — they just wanted to sing. Their childhood memories show that women’s singing at the time
left a deep impression on them, creating an epiphanic experience: for them, the /eelo is beautiful.
Leelo is also “one’s own”, it carries a link with parents and the homeplace — the latter is especially
important for those who live outside Setomaa. Since the mothers of many of the women of the older
generation were the leaders of singing in the community, it seems that these women have inherited
from their parents the “passion for singing”, the desire to make all kinds of music. Several women
were motivated to join the /eelo choir at a mature age by the need for social interaction.

Non-Seto and the younger generation gave their views more from a bystander position. A
couple of women pointed out the “shortcomings” of the leelo from the perspective of Western
music: it is musically monotonous, the melody lacks development and culmination, the intonation
is not clear, and, in general, the performance is not musically ordered or controlled enough. What
drew the non-Seto and the younger generation to the leelo was a special, heightened, or ritualistic
energy that they had experienced watching the older singers and singing themselves. One of the
main values of leelo was the possibility to improvise words, to express their thoughts, and to address
specific people in a particular situation.
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Summing Up

Conversations with 11 musicians opened up for me new meanings for the phrase ‘continuous
leelo tradition’ in the 20th and 21st centuries. Continuity includes minor and major discontinuities
that can be followed in the individual musical life histories of women born in the 1930s and 1960s:
the lack (in the case of incomers) or passivity of the leelo experience, the lack or randomness of
singing practice in adolescence, together with the dominance of practices of other musical styles in
adolescence and adulthood, in some cases also currently. However, in (mature) adulthood, women
joined leelo choirs, motivated by the vivid experiences of singing situations in childhood and the
emotional connection to the singers of those days, as well as to the homeplace; by the experience
of special energy of traditional performance and the charming personalities of outstanding singers;
by the opportunity to enjoy old poetry and to create words appropriate to the situation; and, to
some extent, by a consciousness of /eelo as cultural heritage (see also Oras 2016). The motivational
effect of these factors could certainly be taken into account when considering how to ensure the
sustainability of the Seto leelo tradition in the future — what attracts and keeps people engaged in
the leelo singing.
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»BMN@IVIdMN3N“ 3NLML dGMLO JOMOIX LYISLILOM 3O MdI3N
©9 30LN VIGIBNMENMIdY IMIIIHLINVG6 3MEOIILO3N

BOYIMaLOM  ZomMONL  HMVNENTN 30630L ©3x00L BobHMBYMN 3MNBEN3N o
9qmeenymo 3mm3nmgdmMnzn odMmM306900 Lomogglb dmMgnmo, JMobhnobmdodwgmn
Bombymoob  0mgdL.  gMmobhnobymo  gommonlb  3Mmazgboyen  bymm3zbade
AodmMyomndgonb  LoBynb  gH3dy  JMMIYMYdMozn  3003500L  LoLbH3oHODOEN
dbmmme  d93bMYMadmMad0L bogomymn bL3onL 35339Mdom  bmMENYMIOMD.
00 9hoddg, LogoMMOMNL 30630L oMy LAHMYJHYIMION M 300093 3oBZNMOMIONL
LOBYOL  bHoNedns — Zommb abgon 3603309mMM300  dHMNOYHION, MMBMMNEOS
039MomMngn, nbhmboinyma baggMmm o 3oMAMbnymo Loxydzgmo 59M 30093 o dMhab
©0939MaB3NMYOHNMN. 30anmb a31BIENMBNMYdNL VLY dMgoynm IMMISL dVbLHYMYdHD
310 LOYINBIYONL TLbngomym-cgmMoymn HMoghohad0E (B FMMAL O3LBbYMYOM
y30mody oofMgnan Byommb (IX b) Musika disciplina). MHmMammE 03 HMoghohnwsb 03330,
0339MdHmmn 3oMmmb 0o o 30b0 Lobobmab oMo 3obLLINMYOYM YNMOMYOLL
09393000 HdMYomndgdYMo Iganmenymn mmAngdol (@ananno, noeane, nonannoeane,
noeane) H33MImMo 3odmynbgdsl. (Bailey, 1974).

MHmammEz obHMMOS 33030MOL, MMM 3oH3O3MMOBBN SMBMLBZMNHD O VLMY
LogMOLHNEBMA0, 3MOJHNZIMO BMBNL MYMMYHNDOENOL Bmmbmzbomadnl Jnmmdyddo
30 bdob LELAHYBTn FEMNNSBYOYMO  LogoMOMYONL 300637030 gobbmMEngmo
30mb 0LbyMO dHIMNOYHOOL ohgbo, MMEMMNESS R3NBIMNLN, SBBNHHLO s MY3aM3YLo.
M0g HMonEn)ddo godmoym Hmagdmmoynmo s hybhModmmoymo LgdadhHxdo, Modsy
03Mmnbgmn 3Lngolb cgmmMno BagMEMMNandaL g3obbodmamModwg dnny3sbo.

30bLVIYNMYOM YnMoMgdob nBLLbMadL nb godhn, MM dmomymn 3nanmb
bbybadymn gmndgdHaONL FobLDM3MS, M3o bANL LOLEHHAOL 30637500L dboomymn
300mBBM3NgMgdgdnL  Jgbbogms o MmgMMomMN  gobdMEogdy, dodLOHNYM o
obo3mMYM-93MM3nan HMooENedn dmbmoymo 3v680L 03nbJEnmboMydal 30MmMdYd3n
o0bBym. dno bLoY3nbIxdaL MgmMoyan HMoghohnd3n OBMBINdY Y39mo FMLOBMYOLLO
o Abygmmoolb  Fgnmeenymo  MM3PMadnL  3oMAMboymo  ©3n0onmodal,  3nanmb
LOYmMEYbadNL, 0y Bma3nobydom, d3xMomMMngqonlb dgbobgd, dmbmepnymn Igmipnmol
Boomdn gynds Loogydzgmon. o8 JH3DY OLLZMIM J3MM3YM HMOOENSBN Zommb
0Ly oMHnaMMngdo, MMamMMNESS HMBYdNL LobLEHYTS, MIHo3nM0 dmommdy, ¥3doHYLO,
M939M31nLo, B0bOMNbO Fobosgydymo nym dmbmenymn bobHhadnb dBdILMVL. bmemm
00dbHNYM HMSNENddn  HohmodmmMoynm LobHYFLMOD, MoE JoMagovs 3bmdoann,
0mAME90d SbHNZNMN MYMMNNLLD.

93Mm3ym  3bngodn, IMo30mMb3NdbMONL  @ob300MYdSLMVD  ghmoE, Jommb
09mMosbo o EMEbOM 3Moghngolb dmmMal bLymomdymn BnbosmdgamMdgdn AbYd..
390003mM3d0, abozmamdn 0ggMmommMnggdol MgmmMNod o AMo30mb3nobmdSLMVL dobn
L,0MMN3700L* ObHMMNSD oH390s, MME 3MMOBMBAHOMYMN 30330MJONL MOEFNMBOMYMO
mMaobndadymn  Lobhgds, F9MHOIomYMo  3obdMINMYdYNL AoMm30L  30MmMOYdA0,
300060 BYOIEMBOMYdD..

bLybgdmMn  Loobmygdol  vM30LYOLAY (Bbge3gmmdodn 3og3Lb  Tbogomym-
ogmmoymo - LobHYTYdL  BMMI0MYdS)  JommL  oMbO  JMLEHNVBYM  LodyoMmdn
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Fomm©nymn, B3mMIYYOMozn nym. ,3mM3PmMIOMn3n dmommdy”, ,a3mM3YmMadMN3N
30mm*, ,89mme0ymo 3nanm*“—od Hham3nbyoLb FndommozL omgdmabinobymmn g3hmdymon
30mmonbodn 3ndm3bnem dmbmamonadn 3bmdnmn 31bngnbAEM©BY NYMNY H3NTM3
(0;300m3o, 1999), Mmegbog dbzymmob IX-X boyinbggddn mgmmabndmbgdol dngm
80013037090 Amamymn  d39MocnMnagaonL dnbgoznm gmhngmmobanamo  Jmmommab
HMBHOMYMO ,MIEJH0MIOL* ggag0dY.

oML ,3MMAYHOMNZ" 30MDY LoYOMMAL 3BMIOMN Jofmm3gmn LN INLAEM®OY,
Jofmogmo  HMmonEngmo  3gbogolb  3omAmboolb  gbBozmol  Bgomemmmgnnly
®ndgdgdgmn  3hmay. domzo  obomobndznmn’, Jommb  ga3mmyEnnl  3MmEgbmb
0030380M7000 ,dMZoo, oMo dbmm  JoMmoym  HMoEnEoYm  Iybogsdn. 0gn
Yy1imomaosl 09sb30mgdb 3ommb 3oModghmaonlb mobwsmabmdomon 3mobhomodoiznnl
36MhmEgLdY, 3nanmb 03 M30L500DY, MmdgmoE abHMMoYMO 919wdng ob30MVMYdS3N
3mM0bY0S.  93hMMN  FoMYdYMO®  ©Mbodbogb, Mmd  Zommb  oMmbolb  JnEdbmdo
3gbodamgdgamny bmanmeo 3o3nb, 01 Ambgds 3nmmb gmadgbhadnb — ,089MOMMNZNL,
039Momo 36J30MbBOMHMN YMNNHMNIMINWLIONMIONL, 9.0. dZMIM NBHMBOENYMN
30030Mgd0lb o 3nmmb  3oM3mMboynmn  LoMd3zmMadAL  YMONYMNMOBIRSMOMONL*
- 30030mnbBNbYdy  (BbaNbNdznmn, 1956:172). bLBMMYE o8  BgomEMMMANNL
LOYYNI39MdDY, SbMOBNAZ0MN Jofmonymn boambymn bodmyMmgdob B0Bydgddn (bg3LyMym
9Mmbdnob LNdMgMyddn — ,330M0L LOAMgMS*, ,0000" o ,003 BB BoMAMONHydL
30@mb 3ob30m0Myd0L Yyzgmadyg scomgnamo bogggbymob vbomgzmb. 393bogMn vbI3BAL,
Hmd LOBMgMYdOL 03 30MNVBHYO3n Znanm BomIMoaxoL AgmmeNob, 3068L (3omm-
30080). 030 ombndbozLb, MmM3 ,30mmb 3obanmomadnb o3 bLoggbymdn dggmocmingo,
0bHMBboENYM0 LEgMM o 3oMAMBNYMO LOWYJIZMO FHM oM VML NRHMYBENMYdYMO.
30mmb gL bLodnzy 9mMa3gbHN M 30I3 YMHNNYMNIGMBYTYMNL”. IMaghogymoco,
Sbmob0dznma ,,3mM3PmMgdMnzo* gommb 650MLOLbYdEDY LoPOMMOL o dob
»300mm-35630L" bobgmocm dmobbybngob.

00M08O, ,a3MM3YMIOMNZ00“ 30mm, LOYE J0MM-30030 3007YMABIMNS S Asbdn
590 300093 oM oMol NMYBENMYOYMN 3oMBMBO7MN LoyMabadN O dgMINMNZN.
00 06033069mmdnm 30300MMo30 ,3MMANMYOMN30  30mmb* (36900l dmbbybydedn
o  300bggmad  Jomoym  LOYIWMoLOM  LogeMOMaOdn  IMO30Mb3NSBMONL
0mM30Myd0b 3MmMEaLAn ,BMMIYMOMN30" Znanmb MHMENDY, 30MMYMO JoModgHMadb
9M009MN303oMNYOSDY.

Modgbo  dgbodmydgmne  IMO30mMb3NobMONL  Jnmdgddo  AmbmnyMn
39mMhMobo30L H3YMo—,3MMHIYMIOMN30 30NML* vMHLIOMIODY LoYdOMN? ST LuZnmbab
800bnm3z0809 by v®NbndbmML gMomn domnod 360d3bgmm30b0 300MBDMBNgMydo,
MHMAIMOL  3omnzomabBnbgdal gomMadg LogommMomol  omm-3omdmboyamo  bobhadob
0bomndn goyndommangdgmoo.

300000000 Lbzy 3obdmaogdnmn  dgomommmans of  oMLOMOL, JofMmoymon
HMo0E0nMo 3LN3nL VBIMNDOL Boamzs SbaMBBNB30mMNLYNMN ;gMMNoL dgbodsdnbo
©00333000Ma07mM0  FJOMOMINM3NS  goM33Jnamn  nbgMEnnm  godmygbgdnmn  ngbo
Jomogmo  Log3mabom  LOgEMMOMILNL  InMMYMN  MO30LHOYMYOJONL  FgLBozmAb
3MmEoLAnE. oMo, gommonb 3Mo30mbdnobn Jbmznamal MMAebodYdOL dmozoMmo
396mbdMngM9xdalb 3oym3omabb0bxdmMmMANL Rodm, VBomMNdOL  HMONENYMN

3. SLOMBONFZ0MAS IMBMMOBNNM ,00M 3393000 Johnymn bombymn LNBmYMYdNL Agbobyd* Lomozy
oM JoMoymo HMonE0Ymn 3xLngoL Zommbo s, BMEISM, 30MIMBNNL LognmMbydnb T7EbnyMy
mMbydY FgbBo3mMSL.
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30000l 3o3mynbgdob ymazgmozob bobymagmo dgwgan 30M dmodab o 3oM3mboymn
dm3mnb900b sModoMmgdyan 39a30bgdslb 0B393L. P30M3amab ymamabo, 3anmobbdmo
Jomoym bogzmabom bogommmdmaddn nohMBYMO Jnmmmnmn bHMYIHnMgdal dngdsb
0 08 8900b39370L, LoVE 03 30BMBDMINYMHOIONM 3oMBMBNYMO IM3MHBYdOL SbLBY
MO0 0O Fom INMMYMN oM 3393MmMON bLbBNVO.

qb oMol bombymo  LNBMYMOLLEED gobbbzezgdymn IMO35mMbINO6MONL
mM3zo60300b gxgmMmBo, MmMIgmoE BoboLBM gobLOdMaMYMN IMbmNyMmn 3ob30b
©OM0MydnL dnga00 oMol Anmgdymo. sMoboimgd 3603305mmmM30000 030L bodaoLady,
A Jomonyann b 3gmbom bogommdmnb Aybngsmymn Jumznmo Mo30LN gob3NMSMYOdNL
ya3omo ghoddg 060Mhnbgdb o8 3MnbEN3L — Boogzamo 30630 ymzgmmazab shomyob
3omMgobndgdgm o@P6J3nob IMO30mbInobmodsdn. LOMMgL b ™MO30LYOYMYdS
9600 8obo30MmogdaL, agfMmon  dbMng, bLogommdmalb  IMogomb3dnobn  Bymodnl
060003000790mMmMob, dgmig 3bMnz, dobo Zommymo mmaobodHdOL Mv30LYOYMYOIOL.

00n0hm3, BomozoMn  30630L  Zoanmymo  3oMadgHMONL  dBOMNdO  PomMabo
0600300mmM30000  Aohofmoglb  3omgg,  ©odmY300000MooE o 3Mo3ombdnsb
3M00adbh30E.

A30bL Bnbo 33030030 ©mM3003603000m, MM3 LgoMOMOL dMozoMn 30680L
9nmmeongo 309310306900 3mmMnbomadnm hndb, dobn dgmmeoymo BMmMIMadNL
3000003709 HMbJdd0 F9M 300093 oM oMb 3odm3maboann 3oM3mMboymn boyMwgbgdo.
000(md  HmByoL  AmMob  3mmMnbogns  BomMAmIJAbob  dnanmyMo  Byohmomym
LB HHOL — IgmMmNYM BMMTHMYOL. LobmEHM AvbEBYIMYdNL gMMYMN VBSMNDNEVD
033930, Mmd ,a3mMINNgdMH30 Zommb* 30L700L LogommMOmEL dmozofMn 30030
9mMo30mMb3000mMOnL 30MMOn038nE NBMAYBYOL (Fog.: 10,10).

M20009bo® dgbodmgdgmos  boygnb69g0aob  gob3ogzmmooda  306390L
89960MAn6g00bon gmmIymgdMmogn oMba, 3odnb, MMEo Mvzo0 dMbmeEnyM
39mbymoedn dmboo MmMAYMYdM0z0 Zommb 8oModdbs o 3nmmb g3mmyEns dobo
9my3906(HYd0L MObEOMObMdoMN 3odnz3b0lb gdom? gobznbammo, Mo 3MmEgbydo
0000060Mgmdb omIMbO3mgm o obogmgm bLoJMabEHN6MAn  JoanmyMmo
00Mm36700b 3gob6300M0Mx00L M3ombODMOLNM O MOBEbo Bxbodmagdgmas
99 3MmEgbgob dmgbnbs gogzmgbo  JoMmogmo  Lodbogm  Lab@y3dob
Ao3myomndxdoD?

bogMObbIMY,  go30M3oMNLEBNBMD, MM3  dMAMLO3MI O  OLO3MIM
LOgMOLHNVOMTn  LOBMBILHM™M  Lodgommdmm  3Modhngolb  TPLbngomyM-cgmMoymn
8000mMgoadnlb  3EYMMOg0n  3obLogymmMadnm  IX  bLoygndoLd  vJhYMwYdo,
039MomMnggdalb cgmmonl 357Jdbo 30 X LoOYZNbIL dobygNM3bgde. 03 39Mnmedn
Jofmogmo LO3gommMOmm bymmzb9do ob30MOMYdAL omom LoxgbyMdy asL. v3ody
890Y30maoL  JoMmopm  modIM3n3Y  3Moghngodn Jg8393o3009mn  LEFOMMOIMcS
3Ma0nmyd0, MMNZNbomMyHMN o MOME3bNMN 3096MaMORNYMN oMy, M3001BYMA3ON
©0367MmmMonL LobHhgds. ngddbgds dyomn Logndagman 30MonENLbM30L, Mm3 o3 Mmb
Logommzommdn 1339 OLMYMYONMNS  dMAMLOZMYN-JMAbHNBYMN  LoZommdanM
3uhymolb  0m30bgdolb  3MmEgbo,  gMobdnobo 3063900  sbndnmnmMgdnmono,
800M030mbdnsobgdnmny, bblvgzomo MmA 301300 ,MgagdhnMmgdymoas” Jommymo
9Mo30mb3no60 LOIYLOZM dBMM36900L 3MEEHYJLAHDN.

2 ObLYMBo VBOMNDTS OE3BVbY, MMT LogoMOIMNL MmEMME doozoMm 306330, LY 39MAHNISMYM
bLAHMYIHIMIOT0E P30MOHobOE FgMMENYMO 30330MYdN dMOL BoMAToMMZIMN o FodMdMO3xOHMN,
bmmm dMozomb3nobn 3mA3mggLadob 3nanmymn BBI309d0 — BynHMIMYMNS.
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3930Mmom, Mm3  d0dObHOYMo  Tonmbol  Jofmoyan  HfMonEnsedn  dgdmbamo
00030039 30630L 3o0Mo35mMb3NbdNm godmnbotho, Mog dbndnmoEnab dhmEgbdo
00030Mn  30630L  MYnbHMBOMadAL dMNYONLMZNL OBdHdNMN ogJhmMmMo  goboo.
LogoMmogme, Mm3d  3Mozombdnsobn  BmgMoL  BZNMMOMN33d MM IMMMNMIS
HMo0EN3 dmozoMn 30630L AgmmN3nb 3MmModMBbHomM db3gdhdn gobanmMdmMydLL
o dmbmonymn  306g30b30L  H3ymo  Inamymo  LHMYIHMdOL  AHEBMYsMNdgOLL
dgndomo bgymo.

003Mod, 00030MmYmMo, bLogommomolb gb  dmozotn, 9Mmbdnobo 30630
800M030mbdnobgdnb  398g8 o3hmbmdnyMo  Lobomog  vaMdgmgds  oMbydMOLL,
M00g0b Logommzgmmadn LBS3MYONL HMOOENS NYyM dNBLMYMO (Dg3nM-BoMommMONMN)
©o o3  Zm-3momgdol  B930Mo, HEIMIMO®  3ooEJ3ob  3nmnbb3mos?,
©oboMhndn mmn b3nb Jgbymdo 30 033MM30DLEFOYMOL brgdms. d3obmOb jihmoc,
LOTYLOZM  OBBYMMMONL  LOLEHHTYONL* VBOMNDOE VELHYMYOL, MmMA3 3b5dmMbyMO,
0yMmM3YMYOMN30 30ANMYMN SBMHM30900 ZommMONL HMNSOENNLMZNL OTsbobNsMYdYMNS
XX boY3Y6I0WY.

000L  gofMo, ©NEO  dMOSIMOND,  bodommagmmdn  dmbmeoymo  30630L
800M030mb3nsbgdo B0b HLBEMYBS dMYNMN TN LEYIN0HYONL LETZSMMAMM 3Maghngnb
09mMoyan 3obdMaogdol o, o8 mgmmnnb dobganm, 3063900L ,MgodhnmMadob”
(3o0LOIYNMYON,  3MNZMMOLAYMO  JMmMOmNbY). ©IMNZOE, 07 30MNMJOD, MM
9Mhombdoobn 30063300  LogdoMmmzgmmdn  3o3MEIMIYdNLEVBO3]  3odMo30mMb3NVbY,
9Mogomb30obn  BBbIEnmMboMadol Bnomdn TybogomyMo 3Mogdhngnlb SdLHMOZNMYdS
OabdMogmtym, HMmngdmMoym ob bb3s 3mamagdmmoyem Lobhdedn gomom dmbrgdmeo.

dno LOY3NDIxdAL Logzmabom FYbogaL obHMMNNOD EFbMdNMNY, MM3 sbomn
F9bogomyMn  3ModhngoLb  3oaMEamyds Mm3gmndg  vaNMMOMNg  g3mabnodn oM
89mobbAmdL o8 3Modhngolb moboommymo  mgmmMool 0dMoz30mm3]  ©™30LJOLOE
(mmdmazons: 2011). 0309000, 300630L  godMoz3omb3nobydol MmIE ogym3b900bs
Logomomzaammdn, X bLoy3nbal dg8amd  B3)MOMMNZIONL  MMMNNL  Zomo30LHdS
030mMMOMN3  HmonEnodn 3o0b3 39 3mbrogdmo®; Habmodhmmmogdal cgmmno
0Mo30mMb3n00MOSLMOD  of oMb  mMo3bgdsN, X bLonsndadn 30 LodoMmzgmmdn
0Mo30mb3n00mMONb vMbydMoNb 03odhn JhyyomMno (BomEbomoso, 2018: 221-236).

03M0go, JoMogmo gommoob dmogzoMmn  30630L GMMIPmgdMoz0
oMbo 00065hM 30b900 Tgb6oMAY6xdYMNS IMO30mb3nobo BMMIJd0L
3°630000M700b 30bgo390. gb JOdYMIde d3mbogzomos hzgbo 33mg3zobmzab.

obmo 30 303bzgmme Jomoymo bLogZmabom IMOZ30mMb3NSBMONL BMMAnMgdNL
LOZOMbDY o Tobo  Jomm-3oMAMboym  ™MO30LYOYMYOYODY. H300  33906HMYLAOL,
Mo gomm3omamboymn  nhocngmon3nTofmmgds  HodmyYyomnds dmogof  3obgbo o
0063bmnd bdgdL dmmab LE3b3NVO LvgomMdMyOdn? Mo 3MmEgLbadn FndNbsMMAS
9Mb3n0b0 MMBNMa0Mn3n 30630L LoBbINGBMBOV BMMNMISNL 3DODY? ©3 3MELOL

8 bbzome dmMnb, dmozomo 30630L PE3MIM ©OE30L NS Jommymo goanmdnb nbHMMNOL yzgmo
9hod3dg z30mbohnbmo: dyo LOYIN0I10dnE o XIX LoY3nboL FnbyMYMLLE (BmemMyznmab vbgdo,
39M9bomndy Bosbobyn, ofhadn).

4 y39mo bLobob Y 3gMmomwob (X, XVIII-XX bb 65337M0 edByMmaNMdS o XVII b-0b ghgmmo 6ybbydn).

5 006036mMb  AbEHYMO 3odMEaJ0s BBVAYOYMN ommMdOL NbHMMN. doybgwozo ndobs, Mmad
BB0376YM0 oMoy m3mME9bI0YMNS ©0dLBHNYMO M3d HANL LOLEHYINLED (MVBE 03 JHddY, MmEo
00000HNMN HHMOJMMEOIMO NIMMN 9330 HoBMYamndgdrmn nym), obo MgMMOYMN 3obdMZOgdd
306Lb303J00  VNDLBHNYMO  ZommyMo  LOLHITNLVRSD. MdNbMEYMN  Fomm  3obbbavzYds ™MV30LO
03909Ma00m ,,09Mdbymn bMmYmBnmo LoLHITOLESD".
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Bomambobanb  dgbodmgdmmods dgdngddbs, gmon dbMmog, domzs  dbomobodznmnly
bLybgdYm BOIMMATn BoMAMagbnm3d YdYMYON0Ts, dgmmyg dbfng 30, HydLb dngM
3obym Bangddn AooMmadmBs 33am)39030, LooE Ladyomgds AMAgEe BodM3gYyndydb
©90nmMYdq00  Jofmoymn  bombymo  LNAMYMYONOD  Logommdmgdal  dndoMgdab
3qbobgd. gb aONMNdIO0 O LOgOMMOJMS 30MAMBNYMO SBSMNDAL FgomEMENMENS
BomAmagqgonmn oym bLNA3MDOY3DY, TogMod 30I3 ghmbgan NbY ©E303MBIM
LOZOMMOMYd3n  AMVZ3oMbTNBMAAL  gob3nmMoMydal  3MmEgLbgdal  BomIMbONYBO
(Abgndg, 2020 ,2018).

dom300bmMobNIz3nMN8obNbNML3L JofMmymbombymbndmgmodndmozommbdnobmdoly
8003000M7d0L MM goblbbzozgdnm 3MnbEn3L, MMAMaddns, 3obbb33ndNL dnybyrvsa,
mMb300bMONEL LEALTNVBMABDY FoobZMNL 3bRV3LO HaddmmmanyMn 3MmEgbydn
d00b0d6900. 030 3o3myma3Le:

) 3m33mgdLbym MMbInsbmMOSL (MMIgmAnE b3oms 3oMmomgmyma dmdmomodd
domomoab) oo

0) 09MEmbmao d360bL Loxd3zgmDg 93703 MMbINO6MBLL.

9mMo30mb3000mMmonb gb mMnzg Hndn Jomonan boambym bodmgmodn BomAmaabnamns
mamhy 30M30009m0, 03MM39 3obznmomgdymn mMM3nom. domao sbansbnd3nmn
Jomogmo  bogdmabom bogommdmab AMO30mMbINSBMANL AMMHInMadNL 3MmEgLbLLE
706500 o LO3LHON FoMNYOYMOE BMDBNEBOZL, MMA LogommdmMyd3n gb Lodb3nobmdNb
0b ggMMTo0, MMEYLOE OO0 O 30M39mN bJs ZoMomgmMYmMN MJHO39O0MS O 3300(Hd0M
Omdmomonb, o MmA oF LEBb3NVBMONL obLVINMMYdYM RMMIBLMOL 33093L Logdy.
00aMod 39(3b0gMn o g3obdomnogl, Modno gb 8obbogymMadmMmMds. H3gbn odMom, gb
800bOZYMYOYMMOS 03030 3tNbEYOY, MMT oF IMOZ30Mb3NObMONL RIMMInMydNL
bombymo LNBMYMYdNLELD gobbb3ezndHM 3MMEILMVD 330d3L Loddn. LNdmgMabasd
800bb3o39d0m, Logommdgmdn dmbo oMy dOBNL YOMNMYOS MIHoz0m D30 O
doo30M0 306g3a0b MM gobodnmo b3ob dmmMab dmgEa3e, vModE, 3n0Mndom, 3;v3oMn
30630L MgJhHo3000 Y 330600 J393001 OMMBS3700. 39073900 3030090 3MA3mggbymMn
0Mo30mb3n0bMoOY, LR Logommdmab dmozofmn Bgmmens, bombymn LndmgMmnbgseb
800bb3039000, dMMO3LYOHMNS vMe dmdobomnb (9.0. dyo bdnb), oModg dgs bdab
3oMHnodo.

Jomoygmo 3bogolb obHmmonL, Logimabom 3Lbozolb obHMmMNNL, 308bmamMo3nNnl
obHMMONLOdn  3ndm3bom  godm3am)3q0dn  bdoMoe 303000 BMLOBDMYOLL
= L,Johoymo gommos o3 MmNeb ,aMmabym Bnowegdy nboos dgdaomoym®,
»0000  obygdymoym gogdomonangdol 3MmEgbo®, ,doMoymo momadbomoym® (03
3000b393080 FLNZoLMOD BnToMNYdNM), BogMod vd AMLOBMYOOL oM dbaNs3L vbbby,
3aMdme MHmamMm BoMIMYadboom o3hmmMaol ,aodomomymgdob gl 3MmEabn? Agdn
0BM0m, MMEYLYE LoYdVMNS 30030L FodoMmymaonb 3MmMEaLYdDY, LBEMMgL JoMmmyma
bombyMma 9Mo35mMb3006mMdab RmM30Mxdabob sm30bxdmo dmExmgdab o
3M06303900L 3MMmxRgboym TYbo3odo gowImbobo 6o 3033mabbIMm, Moy

6 30M39m dg8mbzgga30dn: o) MMbINOBMAS doond3e LEBLANVBMOS® dBAL daxMdy BANBY 330DMHNL
©03906900L LOTYOMYdNc O FgMMENy LEALANSE BymMdOTn Jno b3odn vmAMABEY, MmMIgmnE 6ANBS
3300(had0mss dg0mazemamymon. 9.0. dgo bdob n3yozLb dgmmeons, bmmm dobo o 3oMzgmn bdo
30M3MbN  bbmgdol  BomImMoagbad (obanobndznann, 1965: 47); ) dbao3LL®, dYMEMDbYM
mMbINodbMOTnE FYMMENNLY O dYMEMBYMN 080Nl MVBVTBSMEMINL  FoMMNYod dna30y3obo
LOALTNVD BYMOOAY. ©JoE, 30M3gm bdodn dBOL gommMBogxonL, bmenm J8wga JHo3vY, 30M3Mo
b30b BgaMENBOENNLY o Tl EOIMYZNEYOIM BIMMENSE 3odJ3930L Lodgomgdnm, BoMImngdbs
LOALANVBN ByMdY.
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bbgoobbgo bodgommdmm bzmmgdab Rodmyomandgdab gdodE oM 8gbyzahomo..
930L b Mo ;o390 bogommomab IPbogomymao dboMmgo.

3mEbomn 3ybngomynmn doboms 3ghy39madb, MM Jomonmn bogommogamo ool
mM0gnbomyMn 6oDO30  dMBMbOZMYM-JMObHNVDYIMO o  dEgNMmMOMN3n  LodHLbogm
39hnmgdobo.  Jomoamo  bdgommdmMOL  30mM-3oMAMBNYMN  3ob3NMOMYONL  gdo
o mobdbamgdo 3MmEgbadn dagnmmomns bLodxbogm HMONENY0MI6 ddncMmm
39380M30 ybo gob3znbommo.

3. obabB30mMNL ANy AxBMNBZDHOYMN FMO30MbBNSBMONL MMN oBLLZB3OMN
3M0bEn30L  g3odnoMmgdom, 830030m 303MABOYdS HMONENYMN  IMO30tmb3NobmMONL
8069D0LNL VBOMYIMO JofMmonymn goanmdol mt dofmomo Hm3n”. Moboi gb 3o3dnMgdn
LObYDYO oM Fommmee AMOZoMbINEBMONL BMMAYOT0, bvMS ROJHYMYMO 3YOI309dNL
3bao3LadYdn, vMATnE 033000900 ommymMo LoLAHYBIONL goblzNMBMYdNL Lb3vobbgo
OMbyg03N(.

3030MNmMoE,  3MA3madbymo  3Moz3omb3nobmonb  oMdonmn  dmMg,  B3nboo
3m33magdLbyM0MO30mMbINSBMANLBNTNBYONL oM (BE.: 20), 0 3MMENM 3Mm33an)dbyd3n
3q0o30mn  b3g00L  @obmoznbyRMAdaL  89gae  AvBmysmndgdnm  Moymo
3mmnRMb0nmMo 530gHnmMob LogomMmMAMYd3NE oMo ABBL (Boa.: 20, 23). BoMAmeggbom
6039dgddn,  3mA3madbyMmn  BMo30mb3nobmdnb  30Mmdgddn  MyomndyOMN
30mM  (330MY0oNd, Mobol  360d30gmmabo  PBymdL bamb o3  Bymdnbom3znb
0030bobNOMyOMN SoMommgmymo AmdMomdo 3300(H YN O MJHo39000 39MAHOISMYMN
3m33madLaonbe doMomymym-bygnboyo dmdmomody, Bomn JMME3MM3000L 3od3m,
0bg0hmomndL 3ommb 3oMAmboym m30LgOg0L. ymagm 3306hob voznmo dgydmono
800000939L  39bhMo, dommme o dbmmme  Ighimmonhdyamo Lobyobob bomsdy.
3306(h0b 39303900 Mod3nm boymwpgb Bofmboamdy, Jomomganymn dmdmomodnb gw9aa
3oz b3omo 1LYINBLYMO MVBIROMOMdY, HYIMENNL YJMBINMAS MNVBLAMZBYdSTN —
yma39amnzg 9b bgmb nBymob 33006¢0b good3a3sb 30donmmdb 396hMac. odnhmadoE
3m33madLbymn 3MO30mMbANdbmMdNL 853mb3)39d0, 30mmb 390¢HMAL 3obLEDMIMNLLL,
Anhmym-mod3m LobyobL goedbyznhn 36nd30xmMmMdS 9bndgdL°.

0mMo30mb3n0bmonlb  sbgon MM3qoL, N3gHaLLE,d aboszmao  bogdommzgmmb
M9anmbdn  HoBmysmnodgonm  bodgommdmm  bimanolb  6091ndgd3n  (Bx3mJdgan,
89momnb) 363000000, 393Nb3930000 oM ML, MM LEMM 93039 MgznmMbab 6ndydgddn
0hgblb 0o3L 9.6. 8083390901m0 Lhnano, LoOE AMO30MbINVDMANL gob3nMBMYdNL
M930mbymo HnbnbEngd0L go3mabom, o3mMmynm 3ma3mydbyddn dgdogzomo bdgdnl
80mo30LYRMYOSA Fna3nY3v0e Moo 3mmoRmboymMo Jbmanmab BMMInMyddY,
LOVE 3MMORMBNYMO RBoJhyMnb Tgmbgy bombymo LOdMyMaOaL ALEE3LOW, Jommb
800LdDM3MNL VMLYdYMO FHNMEMMMENL OAMYLSYZOMNY.

! 30mmMOnb 3Mvg3omMbdnsbmdnlb 3mMM3g00b gobaznmomgdol ghodgdnb dgbobgd BmbodMadS godmmgdymo
0J3L . Fmnedz0mb. 030 JoMmoyamo gommonb bBogzmadnb dgomeomanmanab ghodgob (Lobbogmgdgmon
03900, Lo O 3odd39690MN LHNMN) P3o330MYOL FOMMAONL Zob30MNOMYONL LR bMYdL. RoJbhnMab
00bg3000  Logommdgmmo  MY3gMmpnoMob  ©3330M0  NRIMYOENMIdS L3I  bodoMmnzganmb
LOBZOMMOMM  L3MMOL B0FPTYOL BoMO3L bmanME. dMAMLOZMY LodoMmNzgamL  LoBgoMMdMM
HMonEnodn 3o 3baoegLo JHo3gd0l oMbYdMOS FybngomymMn Fobomnb Loxydzgmdy oM ObHMYd.

83306@—md@odmﬁ)@gbob, HoME3300(hO3MMYd0L, 33006HBMBO3MMYdNL, 0B 330MH-LodbhoIMMYdNL

o 01690MN300, o3 F9dbzgzodn 3ommb 39bHMo dbmmme HoggOMANL dmamdn nM3393o. 3306(HIONL
06 LOBLAMZEBYOYONL  JoMomgmyMn  dmdMomds  dgndmgdmes  goaMmdamegL,  dgmmEnsdo

oMbYOYMO BbOBOL FgbodeBnbOE o Lb3y daaMody dghaMwal, MOELD MV30E THMMENS oM VML
bYOMMENBNMIOYIMO 3MMBEN300 ©3JOYMN, 30MMb HMBIONL 3YBIE0YONL NTBYMIBENMYANL FoMad]
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obmobNAznmNb Bghoe LLNbHIMaLbM OI30M3700m, bogzmam Logdommzgmmb
boanbym bodmgigddn LBEMML 30mMMb (339 HOSTS bOLNVMT VOV MMbM3bNMYdS
300bOgMadOMN bhodomymn BMMBYMYdnL dndome, MmAmgdoE Jobnob Lndmgmab
©0300MmmMAdgm  Boboanlb'  (@og.: 3o, 30). bLonbhoMmabmo, MM  VBOEMENYMO,
LOZOMMOMYOBNE  YomndEYde (0o bogoMmoyomeo 03039  30d9d0o)  Hn3nMn
©0300MmMAdIMo BoggdMd]00, JMMa30Mn 3MYdN, B30LOLOVMJOIMN BOZOSBLM
MM 3Ymdnc Imdmomdgdo dobnb bdodo (Bog.: 40, 40, 43). oF 30MMHMO (330HdSMONL
©odmy3o dbmanme  O3o0MNMAdIMO dggMnb, ™Mobbdm306900L IghHiym-Moh3nmo
bodgobdnom bmMEngmgdo.

03 M930mbadol  Ludgommomm  bimmob  HMonENedn, bowoy  dYMMBYMN
0mMo30mMb300bMody  godohmbgdmn  (Bog.  3oMOYMsd30mab  bimmo)  3ommymo
330mM9000MOnL  3odm3mabalb  dnybgozo, LBmMgw Mygnmbymo  dMoz0mb3nobn
0mM3900L DYao3mMabom, 0060l bAnlL ,dyMEMbYMMONbZYL” dnMgznamgds 3ommadn
3oMAmMboyamn  ;yYBbJ30900L  EAM33L  odmngMgol.  nbhmbognnmo  bogMmL
©0oHMOMMONL  LOdomadnm o3  LNAMgMOmMS  B3IMOMNMNZNL  3o0LODM3MS  of
BomAMo0a70L ofMoznmofm bndbymab, bmanm 3ommb 390¢HMNL 3obLdMaMOL FMEnTMN
039MommMngnl  Loggndzgamdg bamb HBYMOL  OyMEMBYMN  dobn. v3nm  vnbLbbYd
0Mo30mb3nobn Jbmaznmnb gomzagnmn dobmommods dogdbmmooynmo o EMMNYMO
30amgdnb3nb. BogMod bfymow 3MobHOMNDYOYMN 3oMAMBNYMO PYMNNHMANMOJON O
039MomMngn 3onb3 oM HoLDL.

00M0go,  9Mmbdnobn  g3mMmANMgdMzn  30mm-30630L  godMoz30mbdnobydnl
36MhmEgL3n, 3MA3mgdbymo IMOZ30mMb3NObMONESL Myanmbymo Lhnmob go3mabydom
Aodmyomndgdynm, dMoz3ombdnobmdol mfo BonMbobgmosdo (0. ,0mbymmdoblb*
dooggnamo,  gobznmomgdygmn  dyo bl o O, 3m33madbyMmdnsb
3Mm0gBMBYMHMA0LAIND 3ob30MOMYdYM FMOzoMbINsbMONL B3MMTodn) dcnvgomn 30ban
300063 03Mdganob o3hmbm3nyMo dMbydMASL.

ob o 3obhogo  AMO30mb3NobmdL  3omMAmboym  Jumzonmdn,  bombymn
LOBMYMOLRVD 3oBLL3E370NM. ¥FYBB, LogeammdMNL naenmyma LobHhadab dbomMNdAL
MmbL, gobomzomobBnbydgmns, Mmammz 9fmcbdnobn 306g0L 3nmmymn O1dydY, by —
ya39mo bdodn dmEg3nmn 0bhmbozoymo LMo o IMOZ30Mb3NEBMONL BIMMAYdN, Mog
30mb MmMINMYONL 3MMELAN 3oVABY39MH ML SLMYMYOL.

O OMMMD, 33mMo3 (HyMINbOL ,a3MMTYMadMn30 Jommb® oMbNL Jgxedgdoboznb:
h30bo LHydofo PEbmomo  353009MYdNLM3NL  VM3bndboz, MmM3 (30900 ,30mMm*-b
Jofogm  HMonEnodn dMmogomo 360d3bgmmde og3b. Lognmbo LomM3NbyMOOO
dqbbozmomn  Jomoym Fbogmmmgonodn. oMedybogomymn 36ndz3bgmmdnb oMo,
MHmammEz FbngdoLbomOd oge3dnMmadmn HoMmdnbo, bbgowasbbzs Bysmdn 3nanm-MODE-
oL doboofmbo dgndmgds gnmnbbdmdL nbhMboEoYM BMMmAYMLL, bHNmb, boboomb,
LOAZOMMOMM bBIMMOL. Jommzgm FLbnlnLAEMPbIMS dMMAL VMbLYOMAOL AMLOBMYOY,
MHmd HoMm3nbn ,300mm*, JoMonam omMmmOoLSL FnBoMMYONM, PBLY Fodm3nYygdmm
dbmmme, MHmamMi cgmMoymn  3mbi3gd3hn. H3n ;3ombOdMObN  goblbbzozxdnmn
©o 3nbn  bogdagmn  EMY30aMmN  AMbLYBYdNMVY  ZoBYyoMadMN.  JoMmymn
8ommoOnb 3mo3oMmn 300630L 3nanmb M3003Yymazacomos LBmMgw 3nb BMMIHMydMN3,
dnmeony® oMbdns o IMV30Mb3NOBMOSdn 3nbn MamMNdYdNL Bnybgoozowm, Jomm-
30080L  LOBIMgBHYMO  BMMIND  VaMdMYdL  BMLYOMOLL.  V3Ybo®, JoMoymon

! 030MM0 o3 gtho L39ERNIYM LHOMYM BOFSBL 0MMONMO, NMBNYM 3080 YBMPIOL, nmMbBoymN

30anmb B0 HaHMogmMnb 03gMYdY smBozomn dmdmemdnb godm.
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3ommdnL HMONENSAN 3odM3MYBNMN Mo3NLYOYMYOJON ZOMMb, MHMZMME NYMMNYIN
3Mmb33hnb 36n33bgmMMAOL, ©3NEMEVIOI0 O dRMNM37d9D. ,03MMIYMOMOMOS"
JM0obHhnobymn goammdol obodednod 3mdnbofy 30mmb LnOLHOBENVY, MmIgmos
3060MmANBgdYMNs  3Mo30mb3nob  3MBMhJLhdn  Mgomndgdal 3nmdgddoE. ngn oM
8000030 AMoz3omb3nobmdsdn,  oMmodgo  dgnbofmAnbs  IPbogomymo  Jbmaznanab
mMaobndydb 3thommMohghn o 9dnhm3oE — ,3mM3NMYdMN30“ MmO,

0mo30M0 30030 030LYdYM BYMOOM30700L ©dmY3L BNMNOL IMO30mMb3NS0
Jumzomb, BogMmod 39  HBH3L  BoboomBgaMosl  AMozembdnobn  Jbmznamob
006bIM3069090L, MMTgboE  3oMAMboym  Loggndzgmb  g3goe bdo yJobnL. 0gn
BomMAMJabnL 3omAmboynm LEHMYIHHMIOL, DMasM J0aMYMO BYNHMOMYML, DMZ5IM
30 = b03yomab FohoMndmaobog. 9hmb3nobn dmymab Znanmymo dnbgdo dMozombdnsb
Jbm3z0mb odonHgd0om Tnd-Hthomadb bLAgbL o 3oMAMBODYdOL FMOZoMARIMM3BYONL
dqbodmydMMOSL Jabnb. ©0330MOE, ,d9mmnygmn LobByobN® o doms BoMdommozL
LOZOMMAMNL JLM30ML Y, MO30L FbMN3, VBMOZOMGMM3BIOL FNMNSBNL JnmmyM
LAHOYIHESL.
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TAMAR CHKHEIDZE
(GEORGIA)

THE ESSENCE OF “FORMULAE” MODE IN GEORGIAN CHANTING
AND ITS REALIZATION IN MULTIPART CONTEXT

In the tradition of church chanting, the centonic principle of melody construction and formulae
mnemonic thought originates from the distant, pre-Christian past. At the initial stage of the for-
mation of Christian chanting as a professional art, the only way to systematize melodies was only
listening, musical memory, and hearing. At this stage, the modal structures of hymn tunes are still
in their early stages of development — such essential attributes of the MODE as pitch, intonational
range, and harmonic basis are not yet differentiated. This form of functioning of the mode is also
confirmed by medieval music-theoretical treatises (the earliest source (9™ century) of mentioning
melodic formulas — Musica Disciplina by Aureliano di Reomo). As this treatise says, Emperor
Charlemagne and his palace door paid particular attention to the Unchanged use of established
melodic formulas (ananno, noeane, nonannoeane, noeane) (Bailey, 1974).

As history informs us, over time in Eastern and Western Christianity, under the conditions
of the need to theorize practical knowledge, such attributes of the mode as finalis, ambitus, and
repercusa appeared in the eight-tone chant melodies; in several traditions, trichord and tetrachord
segments were distinguished, which led the music theory of that time to the definition of scales.

The definition of the mentioned elements of the mode, and the formation of the theory chant’s
musical system, which started in the sphere of monodic culture, deserves special attention. All the
ideas and discussions attested in the theoretical treatises of the Middle Ages about the harmonic
structure of melodic formulas, the structure of the mode, theory of the scales are based on the
monophonic chants culture. Accordingly, the defining attributes' of the mode at this stage were
aligned with the monodic nature of the tune. The tone system, octave modality, ambitus, repercussa,
finalis (in the West- European tradition), and the tetrachord system arose from the “perfect musical
system” of ancient theory in the Byzantine tradition.

With the development of polyphony in European music, profound contradictions appear be-
tween mode theory and live practice. Subsequently, the history of mode theory in Western Chris-
tianity and “dealing” with polyphony showed that a rationally organized system of horizontal
connections could no longer function when vertical dimensions were included.

Before adopting the innovations mentioned above (before the formation of musical-theoret-
ical systems), the essence of mode in the Christian world was melodic and formulaic. “Formulae
modality,” “formulae mode,” and “melodic mode” are used by the well-known musicologist Yulia
Efimova in her monograph dedicated to early Christian European chant (Efimova, 1999), when
discussing the results of the total “editing” of the Gregorian chorale according to the modal sounds
developed by theorists in the 9"-10™ centuries.

It should be mentioned that Shalva Aslanishvili, the famous Georgian musicologist, and the
founder of the methodology of studying the harmony of Georgian traditional music, while discuss-

! The tone system, octave modality, ambitus, repercussa, finalis (in the West- European tradition), and the tetrachord
system arose from the “perfect musical system” of ancient theory in the Byzantine tradition.
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ing the essence of mode, focuses on the process of gradual crystallization of the main parameters of
the mode.? He emphasizes the mode feature revealed in the “historically constant development .” The
author rightly points out that understanding the mode’s essence is possible only by considering the
correlation between the elements of mode (such as scale, functional interdependence of tones, i.e.,
the intonation ratio of tones and the harmonic foundation (Aslanishvili, 1956:172). Based on the
mentioned methodology, the author presents the reflection of the earliest stage of development of
mode in samples of Georgian folk songs (in Khevsuretian songs — “Gvari Song,” “Nana,” and also
“Yav Nana’). The author concludes that in these versions of the songs, mode represents a melody,
a tune (“kilo-hangi” — mode-melody). He notes that “the scale, intonational sphere, and harmonic
foundation are still not differentiated at this stage of mode development. “All three elements of the
mode are still mutually combined” (Aslanishvili, 1956: 174). Practically, Aslanishvili discusses the
“formulae” type of mode and refers to it as “mode-melody.”

“Formulae” is the mode where the “mode-melody” is inseparable and does not yet have dif-
ferentiated harmonical basic and scale. With this meaning, the concept of “formulae mode” in the
paper introduces a new conception of the role of “formulae” mode and the correlation of mode
parameters in the process of polyphonic formation in Georgian chants.

The question arises, is it possible to discuss the existence of a “formulae mode” — typical for a
monodic culture, in the conditions of polyphony?

Before discussing this issue, one significant feature of the chant’s texture should be not-
ed. Without considering this feature, the analysis of the mode-harmonic system of the hymn
is unjustified’. The internal organization of chant polyphony, different from a folk song, is
obtained by duplication a preliminary determined monophonic tune. The chant’s polyphony is re-
sultative and model oriented. What is no less important, the musical texture of the Georgian chants,
at all stages of their development, and maintains this principle — the main tune always carries the
organizing function in polyphony. It is this peculiarity that should be determined, on the one hand,
the individuality of the polyphonic arrangement of the hymn and on the other hand, the peculiarities
of its mode organization.

Therefore, the analysis of the modal parameters of the main tune is fundamental to be
carried out separately, independently, and in a polyphonic context*. The established method-
ology of analysis of Georgian traditional music (according to Shalva Aslanishvili’s theory), since
there is no other generalized methodology, was used with some inertia in studying the harmonical
features of Georgian church hymns. However, due to not considering the main regularity of the
organization of the polyphonic texture of chanting, the traditional method of analysis does not

2 With the monograph “Essays on Georgian Folk Songs,” Aslanishvili established the theoretical study of the harmon-
ical language and other general issues of Georgian traditional music (Aslanishvili, 1954-1956)

3 The established methodology of analysis of Georgian traditional music (according to Shalva Aslanishvili’s theory),
since there is no other generalized methodology, was used with some inertia in studying the harmonical features of
Georgian church hymns. However, due to not considering the main regularity of the organization of the polyphonic
texture of chanting, the traditional method of analysis does not always bring the desired results. It leads to incorrect
assessment of harmonic events. First, it Is meant to search for diatonic modal structures in Georgian church hymns.
Those cases where the explanation of harmonic events becomes difficult with these regularities are explained with
mode uncertainty.

4 Such an analytical approach revealed that in the main tune and the vertical structures of the hymn, predominantly
melodic connections are leading and driving and that the harmonical functions of vertical complexes are neutral.
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always bring the desired results. It leads to incorrect assessment of harmonic events. First, it meant
the search for diatonic modal structures in Georgian church hymns and those cases where the ex-
planation of harmonic events becomes complicated — to solve the problem by belonging analytical
fragment to the “uncertain mode.”

In our previous studies, we noted that the melody of the main tune of the chants belongs to
the coordinated type, and the harmonic function has not yet been identified in the tones of melodic
formulas. Therefore, coordination between tones produces harmonical-neutral segments / melodic
formulas. From the theoretical analysis of chants, the main tune of the hymn preserves the feature
of “formulae mode” even in conditions of polyphony (ex.: 1a, 1b).

Let me ask the second question and find the answer to it:

Is it possible for chant melodies to retain their “formulaic” essence over the centuries?
In the monodic culture itself, the formulae mode was transformed by the gradual separation of its
elements.

Let us consider what processes took place in Eastern and Western Christianity in the develop-
ment of modality and how these processes could influence the formation of the Georgian chant
music system.

It is essential to consider that the attempts at music-theoretical generalization of chanting
practice in Eastern and Western Christianity have been active, especially since the 9" century. The
creation of the tone-theory belongs to the 10™ century. This time Georgian chanting art was at a high
level of development. Collections of liturgical chants developed in Georgian ecclesiastical practice,
original and translated hymnography material; authentic unpitched notation confirms this. There is
a solid basis for the assumption that, at this time in Georgia, the process of assimilation of Eastern
Christian chanting culture has already been completed, and monophonic tunes are polyphonized, in
other words, “edited” in the context of Georgian polyphonic musical thought.

We think that the entry of Byzantine Melos into the Georgian tradition was expressed by the
multi-part realization of the same tune, which became an additional factor for avoiding the re-in-
toning of the main tune in the process of assimilation.’ The local folklore tradition of polyphonic
singing in Georgia likely prevented the development of the main melody in the horizontal aspect
and the formation of typical mode structures for the monodic melody.

It is worth noting that the chants’ main monophonic melody continued in an autonomous form
even after polyphonization. The reason for that can be found in the chanting practice in Georgia.
The practice was of binary type (oral-written) and meant the oral transmission of these mode-mod-
els unchanged. The arrangement of two separate voices to the main tune was made improvisation-
ally. The analysis of the Georgian unpitched notations samples also confirms that the mnemonic,
formulaic thinking is characteristic of the chanting tradition continuously until the 20th century.

Besides that, the polyphonic realization of monodic tunes in Georgia probably preceded the
theoretical generalization of early medieval choral practice and the “editing” of tunes (especially,
Gregorian chant melodies) according to elaborated theory. Thus, if we admit that the monophonic
tunes became polyphonic as soon as they spread in Georgia, in the realm of polyphonic functioning,
the abstraction of musical practice into tetrachord, trichord, or another polychord system could no
longer happen.

5 By the way, the idea of preserving the main melody unchanged is visible at all stages of the history of Georgian
chanting: in the Middle Ages and at the end of the 19 century.
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From the history of medieval church music, it is known that the spread of new musical practic-
es in any local church does not imply the same assimilation of the contemporary theory (Lozovaya:
2011). Thus, even if the poliphonization of the tune was delayed in Georgia, the theory of scale
could not be adopted in the local tradition® after the 10™ century.

The theory of tetrachords is incompatible with polyphony, and the existence of polyphony in
Georgia in the 11th century is evident. (Pirtskhalava, 2018: 221-236). Thus, the formulaic essence
of the main tune of the Georgian chant is preserved as an immanent feature despite the devel-
opment of polyphonic forms. This idea is the starting point for My research.

Now let us discuss the issue of the formation of chanting polyphony and its mode-harmonic
features. Do we wonder what harmonic relationship is established between the main melody and
the accompanying voices in three-part chants? What processes were taking place in the way of the
transformation of monophonic formulas into a three-part texture? On the one hand, the concepts
presented in the mentioned work of Shalva Aslanishvili allowed me to imagine this process. On the
other hand, the research was conducted by me in the past years where the statements about the rela-
tion of hymns to Georgian folk songs were given. These provisions were presented at the sessions
of our previous symposiums, but they should be pointed out once again to present the processes of
polyphonic development in chants (Chkheidze, 2017, 2018, 2022).

Now let me turn to Shalva Aslanishvili’s theory. He discusses two different principles of the
development of polyphony in Georgian folk songs. Despite the difference in the way the transition
from a two-voice to a three-voice texture, similar technological processes can be observed. The
author separates:’

a) Complex two-part polyphony (in which the parallel movement of voices prevails);

b) two-part polyphony based on the Drone bass.

“These two types of polyphony are presented in Georgian folk singing through their original,
as well as developed forms,” — he notes. Shalva Aslanishvili also refers to the process of forming
the polyphony of the Georgian church hymn. He points out a particular form of polyphony when the
bass and the first voice move in parallel octaves and fifths. However, the scholar does not explain
what this specialness is. In our mind, this particular form is manifested in the process of formation
of polyphony in chanting art that differs from folk singing tradition. In contrast to the folk tradition,
Bas’s voice was not doubled up an octave in the chant and the main tune was placed between the
two opposite parts, but rather the opposite; the main tune was doubling down an octave and fifth.
As aresult, we got a complex polyphony, where the main melody of the chant, unlike the folk song,
is placed not in the middle but in the texture’s upper part.

We often find the opinion — “Georgian hymns from this time should be established on national

6 The history of the Znamenny chant can be used as proof of this. Although Znamenny chant originates from the
Byzantine eight-tone system (and at the stage when the Byzantine tetrachord theory was already established), its
theoretical generalization differs from the Byzantine mode system. The Obikhodian mode differs in its structure from
the “Greek perfect system.”

7 In the firét case — a) The two-part polyphony was turned into a three-part one by constructing a perfect fifth on the
bass tone, and the melody appeared in the middle part of the three-part texture, bounded by perfect fifths. i.e., The
middle voice leads the melody, while the bass and the upper voice represent a harmonic accompaniment (Aslanishvili,
1965:47). Similar to the described process, in the other case: b) the complication of the relationship between the mel-
ody and the Bourdon bass in Bourdon two-part music led us to three-part polyphony. Here, too, a three-voice texture
was created by doubling the bass in the first voice, embellishing the upper part tune at the next stage, and turning it
into an independent melody.
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soil,” “the process of Georgianization should begin,” and “it should be translated into Georgian”
(in this case, concerning music).” In the research dedicated to the history of Georgian music, the
history of church music, and the history of hymnography, an explanation, in particular, does not ac-
company these opinions; how do the authors imagine this process of adaptation in Georgian reality?

In my opinion, when we are talking about the processes of developing the tune, we should
mean transferring the models and principles experienced during the formation of Georgian
folk polyphony into liturgical music. It is worth noting that it did not stop on the way to the forma-
tion of various chanting schools. Furthermore, the proof is the musical material of the hymn itself.

The musical material shows that the Georgian hymns are the original synthesis of Eastern
Christian and local musical cultures. The processes of the mode-harmonic development of Geor-
gian hymns should be considered in close connection with local folk musical traditions.

Here we must pause on the two different principles of polyphonic development in Georgian
folk singing examined by S. Aslanishvili: “The formation of multifaceted polyphony of the Geor-
gian folk singing was expressed through two primaries, historically stipulated forms: complex and
incipient polyphony” — notes the author. These two types of polyphony are presented in Georgian
folk singing through their own original and developed forms,” he notes. This path of polyphony’s
genesis is reflected in these two primary branches of Georgian chanting®. These influences are evi-
dent not only in the polyphonic forms and the similarities of the voices’ textural functions but also
at various levels of the development of the modal systems.

For example, the archaic layers of complex polyphony of chants are also seen in embellished
polyphonic samples. The chants with heterophonic texture are proof of that. In the conditions of
complex polyphony, the mode is variable, which is significantly facilitated by the parallel move-
ment of fifths and octaves characteristic of this arrangement (ex.: 2a, 2b, 2g).

Due to the homogeneity of the complexes (quintal octachords, tertian quintal chords, quintal
nonachords, or quartal sextachords), the mode is neutralized by a parallel second movement. Every
quintal chord can easily be transformed into the center only with the metric thythm principle. The
rhythmic retention of a fifth on an emphasized support point, the secundal correlation of individual
voices obtained as a result of parallel movement, and the lack of thirds in a three-voice texture — all of
these facilitate the transformation of the fifth as the center of attraction. Therefore, decisive importance
is given to the metric rhythmic principle when defining the modal center within complex polyphony?.

Such polyphonic forms are primarily found in chant school examples (Shemokmedi, Gelati) in
the Western Georgian region. It is not by chance that the so-called ornamented style is manifested
in the chant school examples of this same region; there, under the influence of the regional trends
of polyphonic development, the emancipation of voices in chordal complexes proceeded to the
formation of complex polyphonic textures. Like folk songs with polyphonic textures, the extant
methodology for defining the mode within them is ineffective.

8 The Eastern Georgian chant tradition is implied — presented in the form of the so-called Karbelashvili chant and the
Gelati and Shemokmedi schools of Western Georgia.

% In this case, the modal center is only distinguished at the end of a structure. A parallel quintal or particular movement
might continue in a melody following the existing contour and pause on another pitch because the melody itself is not
constructed with a subordinated principle; instead, it presents the whole without a differentiation of the modal tone
functions.
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A remarkable thought is expressed by Aslanishvili that the demand for unique, stable formulas'
creating a song’s cadential ending was brought about by the fluctuating character of the mode in
Western Georgia’s folk songs (ex.: 3a, 3b). Likewise, typical cadential structures are also formed in
the chants -cadential formulas characteristic of codas in the bass voice. The overriding of modal fluc-
tuations is implemented only through the metric thythmic emphasis of the final pitch (ex.: 4a, 4b, 4g).

In the chant school traditions (ex. in Karbelashvili school chants) of the regions where drone
polyphony is dominant (Kartli-Kakheti) despite the existence of modal fluctuations (through the
influence of drone polyphonic forms'") distinguishing the harmonic functions in a mode is strength-
ened by the bass voice’s predilection to having drone-like qualities. In the end, “there is no longer
any difficulty in determining the mode” (Aslanishvili, 1954: 180). This explains the partiality of
the polyphonic texture for the Mixolydian and Dorian modes. However, there is still no evidence of
completely crystallized harmonic relationships and scale projections.

In the multipart realization process of a monophonic formulaic mode/melody, and the two
types of polyphony having formed from complex polyphony through the influences of a regional
style — a) with a developed middle voice inclined towards drone polyphony and b) in a developed
form going from complexity to polyphony — the main melody continues an autonomous exis-
tence. It has not been mixed into the polyphony’s harmonic texture in contrast to folk singing.
Thus, when analyzing a chant’s modal system, the essence of the main melody’s formulaic mode,
the modal nature of the monophonic melody, where the formulaic essence of the mode/melody in-
variably continues to exist without being abstracted into scales, as well as the polyphonic form that
turned out to be decisive in the mode’s formation process must be considered.

All the mentioned peculiarities play a decisive role in the process of the formation of the mode.

Finally, to summarize the essence of the term “formulae” mode: for our foreign guest scien-
tists, I would like to point out that the concept “mode” has many meanings in the Georgian tradi-
tion. The issue is deeply studied in Georgian musicology. In addition to the non-musical meaning,
as a term related to music, in various sources, the content of mode can refer to intonation formula,
style, character, chant school, and dialect. There is an opinion Among Georgian musicologists that
the term “mode” should be used only as an established theoretical concept. My point of view is
different, and today’s paper reinforces its basis. The identity of mode, the main tune of the Geor-
gian chant, lies in its formulaic, melodic essence. Despite its polyphonic releases, Mode-melody
continues to exist in a syncretic form. Thus, the features revealed in the Georgian singing tradition
enrich and expand the importance of mode as a theoretical concept. “Formularity”- the substance of
the mode from the birth of Christian chant, is preserved in Georgian tradition even in a polyphonic
context. It was not diluted in polyphony but kept the priority of organizing the musical texture and,
therefore, the “formulae” profile.

The “formulae” essence of the tune gives a particular color to the whole polyphonic texture.
The melody receives a new character in a new harmonic context created by the lower parts. It cre-
ates harmonic structures, sometimes neutral, sometimes stable. The melodic nature of the “formu-
lae” mode gives additional Versicolor to polyphonic tissue and the possibility of various forms of
harmonization. Therefore, the “melodic” nature and power guide the polyphony of Georgian chant.

10 The scholar calls this specific stylistic feature an Ionian cadence due to the ascending movement on the lonian
mode’s upper tetrachord pitches.

" Where more refined, crystallized forms of the mode have taken shape
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Example 2 a. The Rod of the Root of Jesse (Shemokmedi School). Georgian ecclesiastical chanting.
Shemokmedi school. Georgian chanting. Vol. I. Compiler and editor Erkvanidze Malkhaz. Church
Chanting Centre at the Georgian Patriarchate. Tbilisi, 2001 (in Georgian).
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Example 2 b. The Meeting-Chant of the Bishop (Gelati school). Georgian chanting. Vol.V.
Compiler and editor Erkvanidze Malkhaz. Church Chanting Centre at the Georgian Patriarchate.
Thilisi, 2001 (in Georgian).
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Example 2 g. The fragment from the Canticle “Sing to God with a Hymn of Victory”. Georgian

chanting. Anthology. Volume VIII. Tbilisi 2016.
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Example 3 a. Based on: Aslanishvili Shalva. (1954). Narkvevebi kartuli khalkhuri simgherebis
shesakheb [Essays on Georgian folk songs]. Tbilisi: Khelovneba. (in Georgian)
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803omomn 3 d. obanobnd3nmn oo, (1954-1956).NbofM 3393900 Jomomnmn bombymo
LOBMYMYONL Fobobgd. | o Il HmMAgdN. MdNMNLO: boanmabads.
Example 3 b. Aslanishvili Shalva. (1954). Narkvevebi kartuli khalkhuri simgherebis shesakheb
[Essays on Georgian folk songs]. Tbilisi: Khelovneba. (in Georgian)
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3ogomoon 4 o. 0Mogdnbhn bLogommdmMNeb “dbmmmepdmonmon dy”. bybody,

Mo70090. (1911).

Example 4 a. The fragment from the chant “Only-Begotten Son”. Khundadze, Rajden (1911).
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303omocn 4 3. BMO3InbHn dmnb3nMndb “nbfMmonmbo gob3nwaL oYMAHMMIgMO©”.
JomMomn goanmoo. sbommmmans. hman 8. mdnmnbn 2016.

Example 4 b. The fragment from the Canticle “The Israelites departed”. Georgan chanting. Anthol-
ogy. Volume VIII. Thbilisi 2016

T - I | | ﬂ_l\ T
o Ee——— - e 5 - {
e — =
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! , —_
T 1 — dl = 1 ————
':—"_t':rl'!! #ﬂ al > :
E a - n mge - ba ab - LB, E
I ! L L I
—— = — |
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303omom0 4 3. 3M3370¢H0 dmob3NMNLL “ObMONMBN ob30IL OYMHMMIgMOD”.
JoMmoymo gommods. sbomenmano. (mdo 8. monamobn 2016.

Example 4 g. The fragment from the Canticle “The Israelites departed”. Georgian chanting. An-
thology. Volume VIII. Tbilisi 2016
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9300I3mN69 Y98MmI33NN
(LYIVMmOI3ICM)

630693 LOIBVIGI FLALOMIBITN (39MOIIIINTNN)
J9mMONI0 33 MdNL 3ILILIB
(33LN 39MOIWIAINTNL 3NMOL 6IMNTNIBBI LIYMPEMONAO))

30L0a  oMdgmodznman’ — dg8gmaddn BANbo om3boMYdgMO LH YRy — XIX
LOYINONL I BobgaMoby o XX bLOY3NbNL | BobyamMob godmmMAgmn dmm3zsbgs. 030
3oMdgmModznmgdol 36mdnmn mgobol gmm-ghmoo ;mzombohnbm Bomdmadoggbymoo.
3oL 0o30L  EO-d3YOMVD  gfmo  Jomoyamo  bymoghno 0y dohgMmosmymo
39MOYOOL  9MOZIM  ©BE3IMOE O dJHYM  Bgomdmme  3393mNbgdY.  Bobo
Omm30b6gmdalb  beygmmgdn  bLogmm o  Lobymoghm  3bmamadab oMoy  oMaL
0moEo3L. oMo 3ndmByMaddn oy LOBEELM 3PdMNZOEN0dn 0bhHBLNYMOL O
00003500 03307L0MYOS LOZYMSM SOML JoMMYMN FomMMANL 3MMNAMBNYMN OHBYONL,
8ommonb  dgbinangdol, LBO3MYdS-3o3MEIMIdNL, gommonlb bmAHgddy gowohobaobo
o mobodgmmay 3gmdomgmonl  dgbobgd. dmbbybgdedn 3ol oMo  oMJnzdy
oYMEbmMonom 308LFHMMAM JofMNN oanmdNL 3MmdN)IgddY XIX-XX boyanbado.

3oLbom 3oMOxMO830mab 3nMacon sMgjozn

3. 3oMOgmMod3nmol  30Moon  oMJozn  OEYMNS 3. 3939mMndnb  bobganmdol
bgmbobgmms gfmazbymo  39bdHMab Logeadn (#38). JnfMowo oMgnz0lb goM339nmo
BoBomo (bogommdgmms bLubmbm bymbobymadn, dnMmowo BoMmnmadn, MIN30HHdN)
36moOnmMNs Logzmabom FybogmmMamVN3nL. H3gb JoznbBogmym b.g.3.5-8n oMbydYmN
3. 3oMOgmMo330mNb 30N sMJnzn. 3o dMMAb, YnMomads go303sb3nmgo bodyLbngm
39MHMaLMOb o3o3d0MydY baymbobym mM3N390HYddY.

30Mo000 ofJnzn d9nEosb 89830 Hndob bgmbobgm com3ndgbhaol:

¢ LNAMYMYONLY O LEZIMMOMIONL LEbmAHM ABIBYMYdN;

o Dbogommodgmoms  Bg330Mgdymo  Hodbhadn,  MMTMNE  3OVBYMNNN
Lb3OOLb3Y LoY3NBAL By3dnMadMN bymMbOBYMNLD (S-425, 3nhomMycmnb dmob3nfmo
3M9dnmMo o o.8.);

o Jo0sgn0900 (3030 0o MgmMn dbYdN);

e OmbLybydNMN doMOMYdO;

e Fobomo  bogedgom  3PdMNIOENYONLMZOL  (3obISMN,  EMMYdY,  039M0NY,
Logomozgmm, bobsmbm godgmn, 36mMONL BYMEIMO O ©.8.);

e 30Mo0 o bLozofmm boboomnb Bafmomadn (3ofMmoa 3ndmbBymadn  mzobol

! 30boa 30MOMBB30mMN ONdBY 1858 Bomb Job3nb MoomMbaL bmagan J399m domsdn, gondoMmwmo 5
©0-d3sLMVD gMMoE LALYMNYMM 30MOL — YIEOMD MMM ZoMAJMOTZNMNL MEObTN. FoMEOONEZOMY
1936 Bymb, ogmdomymons cmdnmobdn BogmmyMob, 63nbwo doMOSMaL Lobgmmodnlb g3maboab
8omo306dn. 2011 Bymb LogoMmnzgmmb 93agbonL B3nbs Lnbmwds bymo dds JoMmdgmed3z0mn o
900 dmMnb 3obnmn B3NBEbmMO bomobbdn vny30bs. 30LNML bobgmow gomws BANB v®BbLMYdYMmMN
930b3m3mbo bhy3obY.

2 09390md0 3obnann 1925 Bymb dgMo v™33939L o bhRb LobgmydYmMN dMEdYM §30bLIM3Mbo
039Mbab. 1928 Bnnobd smozgMgm 3m3)mAMNO3MOE oa0bL. (vbmymady; 2006:40)

8 0.9.3. — 99330M0 dMNBNABYOL 3. 3939mMndol LobgmMMdNL bymboByMms gMmabmn 3gbhHM. Zobom
30MOYMOA30M0L 30Mo 9MJN3d0 oEYMNS 600-d7 dghn M3ZNBIdMHO.
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6936090106, LobMNgMm 30MYONVL — JaBsMbMLAOMVD, JoMmnzgm 930LIM3MLYOMVE;

e 3ndmbgymMmadn  LEdMEOLM  IMM30BJ0NOD —  3BYMMYOMVD,  3MYHOMNVD,
Lobymogmm  bYdobomonb  MgdhmMdMOd,  FPbogMbLYdMLD,  LHYIBHYONLO,
0mbBO3MY00.

bog3Mgbom FPLbngnL B33MY3MMOM3NL  (BMdOMNS ddgdn  3oMdYMOAZ3naNgdNL
9Momdamnzn 33domdnl 8gwgaa bmhgddg goohobomn o godmd3gydbgdymo bobmbm
3Mdnangdn. gbobono: ,3BnbMo* (1897)* o ,30LbISMN* (1898)° (mohymmns) B3. nmMoby
mgmm3omob Bomzob Bbr®, g, JoMdgmed3nmol dogfm dgoggbnmon ,bogommogmbn
dmonb  mgbobBoymMELEb* (1899)7, R3PMNAMB FoMmdymodznmnb 30y 8odmE3nmn
,00bMn*  (1907). ddgdn  3oMOgmMsd30madnb 309  oHM3307YMN  LOZOMMOJMM
LOBMHM HOBVBYMYONE, B3 MMOLOMZNL, Myodbhnfgdymn boboo gdodmd3zgydbadynmN
Lbgosbbzy Lodgommdmm 3Mgdymdn® .

30M0gmModz0maonl mzobdn bndmgmo-gommdolb yByaanhn HMonENs 39339 JMY3mMI
[1-0b B93MANL 39MNMEENESB AMNL, LoOE 30LNMNL 3030 3gHMY 3oMOIMS JoMMNMNED
300930 gommodnL  FobBozmgdmo nym 30bB39nmn. 93gbo, ab, Mobog ddgdn
30MdgmModz3nmdn obobo3wbIL LogmMom LLbmhmM 3MaoHMadLy ™y bymbobymnddn,
90hbgnMN Jofmonm-3obymo Log3mabom gommonb 3Madno 8dmgdnwgdnm 6n387do.

4 Jomoram-30b39M0 goammado ,30MOJMNO060 30amoIn”. 656. 1, 363bMn / BM{HHODYO FOVOMHOYMN O
LOZYNMYON OdIFENMN B, Zobom gMmng. dob JoMdIMmMznL-BngM. MdNmMNbo, 1897 (3. JoMmadal o
50b0653MONL L. ).

5 Jomoen-30b9M0 goanmdo. 606naemn 2, 30bgoMmn [DM®0] = Kapramuno-Kaxerunckoe LlepkoBHo-Ipy3unckoe
nenue. Yacts 2, Vpens: 3oMoOgmoobon 30mmomn / bmhgddgw gowomgodnmn o bognoMgdom ©odgdnmo
9. 30bnan gMmngmanolb dob 3omdgmm30L dngm. Tudane, 1898 (Tunorpapus “Inobuc Mypuenn”

6 Jomogmn goammodo (JoMmoran-30byMmo 3oenmon); (amodymmns) 63. nmoby mgmm3nmob 6nMmz0b
69b0 / dobgoan dobgomnb dob 033mmohm3-0306m30L Fngfh BMHYODIL BOOMIONMN S EBIMNMN
0m. 0. ddomo 3mm. o 30b. 3oMOgmMadznmme, . dMmmmMenbsdz3nmol s aMm. dmgdmMndznmaly
ob3oMyd0mY; BNBILOMHY3OMOS O YIBVIL FoToMm3o-FgbbmMgdom Bm. obom aMmoammoab dab
30MOYMBB30MOLOMS  3odm393mns  dangJLbebomMg 930b3M3MLOL VB gnMno-bodggmgmml dByqdLm-
0003M0L BoMLVZIOMNMS. MNONMNLN: LHOBOS 8. FoModnby o dBbBgMONLY, 1899.

! 3oMOgamodznann inemodmb (1899). ,,bogoammAIaMbn Imdnb Mmmabobboyemabobn®. 3o3mMETMNS
9. 3. 30MOMM30L o o. 3. IManmNbmznb dngM. M3 o. MORNMNLO. LH3dS 3. domodobo o
00bobogmonbo.

8 bymMboByMyO0 OEHMNS bymbobymms gMmm3abymn 390¢HMAL, bogofMmnzgammb gMmmM3bnmMn vMJnz0LbY
MM 3mmob bobgmIBoBM 3FBHMOL vMgnzdon.

o Jomogann bogzmgbom goamodo. smdmbogangonb bgmans, dmadn I, dxmmy 3odm3gds. 3bgbmn —
30b3oMn = BoM3s. 3odmME3gdnmn ddgd0 30MdIMEA30mMIONLY O VBELMNS B9B330mMNL FogM. LMY
bogomnzggmmb bodohMnomdmb bogzagbom gommadnb 39bhHMn MdnmNbo 2008.

Jomorgann bogzagbom goamodo. smdmbogangonb bgmano, dmdn VII. oomm3gh Loyxmm o ndmoz
©MaLOBLBIYINMNY, VNN FOMBINLY O BOHNZOL LBZSMMAMION. oIMEITYMN dTYON FoMdIMOTZ0MYdNL
909M. LOYMNOE LogoMMNZHMML Lo3oHMNOMIML LogmMabom gommMdOL 3BHMN. MdNMNLN 2014.
Jomorgann goanmds/ b3gdnEbmzanb bymans. bos 3nenm. 3oImEgdyan 30boen o 3manng3Jdmb
3oMmAgamod30ang0nb dngMm. dobgom 03mmhHmMm3-03006m30Ls o gMnamm Abngzodnl bymbebymadnl
00bg3000. bLogdomM3xMML BMMIMMMOL LobymMABNRM F9BHMN. MdNMALN 2012

Jomorgann 3oammoo. sbormenmgno. dmadn I, dmdn . >3mbo3zmMy LoJoMNZIMML bLoTgomMdeNM
HMONENS — 0MAbY MIMM3nMOL MNHMaNOL LogommMdmMIdN (I s Il BoBnmn). ;Mdnmbn 2018.
Jomorgann 3oammodv. obormanmgnos. dmadn IV. >500dmbO3mMo LoJoMNZgMML LEBZOMMAOMM HMONENS
- 0moby MmIMmm3nmMb, doLNMN AL, 30M39mIgboMmab (303 gMngmm AL, “omammmmbNL”)
0hyMango0b, 53M0bBIMNLY Y bymMESLBANL 3obagdsmMs Lugommdmadn (Il BoBnmN). Mdnbn 2018.
Jomorgann goanmods. sboxmanmgnos. dmdn X, dmdn Xl. >500dmbozmam LoJoMmNZgMML bodgommdenm
HMO0ENS — 030LM3NL MME30L LogomMMdMYdN (I s Il BaBOMN). MdNMNbo 2019.
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Bomomaddn yzgmodg bdnfmo 33b3wgds 390030 ©IRN6NENS — ,Jofoman-3obyMn
8omMMAY ,,30MOYMOOB 30mmoN®. Mmgbog 3. JoMdgmadznmn d3gm 33ommdMIdL
0bbybgdL, oc Mnadn sbobgamgdL 3nb 3030L o odol —3ghig" o gMngmm’ 30MdHMLL,
B39O (HMSN300LZFZMIYMIOIMO NBZO ZobNBM. ,,d39mNZ3omMONLANBYZM
30900030 0E 3ammbhnb o 3ol ggnmepb ggMmbhn dnamadznmb, 3ghig 3oMdMLL,
aMmngmm 30Mdgmob, 3gmmg Mognb dgommdgmo — bmxmmb omgndobomnnl, dndnbo
oMbn3obomnhb, 390098 sMbndobotMod homMobb o bbgoms. mgl nb d3gmo gommonb
30M OEHMNS JoMmmm-3obymb gommosdo ,,30Mdgmosdbom 3nmmdn®, MoboE mMm ©o
7000 o 3MBo30M0 MOMOSE odMH30EI0L! (#104. 83. 2).

Jofogmo  goammdol  01bgdoby oy dgbMyangdob  dgbobgd  AbgMMONbLOL
30YMbmonm dzom mnhM3n3nm 3MIOYmYddn @oEIm EbMOgOLby 07y JoMmmzgmo
308b6maMmog3gd0bo o N0 33oMMOMYdNL odmMbOmMI30390L. dom dogM oHM3xOYMN
Bomommonmn o onom  Hobobamgdo  bogidmgbom  gommoonl  333ma3maobs o
390bMYMAdMILL N  ObTdMYdOL 330693L. 30boM  JoMdYMOTZ30MOL  vMJn3dn
©OEIYMNS dMogMmn M3n39bdn, Mmdgmng LEmMy 3baL3Lo 3bMdONL dxBE39MN..
30Mo omgnzdn ombgdymn bombobamgdn 8g0303L oMmogmon Lodybngm  HaM3noDL.
Jomoym 3L ION3EMEBMBOSTN LETHLOIM HMINBHBNL Loznmbo gMmc-gMoN boodocmm
0 3Mo30mM3603305mMM30000. 03050000, d3namn dgommdannl 3ngm vdo oy 08 hoM3nbab
bbgoOLb3y 3MbHaJLAH3N godmygxbady, vdYLHIOL o bLbBNL HaMBnbob dnbosmMbLL dnbn
306MmM O BoMNM Zogndno.

3. 3oMdgmodznmol 3oMmoe oMgn3dn bdoMoo 33b3wgds BMODY ,JofMmonymn
8ommoOnb  3obmbo“, Mm3Amob g3gdoi oMmogmmn 3nboombn mNedMYds.  Johoymon
8ommoOnb 3obmbo gnmnbbdmol bogommdgmdn goanmb LOdYLHOL VE3LL, Lobhyzobo
o 30630L bLobIMMBYM BoMIMNGTsl, 39Mdsmymn HaJbHL LBMM oMHnINmMOENL o
oMo Psbm 9bab (03 Fgdmbznzodn Mybymob) dododzno BoMdmddbomo vgdi39bHadnb
Jofogm  gommoodn  godmpobob, Mg bdomo, anbwalb  Byamgdob 9bmdMngn
300bb30390MMONL godm, LoMoymgl BomMIMOa)bEY. 30Mo oMgnsdn Jomomymon
83ommonb dgbMymgdobmob ©o3o3d0Mydmn AMbdMYdYdOL BgsyMgdom, dondmngdo
0bY37 0F30L, 011 MO VM bOLNVMHOL JoMm ZomMOLL. gl oMb ,NOZOMM dZNMBL
©0b370900, 300MNb gbyzgMHo-byyxdy, AL HMNOMOL JoME3MYONLD FoME3mMaddY
80000(h0b-3odmAHoby, yogmobdngmo 0ggmgdn, Logommomol domom Hmbdn obygdo,
bdody  domonobgds, gmon Tgmtglb  gowobbmgds ob bdoo gfmonl  Fgmtgdy
80000goMOYdS. YmMm3gmn MMOSMO omMmmododn b ohdoMydo, gommods-39hy3nmgdodn
000 3obogdnEbn oym o boMEbanmon, bogomo, AymAyMO-ModoMogn vJgo-0gdom,
LOJNbMBE oYM dOZMIdMIYMN® (3. JoMdYMoTznmnb dmambydgdo, #260. 33. 3. 1935 6.
3onbL, omgb 12).

30L0MN bAnMo ©739Yb9dws 3MNHNINM 3PdMNIoENJOL FgommMOMMY 31bgdnL
39LmMYANHONL bOMOLLMNBL OB LgOMMAMYONL BMHODY FOOHVDLMOD O 3380MYON.
030 9Mbontn  3MNBEN3HMMONMS O 300JENMYd0m  godmnMAgmms  Mmamm
Fomomn 09Modgonl, aby LOdBMESLMYGNLOZOL EBMdomN bLobygdab oy bLobymadab
0000M0. 3M30Y30000 gMo-9ho 3ndhohob 30bomnb ByMnmnob (#362) MmdgmnE Job

! 1754 69mb 000005070 39(HM9 3Mnammnb dg 3oMdgms (bdoanady), 8ommdob bgmm3zbgosl boymadgdngg
©OYBRMIONY. 0gn dbobymmdos 39339 9Mgzmy -0b 3oMmdY. dgdcama 3ghig bdomody, 03039 39HMY
30Mdgmy, LAMO30LAN AMMZOBIMALO MMEHOIMO®. 39NHY JoMOYMOL 30708300, 3MngmMmN, 3o3530LNL
309mdMHENMN nYm doanmosdn (Fymmonodznmo; 2012:VI).

! ©9306Md0 gMngmaen 3oMaOYMOd30eM0 NS 1812 BaL dns JoMmmb bmxygan J393m Jomodo,
30MONE3oMY v3939 bmRgmAn 1880 BymL).
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14 mgdm309mb LOMOZOOBOYMM 3ndBODNNL Jomms o ogms dnbonl IML3A70NL
3900093 801320300 30360DN0L gommdnl dobBO3MYdML, 0-6 D. Romnodznmb. o0
0305000 3mAJoMdnbomM30L VbxmMadm, 3o30b Zood39Mam 03 ©3050L J0mMmMdY©, Y30
0ma)daobgdom Logobdymdn, bmmm Mobobdo Jommymob gommonbs ob 3mo30Mn
30mmbn o B LANEabNM. 6 vJNEGOEYOM o BY VBOEEYMIdM. MM oMol dmob3mb
001030M b3omo gomobbnMgdo o LognMoMol goanmdol IMmMbD30 goMmgdy Jofmoyamab
8ommOnb 3obmbobo® (3. 3oMdmMOd30amol vfgn30; #362). Dma 893mb3z)30d0 Jommymn
8ommoOnb  30bmbolb  MM3930  godmobohgdmmo  dobo  dgbyangdol  bHomobhogob
80000bbzgoxgMydodn. 3gMmdme, dob IM3yosLb dogomomom Jod3700b Hodomdn daomn
8160l 3gLbMYMYONELD, LowoE Lugommmdymo ,,mMHmMAYmMo JoMmydndms* gnbds ONBym
£96 Lodo bdnm, bonmm Jn0a8 b dT0 OgTohHO Fgmamnbyg bds. vgMhgm3Y, FobMMadL
36MhmEgL3N 3zOMMOYINMS MOMEJOMOS 50-309 ondoMs. ,gLb Mol Bm3obB3MYOMN?
030b AmMAsbBozMydgmMNY, M3 Jgbogomdn Pbs dondymmb dLAYHymMEL yynfo o
AooB39IML, MMAB b JoMMYMO gommds vMnbm, 39098 30 0BY7dY, NBYxdS Mmb bdnsbn
3ommoOsl!l m89Mm3ob dgnbobmb  dogbonmn  gommos! oMmommMab  3obmbn  Jomomymon
83ommoOnbo, 3ogedn o AMLALBL, bhHnmNbHNIS JoMmymn goammdnby bym dmbyzghnmns
0 8300130bnbxadYMN (3. JoMOMBAZ0mMNl oMdnzn. #142).

Jofmoymo boambymo bodmgMabo o

Loy 3mMgLOM omMMdNL JMNNYMNB0ToMNYdO

©m90bOmM30L BMdomMNS, MM3 vMhogMmomn bombymo LNBMgMOL Jnam-3oMIMbBO
0y Agmmeoymo bobodn, doo dmmob, Bomdsmomymo 3gMnmwonbo, 1w)3Lb bLoggydazmo
LOYZMYLOM goaNMALL. Jb bognmbydo ofogmmn 833ma3MNL NBHMYLOL bogebo godbsms
00 3393900 638 303oMNYMYONM MILYE dOFHNYMO 3MNdYMEYdS. 3oMdYmModznmadnl
mzobdn 0Yy30696 LogZmMabom gomdAL YoM FEMEBIDN, ©SLMVBY3Y, NbNbO JoMaow
9M339Mbab bombymn LNIMgMAL LodgAbMYMYdMM L39300303030. ©3HbO©, ddgdn
3oModgmodznamgdol dngf  300mJ39Y0a0m  Loglzmabom  goammdnbowdn dndmabom
0MogMo  3n0mN3oEnadn AsbL, oy Mo LogMmom o gob3obbzozgdgmn ™M30LYdYON
800Nbs HmonEnymn dnbognb o8 mM JHmb.

30L0 3oMOgMOA3namo bb3oLbbas Hn3nl MIN30H3n vMmogmmbgan stbndbozL
Jomom-z3obymn bodMoMNLY o LOg3MaLbom FommdNL Loghom ZommyM dofMgddy.
L,LOY30gLm Tybmadn LOAMgMOLY — d3gmob d3gmobe LoY3gMLM LogoMmMAMHdL
mgboE, Mmooy PBY3000 Loggdamow, Mmagmma oMol ,396 gngommdm, ,moMmb
ol o Fommom*, ,,mMmmAgmn Jgmyndnbmo” o bb3. Mm3gmoms dmbAYbNm, MmOy
Jofm3zgmo 3030, oModge Lym YEbm 30303 30 MomoEs LMY O33oYymMaNMYdOL O
d0MM306900by  gMdbmob* (#80). Jnybgoze HMowoEnymo bodmymao-gommonl
ALY PMNgMmNLbNobmmMznbs, 1919 Bymb . vMoynd30mnbodn 3nbyfmom Byfoamndn
30bomo  LNBMYMOLY O FONMOLL 33EMO FNEBO3L HMMBIBYNNLOELD. ,Jofhoyann
30mMmOs — LNAMYMSO M dMOL S LNBMYMS — omMMO O BMNL. LEYINBMON dbY BmMNb®
#119. 19196 17 donbon. Lobymoghmm 3MbEaMHO ,mMobhyMMNS” ©. dMoyndznamnboy). oJ39
©0300mB370m 3. JoMmdgmodznamnb dogm XIX LoY3NonL OLOLMYML godmg3gydbydym
obHMmom 3n0dmbom3zsl ,Jomoymo boghm o bobymogmm Zommgdo®, booE dgbody
o 39973Lbg 30MVaMox3n OMAMdNMN oJ3Lb Lognmbl — dzgmo Jomomymo bogmm o
LobyMNgMm Zommgdon. 3. 3oMdYMOd30m0 bogdoMmmagmmdn 3oMm3gm Loy3nbI03039
JMobHnobmdolb  ybobbmme  Bomydob P30380MxdL LEBMMg d3gmo  Bomdohoymn
LOLNBMgMM  30MM-0MEJMYONL  obom  JMOLHNVEYM  LogoMMOYMAN VO3 HOENL.
39Mdmo, ,Mo30 Yo-0dMo bMgmMNL MME39-3900M]00LY oM 9BNBVOMAHEIOM©
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LOgMOLHNVOM Bmdm3MYdSLY, LudM3 MMYOS J3MIN37 FMIJ3e 39M3MdAL MMNbM
LALNBWHMM O LEgOMMAYIM 30MMHOL: BNMM O 3og 30MMHOL ©IMYY]LO LadmMabHNobm
bLogommdgm™MS bohyaado (HadLHn) @o dzgmo omm bymybangdgmo omho. Bgho Mo
16oM©o JoMmmzgm gmbo o8 3bMn3? FommmMO daNMaOdY LoMMEE3700 oM dmydomo
JM0obhnobmonl domgdnm, BoMmazo-amm330D9 NbY3 Bodo-303M0 3nanmadn gbAmEo” (3.
3oMdgmModznamn1898:11). Loy dno9xdnb Asbdnandg nby AdAMNDBOZZ3MO JoMmomyann gommodnb
9nbogomymMo 9bo, Bymdd o boboomn, MM 3nbyo3e Fomn 30M3000gmn bogmam
dofndnby, Jomoyamo HfMmowoEnymo LodMgMo o gommods bmnow bbaowobbzs gdom
80030m0Mv, MoboE IMBAMOL Dydmo dmEgdymo Lohyzndo o bogimgbom gommonl
3MmqbOYMN gobanmeMmydnl gdo.

3oMdgmodznmgdol myobab By3gdo, 3ods — gMmogmmon, ddgdn — 3nendmbo’
300N O 3mmNg3gdhmbo’ dogmo bmamgdol 3obdomdy gommonl 39wseamaxdaE
33930690000  0M3MbOzMg  LodoMmmzamMmmb oMoy bmgmbs oy  Jomogdo.
LOYIMaLOM OMMOVL BLBV3MNEHBYL LBMg3mMM bMmYd3n, Lobymmngim bodnbofMnobo
0y 3n0360d0odn. LBOZMYdNL BgmEo §adbgdM®S DY3nM  FomMOLL, MMAgmMbOE
0bnbo PBMENOYL LBOZMYdAL 9.6. ,d39m Obo3LYdYM Fgoimeb®, o6 60830
9000moob”, MoboE P30Mnb3NMYdEBY6 LBO3MaONL 9.6. ,MoEnNmboyM 3gocmeb®. d3gmn
9900m0b P30MohgbmdgdDy LodMOLOL 30LbnmMo vMbNdbo3L: ,03 dagmds HDa30MMOSA
80mmoOo-bLNBMgMNLOE  JgnboMhnbs  JoMm3gMmMo  gobbogymMadmMn  boboomn. 0d
99306 3o0o3nd0dn AmbBozmMgbo 9h303000 03 bAsmMO BBLOLNBMYdM M30LYdOM,
HmMAYmBNE 93MM3YMO dMdMOM Ynmobom3ob dgnbydomgdgmns o domMdSMMbMAL®
#131). 30LOMNQOMBYML, oy d3gamn 3gomeEnl Anby300 MMM 8TYEONDYOS BT
8ommoOodon: ,,3900men LBEEZM]dNLY Logdommzgmmdn ofn dgbyazghoms 1889 Bmodwoy,
MHmAmnb dg3na onbygb gamm3ymo bmpgdn. dmbBo3mMYg nhymeo ghmobgm, mzgm,
LOTEYM  LOROMMAGML  MVZ0EOD dMINMAy) b BoBomb. dgfmg BLIYHyMNOaIBN
80670m9Ma0MEbIL o 00b bLogommogmob HyJbhdn vMbNBbo30I6 Ob3Y0adNL,
08350mM00b 0O BOMIONL dMLEBNABS3® ob dmM3mg bodgdnm, 3dndggdom hadbhab
B90mm o J390ma. o0 v880Mn 3mMJdgwgdnm, dgbbogmno nd 603bydL goobE)3b0
gm0 9Mmon3obgl. 03 330Moo @3obbo3zmo 80008 o Mogzo yymo 38535h3090,
003hnMx0Me0m Job o oblbM3gdnm 3030LHdN. AL MM MmMzgan MmA ndob g3
99bo3g A3 3o3039MMYdN bmmdy o dmVMO3gm bLodbamgb oM BoMIMOEx0
A390mM30L goanmdnl dgbBogams, 0y gowoE)do BoMm3zodg” (#260).

30L0aM0 nbbybadL 1874 Baymb Fod0b godmE3nm v3dJOL gommdnb LBozagdNL
0omddY: 00 LBOZM]dOL MmmLb o6 dgdgg MmamM  BoOMY30IOM©S  3ohoMo
afhogmmon DnMadg o MogMmngmdom ImohoMyds bmmdy 0obodghmzg mozmo
AmBoLEHMYOL LOWVE BOMMOS O 3NMbZo 93MaLONEEVD LEYMEO O FOWIMLOMEL:
0b3nbs 0gn, MoE V3mMEd 03LYOY J0Mb3V-oMmMdTn ™Y FM3EIMNOM30L bogomm
(3Mbv-09:3609Md080. 03 BybOM, N3 MNZO MMFMMNES MV3NWVD 3JMbvm dnmgdyann
90b 00bodgMmzg LM 3z3omMMOgMm AMLBOZMIMS S AMHMAROGMINS FSMMOS
99(hy39maonbo. bMMO JgoMAJMN N300 BO30MES MV30L  BTogNMELMYONSD
Mo 330M000, MMN 330000 OMNYOM©S LMD, BOLBS3ML goodaMMaONDYd. Y
AoE3009mM0 Mo3 3MBY, VO33MYOY dMBM 3JYE3dMO S MMEMME3 vbgMmdgdb nby

! 0m3009mM0 BoMNAMDB 3oMdYMOT30mM0 NddEs 1831 Bymnb bmazgan 3. domodn, 3oMNE3dMS 0939
1879 Bymb.

! ©9396Mmd0 3mmngx3gHmML 3oMAYMETZNMN EONBSS 1855 Bymb bmazgm J330M Fomodn, oMEOONEIOM
1936 Bymb gymMsoobdo.
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039MIOS OMMOV-300b30L VV(E30-3OME3)30L AMLBLZMYMNONZNL O YMObEJOL.
33ommogmn  3gommodgmmob,  dmbBozmg  AMLBSZMILMOE  amanoe  AnnmEbyd
MM O Jo30 3obNddd3mMMd3n. 0 dbomo M3 3gmboo BobBOzmMN NToboE
300LBO3MNES, MM3 Lb3NLOMZNLYE ooYES. MMl NBY ogdoms db 30mMol, Mmd
oLy gbBO3MOM O BVVbEYMIY3n Bodo3o30bgnmn Az ngds oM Bggbobom?! (#260.
3. 3oMdgmodanmnb dmgmbgdgdn, 33. 3. 1935 6. donbb, mab 12). mgb, Mmzo o3
Bomomaol 330mbyammdm, gandnml oxgmgdo 03 3nbmagbomymn dgbbogMgdob o
160M9d0L, M3 BNbo LYZNDOL FgomMmMAMYSL goohbroom. A39b, MmamMi 833ma3Madao,
0Ly 3Moghngmb3o Agommdmydds, 3odbOE PBY O30LLbmM YaIm dghn TgmmeEno-
0mEmob odobbmamgde, MoE goboznmomgol H3gdblb 3gbbogmMadob o TPboIonyM
0bh0EnoL.  LOYZYDBIYONL  odmENmMYdy  VAgabYdL, MM  v3nb  Jgbodanydanmd
00030000b 353MJ355d0m0 PBOMYdNL Gomamyddno.

3. 3oMOYmMad30mnb  doMo oMmJdozdn oMbgdymn dobomgdo Boogm  bymomb
3305360 bogomonzganmdo XIX-XX boyinbob dozx60dg oMbYSYM abEHMMoYMO Myommodnl
dqbobgd. MmammE bLabmam, abg bbzs Hn3ob bymbobyMmgddn sfogmomn bvgnmbn 06393L
0933930l 0bhyMmabl, 0PdEo dmbLybydYdn Modnbndy Loznmbal  godndadom
300m30930Mamm o d93059M00 bbgowobbis 3gMnmwmab Bymoangddn oMb o 013039
LOZNMbMOD O30380MYdYMO BMLODMYOON O ROJHION. bxmboByMadNL FoEbMO
000000M70L A3z9bL 3MBLL Logmgbom gommadnb nbHhMmMNnbY o MgMmMNob Lognmbydal
dqbobgd. 3oMdYmModz3n0mndal myobol BoMm3mMaoa)bymms 3bmamMads s dMM306yMdo
B9d0LBNgM0 Agommomnbo oy sbomaedmms d7i3009M0LM3NL dMAHN30300L AM33930
o LOTOOMNMY, MOLLE 30Mo VMJngdn VMLYdYMN ByMmNmMadnlb JnbooMbo 3093
9Mmbyam vobHMYdL.

MHmamMEz moz0 3obom  Zomdgmodznmn, H3gdi 9obnzg gfm-ghon Bamomolb
30606900 o30LMYMYd dmbbYBYdOL: 00380900 FoMmowal gMmgnmo Jomorymo
30bnMob  gommonl  dmgombobyang dm. 30bL. JoMoOgmodzomn” (#362. 0. dogdoMno
030mNo330b).
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EKATERINE KAZARASHVILI
(GEORGIA)

ST. STEPANE THE CONFESSOR (KARBELASHVILI)
ABOUTGEORGIAN CHANTING
(BASED ON VASIL KARBELASHVILI’S PERSONAL LETTERS)

Vasil Karbelashvili' — later St. Stepane the Confessor?, is an outstanding figure of the 2" half
of the 19" century and the 1* half of the 20" century. He is one of the prominent representatives of
the renowned Karbelashvili family. Together with his siblings Vasil is a devoted defender of and
active fighter for Georgian spiritual and material culture. His spheres of activity encompass many
branches of secular and religious life. In his personal correspondence and newspaper publications,
he intensively and boldly expressed his opinion on the polyphonic nature of Georgian chanting,
performance, teaching and dissemination of chanting, transcription into notation system and its
current state. Basing on his personal archive, the paper discusses the problems of Georgian chanting
in the 19 -20™ centuries.

Vasil Karbelashvili’s Personal Archive

Vasil Karbelashvili’s personal archive is preserved at K. Kekelidze Georgian National Centre of
Manuscripts. A certain part of the archive (handwritten notated hymns, personal letters, documents)
is known to church musicologists. We got familiarized and studied Karbelashvili’s personal archive
at NCM?*. Among them, we focused on the handwritten documents related to musical culture.

Karbelashvili’s archive contains the following types of handwritten documents:

e sheet music of songs and hymns;

e neumated texts of hymns copied from the neumated manuscripts of different centuries
(S-425, Pitareti collection of hirmi, etc);

e sermons (black and white copies);

e report cards;

e material for newspaper publications (7Zsiskari, Droeba, Iveria, Sakartvelo, Sakhalkho
gazeti, Tsnobis purtseli,and others);

e personal and public letters (personal correspondence with family members, the clergy —
exarchs, Georgian bishops);

e correspondence with public figures — writers, poets, theological seminary lecturers,
musicians, students.

! Vasil Karbelashvili was born in the village of Kvemochala, Kaspi district in 1858. He grew up together with 5 sib-
lings — in the family of archpriest Grigol Karbelashvili. He passed away in 1936, was interred in the fence of Navtlughi
St. Barbare Church, Tbilisi. In 2011, the Holy Synod of the Georgian Church canonized five Karbelashvili brothers,
including Vasil. Vasil was named St. Confessor Bishop Stepane.

2 Archpriest Vasil was ordained as a monk in 1925, named Stepane he was consecrated as the bishop of Bodbe. From
1928 he was appointed Bishop of Alaverdi (Andghuladze, 2006:40)

3 NCM - National Centre of Manuscripts. Vasil Karbelashvili’s personal archive contains over 600 documents



204 Ekaterine Kazarashvili

Researchers of Church Music are Familiar with the Music Collections

prepared and published as a result of Karbelashvili brothers’ joint work. These are: “Vespers”
(1897)* and “Matins” (1898)°, “The Liturgy of St. John Chrysostom”, ©

P. Karbelashvili’s “Christmas Hymns” compiled by Pilimon Karbelashvili (1899), “Vespers”
published by P. Karbelashvili (1907). The handwritten notated hymns?® left by the Karbelashvili
brothers have been published, in edited form, in various hymn collections.’

In Karbelashvili family, the continuous tradition of singing-chanting dates back to the reign of
King Erekle II, when Vasil’s grandfather Petre Karbela was invited from Kartli to Kakheti as a teach-
er of chanting. Thus, what the Karbelashvili brothers included in their musical collections and man-
uscripts unites the church chanting common in Kartli and Kakheti. In the letters most encountered
is the definition “Kartli-Kakhetian chanting in Karbelashvilis’ mode”. “Among the followers of
old chanting there are great Geronti and his apprentice Geronti Chilashvili, Petre Karbela, Grigol
Karbela, second-rank chanters — Archimandrite Soprom, Archimandrite Bidzina, then Archimandrite
Tarasi and others. Today, that old chanting mode is preserved in Kartli-Kakhetaian chanting ‘Kar-
belaant Kilo’ (Karbelashvilis’ mode), what will be proved by time and future generations!” (#104,
p- 2). When V. Karbelashvili recalls old chanters, among them he mentions his grandfather and father

* “Kartli-Kakhetian Chanting in Karbelaant Kilo”, part I. Vespers /transcribed into notes and published by Priest
Vasil Karbelov. Tbilisi, 1897 (Typography M. Sharadze and Co)

3 “Kartli-Kakhetian Chanting”, part II. Matins [sheet music] =Kartalino-Kakhetinskoe tserkovnoe-Gruzinskoe pe-
nie; chast 2. Utrenya: in Karbelashvilis’ Mode/transcribed into notes and published by Priest Vasil Karbelov. Tiflis,
1898 (“Tsnobis purtseli” typography)

6 Georgian Chanting (Kartli-Kakhetian mode) Liturgy The Liturgy of St. John Chrysostom/Transcribed into musical
notation by Mikhail Ippolitov-Ivanov with the help of priests brothers Pol. and Vasil Karbelashvili; Al. Molodinashvili
and Gr. Mghebrishvili; Introduction and specification-amendment with the original by priest Vasil Karbelashvili.
Published with the assistance of Alexandre — now Bishop of Guria. Tbilisi: Typography M. Sharadze and Co, 1899

7 Karbelashvili Pilimon (1899) “Christmas Hymns” Transcribed by pr. P. Karbelov and pr. A. Molodinov, note-
bookA. Tpilisi: Typography M. Sharadze and Co

8 The manuscripts are preserved at of the National Centre of Manuscripts, National Archives of Georgia and Folklore
State Centre of Georgia.

? Georgian Church Chanting. East-Georgian School, vol. I11, second edition. Vespers- Matins-Liturgy, transcribed
by the Karbelashvili brothers and Andria Benashvili. Center for Church Chanting of the Patriarchate of All Georgia.
Tbilisi 2008

Georgian Church Chanting. East-Georgian School, vol. VII. Chants for 12 Great and Immovable Feasts, Lent and
for the week of Pentecost, transcribe by the Karbelashvili brothers. Center for Church Chanting of the Patriarchate of
All Georgia. Thbilisi 2014

Georgian Church Chanting. Svetitskhoveli School, Simple Mode. Transcribed by Vasil and Polievktos Karbelash-
vili, according to the manuscripts of Mikhail Ippolitov-Ivanov and Grigol Chkhikvadze. The Folklore State Centre of
Georgia. Tbilisi, 2018

Georgian Church Chanting. Anthology, vol. II and III. East Georgian Tradition of Chanting —Hymns of St. John
Chrysostom Liturgy (parts I and II). Tbilisi, 2018

Georgian Church Chanting. Anthology, vol. IV. East Georgian Tradition of Chanting — Hymns for the Liturgies of
St. John Chrysostom, Basil of Caesarea, First sacrifice (Pope Gregory the Great), wedding and ordination (part III).
Thilisi, 2018

Georgian Church Chanting. Anthology, vol. IX and XI. East Georgian Tradition of Chanting — Hymns for overnight
liturgy (parts I and II). Tbilisi, 2019
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— Petre'® and Grigol"' Karbela, the successor of whose tradition he himself was.

When discussing the nature and performance of Georgian hymns, we rely on the references
preserved in old liturgical collections, Georgian hymnographers and great chanters. The written and
audio recordings they left behind are of great help to researchers and performers of church chanting.
Vasil Karbelashvili’s archive includes a number of documents containing similar information. The
manuscripts in the personal archive also hold musical terms. The issue of musical terms is one of
the most controversial and important in Georgian musicology. Thus, the application of this or that
term by old singers in different contexts clarifies and explains the content of the term in its narrow
and broad sense.

In V.Karbelashvili’s personal archive we often come across the phrase “the rule of Georgian
chanting”, which refers to different content. The rule of Georgian chanting implies observance of
the mode accuracy in chanting, synchronous utterance of words and tunes, correct articulation of the
verbal text, and not transferring accents, made by imitating a foreign language (Russian, in this case),
into Georgian, which was often difficult due to the language differences among the choir members.

Vasil often issued critical publications regarding the performance quality of choirs or transfer-
ring hymns to musical notation. He was distinguished by the same integrity and courage in relation
to both high hierarchs, and people and names known to the public. Here is a quote from Vasil’s
letter: “I must tell you that I am very worried that you deliberately distort Kartli-Kakhetian chanting
and reject the rule of Georgian chanting, developed over the centuries. I consider their transforma-
tion and distortion a great, unforgivable sin; I cannot help but ask you why do you do this? This is
not purchasing or giving an estate away. How can we explain this inappropriate stopping from time
to time and displacement of voice from syllable to syllable?” (V. Karbelashvili, #362). He sent this
critical letter to composer Zakaria Paliashvili, who was the teacher of chanting to a female-male
choir at the school for nobility. In several cases, the violation of the rule of Georgian singing man-
ifested itself in the alteration of its performance style. Namely, as an example he gives a number of
facts observed in the chanting of Kashueti Church choir, which were inappropriate for the perfor-
mance of Georgian hymns: the choir started the hymn “Romelni kerubimta” in three voices and in
the following stanzas the fourth voice joined in; In addition, during chanting the number of chanters
increased to 50. “What does this mean? This means that in the beginning they want to draw the lis-
tener’s ear to the fact that this is Georgian chanting; but then four-part chanting begins!!! God bless
their chanting, but they do not follow the rule of Georgian chanting; the style of Georgian chanting
is completely distorted” (V. Karbelashvili, #142).

By revising the opinions about Georgian chanting in the personal archive, we can also speak
what is not characteristic to it. These are: a break in an inappropriate place, interruption of the idea,
transfer of voice rotation from syllable to syllable, guttural sounds, beginning of a hymn in a high
tone, voice strain, predominance of one voice over another. “Loud or haste chanting was highly
reprehensible and shameful; laughing, whispering during chanting was strictly prohibited” (V. Kar-
belashvili, #260. 1935:3).

10 petre Karbela (Khmaladze), born in 1754, mastered art of chanting in his childhood. He served at the court of King
Erekle II. Later, Petre Khmaladze, aka Petre Karbela, was a choirmaster at Samtavisi Cthedral. Petre Karbelashvili’s
son Grigol was his father’s student in chanting.

1 Archpriest Grigol Karbelashvili was born in the village of Kvemochala, Shida Kartli, passed away in the same
village in 1880.
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Relation between Georgian Folk Song and Church Chanting

It is a well-known fact that the basis of church hymns are mode-harmonic or melodic patterns
of many songs, including pagan ones. This issue has been the subject of interest for many research-
ers, and the studies continue in this direction. There were incomparable experts of church chanting
and singing in Karbelashvili family, they were also well versed in the specifics of folk song perfor-
mance. Thus, common and distinguishing features of these two branches of traditional music can
be found in Karbelashvili brothers’ publications on church chanting.

In various types of documents, Vasil Karbelashvili repeatedly mentions common modal roots
of Kartli-Kakhetian songs and church hymns. “The best stanzas of ancient songs are still the basis
of the best hymns, such as “Shen gigalobt”, “Ghirs ars da martal”, “Romeli kerubinta” and oth-
ers. Listening to which makes not only Georgians, but also foreigners experience some kind of
complete satisfaction and excitement (V. Karbelashvili, #80). Despite the closeness of traditional
singing and chanting, in his letter to D. Arakishvili in1919, Vasil strictly separates singing and
chanting.” Georgian chanting is not singing, and singing is not chanting. It’s been like this for cen-
turies” (V. Karbelashvili, #119. 1919). Here we will refer to P. Karbelashvili’s historical overview
“Georgian Secular and Sacred Modes” published at the end of the 19" century, in which paragraphs
3 and 6 deal with the issue — old Georgian secular and sacred modes. P. Karbelashvili connects
bloodless adoption of Christianity in Georgia in the first centuries with the adaptation of old pagan
singing mode-models to new Christian hymns. Namely, since main idea of these prayers and sup-
plications did not contradict Christian doctrine, the clergy acted with the modes of songs and chants
of the idolatry period as follows: the words (text) of Christian hymns were adjusted to these modes,
and old modes remained intact. What else did the Georgians want in this respect? The shrines on
the heights were not destroyed with the adoption of Christianity, during the liturgy, they could still
hear their ancestors’ modes (Karbelashvili P. 1898:11). Over centuries, the musical language, scale
and character of Georgian chants were carved so that, despite their initial common roots, Georgian
traditional songs and chants developed in completely different ways, this is evidenced by the words
given above and the path of professional development of church chanting.

Methods of Teaching Church Chanting

Throughout their lives the members of Karbelashvili family, father — Grigol, brothers — Pili-
mon,'? Vasil and Polievktos,'? were teachers of chanting in many villages and cities of East Georgia.
Church chanting was taught in parish schools, theological seminaries and gymnasiums. Teaching
was based on the oral method, which they referred to as the so-called “old method overgrown with
moss” or the “true method”, which was juxtaposed by the so-called “rational method of teaching”.
Vasil describes how his father used to teach him chanting with the old method: “This method of
teaching existed in Georgia until 1889, after which they started using European notation system.
The student would repeat the hymn once, twice, three times from the beginning to the end or a part
of it. Then the listeners would repeat and mark rest, ascend and descent with short lines and com-
mas above and below in the text of the hymn. This way, they passed on the signs to each other. This
is how our father taught us, and since we had our ears trained, we would stare at him and learn by

12 priest Pilimon Karbelashvili was born in the village of Kvemochala in 1831; where he passed away in 1879.

13 Archpriest Polievktos Karbelashvili was born in the village of Kvemochala in 1855; he passed away in Gurjaani
in 1936
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memory. If father repeated the hymn twice, we chanted it a third time, and it was not at all difficult
for us to learn the hymn or chant it in the service” (V. Karbelashvili, #260). As for the so-called
“Rational method” it implies learning hymns with the help of musical notation. Those who received
musical education at the turn of the 19" -20™ centuries were actively involved in the process of
writing the hymns into musical notes and preparation of church choirs. But since they did not have
a thorough knowledge of chanting and most of them did not stand on the roots of traditional mu-
sic from childhood, they did not achieve the desired result. As it is clear from the publications of
that period, they needed longer time to work with the choir and as it is clear from the evaluations,
the choirs they prepared did not have the necessary repertoire for divine service. “Priest Vasil
Karbelashvili was the teacher of chanting, who taught with old oral method, and thanks to whom
the whole seminary chanted the stichera of II, IV, VI and VIII voices, from memory, at the general
lesson for all classes held in the church. My students of the time will confirm this. This is the benefit
we have from oral teaching, the “old method overgrown with moss”. Don t you want to show us the
chanting by a rationally installed musician?! Now can you show us chanting learned by rational
method? You can't show an example of that! “ (V. Karbelashvili, #131).

Vasil recalls the stories told by his father in 1874 about teaching chants: “how, during the
teaching or after, little Grigol would climb on his back and they visited modern Lavras and monas-
teries one after another, where chanting and prayers poured from the church: he listened and made
up for what he lacked in chanting and praying, and the knowledge needed for priests. In the same
manner as his contemporary accomplished chanter-students and enthusiasts of chanting had learned
from the beginning. An accomplished chanter would go to his former students, stay with them for
one week or two, and repeat with them all he had taught them. Like a will he asked them to safe-
guard chanting and pass it on to their students. From time to time, a singer visited another singer,
a student — another student; if the host had learned something new, he would teach it to the guest
to pass it on to others. What or who could prevent them from learning this way and preserving the
legacy of their ancestors?! ((#260. V. Karbelashvili’s Memoirs, p. 3. 12 May, 1935). Today, when
we read these letters, it is difficult to believe in the phenomenal memory and skills possessed by
the singers of the previous century. We, both researchers and practicing singers, should strive to
memorize more melody-models; this will develop our memory and musical intuition. Centuries of
experience show that this is within the scope of human creative abilities.

The stories from V. Karbelashvili’s personal archive create a clear picture of the reality in the
field of church chanting in Georgia at the turn of the 19" -20™ centuries. A number of issues in both
sheet music and other types of manuscripts arouse the interest of a researcher, however in the paper
we have limited ourselves to covering a few issues and compared the opinions on the same issue
in letters from different periods. Studying the manuscripts enriches our knowledge of the history
and theory of church chanting. The life and activity of Karbelashvili family representatives, their
love and devotion to Georgian church chanting motivate and are exemplary for any singer or young
scholar.
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BmHI63 JIMmAIIAN
(30Mm39609)

OMmOPNBNIN JOMOILN 3M3dIMN 3ILO3NL
3M33NIOIIN 360°01BNL bIOIN 6IN: 3MMIION GVM

1. 3gLogzomo

3Mm33070h9mMmo goom3nbogmanmans oM 30093 obomgedM©Y, MYdEY, LBMVILL
80030m0Mgdon  33mg3000  beggMms,  Mmdgmog  Jdogm Mg 3obbbgozgdym
©0bEN3mMNBYdL AmoEe3L. o8 3Mdabhonodn dndm3znbomog byomn Bmab 3nJomosb
33930000 3MmMadHob ,HMo0Eomo JoMogmo gmiomymo dybogol 3ma33nydhafymn
gobm3nbogmanmans” gomamgddn, Mm3gmnE R0bobLEYds 3gMdsbymn  33mMa3000
ambonb  (DFG) dogf, 2018 Bmnoob o bmMEngmmgds  9Mmobagbobs o
3Ll P6n39MboMgHadaL ghmoimdmnzn bgm3dmazobammdom, bogmomodmmMobm
o  0bghyMmonbEndmnbymn  8nboonlb  dngm'.  39Mdm, 2ogndnoMmadm  Imabnlymn
gmbmdnbogmanmanymn  dgoimgdobo o HA3gbn  3M33nnhomynmo  dnamdgonl
809M006700L 33IMMONL, 30Moo, hgd dngt BgMmhgnm 30MNobHYOL.

590 300093 3Mmadhob obygdody, oo ©Mm o Mabymbo  obdnMmoo
0mbogdmo dodYdL 3x0gMoENsLo o V3Ydo300sL. dmmNobmdodn, GVM 3Mmgdhob
3b3mMyMMONbOL, 3xngd36s VB oBAGMMYOND VOTYNTOZV O FOAMY]0OYM 0JbS 30BMYM
0mboEgdmo Lodn NN BBV, MMAMYdNE 03MWZIOMS ZEAMMNIMNMN SHSMNBOLMZNL.
3omgob mfn — gfgm3ondznmal 3mboEndmo 00do (Mdller et al., 2017; Rosenzweig et al.,
2020; Scherbaum et al., 2021 ,2020 ,2017), MHM3IgmnE 3moEoab oMbad 9mhgmdsondznmmaly
1966 Bmob HLBOBYMYdL MdomELAL bobgymaBogm  I3MBLYM3sHMMNNESD s GVM-
0b 9mboEadms dodo (Scherbaum et al., 2019; Scherbaum, Mzhavanadze, et al., 2018;
Scherbaum & Mzhavanadze, 2018), Mm3gmnE, oMnmoa, dmnEesb basbymo dnbogab
AOBOBYMYOL, 1339 bogmBnbLB3MBNS HiMmebanbNL NBN39MLOMHNL? 39d-0yNM/30HM
00(hM3qnLYODY o, Gomo 373839Mdom, ymagmn Aobymoamo LobJMmbodNMYdYMN
603930 (Hthg3n), gbodmgdgmns, 3mobdnbm 9N ob Boan3gnmn bdnb godmymazno.
o3 8ggbgde GVM-0b dmboEgdmo dodob, domomn bomobbolb dogmo oyom, 30009m,
ambHm3obomo, sbg3g, LobgdOL MIYAgbHMo HIBLBYMYdN o Lbld Nbobgds 0gbab
16039MLOHIHOL MBMONG VMJn330 (Lo OTBNBLBLAdYMNS gnM3oboNL  33tMa300
LOdGML dng3).

00330Mo, ML omMbYdMAL  HMOOENYMN  Jooygmo  3mgomymn  Fgboznb
domombomobboobn  Asbobgmgdol  3mmgdsne,  Mmdgmog  bgmdobobzomadno
Mo 3MIYMENYMO 3odmygbgdnbomzgnb. bLoggzebdm db3gdmn o domomowo 3ndgdo, Mol
8odm3 b dMbEY3900 dbY LobOMEadMMMO OAMMNIMNMNN JMBMIHLOIMMMRNOLOMNIZNL,
oMb b, MmM3 yzgmo bdo Fomgzge AobBgmomn bmmbab 3n3Mmaambydal bodyomgdom
(Kane & Scherbaum, 2016; Scherbaum, 2016; Scherbaum et al., 2015; Scherbaum,

! 3Mmadhob gobdobmmEngamgdgmon gnboo: Mado, ©.0. JbRo3obn (dmbLboodn), 3gnbofe dnymyon
(9framobggbn), Bobo 3703000dy (3MAHLEVAN), LYdOLHND MMDYBE373080 (HMIMVBE]0N), RBMEB3 BaMmdoydn
(3mHLoVAN), by 3mmdgMo (SmbLodn).

2 https://www.audiolabs-erlangen.de/resources/MIR/2019-GeorgianMusic-Erkomaishvili https://www.audiolabs-er-
langen.de/resources/MIR/2017-GeorgianMusic-Scherbaum

3 https://lazardb. gbv.de/detail/7392
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Rosenzweig, et al., 2018) o6 ggbgmomgdymons 3mbh-edn8ozgdol gdoo (MUller et al.,
2017), Mog 0Mmozomn LoNbHMILbM bLogamazn LoznMbNL Fowoby3gHNL Lodyomadol
ndang3o. J390mon 39390900 Modgbndg dgMmhgnm 0193oL s DMaNgMo 3603369mmM300
800mMmENmMyosb, Mm3gmag h3zgb o8 33omdnbob dn3nmyon.

2. pmoogngmo Jomomymao 33bnzob HmbomyMmo mMazobodogno

qb  oym  LodgEbngmm  EOLINLONL gfMc-gMo0  Y3zgmody BnBodMIHaMOMN3N
0905 dmanm dMBMgNMNL gobdozammdodn (gMgdaobndy, 2002, 2016; Bymgomgmo ©o
39803ndy, 2014, 2015). Azgbo Bamomon o8 oblnMmLbdo 9dyoMgdo 9MgmAondznmmnbo
o GVM-0b 9mboEgdms ymagmabmog o3nbhnlym obomodb (Scherbaum et al., 2020,
2022). gb Lodydom Hagdbngymo Logdomm Moymon oym, MYoLE, HMBOL JYdn3ow,
000000M0bMN vFommMadnL godm LaobyMm MgdoMmpYomdon. o3 3MbHadLhSn, dma3nbno
003399130370000, 00339haLAHY O ©Va3909Mas F;gmn Mogn vbomo Fgomydbo
(Muller et al., 2017; Rosenzweig et al., 2019, 2021, 2022).

03 LEJBNOBMONVB, 3x30dMM, LEdn FMNV30MO Fo3390NMMN 3030MIM:

qfgmdondznamabo o GVM-ob dmbogdmo dodal  hmbomymn mMaobndoEnnl
80oLboggooE, Lodommo bLodn bLONENL oEaYbs: o) HMDYLAL vmByMo, oby 0dab
80M 33930, MmAgmn HmbyMo Londommggdos godmygdbadnmn LndmgMmab LoyMwgbow; ©)
3oMAMbnyamo nbhgM3omgdol ombams; @) Bommeoym LomgbymgdL dmmab dobdnanal
(Bgmmeenymo Bod0Ea00L dMBNL) Oaads (LnamME)dn 8obobnangdy), MomsE 0Jdbyd
3oa3onmo d39MadnL (Hmbymo LoNYydOL) 0306d30L byMomn dganmenym BMOdSTN.

30MAMboymo 0bhHymM30madnl ombamol bHyIhnme LobHTYMo FOBLHZBIWHOS
HmbyMo  LodomaNgadoL  dMBaMOL  LHMYIHHMOLOEED, Bgbodmms, 03 3oM3Mboymn
0BbHMBOE30YONL 3MMIIHOMYONL odm, MHMBMYdNE boMOLbMOMNZOE Y339 NYM vBIMOMN
99mEg LOYZYBOL LbLOBYnLbdn (Nadel, 1933). Togomnmo, 3omImboyma byINd
00danb ymzgmmaznb pobanmawads 200 396hL, 3o80b, MmEs dgmmonymo LyInboo
093Mo BOZMYdNY. BOBOMMAMN3, 330l 30DgdN Bgndamgds nymb nb, MM 3oM3MBNYMN
LY3NBYON MO3L NAYDBYD FBMONMN ,Jofmnymn o3mmnb®, 1-4-5-0b 893500890MMASA0N.

om3mAbs, Mm3 Bgmmeoymo Bodoxgdol dmAgdn, aodmygbadnmon  3mEbomn
3abMYmMydnboL, 933000Mo gobLbb3e3qONMN O osbamydom 170 396hL dgocaqobL.
gfhon  3gbgznm, gL dgadmgds  3030AB0Mo  MOBBBOMEIMMadM  (HBoHMBYM)
039MOMMNZO. M73EY, b dnsbemydnmNy. M3 dxgbgdo gMdm3ondznmnlb 3mboEgdmo
00Dob (Rosenzweig et al., 2020), bdnfmo dgndhbames, MM bogommdmyddn, Yyzgmody
300ma3g0nmon - bodommol  HMBJONL  F3YROL  0Mzzmng  BEgdMy  TYMMENYMN
0bHM30mMad0 YonHMBMO d39MomMMognL3NL JgYTBMIOMOL NN nym (Scherbaum
et al., 2020).

30Mo  ©3nbY, vMLIOMOL BWYBLLTBHYMO  LHOHOLHNZIMN VMY gbHadn ndnL
LadnMmnb3nfme, MM3  JganmEOPMn  0gxMONMNZAL  vMbLEIbs  3udmyqbadymm
0gbob dnMomniEbmzsbn dgammonymn Bodnzqdalb DmMTgdn. ModgdooE dgmmennb
LOAYbYMIOMNZ0  FOOBBBNMAONL LNdomaab 3030 osbmmydnm 170 (330(HNS O
99()-003amndo LN3gHMoYmMNs, MNMNJIL ymagmom3znb, bLobndndm dmgmo ©3z30MN
8000006000mad0L 39bhHMNLb dnnmgds. bbzo Lohyzgdnm MMI 3d30m, 30b]xV30©
Bomzgonmo  HmbgdoL  LOToMMYdMN30  ZoObbNMYdoLY,  LOBNIYAM  BodNyN
osobenmaono 170 30bhnL 3ofmgmaddn dmegmomgds. ©dohmad, 3y gobzobnmos
FgmmEoygmn  Bo00Ed0L dBM3o0L  obomNdL, MmamME dgmmmooyMo  0goMomMnzgnl
800bdM3MNL Yy39mody bogmgdo bondgm 3gomeb.
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3. hMoogoymo Jommyma dgbogob sbomo,

©00603039M0 30D30myMa 3Mgxdybhognd

HMO0E0YMO Jomonymn 3masamymo dnbogab 30dnomymn BofMdmepagbo — gb ol
0900, MHm3gmdnE 3odm3mzmamn Lodyomaoadn gobboinMMadnm LoboMggdmmos. o3
3mbhndbhdn H36 BmM3LNBEHc LNBMYMYdNL 30IM3MYDYOHOENNL Lb3oabbas HN3gdn
(Mo3nMLYON)E. 3o30DMO gMmo Fogomnmb, MmAgmdng nmbmmo 3ndyzgds HMbabY
©o Bmpob Lodsmaob  HMogdhMMosl, Lobod ™md3gb PLIYbe TPboZL. Togomomn
oh30honymno 3hmadhnb 390-339MDY o Boh3909d00 byM. 1-D°.

00 600y3dn LEBMYMOL HYJLbho BmMmETYmMNS BHONL MO3dY. NBNZNYSMYMN
390LMYMYdMaO0L dbmmm 3mobom goomgdnmo 30009mgdol Lydhohmgdo 93MobOL
dofm@bgbo  dbofgb  Abgde.  Boogmo  3pmbmMYOon  ©MBNdBbo390  BoghmoMng
3md0Enob LodmyModn. 963069 MoEban AMozoMByMHNMNc FoME330s Dy Jmbgdn
330h39690L  3nMbmMOL  mm3oEnNsedy yzgmoedy odomo bdnb FO  3603365mmosl
(396(ha0dn (Bgomadnm boymgd LobdnMmaw oMhgymns 55 39Min). LHMOIMBLD Y
o bhmngmbbgzgse 0bwgdbgdal boboor docnmgdymn MoEbagdn, dgbodsdnboc,
330h39090L 3oMAMbNYM NBHM3mML 3o bALY S BBBL BMMAL Y 3o o Dy b3gob
3mMob. o dmmmL, 3Mo3n3nL JoMmz300s Bobnmdn dmBmgdnmns nboymmAoins FO-b
LobdnMymo 8obobnangdal dgbobad LndmamMmol yzgmo dggmodn. H3gb b 3nBMYdM
»OMONM 8000HOBNMYdLL” 0B “hmbyM nb300MHML”. b oMol 3Mb3Mamnem LodmgmModn
300mynbdnmo 3mbxnagnMmoEnoL LoLHYNL dbOb3NL sfMmc-gMmo gdo. Mmn;MIYM 3030
399Ld3YO d3YMONMNZNL 3oM 330 LoxgbyML (RMM yHOMYMN NBRMMASENNLMZNL
0b.: Sherbaum et al., 2020). oobMnmo boEMNLbIMO 303MHd0 30390L AmmNL 330H3009d90
0b(HmM30maoL dgxMmommMngnlb bbgowobbzy boggbymMb dmmMab 39b6Mhddn. dgaobbgbydm,
Hmd 100 39bh0 3ggLodedgdo Bobazof HMBL. vd330Mow, 3MBINEYMLENNL BydLANyMN
800mynbgdymo LobHTOL dbobzs LMYMROLM3BOY Tgbodmadgmo. vgMLbmM3nL
A390 godm3nyqgbgo pywebaudioplayer-ob bobhgds (Pauwels & Sandler, 2018), MmM3gmog
000mgymn bdnb bodommab Mganmnmgdnb Lodyomgdob ndangzs 3mLbAYBAL 3MMEaLAN.
00330Mo00, 3b37BaML Jgndanny, 89Jddbsb bLogmamn LeobbaddmMm dndLo.

4. b3obyMo bodgmmznomm dDoMo

b3VOYMN VoMo FodogoEme Lodbdnobn Lndmgmos, MMBgmMNE VMdom30lb mgL
LOYEYOY, Fobod, LB ZoMOE3MYdYMML  FnBol  BnodeMYd]0. IMIMYMMYON
©gobob  3nE3omgdYmol  Lobmob gdmdn, LOdIMoms o  LobAMmom  gobymdom
0030000LMOD. vMY, L3bYM LmMadTn oMb Aoz 30MNVBHL VAOMOBYD, MYI3o,
00700000, MmgmmE g3nombmgl, 11 30Mnobhns dgdmmhgbomon. Mogo bL3sbYMO gmm3znlb
MobHyomIdn yzgmodyg omdogmoss 30hbgnma, dDomgonlb Hobobymgdol 3mamgdano
dnndmgdo hoomzammb Hzgbn dmboEgdms dodab dofMgomohoe, Mmammz 33mazob
3nobom, 0Ly 3AHYMYO NZMLIBMOLNM. H3900 Tdomonb smMbN, MM3JMOE DomMnl
33m930LBbod  ZL3TNMIOYMN, 3oMgo Hobb momb  godmd3gybadna  LHohnodn
(Mzhavanadze & Scherbaum, 2020a, 2021; Scherbaum & Mzhavanadze, 2020, 2021)
o 30009M3MadYbHoEnodn (Mzhavanadze & Scherbaum, 2020b), Loog Boh3zxbyxdNS
00 3m3mabab dgbobgd Lb3zoObLbgy M3omMbOBMNLO: v3xbHNINMO, THLOIMEMaNYMO,
0mMbyhn3nMn, mnbaznLbHYMo o, dbY3g, JMmbydymo 3Mbhaduhn. 03 BoBoando,

4 https://www.uni-potsdam.de/en/soundscapelab/computational-ethnomusicology/a-new-web-based-video/audio-inter-
face-for-traditional-georgian-vocal-music

5 http://soundscapelab.de/GVMPR/F0.php?varname=3
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MHAgmboE ML 8939b9d0, doobomndydymMNs GVM-0b dmboEgdms dodadn smbydymo,
oMb LogdL3gnENM HoboBYMadNL FPLNISMIYMO O d3YLHNZNMO MB30LHOYMYOJON.
33m930L 30dOb0 nym, bbzoobbas bmamaly Amdmgmomms Bngm, Domnb 6 bbloobbao
30M000MH0L,  MNgMNIYHooNMo  gbMMadaL  HMBbomyMn MM3aBNdOENNL  BgbBogzmo.
Dmangmo dobmmadsadn v830Mo aym Lndmgmol HMBOL vdomangds 100 (396¢3©Y
Bondn. 89n3hbgmeY, Y39, 83300000 FnV30MNBBHYMN 3obLL3V37dHdN BMBMYMOTMMS
LbgoOLb3y 33n3NL  gbMYMaOALLL o 3oMmdmboymn Bymdnb 86n3365mMM3BL©
800bb30390yMO LObH3900L godmygbgde oo dng.

000b LodnMob3omme, oMol BgbHNYMO 3oMNBAHNL Mo dmABwy3dbm dgbfyangdo,
AoBymomo bmaggm DoMgeddn, g3odHmdMN30©, NHoHHMO dMIMADLY, ModoE Bbowym
033MmM30doE0YmMN 9ma3gdhHxdnL a3nEnMhn o8 mM gbMymadodn. hzgbo dBomodOL
AMo-gfhon  ygomodg bonbhaMabm Jgonan gobmoge 030l oagbo, MHmAd domab
Fnbogomymo LEHMYIHM, godmbobhymon, Fogomomom, 30b v3dnHYLAN, Tgemenymo
8063000M700L LoMonmMgbo O 3oMAMBNYMO 83MMJONL dMLYBSMAN, LOLbHYTSHYMO©
03300 96a31M0b bgmodnb gobB3MN3.

5. dmdmgMommo nbggMmogdino

300093 oo db3gdho, MmBgmbog 9nbs, dmimg  dgagbm, oMb  H3q6n
omanmeemmobogmo bogdnobmdo, MMIgmoE MaboE 3MdImMEIds Y P3o330MEYdS
OmOmgMomms  0Mo39MdmMYM 0bHYMOJENoL 3mmomboymo Ibognb JobMmMadL
3MmEobdn. 2019 Bamb, mdyMagonb @mom ,bymbzoznb” Bx3Maomod — modo
AboMHndz0mmob (0060), 3nMod anbmodgbmob (Byo bds) o Fodn3e LoModabmod
(dgoo  bdy) g, H330  hozobhomagm  9db3oMn3g0ho,  LOdWgMOL  3MmEabAn,
dmBmgMomms gnmnbgdob bobdomab dmbohmmnbznbomMa0L. 98nbomMznL, AzgnmadMn3
ynmbob3gbgdmob o bmMmbab  FngMmmambadmMob gMmo, coomgnma  Fomasbn
0m399M3900 3xmbob bybLbmMnm, Mmdgmng dnz000gMgo LohzxbxdIM NMdY (L.
2). B39b 33000MEY, ©O3MBINBYONMNYs300, Mm3 dMIMgMmadn 3oMao 0y3b9b
800Bymonmbn  gMmmMAsbgmnb  3ndomon o, obY3g, hHog3zgbome 0dwgbo  Moymn
LOBMyMY, MM3 ob godmMhgymo ymoznamoym 3oBhHMol IMBmgMommo dBdsmMmANyMn
979L39MNTBHNLYVESD. 93 MM oML Loggdagmdy, 8g30Mhngm gnMymn bombymo
LOBmymo ,H390 383000MOL*, MMBgmnE AgbMyamws HBYMOL dmMD.

o 9m3y3000 3mM3mabyd0b ghomym smByMob, MoE dgandmnom Bongnmbmo hzgbL
BodMmAnddn (Scherbaum & Muller, 2022), 3330, 30hy30, MM gnModobo o Body3oL
89mobEady ghoMmymo HJomMadmms o Bymydmos dgbfymgdob 3MhmEabao.
qL, Jgbodmmo, @odmbB3zgnmn ymaznmoym 3doomo  bdoY30L  LobIMMBbYMMON, o
30380000 LYBMF30bO O gYMNLEYTSL FmMAL, MabInmMobhmtiyamo LobybyMo omnmdonly
(RSA) a3doom, 019dEo, bbzo Rogdhmigdog oMmoo godmmogbymon. gL d9w9and0 Logdom
0005039090900 O 3boymazl, MM3 oMbYdMOL d93tMn dbomn o dgbhyomyin
0bymM3oEno, Mm3Amab dnmgds  Jgbodangdgmons  bbzosbbgo  Hn3nb  bLybbmMmydab
9Mo0MOMN30 3o3mygbydnm 9mbmanbngmmmanyio AsBymMob 3MmEqLbdo.

6. 0ob336900

BomOmg)bnmn 8903000 3boymaab godmdmamgmo Lodyomgogdol dmango
3mMH90E0M P3nmMohabmdL BY3nMn gooEgdnb, JoMmoymon o bb3o, dMoObOIMYMN
HMO0ENYMo  APLOZOL  VBOMNDOLOMZNL, VbY3Y, LO3gWMy  JMBMIYLOIMIMENYMN
Fobomob  g3ogmEgmgdnlb  3603309mmooL  obomn (3oL FyanhndgoyMo o
dmoz30moMmbnobn AobobyMadnb 35339mdom (3000gm o oyom Hodbymaonl, obyag,
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39600m3000 300MoE00L, 3Pmbobo o bybmgznb LadLmMYONL godmynbgdom).

3mMdam300000 39Mb3gdhn30d0, 30390M30690, MMA v3330MN 3naM3d LOGYSMYOLL
0ma390L, 33am930L BMIYLO FOWOINHOOM MIN3IOHYMN LBINNbNWLL ML dmyMNob?*
793mm Moym Lolnmbgddy, MmamMMadNEY: ,Mmagmm 3mJdggdL Fgbngo?” o ,Mmamm
7M009MNgd909096 dmBmgMmmgdn?*

domogMmgdo

©oLOLMYML, B0bY, BoEMMOL 3oV3YboM Y3gmasb, 3063 Blmomn dgohobs
00 3Mmadhob BomBohnoedn, 3gMmdme, yagms Imdmgmomb, MHmIgmdog goag30d0oMo
0030b0 Abngs. gb nym BomMAmNaxbme deNsMo odmENmMYds, Mmamms, Ng3m30b,
3000000, 0bY, LodxEbNYMM NZOMLODMOLNMSE.

LOTYTom gobbmmEngms 3gM3obnab 33ma30cn BMbNL dbofmwodgmom (DFG MU
2686/13-1, SCHE 280/20-1).

00M3860 3o 30 boMmdnobIo
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FRANK SCHERBAUM
(GERMANY)

FIVE YEARS OF COMPUTATIONAL ANALYSIS OF
TRADITIONAL GEORGIAN VOCAL MUSIC: THE GVM PROJECT

1. Introduction

Computational ethnomusicology is still a young, but rapidly growing field of research which
involves a number of different disciplines. In this presentation I will look back on five years of
collaborative work within the research project ,,Computational Ethnomusicology of Traditional Ge-
orgian Vocal Music (GVM)“, which has been funded by the German Research Foundation (DFG)
since 2018 and is jointly conducted at the Universities of Erlangen and Potsdam by an international
and interdisciplinary team®. Specifically, I will share my personal selection of some of our attempts
to combine computational approaches with classical ethnomusicological methods. Already before
the beginning of the project, a lot of time and ressources went into the generation and processing of
data sets. In total, three large digital data sets, particularly suited for computational analysis, were
created or re-processed and used during the GVM project. Two of them, the Erkomaishvili dataset
(Miiller et al., 2017; Rosenzweig et al., 2020; Scherbaum et al., 2017, 2020, 2021), which contains
the Thilisi State Conservatory recordings of Artem Erkomaishvili from the year 1966, and the GVM
dataset (Scherbaum et al., 2019; Scherbaum, Mzhavanadze, et al., 2018; Scherbaum & Mzhavanad-
ze, 2018), which mainly contains recordings of Svan music, are already freely accessible through
Web-based Audio/Video interfaces at the University of Erlangen’, through which each of the recor-
ded synchronized tracks can be very conveniently accessed individually or jointly. Regarding the
GVM dataset, all the original, high-resolution audio, video, photographs, and the documentation of
the recording sessions, etc. is kept in a long-term archive at the University of Jena which was also
funded by the German Research Council®. With these three corpora, there now exists a collection
of high-quality recordings of traditional Georgian vocal music which is open for non-commercial
use. A key aspect and the main reason why these data are so useful for Computational Ethnomu-
siclogy is that separate recordings exist for each of the individual voices, either directly recorded
with larynx microphones (Kane & Scherbaum, 2016; Scherbaum, 2016; Scherbaum et al., 2015;
Scherbaum, Rosenzweig, et al., 2018) or generated through post-processing (Miiller et al., 2017).
This allows for a variety of interesting and partially new research questions to be addressed. In the
following, I will touch upon a few selected topics and some essential lessons which we learned
along the way.

! Project team members in alphabetical order: Reza D. D. Esfahani (Potsdam), Meinard Miiller (Erlangen),

Nana Mzhavanadze (Potsdam), Sebastian Rosenzweig (Erlangen), Frank Scherbaum (Potsdam), Daniel Vollmer
(Potsdam).

2 https://www.audiolabs-erlangen.de/resources/MIR/2019-GeorgianMusic-Erkomaishvili_https://www.audiolabs-er-
langen.de/resources/MIR/2017-GeorgianMusic-Scherbaum

3 https://lazardb.gbv.de/detail/7392
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2. The Tonal Organization of Traditional Georgian Music

This has been one of the most controversial topics of scholarly dispute during the last decades
(Erkvanidze, 2002, 2016; Tsereteli & Veshapidze, 2014, 2015). Our contribution to this discourse
is based on the comprehensive acoustical analysis of the Erkomaishvili- and the GVM dataset
(Scherbaum et al., 2020, 2022). This work was technically rather challenging, for example because
of the considerable continuous pitch drifts in the Svan repertoire. In this context we had to develop,
test and implement, a number of new methods (Miiller et al., 2017; Rosenzweig et al., 2019, 2021,
2022).

There are three Main Lessons which I Feel We Learned in the Course of this Work:

1. To understand the Tonal Organisation of the Erkomaishvili- and the GVM dataset requires
the understanding of three quantities: first the pitch inventory, in other words what pitches are
used as skeleton of a song; second the harmonic interval inventory; and third the melodic step
size distribution, which explains how the pitches of the pitch inventory are combined in a melodic
phrase.

2. The interval structure of the harmonic interval inventories differ systematically from the
interval structure of the pitch inventories, probably because of harmonic intonation adjustments
which have already been qualitatively described early in the last century (Nadel, 1933). For example,
the harmonic 2nd is nearly always close to 200 cents, while the melodic 2nds are significantly
smaller. Part of the reason may be that harmonic 2nds have to appear as side products of the popular
Georgian 1-4-5 chord.

3. The melodic step sizes used in actual performances were found to differ widely and scatter
around 170 cents. At first glance, this might be taken as evidence for an equi-distant (unitonic)
scale. However, this should at best be seen as an approximation. As for the Erkomaishvili dataset
(Rosenzweig et al., 2020) for example, the melodic intervals around the most salient pitch group of
a chant were often observed to be significantly larger than what would be expected from a unitonic
scale (Scherbaum et al., 2020).

In addition, there are fundamental statistical arguments against the use of a small number of
melodic step sizes to reconstruct a melodic scale. The fact that the melodic step size distribution pe-
aks at roughly 170 cents and is more or less symmetric, will nearly always result in samples which
are taken from the center of this distribution, in other words be close to 170 cents, independent of
the pitch distribution. Therefore, I see the analysis of melodic step sizes as the least reliable method
to determine the melodic scales.

3. New Dynamic Visual Representations of Traditional Georgian Music

The visual representation of traditional Georgian vocal music is a topic where computational
tools can be especially helpful. In this context, we have experimented with different types (per-
spectives) of video representations of songs’. One example in which a cursor follows the pitch and
note trajectories while you can listen to the music can be accessed on the project website!” and is
illustrated in Fig. 1.

4 https://www.uni-potsdam.de/en/soundscapelab/computational-ethnomusicology/a-new-web-based-video/audio-in-
terface-for-traditional-georgian-vocal-music

3 http://soundscapelab.de/GVMPR/F0.php?varname=3
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In this representation, the note lyrics are displayed on top of the “notes”. Subtitles for the
individual singer’s close-up face videos are shown on the left side of the screen. The red cursors
mark the actual position within the song. The green number in the ellipse in the upper right of the
plot shows the FO-value of the lowest voice at the cursor position in Cents (relative to the chosen
reference frequency of 55 Hz). The numbers displayed as sub- and superscripts give the harmonic
interval of the second lowest voice with respect to the bass voice and the harmonic interval of the
highest voice with respect to the lowest voice, respectively. Finally, the distribution on the right
side of the plot shows the frequency distribution of the FO-values from within all the notes in the
song. We refer to this as ,,pitch distribution or ,,pitch inventory®. It is one of the ways to display
the tuning system used in that song. Each peak corresponds to a scale degree. For a more detailed
explanation see (Scherbaum et al., 2020). The tilted numbers in gray between the peaks of this dis-
tribution show the intervals between the different scale degrees in cents. As a reminder, 100 cents
correspond to a semitone. This way, any tuning system used can be displayed in an undistorted way.
For the audio, we made use of the pywebaudioplayer (Pauwels & Sandler, 2018), which allows the
control of the volume of the individual voices during playback. This way listeners can generate the
own ensemble mix.

4. Svan Funeral Dirges Zir aka Zari

Svan zir is a 3-voiced male chant which is sung on the day of a funeral, before the corpse of
the deceased is put into the grave. The singers usually stand outside of the house of the deceased,
behind a table with food and drinks. Different Svan villages used to have different variants of zér
although now only 11 different variants are said to be actively maintained. Since Svan funeral
rituals are believed to very old, our collection of zir recordings is a particular gem in our dataset,
for research as well as culturally. The core of our work related to the investigation of Zar has been
published in four companion papers (Mzhavanadze & Scherbaum, 2020a, 2021; Scherbaum &
Mzhavanadze, 2020, 2021) and a video presentation (Mzhavanadze & Scherbaum, 2020b), which
cover different perspectives on this phenomenon: acoustical, musicologicial, phonetic and lingu-
istic, as well as the cultural context. In the part which is touched upon today, we analyzed the
musical acoustical properties based on the Zér field recordings in the GVM dataset. The aim of the
study was to investigate the tonal organization of the eleven different performances of six different
variants of zér, performed by singers from different villages. For some of the performances, we ob-
served a strong gradual pitch rise of up to 100 cents per minute. The intra-variant differences in the
performances of different groups of singers were observed to be remarkably different, including the
use of significantly different harmonic tuning systems. In contrast, two subsequent performances of
the Megt’ia variant of zir by a group of singers recorded in Zargésh were essentially identical. This
demonstrates the widespread absence of improvisational elements in these two performances. One
of the most interesting results of our analysis is the observation that the musical structure of zir,
expressed for example in its ambitus, the complexity of its melodic progression, and its harmonic
chord inventory change systematically along the course of the Enguri valley.

5. Singer interaction

One more aspect which I want to briefly mention is some very recent and still ongoing work
about the non-verbal interaction of singers during performances of polyphonic music. In July 2019,
together with Lasha Chkhart’ishvili (bass voice), Guram Guntadze (middle voice), and Mamuka
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Siradze (top voice) from the trio Khelkhvavi in Ozurgeti, we conducted an experiment to monitor
the singers* heartbeat rates during singing. So in addition to the usual headset- and larynx micro-
phones, each singer got equipped with a pulse sensor taped to his index finger Fig. 2). We wanted to
make sure that the singers were already well tuned to each other. In addition, we wanted to record
a song which is sufficiently complex to set it aside from similar experiments conducted for mantra
singing. These two conditions let us choose the Gurian folk song Chven Mshvidoba, which was
sung close to the end of the session.

Without going into any detail, which can be found in (Scherbaum & Miiller, 2022), we obser-
ved that the hearts of Guram and Mamuka (middle and top voice singers) accelerate and decelerate
more or less simultaneously during the performance. This may be caused by a synchronization of
their respiration and a coupling between respiration and heart beat via a phenomenon called res-
piratory sinus arrythmia (RSA), but there may also be other factors contributing. These results are
quite encouraging and suggest that there is a lot of new and relevant information to be gained from
the joint use of different sensor types during ethnomusicological recording sessions.

6. Conclusions

The selected results demonstrate some of the potential benefits of computational tools for
the analysis of Georgian and other non-western oral music traditions and the benefits of extending
ethnomusicological field recordings to new types of multimedia, and multi-channel recordings (in-
cluding video, audio, muscle vibrations, heartbeat, and respiration sensors). In the long run, I hope
that such an approach will allow shifting the research focus from the pure documentation of “what
is sung?” to more complex questions such as “how does the music work?”” and “how do singers
interact?”.
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byMoomo 1. nbsdnyMn vYOM/300M NBHIMBINLOL J3MBYMO VBN, MMTgMNE
d90gddbs GVM 3mmydhol gobdozmmododn. dmdmgmangdo BD90mob g3gdmo: gogm
Aodagmnobn, TyMoo gomEbymobn o 3030 RMEbamobo, yzgmobo  mohowno/
mobydnob, baobymo.

Figure 1. Screendump of the dynamic audio/video interface which was developed during the GVM
project. Singer from top to bottom are Gigo Chamgeliani, Murad Pirtskhelani, and Givi Pirtskhela-

ni, all from Latali/Lakhushdi in Svaneti.
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byMoomn 2. pHMmom ,bymbzozn” mMOYMagmMNEed. JomEbbnod dofM33603: mModo
Abothndznamn ( dobn), gnMod gndomadg ( 8o bdw) o 3v3y30 boMody (Bomamn bdy).
Figure 2. Trio Khelkhvavi from Ozurgeti. From left to right: Lasha Chkhart’ishvili (bass voice),
Guram Guntadze (middle voice), and Mamuka Siradze (top voice).
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©IN139 mIANI6INA-3NHN6NI69
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JIPCNM3NBDIINIMN PM3V3IGONMIdNLY LY 3MIV6N3SBNNL
3MMdI3IdN 3016M3JLN3MEMBIdNL 3IML3IION3NXI6: L NIOI3IMN
3MNBM60IMN LOILIMNL AI6IMNL MIFLI6N3I 3I30)b3T3d

090mM30dPomMYMo  m3ndgbhnmgdob  36nd3bgmmds  gbmIybogmanmanadn
00 bobno Moy omNoMYdmMNS. cydEo 3obn, MMaMME  JMBMTYLOZMMMENIYMN
33m930L 0bbHMYAbHNL dnommmmanymo 096038365mm0oy, 30M39mMo
3obhan  3ndo  osobhyMe 1971 Boamb:  ,LoBIMMBEymMo  b3ab  ;Mobbmgdom
09Mon  30b6MROM3NL  doomads  EM3NTbHNMYdoL  yagmody bymdnbobacomdn
LOTYOMYdOS  JBMINLOIMMMENLN3NL* (Hood, 1971: 202-203). v3NM30dYOMYMO
©mM31n39060hnMndal bogommaody, HAMo3Mgbow, JbmImmMgmanmanal, 3bngnb bogMozngm
300LMYMgdMMOsLbo o FPbngomymmo nbLAHMNTYOHONL BoMBMadOL P3o3dnMYdo.
39LOBdTNLO, 3MIOMYMN INLOZY, MMBYNNE 0030L0 O7YBIONM ,BO3MYOS 30DYSMNMNSY,
09000m30070mMHM0  33aM930LY O JMBbMTYLnomyMo BomM3nb MdNgIHo 396 Zobo
(019830, 3nam ©9333s goonmm bAnl BomIMgoNL PH3zgnmm boMmbyddy B3MINLOMYOYMN
oMogMom0 g30mdn’, godmmMPgnm 3m3omym Hagdonzobo? oy LodmgMmab gobbolymmMydym
HMo0309009%). b HabYbENS ™MNYHYZM JOBMIYLNIMINMZNVTNE MNZombOANBMS. gb
obHYMYdS MYbOE 0dom, Mmd 1997 Bamb HobmILnzmmmagdol dngf dgdgbomn
30M39m0  30bm3odnmgdn, domomooE, 0bLHMYTdHYmMo Tbognby o (3933000L
mM3y39bHnMndobm3nb ngbo godmynbgdymo.

,09000M30DYomMYMO  J0bMIPLogmenmznnb®  3Mmdmydob  oMmhgz0m, MmTgmoE
0o MymMY30bhnMoo ML, HadLb  bHodnodn  3:MIgboMade  MNyHY3YMO
3mmoamboymo  LNBMgMAL  vLOM3NBYsMYMn Hobamol MOBwHbndy dxdmb3zg3o0Y.
30Mdm, 3o30000mndYd 893mJdgndom 3MmEabL onm30dYsmyMo LoggbdgnEnm
3Mhmadhobs om0 moghnze — byomn gobm-bodyomm®, Mm3gmnE gobbmMEngmeo
m0ghn3oL Fnbognbo o Mgobhmob 030300l dngf 2017-2015 Bangddn; 3doogdo 30
80030b0mo3 MM IMMMOL 0YNM30DYOMYMN EMINTBHNMYdOL Dmao 3MHmMOmMY35oL,
MHMIAMYONE 3ob30MMOYOMNS Lbaoobbls 3nBBNMS s Tndomdnb 3gommEno.

bho®oob  Aodobno  BoM3mMoandbmb  gmbmIyLogMmMamy o MYJobmM-
OM3n3ndhHomabhomo bbzoobbgogzomn  dngmdo OMonEnymo  dybogob
090mandyomymn  AobBoMmabowdn.  MHmamME  oynmazndgemymo  gJb3gw0ENgdNL
dmbobomyg,  gobm3TLbnzmmma-3mbbymMmobholb  Mobadn,  bLozgmy 3339030
300M000900  AMbobomgms  ©o330M3900L  3gomEgdL. gL odgbdomo,
3039306MdNgMadnbs oMy FbmmmE  ™MOZo©  vYNM3ndYOMYM  MIN3IBHNMYONL
3Mm39L0 o 3nbn gnaq0n (Robafmnmn Bobomy), sMedg IMAYbNBO 1YENM3NVYSMIYMN
AoByMab bbgoobbzs dgomwmal 3goeMmadsE, MoE 9b6n330nmmmaobn dgndangds nymb
33m930L gobm3ybngmmmanyn 3ndoMmnymadnbmanb.

0mbLybgdy  gondbgde  @oomgdnl  MML o3 dLNMYdNM  LOMYOENYOLY o

! “Yootzing and Yodelling” (1987), ,bondobobo o 0mdga30L Jmmbomon* (1985) o bba.
2 ,0030L bdo, gnandigmwonl bds“ (1987), ,30M3mMb03gnL Lodmgms* (1990) o Lba.

8 ,00030Mdomz0b LogEMMOMYdO JoMNYMN 30330LNNLD* (2007), ,39MNBDSL BMO30MbANOBMOY: 3MI38bNS
bogm* (2010), ,,30byM0 LyRMYmMo LdMYMYdN* (2016) o bba.
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30M3399mM ,309300MMOYOL” JBMIYLOZMENME]OLY O MWNYHY3YMO J0BML EFBMdOm
mbhohgob  dmmob  (3nbmMgzabmmo — 0bgbo  InM3dmoghoda, 300IMaMORYON  —
omandobhob 303nhabobo o oML NBdMMBL3NLN, bdnb MyzobmMn — METYBLL
00bYHOLN), MOE TN BYEOM3NVYSMYMN EMIN3BHNMHONL Fgbobyd goblbbaozxdnmn
030mbodMNLYONL SMLHdMONLY (039BHN3NMN LohHOE0NL LMINIGbHNMYdS BoodH3mMYMN
0mM3700L 37abab Bnboomdaa).

oMogMo3o 333mY30M3d abZo Lognmbo obLbb3ze3900L dgbobyd JMBMIYLOIMINME
033m930Mmo o 300530(hMamMoiznbhne dogf 3obbmMENIMadHM ©YOM3NDYSMYM
©mM3n3abnnMgdsol  dmMob.  ICTM-ob VI gmomg3onddo,  bobgmbmogdom
»300M300Mmnd0bo o 3000gMHoBYMNL AgmMYdD O HYJb0Ze JBMTLNIMmMMEnLdn*,
MHmAgmoE gondomme dMmohnbmozsedn 1988 Bamb, oowgnbs gobbbzoggds 33ma30m
30mdbo o EMIY390HHM 30m3L dmMob gobm3Lbngmmmgnedo (Baily, 1988). nd3o,
mymbofmom ©'0303mb 309 HodhoMgdymo ©o330M3300b Mobobdsw, ,m39d96M9M0
030m30nb 3ohaammMnodn, oby39, PENMHOIMNY, OZNDIL HN3MMMENYMN obL3VZHO
90bmM3NLoZomym o JNbMIYLoZMMMENYM MINAYbHNM RomIndL dmmab (D‘Amico,
2017: 3).

306bb30370s 306930¢HMaMORNN ABBLBYMLY o ML MM, MLbIoM gandn30o
oLy vMByMo: ,,30M39m0 vMNL POOL Bngbogn 8gdaaMmn 3nbmiomgdobagab, bmmm dgmmy
dbohzmymo ogmm3oo, MMIJNOE goodMYdYmMo 0Yygbgdb godmbobymgdnb, LymMomab,
dmdmomonb, LozmMENL, Mmobo o LNBAHOJLOL gyBgxbHYdL, 33063NL Mo 30dYoMYM
39(hymonbdoL nmHnmMobo o bodmaomgdol dgbobgd” (Elschek, 1989: 27). m. gandgzob
Hof3060 ,1500L Bogbogn® sbmmbos 5mMb dgomnb HyM3nbmMob ,Logzgmy 3nmdn”. ool
309360d7 LEYOMOLOL . VNN YYMOMYOSL ©Fsb30mMadL JNBMEOSMNOLDY, mamms
9Mhma3oM bozgmg bodydomdy. gb Jgndmagds nymb 30b7FoHMaMOBNNL 3MMEILOL BoBomn
(Baily, 2009: 59), Mo00a80b ,,33tM93000 30M30b OYTPFo3909mMO 3oMYd0 JMBMaMORNL
Loggmg 39603836900L AbaozLN* (Baily, 1988: 196).

0030, OPNM30dYOMYMO  MINBI0HNMIOAL  3obLb33gdNMO  BngmaAgdaly
3M90abhoEne o oMol Hgdn dmbLybadalb dmozomn bLogobn. nhfMmownioymn dnbogab
99000m30070m M0 AdBYMOL DMEEN 3MMAMaTndNL oMo, 30M39m Mngdn, bndmgmadal
(3o0LOINNMYON FMOZ0MbANSBNL) FoENARMYAS FonbHMYLYLL.

07 om307d300 LOIMAMOL FOOMYOOL VM MMaMME NBEN3NYSMYMN B603Hdnb
OM3n39bHnMndaly, oModg Mmammz 3MmEgbl, MmIgmoE ymagm 59MD Ybogomymno,
J0gmb of o obmy, MmamME 0bN30YOMIYMO, 0bY  IMmgdhoymn  Ebmamadol
30byymeygmn bobomo.

omm MHML FmmZmmMab 333meaMaon bym JBmm 390 YIMomgoeb vJ3a30d
2396m3gbmmmgonm dogmadob, MmTgmonE gb3omMmads FMIMYMomb mognbn 3nMm3zbadnL
Bomdmhgbodn, LNdmgmobowdn dmImgMom-393mgdgnlb dnEamdnl  godmammgbedo.
MHmagmME  mengmmmabhn  gngomg  d3nhngdby  vmbodoozb, ,LodM3Mn  YOMomm
99(hY39ma0obY O MMM BBMAMAOL Mol SoMmonmNs o 333ma3Mab
B0gMm 3obnbodmgMmgde” (Smitiene, 2010: 80). 903nbsE 30, 01y LNAMWYMYdN ASBIMOMNS
39MmdomnMmn  Hodbhob  goMady, 08333l odMmoo, ,MAgde  3nmbzs, MmIgmog
706500 B0 O30hMBbM3NoL FbM3MYdOLEVE FndoMmgdYdn” (0d39). v3 ™Mgdnb 3gd8camadn
8003000M7d0bm30L  3603309mM3000s  damdgMd o. mmMolb 3ngMm  3o3gmOHMN
003300390900,  933MY30M0  3MBEI3HhyomMyMoe  3MomMmohghL  obndgdb  BmgMmob,
HmamME J§090g00L, LNBMMOLEMLVL dgroMadom, b7 TBMIYLO FxnaNLL 3MmEgLbdy
800v0d3L (Lord, 1995: 3-4).

LOAMYMOL  VYOM3NdYoMYMo  HoByMoL  3MmMEgLAn  Lb3oobbzy  Lognmbo,
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MHm3gmoE 3godmads ogdbhnomymn oymb bodmgmab dndagmadn 33an)3nbmznL, dondmgdo
3Mb393thnomodoglb  Modwabndg  oL3gJHdn:  AmAmaMmgdolb  SBLVAdMN, MmammE3
9Mma3omn  bmEnomyMmn 33nx30; dns YMMNIMOIMOJON d8 $3n)3dn; IMIMYMOMDO
ngmomdos, bymaddm3zsabgymmoy; dmdmgmangdb dmmab 3m31bnzoE0s bLondmamal mmb
©o  LNAMOMYOL  BmMmab  NBHYM30MAd3n;  NbN3NYOMYMN  AMIMgMangdoby o
OmAmgMommo $319330L  gLoYHNZNMN O3M30NONMYd0L dgroomads LNBMgMOby o
0gmabmob o 0.0.

000bOmM30L MM3  oM30mMNLBNBOYMN nymb  y3zgmo  ombndbymo  3Mbiydbho,
99E0Mdgmns 3gnomm 3m3ybngone HodbamMbs o dm3mamomb dmmol. oF oo
8030bbgbmo  Lozgmg 33mM)3300L OMML  HoBbMTYLOIMMMExdoLm3oL  (LndmgMadol
933m93Mdnbmznl) H3nMo, b3gENBNIYMO Vb3gIHYdn: BmBMyMMYdMLL ddnomMm
3MBhodHob odyoMmgdo; ©onm/30009m dFIM30MMONL vO3HnMady (Fgndhdg3moc
AoBainl 33gmmonbsl vb 3oMndom, sndymanmmonb dgbodmgdmmodgdal goEdmonbsly
o 0.0.); 6700b 90Eg3s AMIMMINYdNLM30L, NdMaMMB b, MoE 03 MmL Lymo;
3000300900 08MgMmb nb, MoE AMId30mMN 33tma30LM30L MNMYdYMN 0Jo9ds; bdgdab
»3933mM0b" d9mo30D900; IMAMMMaONL 3MBIMbMMANL ooMYdy; dMORMMBdMYMN
0b(hM3019900L AoByMmY; BLAYBYMYOMSD 3MTNBNIOENS Y ©.0.

B90men  Aodmozmomn  sb3gdhgdnb  pdmozmgbmos,  2015-2017  Bagoab
090m3007omyMn  93b30ENENJONL  OMML  LMYMOE  0Ym  PEHMIOIMYMAOMO.
3030bbybgdm, md Hyd BngM, Mozwod3nmM3agmo, RogndmMgdymon oym g7b3gnE0g00b
303m0 mnyhn3ob Mygombyd3n. og)adnmn a3dmboo gmbm3ybngomymn 3omdgdnl
d0d0bs  yzgmo  Myanmbobm3nL.  3bmdomn  mNghn3gmo  30bgdobhmamoaznbhadol
0mB39300 83LMS bbzoobbzo Myagnmbol IMBMgMMYONLY o FLNIMLYOOL yzgmody
Ho3gmMo  030L90900L  boMmObbNVBLL  goomgdy, Moaed bLBmMy doon dggdanmom
030MMOMN30  LodMaoMYdaLy o 3obo  JYbogomymo  IyMmBnMob  Loyzgmabmeo
Bomdmhgbo. dmbommebama nym, Mm3 Hobamomo 30009mbo o bAnb 3ofman bofmabbo
»,330MNM  LOBMZOEMYOOL® YMOMaOLL FnN3yMmds (dMogmmn 833ma3oMn By
boMnbbdy, MmamMi ©M3Nd90HNMo oMol  gmm-gMmon  godmmMAgym  60dobdY)
(Elschek, 1989; Simon, 1989; et al.). goboggdno, MmA dob d90na, Mo JObMaMOT3NMN
0303g00b 397ab0b o3omgde 3obEgb, MY7bMMIOL H30MOMPOM BYEOMI3NVYSMYMO
979L3900ENNL EMML Y39mMORYMDY dgMMO 3MBHMmMENN, MYABY, dodm30s nby, Mmd
gobmdbogmanmaqon By o 30Mby MOY3NHg DodomMngbg) omdmM3Rbnm dNBBL-
3MBLYMHOBAHYON, Fodoz3amgdo MY7oLMMHOLY O odLOMYd bomblb dmMmAb.

0mbLybgonb 393c0am3n HadLbHo VIe3dnMadYMN 0g67do AYAL 3oBMEENMYOLMVB,
MH3M0E 090mM30dYOMIMN 97b3xE0ENJONL LMmML Toznmy.

Ag30 AmbodMxdxd0 30bmzgoamgdab 3MmEgabab 390w93

39000700 390o0300bM30b, 3oOM]07300bL EIBYJOS. M30V03 3bon gobro
0nbO390¢hnMn  gobbbzo3q0000  JMBbMILbosmmmams o 3nbydohmamoznbhoo
LOJBNSBMAOVLY S LEdNTom FgoMEYdL BmMmAb:

e  7;bmdybozmmmagmo bodydom:

OmAMgMmMaOmMob 3MINBNISENY, ool Fogbndomymace ddnmm HMmongmMoMANL
obodyomadmo  (bdoMoo  dzgamo  303d0My00Lb  gobobmgds,  MMImadnE  Bobo
dmoz30mzaMmon  3000(hgd0be o bobaMdmozn  LondMgdob MML  EV3YSMY);
M970LMMYONL 3MYDBYOHOENS VO Fosmgdnb 0dONL VMBYMO; oeMYdNL FoMyAMLMVD,
0LY39, 3oVMaONL 3MME]LAD @EdMYxBIHOHYM VYLOM S 30JM dMFHMINMMOLMSO
00033(HnMds (07 BofMdmeggbomn dgomdo 93ysnds bogamy 33m)3000b byfomdym
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8303mMmEENMYOL, 3Mebsl, Mmd dmdmgmmmgdal HOMOZMALbMOY goygMdol 3odgmal Bab
LOBMYMOL, 9MBOYDIOMNZO NJ330 O ©3 FnDYdDMO dodm, LNIMMALY O 300HML
bomnbbn BoMOmMEYdY).

0mhmaodg omdgdonmns AmAmgmMangdol goomgdnbm3znlb 3dsadnlb Modnbndy
0manbho (byM. 1-5).

e m330bLmMYd0L Lodydom:

30M39mM00  3oomndobmanb Loyzgmabm bLozmMENL JgMhHg3e; WVAOdO oMLY,
LML BgJabo 3MBIMgHmMN, Ln3MENMO O 30DYSMYMN JNHFgbHONL 3odMYygbydom
(b 3MmEaLo  yzgmodg BAMMISHI300 S  EOBMMYMNY  FMIMYMMIONLMZNL).
0080MNMO©, 3oubys IMImgMmydol gosmgds mnbyggmob LmAmab Jyhgddon
(Bopbgovzoe 030by, MM3 1330 330000 393meamds oym, LOITOIMP BFOM®S
dmOmgmmyol goydnfmwom gofmgom Lodmgmo), ,dmdmogzn LyMomob® dmodgdnmydnl
d09360b 80Dbom (L. B; 3ngmaog. 1).

00 YynMomnds godmos Fomggnmn dmdmgmmaonb dmMpmahaoolb 39Jdbob,
L3gENOMYMN 3oboMdAL Fnfhg30L (300930(HMaMORNLAHN ©. 303YNHY0LO (3BMONINNY
LOBOMMNL, BIMYOAL, 3oMNb 3MB3MBNENNL MLAHOHHMS 308MYnBIdNDI). SFSMNMO,
dmamgmom 39hMmmBa 3nMNamnnb9L babnomn bmagm BodMOgemMNbnsd BomBohndom
0 3boh3MNMO odoxEIMIdMO nym BomMdmepggbnma (byM. 7).

030m9060h03nMmdnL  (bgmobmo)  89gddbo.  @obLbbzozgde  oynm30dYSmMyMN
©M3N3abHoEnnL  9309bhngnMmdslbe o gmbmagmogonm  3067530hMaMoa300b
dmMob, Logdom 3MEmo oMol gobbomyman (Baily, 1988; Simon, 1989; Fiol, 2010,
D’Amico, 2017 o bLb3.). ofMEHm LEIMBbOL VdMNM, JBMTYLOZMMMENYMHO RNMANL
030mbodMNLbNm, gb 60dbo3L ,d17b0ZALY o (39330L MMAMME  EMYLLLBOYMYONL,
39M3mbngdaL ob LodMEOMYdMNZn Bbm3MdNL bblo doMydmadgdal vyEnMYdYmMN
BoBomob  MIN30HNMYOSL ©9309bHNZYM  FNMEnMym  3Mmbhdbhdo“ (Simon, 1989:
43). 019930, LOZIOME MMPMNY oBALODMZMML ,03090MHNIYMMOL”, MOEED N3N
gL 36900 BMO3OMARYMM3000 O (330MMYdsNS MMaLboE Logdg gbgds MazabmMmydAL
Ongf ,09070M030" LOHYOENYONL, bLobggdab dgddbol, dmdmgmomms Mg3aMmbyomab
39mhn30L o bb3. ddohmd LEdMZSMN V3YOHNINMLY o bymm3zbymoe dggddnmb
(ogmobmo 8979360amb) AmMnb domnob dynago. o 3000bdgBmbnmn ngbgdo gognbbybmam
mbgof gandg30L ngo: ,nbwo 333LAMEIL, MMA oM vMbOMOL B30EM0 LadMaMId 9.6.
OmM3n3abhnm x3omadbo (0309000 3NMo, MOngdbhnMo, MyomobhHnmMo goomgdom) ©o
abopzmyan a30endb dmmnb” (Elschek, 32 :1989).

mymbomMEm ©’6303M, ,MJOMIYMOLL” Y ,Yomonb* nmydnb gobboanznl dnwgae©
30069300hmamox3nnan Bomdmanbodn, ob33bob: ,bobo330madn, Mgommdol ymagmon
BoMmAmando 3ngdinos 03 3oggdom, Mmd gb oMol bgmmzbymo  3MBLAHMYIE0Y,
LOdYsimb gMmhgznmn bg3zy, BoMdmydgmn gomMizgnmo 3ndbnm o, dgbodednboc,
ONBEOMYOMOE 3odmbohosl 3MBIMamnm bLONYIHMMOSL OB MISMLOBMALL" (D’Amico,
2017: 6).

30000050900L MML bygmmzbymMo ,,03090¢H03NMMONL* dgddbnb bogdomm dY3MN
30900bz9g30 d9360367. Fomn HAMozmabmos 930380M©Yde ,03050hN3nM0* bmagamab
00050L  306930(HMAMORNLHJONLIYM 3oL, Bogomnmo, ImAmgMmangdo  bmagm
701900006 (30Mabol Mganmbn), goonmglb domdn, Loz nbNbN ,dmAsMAMYdYMbN*
0Yy3696 300mnb mfm bglb dmMob, bmmm 01bgdMnz LMol 1v3Lgds Jumznmgdo,
MHm3maon3 bggddy/bggdb Immab 930wo. Ma70bmMo  BodMmmos, Mm3 gb ,nHMM
0nbgOMN30"  godmoyymaomeo  (byM. 8), LmmgmMydobmzolb 3o, 3dofodoom, gb
JbmM30mMao0 93OS JoMmb.
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300093 9o 3oMomdbymon dgdobagzo nym gdmdo dmbooMymy nbwoymnb
0mMmJi3030 g3osmadnb ofmgomdn (Lym. 9-11). 03 dg8mb3zn3080, bmmMAL ,030906hNZHMN"
30Mndmb 859360b 30BN, M9770LMMB, BOJHMOMNZOW, ODMOMS 3MmEgbo —b3vddy
08bbomad BmBmyMmgdL dmmMob NBYMAL AN, Bom MV30 HEBOYMO®, 3730070 MO©
03Mdbmonbs (Yzgmod 03ol, MmM3 0boymMadn Dmasgm mo3b gbb3nob ©EdNobYdL),
0303 LOHYOENS LOYMNSE VMBBYDYOMNIO BT30S, ZoMY V3NLY, ¥300 YHMOLMYdS
dmozmooo bndmyMmb o 3nbo bafMobbo BoB3NMOE VY3 (30IMIBE. 2).

Jbm3YLoZMmMMa00n  03M9bHNZNMMONL  3MMOMaTsL  9JL3ENENJONL MM
»4YM39MOMN7YM0* 30009Ma00L ABMOLOLYE VBYYONSL. Nb Godho, MM 0930 LOByLM
(3omabootnamn, bogmmBomm o ©.3.), db39, BMM3NL bodwgMo 0y HOMoO, Y39mOdY
b3oMo  3omadMNY  0Mev3MYbHndnM gomgdmdn, bamb HImMOL  ZosmydYMN
dm3mabob 030906MHN3HMO dMJFsb. 0P3EY, ©930YbHNINMMO 360d369MmM3bow© YRMM
gomom bognmbny, Mm3gmng o8 AmbLbgbydsdn LoMM3NLYYMOE v Zobnbomgdo.

LOBMYMNNL oMY, FMIMNYMMIONSO YMHNNYMNMOY.

Mmogboi  Lozgmg  9db3anEnedn  LoldoMobn MM  330J3L  3MTYONIOENNLY
O 3ooMmonbom3znl, JMbmIYbogmmmandn AMAMoMmadL  LudYomydob 30dmy3m
00300030M39mMo NAMMMO b, M3 Y39madg 9o 3mbBMB. Moboianthzgamny, bbgo
8090mb3z9300 MmMEo 3MbiMabhnmn 30dbno 3n3nz0mo 9Jb39NENV30 O 3030MYO
800003000mm 0b, M3 8godmads domyg gdogdmab, MoboE gmbm3bolmmmagdo ysgmody
om0 300hB9396 ImMIo30tmn LodgEBOYMM 33eMY30LM30L O ©.8. V13T, NN MM
9mdmdo Am3mgMangdnb BomMohnzq00L Hobymob domn Fbmamgdol, Byb-H3gnmadqdnl,
LOBMYMYONL Tgbobgd o 0.8., MoMoE Fom LoYdMNLY S MZ0MZITMboh30L Lodgomydy
9dm9300. 0L 93mMb3339030 bAnMny vMoMMBomMyYMn NBHM301YJdOE.

300mMbammz0bq0mob gMMOMN30  3oomndgdobob vdzgoMoy, Mm3 ghm-gMmomnn
y39mody 0n 3Mmdma3s MHmMOL BoZMIOMOSY. 3osMa0Yd0 MAL 3ob3vzenmMdE3n
2-3 bbzobb3L MMISENODY brogdy. gofMmy vdNbY, MmammE DYOMo dM300306Y, SdOM,
y39mody 00 mMmm 0boMzads 3oomgdal sanmnb dgmhgaobo o boyzgogbm
»3000M0b* ndabody. 08 MmMbL JMBMBYLNZMMMEndAL 3obYbaLAZaOMMAS ZoLBMadN
M93ghbnomob  dgMmhg30o, MoE  dmAmgMmadmob  3nbndoamymn  3m316030300L
30MmmM0Ond380 beogdo. gb dMYL3L dx3LbMYMaOMIOL o 87xYa MNNMIINb Yym3gmazomn
033Mm3000300 JMgdo, 3o0LOZNNMYOND, NS (0L J393 oMYONLOL.

gbm3ybogmmmando  Am3mgMangdnbaed  0bhaM3z01ngd0b  HobByfmob  dbmanmeo
39mobyodo obgfmbydgb. nbhobENYMO 3MTYBNZoEns 396 JAbob Ayyim ohImbegmmL,
MHmMAgmoE ogbdomgdmes dmImgmmaol gobbbodn. 3MIYBNISENNL 8oydsmdaLadOL
gfo-ghonn bodyomgds dgadmgds oymb 0bhyM30xaMol MHmamdn ymxbo. ondae, b
960000030098900  3nbmMMy7abmMMYOAL JLMYHOIOL, ™oTod ,03M9bMHNZHMN" ndoznb
309360b dgbobyo.

3000M9079m0 LNAMYMYdN, OJHMOMNI, BoMBMax090 LogMbEaMbHM BMIMyOL
(03 00LMMYHNMO HBNBVSMAH370S hYBL d®Fdsly, Bcngmnb Mmamti 3MmgLOL O SM
mamm 3bmamMadnbynmn o3namdnl BoBNmNL Bgbobgd). 03 3MBMHYJLHTn 39 omgmazqoL
0mAmgmmonb 8nbogobn dcogmdomamods, MmAmadboE aoonbysnhab, Mmd 3035Mab
606 ndgEomIm Hbos NBMgMmMDB, Nby MmMaMME Lodobybnb3ggdanm 3MBEIMAHDI*.

30o6bb30370900 MYgoLMMNAN O BMVMYFOLMMYM ZoOMHdIOL FMMAL.

4 800000309mM0 LNBMWIMIONL JoMadn, ol 390w, MOE OTMBHOILIOS BNMANL LadmMMMM 39MLOY,
LOZOMOYEME®,  VMILHIHNYMO 0J0JdS  (ESNBLHOMNMPYdS dbmm o dmMo 3mobgon, OYBSMHIOS
30009M3OWLIRVM3YO0 O 0.3.).
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03090039 goomgdody d936036y obymo LodYoEN: dodHmMa MaFobmMymn
80000m900b 399098, AMAMaMmgdL MyamodboEnnl Mm 3ngEom. 9b nym byxModg Jana3n
00 0030LYRMO L3MDBHVOYMO dmgMo.

00300030M39m0 97L37NENHONL MM, 3oomYdab 8938, MIN3IOHOMNLHIONE
80096y3090  obLL3xbYdML, Vdohmd bLodomm gobo Tomn oMBAYDYdY, Mmd
LYBMOVYE NbO  googmme  LNdmgMo. 3n0M3gmo  30EJMNHBLBYM]dN  Hbomobbm
800M30000 (MoEEO0 goomgds 3mMyaddogdymn oym), 0oz, 01bxdMn3n goMydmb
803mgbo  LNBMgModY  vd3oMmo  aym. bLOBMEoHNEdn MoBnbNdy  LoMaLOLBSYMM
LOBMYMO oML V3MYBHNZNM doMxdm3n — LyRMOLMLL (3000gmaog. 3); bmxgm
mnb979M0boL  AmBmyMangddol  LYRMOLMSD  LNBMgMe  bym  bbzoboomo, dgho
dn0omogdom  Jgobfymal  (bym. 12-15; 30009m308. 4).  gobm3ybogmmmandnl
80003mbobyonwsb, dg3Mo JBMm moMmyoymns LBmMawm obgmo AsbEbymgdo. Fomn
01badMNMOY, 3Ma3006900m, 306mMMYgNLMMYOTOE oML ™o30L  NbHYM30YHd30.
033m930MmMo  YnMoomaonb  mombos  bb3oobbis  vgnmasl  gobbmmingmagdyann
003300 HoboByMadnb dgomgdo.

303060369, MmM3 Aobymob commb, LOBoMOLY o 3MIYBNIOENNL  OYBHOMNMOS
©00B0MO© O3M3NIONMNS M35 3ob3NBdmMaddY. DMaNgMN Tomgsebn vbgMmbydl
LNB3300L FxbOMNHYBYBOL, ModImb 39M 3MIBMAL ZoVAMYd 3039MdL; 0o PAgHaL
0y 300 bobandn, dybyxdM03 3oMgdmdn, sbmmMog ©ddNVBYdMOD LOYdMNLLL NMYdIb.
3006mM970LMMYdOLOZOL  Vbgmn  ,30bbbNL*  gfm-ghon  BoMBoHgdYM  FOROMNMOQ
0gdso dm3mgMmommo 3ghMmmbamy 39Mymngby (2019-1924) bmxygm BOdMOZEMNLNWLO,
HmAgmoE dmgMmmes 0030L Jomndznmmob o nbB30MMLL JMMOE. OIONMOE
0000hbno  0b  Amdgbn, mMmEe  dmOmgMmaon, bLobod  bLogmmBoanm  LdmgMmoly
0006Yyndbgb, 9M3obmMob bobgzomn bdno JgdmgMmbad o dbmmme  vdnb
3000093 onbygb by bdnm dmgMo (3000gM308. 5). o8 30gmL obdomgdom, 3o
830930 dgbodmgdmmdy, gogzvobomndme dmImgMangdnb bdob dogmn  3oMAmboo
(@mmzmmMymo  99b300ENJd0L Mmb, MmgmmE Babo, LIy 3307J3L Lodmamaly
L,0mMBaLMNZYOYMO* AIBYMNL FFIMMOSLMOE: 017 AMBMYMANYOD 0130000039 J0MAFS©
39M dMnob, Bom shgMndgb o bobmazgb LNBMHMOL MV30L EBYYOOL).

0LAnBYMYONVD (Bx3OLYOMYOMBD) HMNYMOOMDD.

0LOnBYMYOMVD  3MBYDB0ZoENd  domnob 36n336gmm3000  VAMEObVY, MmamM3
M3n3qbHomabhaonlb, oby - 9obmIYLOIMMMExdNLM30L. bLOABYboMME, bdomMo
oMob BmHn30300LY O MMOL BoZMYdMdY 3MIYBNIENNLEZOL. F396ANMBOL MonmbBAb
LMY MOBNBNVNTN oM YdNLOL dg300HBNY LRMNL MVBYBN3] FBMONLAMY3MY
9Ebmamyon, MHm3mydnE dmznwbb, Mm3 dmMood 3onby dmybdnboo o gbobom Mo
boogdmoo (LbyM. 16, 17). byMoody (Lym. 16) dgbodhbazns, MmA Jomgdo oy dbmanme
9bL3b9b, VM3 obobNMV390 303 oVMYdAL dnfmodnm gogMmdn. LOdBybsmMMo,
M3 3omn 0bhHM301900LO S OOMIONLMZNL MM OM B3MNY.

ob3360mn 9560836900

00 Ambbgbgdob oM vd3b vYEENM3NdYSMIYMN EM3ZNT9dHOENNL BxMEYONLY O
09MMoYn 3obdMaYdJ00L gHOmMYMN dbomndAL 3MgHndbdos. gb dbmmme Hgdn
00300030M39M0  0330M37900L  399ane, MmM3gmoz Hodmdoyomndos bodo  Banob
800303mmdod0n (2017-2015) oxnomandgomym 97b35w0E00d030 dMBsBNmMaMANLLL. 0g
800mM0n339ms JbmAybogmmmandobo o 3obmmagz0LbmMmadNL gobbblvzndnmn nwyxdn
o 390meEmmmanyMmo  3n0agmadgdn. 30bgozo odnobo, mmMozg dbomglb dmydoo
3m330Mmanbgdnb dogde gmoo bogmom 30dBNL FnbomBY30 — bomMnbbNLbow gowogmm
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00 RoMmM bLdMEIMYdOLM30L JH3707006s Yz39mMOdY odmMMAgYMN BMIMYMMION O
39L03MbYdN, LoY3gMgbm BMMBnc BoMAMyHNBY JomN NBNZNWHOMHMN O MJRNMBYINN
009bHMOY.

300000509000 oMmb FnmMgdM godmENmMYdS bodomadsb gzodmazb 308LEnmMm
09b3O3LY-3obLb3V370DY 33MI30MLY Y FbohaMYM-EMINTOHHM NENBHOL AmMAb.
03mMABY, MMA 307bys3000 BYAMe gobboamyano bbgomdnby, ,LodyEbogmm* 33tmg300
0o ,M3Y3gdhym 3omdLb* dmMmob 093Mn AbaogzLydoEsy. 1988 Bomb . dgnannd
8000(3boY: ,0MbydmMOL 3603305mmM3000 dL3gJhadn, MmBmYd3nE 30mA0L gosmadnl
mmo bobgmdo gMmMTobgb 9gdmbznze. EMINToHYMO omdgdo 33m)30L 3MMEaLOL
BobBomno o bdnMo JnnEosL 3oMmgdL, MmAmgdol 8godmads gdodmygbgdym 0gbol
33ma3000 30D6500Lb30L 3odnb, Mmzs 5.6. LMo 33300 BoM3go0“ dgndmngdo
0m3mhboglb LHMYJHHMOMIOYIMN, MHMEMME EMIN3IBHYMO. 98 BOMOM 30(HI3MMNJONL
80o0bnam3znbob,  obY3,  BOLOMZOMNLBABYdaMNS  Lodn  PMONYMNVLIS3TNMOYMN
3oghmMo: 30m3nb 37374369mnb  3MBEIRENY o EBDMOLIS; RNMBNL FOOMAONLY
0 3mMBHoFNL 90MOYON Y 3oIMYONMO BobBMNL EBNALHYMadY* (Baily, 1988: 194).

3030JMmMO, . ©'0303mLb  HoMm3nbn Tybogomymn Am3zmybal  My-3MdYOHOENS
800mMands 0bmM3LbnmmmManYMo mM31390h1nM0 3NEN3NL EOLBLOLNVMYOMO s Aol
0000M00L @obLOLODMIMO® MYOMMOSLMOD O R0J3NLMD; dbY3g, BobnmMOMN3
3qboxmggmobn 0gbgds gBbMIYLoZMaNMaqdalL Jogf BoMIMYOYN  BYLOMI3NVYOMYMN
LoggMy 33mMY3900LM30L. . ©’0303ML MJdnm, ,30bgozo 0dnbo My Mmamm
0000000900 030 (3oomnd0bo o AMBAHONL (HYJ0030, OETS o ©.8.), Mo oMb dobo
0000b0 (33930, LBO3MYLY, FO3MEIMYdS) 86 30LMZNL VMOL FobinmM3bomn (RoMmmm
LOBMBOLMYONLINZNL, T73E0NIMYOOLANZAL o ©.8.), EMINTIOHIMO B0 oMb oMy
MHgommodo, oModnw — dobo My-3MadgbhHozns” (D’Amico, 2017: 18).

o 0manmb, §obm3yLbngmmman, ob3g, NMYOL oy MYoMdSL, oMmodgo Anb
M9-3M9B90MHoE0sL, Mmgbog 0gfgds dmdmgmmab bLozmEadn, oMmag3Lb oL Hzgym
yma9mmonmmoob s bobmab o o sbmo ndmgmmb bb3owsbbas JobMmal Lodmgms.

6000b3ngM  3930b3)30d0  VYEOM3NVYMYMn  §7b37NENJONL  OAMEBLNMYdY,
mmdgmng dg aobanboany, domnob bLoboMagdanm oym gobm3yLbnimmmagdobs o
300mM970bmMMgd0L Logdnobn 3MB3B03oENNbY o 893ama3n MVBSTMMAMMANLM3NL.
Mo3090bn3g dmAmgMmommob 35b3gMod 03gboe MM3s dmvdIFNMYdy OHM3O
306mMy710LMMY0DY, MM dmgngmomn Fomaobo Fomn amdnb 3gMLmMbszNE 30 dobwo.
0030mMNmMoO, MY70LMM3S NbLY 3nMImoghHoMm9d dg7dbo coM3NTgbhMN 3naN30 3D
303mohg90n” (2017) 5 o 3ndmnhgb dgbobgod.

0003360 dozo boMdnobdo



232 o030 Mohnybonhy-30Hnbngby

30009M3035M0MYO0

1. dm3mgmmado mnbgzamobolb Juhgd0sd, MMAMadNE 90DSYdNSE LNTMaMNL, Mmamm
LOZMBEaMHM BMIMOL JgbobMYMYdMO©. (MNH30L FPLoZoLy O MYoHMAL B3dHdNNL
bombymo dbognb ofgdozn. 8gdoagmadn — LAMT).

2. oMmodYbydMn30 LNBMgMs L3IVIDY FMMV3LHdYMO NBYMNm (LAMT-b bombymo dybogoL
oM Jogn).

3. LodmanHOYMO LEFMYMO LYRMOLMOD, BoFY3060 — omagMns 3nBNBNYDY (LAMT-b bombymo
919b0gob ofMdnsn).

4. 9mdmgmangdn bmxgm mnb979M0LNLL SLMYMIOYD BoMANL LNAMYMOL LyRMOLMVD
(LAMT-L bombymo 9nbogob omdosn).

5. bogmmBomm  bodmgMo.  dbMYMYdID:  3gbHMMbIMy  InMYngby  (Bodyaobo), 3omy
LZOMAHNYBI-39MYMND] (BgmMg b3v), 30y 3MN3LYMNYBY (BB — Fgbody bdv). Aobamomono
10.10.2015 (LAMT-b bombyfmo 3bngnb odogn).
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DAIVA RACIUNAITE-VYCINIENE
(LITHUANIA)

AUDIOVISUAL DOCUMENTATION AND COMMUNICATION PROBLEMS
FROM THE PERSPECTIVE OF ETHNOMUSICOLOGIST: SEVERAL
INSTANCES OF LITHUANIAN POLYPHONIC SINGING

The importance of audiovisual documentation in ethnomusicology was acknowledged, as it is
well-known, already a long time ago. The methodological importance of audiovisual documenta-
tion as a research tool in ethnomusicology was asserted for the first time by Mantle Hood in 1971:
“The motion picture filmed in color with synchronized sound is the most powerful medium of doc-
umentation available to the ethnomusicologist” (Hood, 1971: 202-203). The need for audiovisual
documentation was related primarily to ethnochoreology, instrumental performance of music, and
the production of musical instruments. Vocal music, which is considered as “less visual” by its na-
ture, has received less audiovisual research and ethnomusical films (however, Hugo Zemp has pro-
duced several films focusing on extraordinary ways of producing sound with the voice!, distinctive
vocal techniques? or exceptional singing traditions®). This tendency is also prominent in Lithuanian
ethnomusicology due to the earliest in 1997, film cameras purchased by ethnomusicologists were
used primarily to document instrumental music and dances.

By choosing the “audiovisual ethnomusicology” theme, which is very relevant today, in this
report, I will concentrate on several instances of audiovisual recording of polyphonic singing in
Lithuania. I will analyze the work / creative process of the audiovisual expedition project “One
Lithuania — five ethno-worlds”, which was carried out by the Lithuanian Academy of Music and
Theatre in 2015-2017. On the way, I will discuss general problems of audiovisual folklore record-
ing, which are determined by different goals and working methods.

The report aims to present different approaches to audiovisual recording of traditional music
by ethnomusicologists and documentary filmmakers. By participating in audiovisual expeditions as
ethnomusicologist-consultant, in field studies, I combined observation and participant observation
methods. They helped me to realize that not only the audiovisual documentation process itself and
its results (recorded phenomena), but also a comparison of various audiovisual recording methods
could become important for the ethnomusicological objective of the research.

The report is based on the situations observed during filming and on some “miscommunication”
between ethnomusicologists and famous Lithuanian film masters (film director Inesa Kurklietyte,
videographers Algimantas Mikuténas and Adomas Jablonskis, sound director Ramiinas Jasutis). It
is understandable that complicated communication results from different perspectives on audiovi-
sual documentation (documentation of authentic situations vs creation of artistic forms).

Several researchers raised a question concerning differences between ethnomusicologists-re-
searchers’ and filmmakers’ visual documentation. The 7th ICTM Colloquium titled “Methods and Tech-

! “Yootzing and Yodelling” (1987), “The Wedding of Susanna and Josef” (1985), etc.
2 “Head Voice, Chest Voice” (1987), “The Song of Harmonics” (1990), etc.

3 “Funeral Chants from the Georgian Caucasus” (2007), “Polyphony of Ceriana: The Compagnia Sacco” (2010),
“Table songs of Kakheti” (2016), etc.
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niques of Film and Video Recording in Ethnomusicology”, held in Bratislava in 1988, has established
the distinction between research film and documentary film in ethnomusicology (Baily, 1988). However,
according to observation made by Leonardo D’ Amico, “Within the category of documentary film, it
is also necessary to make a further typological distinction between ethnomusic and ethnomusicolog-
ical documentary (D’Amico, 2017: 3). Differences between cinematographic record and a film are
described by Oskar Elschek as follows: “The former is a note book based on shooting, while the latter is
an artistic form consciously employing the elements of image, picture, motion, space, time and syntax
create a visual message about culture and society.” (Elchek, 1989: 27). O. Elschek’s term “note book™
is close to term “fieldwork movie” used by John Baily. When talking about creation of a film, J. Baily
draws the attention to filming as to a kind of fieldwork. It can be part of a filmmaking process (Baily,
2009: 59), “the raw footage of the research film is like an ethnographer’s fieldnotes™ (Baily, 1988: 196).

However, the presentation of different approaches to audiovisual documentation is not the
main scope of my report. In addition to general problems of audiovisual recording of traditional
music, [ am primarily interested in capturing singing (especially polyphony) peculiarities.

I perceive filming of singing as the process that happens uniquely each time, here and now,
as an integral part of individual vs collective life, rather than documentation of individual work
(song). In more recent times, folklore researchers are paying increasingly more attention to the
phenomenological approach, which helps a singer to unfold his / her personality, revealing the sing-
er-creator’s approach to singing. As folklorist Giedré Smitiené notes, “the boundary between what
is considered as mere personal speech and what is regarded as a work of folklore is conditional,
determined by the researcher” (Smitiené, 2010: 80). Even if songs are recorded as separate from
speech stream, according to the researcher, “the question concerning their autonomy in relation
to life remains” (ibid.). In further development of this theme, the following observations made by
Albert B. Lord are significant. The researcher conceptually prioritizes singing as an action rather
than a song, i.e. the researcher transfers the focus from the result to the process (Lord, 1995: 3-4).

During the process of audiovisual singing recording, various issues, that could be relevant for
further research on singing, can be conceptualized in different aspects: ensemble of singers as a
kind of social group; internal relationships within the group of singers, hierarchy of singers, leader-
ship; communication of singers during singing and in intervals between songs; aesthetic provisions
of individual singer’s vs group of singers in relation to songs vs singing; etc.

In order to make all of these singing contexts stand out, close communication between the re-
corder and the singer is essential. Specific aspects typical for ethnomusicologists (song researchers)
in field studies should be recalled here: to establish close contact with singers; to get used to sound
/ video equipment (when attempting to record almost unnoticeably or vice versa when familiarizing
oneself with capabilities of the equipment, etc.); to enable singers to sing what they want at that
time; to request to sing something that is considered as the most valuable for future research; to sug-
gest to try to exchange vocal parts; to capture singers’ narratives; to carry out informal interviews;
to communicate with listeners; etc.

Most of the aspects listed above were completely invalid during audiovisual expeditions in
2015-2017. It is worth reminding you that the cycle of expeditions was originally conceived by me
for the Year of Regions in Lithuania. It was planned to create an ethnomusical film for each region.
By inviting famous Lithuanian filmmakers, it was desired to qualitatively capture the most typical
features of singers and musicians from various regions who could represent local musical culture
the best and reveal the identity of the local community. It was expected that good quality recorded
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video and sound would draw the attention of the “general public” (several researchers wrote about
quality as one of the distinctive marks of a documentary film) (Elschek 1989; Simon 1989; et al.). It
is understandable that once given the task of creating ethnographic films, filmmakers are in charge
of taking control of everything during audiovisual expeditions. Ethnomusicologists (me and Varsa
Liukuté Zakariené) became business consultants, intermediaries between the people being filmed
and the filmmakers, etc. The following text of the report will be associated with my experience,
which I gained during audiovisual expeditions.

My Reflections after the Filmmaking Process

Preparation for filming, the start of filming. From the very beginning, fundamental differ-
ences in the activities and working methods of ethnomusicologists and filmmakers became apparent:

e Ethnomusicological fieldwork:

Communication with singers in order to try to establish as close as possible relationship (most
often to renew an old connection, which was established during previous multiple visits and long
conversations); presentation of filmmakers and description of the purpose of the filming; getting
used to the filming environment, audio and visual equipment used in the process (the information
presented here is based on the experience from extensive field studies, the knowledge that majority
of singers compete to sing in front of the camera, behave unnaturally, and due to these reasons, the
quality of singing and video suffers).

Several moments of the singers’ preparation for filming are captured in the photos (Fig. 1-5).

e Filmmakers’ work:

to select the best space for filming; to create a beautiful “shot”, a certain “picture” for upcom-
ing filming by using certain spatial and visual elements (this process is the most time-consuming
and exhausting for singers).

For instance, it was chosen to film singers from LyneZeris village outdoors (even though it
was already late autumn, quite cold, and it was difficult for singers to sing outside), by creating a
“moving picture” impression (Fig. 6; video ex. 1).

A lot of attention is paid to the creation of individual singers’ portraits, and the extraction of
special lighting (cinematographer A. Mikuténas is known for skillful use of light, colors, and shot
composition). For instance, the character of singer Petronélé Kuruliené from Nibragalys village was
successfully and artistically convincingly presented (Fig. 7).

Authenticity (re)Creation

Authenticity in the field of audiovisual documentation vs ethnographic filmmaking is discussed
quite extensively (Baily, 1988; Simon, 1989; Fiol, 2010, D’ Amico, 2017, et al.). According to Artur
Simon, in terms of ethnomusicological film this would mean “a documentation of music and dance in
their authentic cultural context or setting as an essential part of festivities, ceremonies or communal
life” (Simon, 1989: 43). However, it is quite difficult to define “authenticity” due to “authenticity”
concept itself is diverse and modified when it comes to creation of “natural” situation by filmmakers,
the image constructed by them, repertoire selection for singers and much more. Therefore, the bound-
ary between what is authentic and what is artificially created (recreated) is very fragile. At this place,
it would be appropriate to recall Oskar Elschek’s idea: “We must understand that there are not strict
borderlines between the so-called documentary (with authentic, objective, realistic shooting) and artis-
tic film work™ (Elschek, 1989: 32). Leonardo D’ Amico after discussing ‘real” and ‘fake’ dilemma in
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filmic representation, claims: ,,Indeed, every representation of reality is no more than a fiction in the
sense that it is an artificial construct, a selective view of the world, produced for some purpose and
therefore unavoidably reflecting a given subjectivity or point of view.” (D’Amico, 2017: 6).

During the filming, I noticed quite a lot of artificial “authenticity” creation cases. Most of them
are related to the filmmakers’ perception of the “authentic” village image. For instance, singers from
Ziarai village (Varéna district) were filmed in the garden where they were “framed” between two
apple trees, and the natural image was complemented with fabrics, which were hung on/between
trees (the director thought that it would look “more natural” in this way) (Fig. 8). For a village man,
on the contrary, those fabrics would seem to spoil the filming image.

Another paradoxical case is to bring a turkey walking around the yard to the filming “frame”
(Fig. 9-11). By wanting to add a village-like “authenticity” atmosphere to the situation, the director
only undermines the process. By placing a turkey between singers on a bench, the director makes
them feel strange, even fearful (everyone knows that turkeys sometimes attack humans). The situ-
ation is completely unnatural. Besides, by doing so, the attention is diverted from singing and the
quality of the singing definitely suffers (video ex. 2).

Ethnomusicologists also face authenticity problems while recording “daily” videos during
field studies. The fact that many ceremonial (calendar holidays, weddings, etc.) songs, also field-
work songs, and laments are most often filmed not in a contextual setting but simply in a farmhouse,
prevents us from discussing the full authenticity of the filmed phenomenon. However, authenticity
is a significantly broader issue, which will not be discussed in depth in this report.

Filming of Singing, Communication with Singers

When there is enough time for communication and filming during field studies, ethnomusicol-
ogists allow singers to sing what they like the most in the beginning. Of course, it is different when
one arrives with a specific goal to film what is disappearing the most rapidly, what, according to
ethnomusicologist’s opinion, is considered to be the most valuable for future detailed research, etc.
Lots of time is also dedicated to capturing singers’ narratives about life, customs, songs, etc. In this
way, they are allowed to speak out and express themselves. Informal interviews are also carried out.

While filming with film masters, it became apparent that one of the biggest troubles was lack of
time. Filming used to take place in 2—3 different locations during the day. Besides, as was mentioned
above, perhaps the most time is spent on the choice of filming place and for the creation of the best
“shot”. Ethnomusicologists’ responsibility is to select the repertoire, which has to be filmed. Almost
no improvisation and very little communication with singers, especially when filming outdoors.

Ethnomusicologists interview singers while being “behind the scenes”. Communicating over a
large distance does not create a cozy atmosphere that helps singers to open up. One of the solutions
to improve communication could be the interviewer’s presence in the frame. However, it contra-
dicts the filmmakers’ aesthetic of creating a beautiful, “authentic” image.

The songs being filmed become a kind of separate concert numbers (which absolutely con-
tradicts my perception of singing as a process vs part of life filming). In fact, in this context, [ am
talking more about the inner state of singers, the determination to sing a song in front of the camera
without mistakes, just like in a responsible concert.*

* The image of the filmed songs, once the final version of the film will be edited, it is likely to be non-static (close and
distant plans will be ingtalled, video overlays will be added, etc.).
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Differences between Directed and Non-Directed Filming.

On more than one filming, I observed the following situation: after a tense, directed filming
outdoors follows singers’ relaxation time. It is feasting and singing at the table in an uninhibited,
spontaneous way.

During initial expeditions, documentary filmmakers were also inclined to relax after the film-
ing, therefore it was necessary to convince them that the singing at the table must be filmed. The
result of the first video recordings was the poor quality of the filmed material (there was no time to
prepare for it), but the effect of the natural environment on singing is obvious. Besides, in Samogi-
tia, several feast songs were filmed probably for the first time in the authentic environment — at
the table (video ex. 3). On the other hand, singers from Lynezeris village performed a song at the
table in a completely different way, with more impact (Fig. 12—15; video ex. 4). From the perspec-
tive of ethnomusicologists, the recordings, which were discussed above, are much more valuable.
The naturality of these recordings was even recognized by filmmakers during later interviews. A
comparison of such recordings carried out at different locations is worth the attention of individual
researchers.

I noticed that the neutrality of singing and communication during recording depends to a
large extent on the characters themselves. Some of them manage to stay calm as if they do not feel
the filming cameras. Especially, if they are being filmed at home, in a regular environment, while
talking to close people. One such successful example of “opening up” to filmmakers is singer
Petronéle Kuruliené (1924-2019) from Nibragalys village who sang together with her daughter and
niece. I consider the moment when singers, before they started to sing a wedding song, first of all,
adjusted to each other by singing something in half-voices until they eventually started singing as
very successful (video ex. 5). With the help of this video, we have an opportunity to analyze the
entire harmony of the singers’ voices (during folklore expeditions, it is usually attempted to record a
song in a “neat” manner: if singers fail to sing well from the beginning, they are stopped and asked
to start a song from the beginning).

Communication with Listeners (Evaluators).

Communication with listeners would be a very important objective for both documentary film-
makers and ethnomusicologists. Unfortunately, there is often a lack of motivation and time in order
to communicate. While filming in Lazdiniai village, Svencionys district, I noticed a few curious
village residents who came to listen and watch, at least from a distance, what was going on here
(Fig. 16, 17). In the picture (Fig. 16), it is noticeable that women not only listen but also discuss the
filming live. It is a pity that we also lacked time to interview and film them.

Final Remarks

This report does not intend to be an object of detailed analysis of audiovisual documentation
methods and theoretical generalizations. These are just my initial observations, which emerged over
three years (2015-2017) while participating in audiovisual expeditions. There, different ideas and
methodological approaches of ethnomusicologists and filmmakers became apparent. Nevertheless,
both sides had to look for compromises in order to achieve one common goal — to qualitatively
film and show the most outstanding singers and musicians to the general public by presenting their
individual and regional identities in the best possible way.

Various experiences, that happened during filming, encouraged me to rethink the relationship
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between investigative film and art documentaries. It turned out that despite above above-discussed
difference between “scientific” research and “documentary film”, there are many similarities. J.
Baily noted this already in 1988 when he claimed: “There are important respects in which the
two kinds of filmmaking overlap. Documentaries are part of a research process and often contain
footage that can be used for research purposes, while so-called “pure research films” may turn out
to be structured like documentaries. In considering these broad categories three interrelated factors
have also to be taken into account: the conception and intention of the filmmaker; the methods of
shooting and editing the film; and the destination of the footage.” (Baily 1988: 194).

I assume that L. D’Amico’s term re-presentation of a musical event is applicable in order
to define ethnomusicological documentary and its relation to reality and fiction, and it would be
partly appropriate for audiovisual field studies carried out by ethnomusicologists. According to L.
D’Amico, “Regardless how it is made (the techniques of shooting and editing, staging, etc.), what
is its aim (research, teaching, dissemination) or to whom it is destined (the general public, scholars,
etc.), a documentary is not the reality but a re-presentation of it.” (D’Amico 2017: 18). After all,
ethnomusicologists also film not the reality but a re-presentation of it when invade the space of a
singer, messes up the usual daily routine, and asks to sing songs of different genres Aere and now.

In any case, the experience of audiovisual expeditions that I have discussed was very useful
for business communication and further cooperation between ethnomusicologists and filmmakers.
Meetings with several characters left a very profound impression on filmmakers. Some of the sing-
ers even became characters in separate films, for example, director Inesa Kurklietyté created the
documentary film “Grazuolés Pyplytés” (2017) about 5 Pyplytés sisters.

Video examples

1. Singers from LyneZeris outdoors while preparing to sing for a concert number (Folk Music Archive of Lith-
uanian Academy of Music and Theatre, further — LAMT).

2. Unnatural singing with a turkey placed on a bench (Folk Music Archive of LAMT).

3. Samogitian singing at the table, Valerija Mizinien¢ leads (Folk Music Archive of LAMT).

4. Singers from Lynezeris village sing the christening song at the table (Folk Music Archive of LAMT).

5. Wedding song performed by singers: Petronélé Kuruliené (leads), Valé Skiotiené-Kurulyté (sings 2nd voice),
Vida GrikSeliené (boss — sings 3rd voice). Recorded on 10.10.2015. (Folk Music Archive of LAMT).
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byMomgda 1, 2. Am3myMomo dygnood vdmgab nbhmaznyLb 390L0genl MYrnYdHmN
30M3nb omMmadhmmb, mnbo 79309L30909L (0. MOHnYBINHY-30HNBNYBL MHm, 2016).
Figures 1, 2. The singer from Dzukija being interviewed by the director of Veisiejai Regional Park
Lina Zukauskiené (photos by D. Raiiinaité-Vy¢iniené, 2016).

byMomagdn 3, 4. LodManhamn AMAMgMON oangMmno 30dDNBNYBY BLOMMOL dMgYM-
30mMMOLEMOD BEB3HNMYOLL (0. Mohnybonhg-30HnbNYdaL gymbm, 26-09-2015).

Figures 3, 4. Samogitian singer Valerija Mizinien¢ tries to get used to the equipment (photos by D.
Racitinaité-Vyc¢iniené, 26.09.2015).
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byMooma 5. Im3mgMmyon bmazgm mnbyz9Mnboob Mgmoz39b mno 30L J393 dosmadnl
606 (0. Mohnybonhy-30HnbngbaL ;ympm, 24-10-2015).

Figure 5. Singers from LynezZeris village are nervous before upcoming filming outdoors (photo by
D. Racitinaité-Vyciniene, 24.10.2015).

byMaoma 6. Im3MgMmyon bmazgan MNbH9MOLNL (0. MohHNYBbONHg-30HNBNYBYL DM,
24-10-2015).
Figure 6. Singers from LyneZeris village (photo by D. Racitinaité-Vyc¢iniené, 24.10.2015).
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byMooma 7. 9m3mgMomnn 3ghMmbyma 3nMymngbg (1924-2019) bmaggm BodMogomnbnwsb
(c0. MmNHNYBONHY-30A0BNYBIL 3mBm, 10-10-2015).

Figure 7. Singer Petronélé Kuruliené (1924-2019) from Nibragalys village (photo by D. Racitinaité-
Vy¢iniené, 10.10.2015).

byMomn 8. AMBmgMmYdN MM J0NMONLD (0. MOANYBSNHY-30ANBNYBIL BIMBHM, 24-
10-2015).
Figure 8. Singers from Ziiirai village (photo by D. Ra¢itinaité-Vy¢iniené, 24.10.2015).
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byMooca 9. smbYFNOAL Lmgm LinM3LANSNL RYMTEdn Fowomadymn dybxdMN30
LEYBY NBOYMN. (. Mohnybonhg-30HnbNdIL JMdm, 26-09-2015).

Figure 9. A natural setting of the filmed farmstead with a turkey in Skirpsciai village, Alsédziai
(photo by D. Raditnaité-Vy¢iniené, 26.09.2015).

byMomgdn 10, 11. M770LMML B03Yo3L NBWOYMO O FoBMVZLHOL BMBMyMmadL AmMAb.
ombyznonl bmagzgmo banM3LANLO (. Mohnybonhy-30ANBNYBYL yMmbm, 26-09-2015).
Figures 10, 11. The director brings a turkey and places it between singers in Skirpsciai village,
Alsédziai (photos by D. Racitinaité-Vyc¢inien¢, 26.09.2015).
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byMocmgdn 12-15. IMIMYMMION LRI ™MNBYFIMNLOLD NL3]BYdI0 MBNENMYMN
30000M900b 3980093 (0. Mohnybonhg-30Hnbngdab ;mdm, 24-10-2015).

Figures 12-15. Singers from Lynezeris village relax after the official filming (photos by D.
Racitinaité-Vy¢iniené, 24.10.2015).

byMomgdn 16, 17. Joynmydgm-3dgdnzobadmadn  bmgm  ModNBNSNSL (.
Mohnybonhg-30Hnbngdbab aymbm, 29-04-2016).

Figures 16, 17. Spectators — evaluators from Lazdiniai village (photos by D. Racifinaité-Vy¢iniené,
29.04.2016).




245

JIGMENING 300190
(ON©N d6:N0363000)

060IM3IOVIMIN 3IBNBNMIdS 3N0HOVINIM LOIYIMMIN: JOMOILN
LO3IVIMOL MELIN6 3033301N0NIdN 3MINLNL 3IMNMXPAN

2020 Bgmb  bodyomm  MoogomyMo  390E30mo.  3M300019-0b  30600)300L
LO3sbybm gobobgmdmnzgdymads dgdmy330ds dmMmL 3n3oz30mMn 3o3tYbs AMObNbY
A30bL  ymzgmomoym Ebmamgdody o bmEnomymo Jg3Mxdgdn o dMadoYMMO
309dmndgmM gobows. 03037 Mmb, 3093MYmo Hagommmangdob bEMoxdo gobanmomydsd
8obbbo  vbomn  Jgbodmadanmdgdn  0bhaMbyh  SmobhBMM3OaL  MZombodMOLOO.
mbamonb LngMmEgdo dbmmme ™MaJ309030 O 3MBRIMIBENNOTS oM ZoONBLEB3MO.
Fbogoamymads obLV3OMHOTS b3 ONBYIL MY37MHNENYONLY O goAMLIMYdNL dboann
0mMB9000 93L39MNB0HNMYOY, MNLMZNLYE Sbom HggbmmmagngdL nygbydEOB, bmemm
000030009030 8gdmgly AmbBnmmgmonb 3nmgds NBHYMOIHOYM dJHn3MOdA0N.

00 0ghn3zmdd3n dgconmes bNdmgmMob 3MMJBM3gdn. N3 VSBNBBHOL MM, 30633
LY FOAMEBLNMYOOL 330N30DMOY, NY3090 JoMmzgmn dmBmyMmmadnE, MmMAMYd03
O(hoMadbyb 3mMddm3goL nEbmamdo o Fob3nbdmmdEbad PHEbmgm dmImgMommo
$399300L Logommzgmman. MoESb LudORbYMM LoLOBMYMM SMOBIZIONL VEI’330
00mJanb  obymgdymo oym, mmbobdngdol gonddgdob Lymows dobo MBmonb
Aohofmgdo. 03037 ©MmL, MBMONL BMMIdHDY goobazmod 3obBO3MYOMYdL obEo
LOTOmMgdy dxgboMhnbydnboc 3Mmagboymn 3o3dnmadn AmAmgmomms 3MBIMIHYMm
5399300000 LodMZOMaIMO.

09 30Moo© ©o39LBLMN Jomoymo bLodmgMab MBMNb 3MMIIM3qd0l Lamnob,
doMNmoo®, LEMSIMMONM O FodVM-330ML o gb LBLNVIM3bM LML dMmcIdo
nym hHgdn, Mmamz n6039MLbonhanoLb dnbogomnmn ydothodgdbhnb bymddmazobamab
LOJBNSBMBONLRSD. WM  3603309MM3000  aboo, MM3 0306  JobodmndMMO
0moEzo, J90900Mhnbgdnbs  3o3dnfmn AHgdo  ©3708000gmn  33m30L  baygMmbLb
0O ©03330M390MN  @ob3znmoMmgdol  36nd3bgmm3eb  obomn  FndoMmonmgdgol
0000 Hodmyomndgdol 3MmEgbdn. bLbzoobbzs BobBo3mMadmMNl dogf  Aohomydym
3mmMgddm39007 obBMyded dgbodmgdanmds Am3Ee 89390Mgd0bs 0LNBN HMMTOBYNMNVL,
0ba39 MHmammEz AbaesL MMBNLANHOYODY 30MOO OLBEMYdOL AL 3oBMELNMYOLMVE.
dofmomoo, 3o0bhaMmgbads  LBogmgdol  Lhomo, Ma3gMdpyomob JgMmhgzs o
MyLyMbYdN, MMAMYdLYE  33963NEDIL  3MMIdM30dy o dobo  JLMYMadNL
3000093 00dMY3000909mM0 3930000069 MdOLM3NL. vbY3g Fonbhamgbados dmbobomgmo
©g0mamomny: 306 gLBMYdMEL? Lo NY3bad HaMobhmMMNymMo? Jobodwy Mo 3o38nMn
39Jmbom (079 3dmbom) LOFOMNIHMMLSD, FoLBSIMYOIMNSE O HMMNTIBYNNSO?
08 AmbbybydAL 3n0M39m BoBomMIn dndmMa™M30D0m Lb3sLLbas FobBozmadmnb dngM
Aohofgdnmn 3mmMJdm3gdal dmzmg ombBymob o d90na o390890, 130MohabmdYdNLY
0y ©obdoMmydalb  N3odMBL MmgmmE  FobBo3mMYdMadAL, obY3, dMbobnangadal
39Mb393H030V0. dMmMML, 353MaMO30DYO BNBLOBSM FMLOBMYOHOL 03 Hhabrogdb3ngdNL
06038305mmonb  gbobgd gmbmMTYLnIMMMaNOL o NbhHMINMAHYMYMO  33mMY3900L
oJhnomym 09350000 o30380M7d000.

0030 0yodg ghm-gMmomns 08 bbzosbbas Jagybol Modnbndy FobBo3mMadyML
dmMob, Mmdgmog  3n0B309L  LowLAML  3MMIAM3gdoL  AobohomMydmo  dob
3mohmmanl  Lodyomadoo ChorOnline (Mbamonb  gnboon) 3Mmagdholb  ggomamddo.
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3Mmagdhb AoL3nbdMMOHBYD BMOBENLIS 3oHN o Fobo MmMaxd0 83903MNNL Jomod
300(h0MonM0ob. 0gn d90ddbo  30bhgMmoyMobs o OgMmbolb Jomms gnbogdnl
ymz39m330MmyYmo Ma3ghnE0d0Lb bogydagmdy, MmEe 3m30wnb 8980d3 MI3gHNENJIO0
mbaMonb agMmM3oth3n gogMdaams (MMn3g 31bwnl bymaddm3obgmn a3MabEnbZd 39MEHNY).

0030M0b  3mMJAm3gd0lb  bLodydom gbs  oym  gdgMAobymon  (Mm3gmbog  0b
LOYYMARNMOE NMAL), 0PdEe 8nbwal By3MadnL 3mM300700m, NMOMEBBYdMO
(0BgmMobYyM o ohomoym 9bg0dg) ByAnL ,AoHNb* 93nbJEnNol ob3oMydnm. ™Modomlb
bobgmdmnzn yMmonngmomos og3b MmammE d39030M00LMLL, o137 3MTOBNBLML, dbY
M3 ,,00030MMOMNZ0* AMBSBNMYadoLM3NL 3MMFIM39d0 03 Logddob gogMdgmads nym,
HmMAYmbOENLNBN Y337 LMYMYOLLYB MHgomMYMLN3ME3730. I3 LNIMYMOTgandmNOm
0mdpdbmon  3Mmaoynmdo Songbook Georgia/Liederbuch Georgien, Mm3gmoE 3500a009b
00306 0790d93 Y 0839 FoidomnHnd, bmanm HadLbHgdnL, FPboomymo SomhHobhyigdobo
0o 00Ma3obndal  Aodmbznmcnzs  Bgbodmgdgmns  ChorOnline-0b  Dropbox-0c0ob.
dmboBomagdnbomznlb 3nbobzomdn nym 3oMhHodhymaon, oxdEs Yzgmob of dggdmm
BmMHO0L BognmMbzs. 3MboBnmgadl Bggdanmo sgfmhnom, oy Mmamm ,800mMnynbdb)6*
30003009000, Bogomnmo, MMES Modamn bndmamal Mo bodL NAMMYdLY, oMM
0mBoBomAndL (godmmMonymn 303MmaRMbydnm) dggdmman Fobomob ghmo §3mgMoo.
003000 LBIYNOM MNO3L BOBYMND HBY3O ©3MII3B7TIOHL o MNcMYNM Bgb3gMOb
MomoE Ambozzgm3n 30bo 307900 H39hxdMEBY0, MmM3gmmoE dggdanmo gh3gbydnbom,
MHmagmm  07mxMgdo LNJMYMS AMOZoMbIvdn. 3MMIAM30 NBYgdM©O BOBOIHMO O
3m3omymn 30Mxn3500L LyMNnm, MMIgMboE Mob dbmo 3MInbHoMgdn bobnomnb,
30bogobo gobbymdnb, nbgzy Mmammz bAnb bomobbDdy, MMIMomoE JoMmoyamo bombymn
LOBMYMO Yoo FobYMYL. MVToMb Jgbyymads LodmgMody, MmamME Logycon
00300 godmngmgonb LodyomMYOLDdY, oMo AMaiaM NDMMOMYOYIMONL FobEOLY O
dxmmzob, MHm3mob B0body 306g3n0L 30390 3gMnmdn vm3mMahbno. MHydoMnyomn
Jommo bndMyMadNM yYM VOH3MNYMN, o0 AMMAL MVTaMnb Fngf vMObINMYdYINN
modYM0 LNBMgMYdNE 0yM o H30B, A3TIMYdMNZ, MM 6 LD LNdMaMOdY 301)ToMdN
-9061000060 3mMJ3mM30L domnmon BaBnmb gobdozmmmdsdn.

Bobm Bobyn3z30malb Boyzebom 3mmMgdm3nol, Mmdmgdbsy -202080 Modnbndy
0300 3ob3o3tmmodsdn 39LBMYdM©N, b3y BMMTo 3Jmbo. BNbm ymzgam odvm-330Mb
O(hoMaod MMLOSMNLD 3MMIIMARL, dMBEBNMYgoL dggdmme obBMHOdMBIDL Ml
0B mMn3gL. 3mMdIM3gdn nbamobym §6ody 308nboMgMOS s IMO30MN J39Yybnwsb
000000 AmbobBoangado -  3ogMmmnobgdymo  LEdgRML,  3obonb,  JggMYdYMN
3hobhaonb, boxmobagmob, 0gmannb, 3gaM3ob0nb, v3LAHMNNL, HBEMYMNNL o V3LEHMSMONL
Aonzmno. dmbobomoms Momabmds ymagmon 35b35cMmnbol g3obbbzoezqdyma oym:
00 33199300 3nbEo d0dgn 03 vbLYAdMAL xgddob, Mm3gmnE AMboBomgmMdS Ybmymn
obbLOTOMYONL IMBEoMHTn, Mm3gmog 2020 Bymb HMONENYMO FMO35Mb3NSBMONL
LogmEdMMobm  LN33MDOYTAL  ALIMYMMANLOL  MBMONE  oonEgdMms.  BOBML
3mmMgd3m390L dMvzomn dmbaBomg voMgs gbBMadmMes Mmgmma bodofMmazgmmdadn, obY39
LODM3MZOMN O DMENYMNBS A3BEB3S 9MNBBN Logdommzgmman go303obN.
Lb3gxd3 3MMIIM3xd0L Fgbobgd KxNbOY3-Mg3modnm b 393mMdMYd0LOgEd dgnhy3ab.
Bobm ymazgm 330M0b obom FobML 330o30DMOY. H3x0 dg30bB3Mam Lodmdom o
LovmagmMaAm, LO33nMBommM LNdmaMYdn, 003056900, LogmmBomm, dMM3NL, ©3nbMVD
0039330M701m0, obY39 Jomodnmo LNBMaMYdD o LugImMgbom bogommdagdo. BNbm
Mo3090bn3g Lmnm oMy PowerPoint-om 83030030000 g3o0mb, Mmdgmog Losby oym
obHMMOYMO O 3MBHIFLHYOMYMO NBTBMMBBENN O BYNM O 30EJM HOBOBYMIOdNL
00ymydom. ymagmo 3mmgddm3ol obMymaonb 3908 30 3303d0300s H3g0 dogM
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dgbBogmomn LNBMaMNL MY 3oL oMmAHNOL oM AHBBOBYML. dgdga ngn
ymazgan 3300 3obbb3ozgdnm  gomamMognnm  Mznmbl  nMhg300.  dLbMBsNMO,
0mBoBomMndn 139MaLOE HEBMOM©DBID L3ByMNL, LBBYaMaMMbL, gnMonl, Jobgmab,
018000bo o bbzo Mxanmbadal APbngomym Madombnomb o Labndmgmm Lhnmadb.
obHMMNgoN, MMAMYdLoEg Bobm g3nyz9dms LNAMYMIONL o Jomn HRMM MMAS
06038309mm0Ond0L  dgbobgd, ©odnobgddy, Mm3madol dmgMmmobyd o8 LNdmymMaoL
00 3000 B3O3T0MIOYM MOGHYOMIOLY O HMONENYONL Bgbobgd, bymb HBymd
03 LEYMML goEMEbmMYOLL, MM3gMdni o0 LNJMHMIdNL BYL3]xdNS. BNbmM LNAMymMadL
9930000, 3oMHoH Mol obdomaonl gomady 33obBosmno. 0b gobMmymados bmmady
960 bodL o 370 yzgmo 3009MMYdL0m. bobroobsb bgmnm 3ng30608650000 3gmmeonnly
0000MoYMgdol; bobobob gMmon bymob  momgdom  330h39690ws  0bdHYM3omMNb
DML o6 Mool MVbINTH3MMOSL MmBgmndy 3Mb3Mgbhm dmiHnado. Modwnbndy
939h0E0nb 8980003 H3gb Moag-Mngmonm 3Mmoznm 303MMBMBIOL O 3(3NMMONM
00IMYZNYOMO 3373m9M 9b bodn. gb BadBL3L, MMA dgoMydnc Bayms 3n3nBy3NM
B0b, gobbosyomgdom 08 Mynddn, MmEs Aghn Momwybmdal dmbobnang gbBMadMY,
LYLOYAOL PIMOZMgLMBOY 30 9dm3bgdM©Y MO Fom3gnmn LndmgMmab JgbBozmMLL.
Agdo oBMnm, 00 Lobab Fndomds 3oMan 30MEn3n nym amMByBdOLM3NLLE o LANLMZNLYE;
830093000 Moyymn dgmmenymn bodgdol o domn mmbodgdbhnmo o dmEsmymn
AmMEIMOENJ00L @oodMYd o odobbm3amgdol gdgdnb dngdo.

3000093 006mb goxhbos vdDMN, M3 HoghomMadnbe 30Mbhhomymn BHymo bogdommzgmmb
8oMdgdm, Lbzoobbzo Mygnmb3dn LBE3gM©O AMAMYMINYLL, MMImMgdnE H390n Byd-
d9b3qmMgdobob FobBozmMydmMadoL MmmL sbfMYmMYdELIL. dmangmomn bobod3ymn
AmAmyMmMnbomznlb gb 30gM-3mMbxaMIbENNL 3nfMzgmon odmEnmgds aym: nbnbn
8oomEo  030L  8ognded, MmM3  ©EVdNobgxdn, MMIMYdLLE 93MobdY) bywe3bb o
9L3nbHY6, ALMARMOML Lbloobbas MMy 3nmbgdn nyabgb; doo gbommom, Mmd
00 3dnm dn3domno 3oonmob bhdMmdy. 0y NbHYIMBYH-303806M0 o aym, Babm 30009m
AOBOBYML ©3DOYOY, Y MMamM SLMYMYOS LNAMoMob AMBI3TYMN BobBIZMadMN
©o 890093 Db ,03M000L  3oBNoMadaLb* o3nbdEnnl  Byosanmdnm, o8 AoBLBYML
330h3909000. h39bmM30L, MmammE dMBaBNMYxdNLBM30L, gl bodoMmagmmadn ymoybab
0 bLNAMHMYOOL BBYOMNZ goMmgdmdn AmbAgBaL Loyigmgbm Boblbn nym. 87 Banab domm
J971960d0b bobmdn, Bogomnmvw, 330hH3909L bomnhgdn, Mmdgmoms Jum3zsE dob gsd
oLbBOZMO, NLbY39 MMEMM3N03000s, MMTYaNNE A0 FYoLMYMY O MV bNL ©3300L VMBY3..
Bobm3 3g0mo3by IMEpnMmo dgnohmmMob, InMoHmMmOb o A39bm30L FMBymdNnmN
30%0h9d0L 3MBHJLHYOMNDOHMMAL Mmmgdn, nb dMJdYgde MmamiE MoMzn3obo,
0mB3gnm FobBogzmgdmadL 30 doymomgdo, Mmool nbo Jgqbamgdobom Hyddo,
809099mMMa00bvm bodN ©b ogymm 0b YaMm F30MY, YAIMM ESAYMEN JMNMNIHINGIS.

Bdmy 39Mab 3mMJAm3Bn gogmmnobgomMny ModomMoby o BObmb 3mMydm3ndnly
oLb39dHodn, MMAMIONE 1339 vM3B9My o dxdmAHsbomns ddohdnmn boobmggda.
0Mobgymn BoM3mMABmonb o bogdommzgmmdn bobaMdmnzn Mmmab 30b3d3enmdE30n
93bm3Ma00 Mg dbmo Jofmonyammn bndmgmMgdnb stnsMmadn 3gdbMyamgdgmns. b BoJho,
mmd 306 gL LNBMYMYON M3000MB NLBO3MS MMFMME VMO-JoMNINMBY, OBHHON
B01obLbYdL LdybL NBob, 0y MmammM vggdL nb bowL Jomomym IMmEBHMbY O MO30LN
93bmamo bhywgbhadaL Lodyommb dmmab. dobo 3MMIIM3qdn HoMLYOMOY RMODZYM
96009, MmAgmoE Imbobomams  HIMO3MaLbMONLEM30L  IMdMOYMN  oym. Yym3agm
LYLOOL FsLMBD gV HLBEMYdM®S Vb Mo boyolody, o6 VdNVby gmMgmody o
9oL ggdmm gh39b6900bs bndmgmMob Mo bdo, MM RMBBHE FMBBOMYmdL Tgbody
b3nb 3oMHnob Bgbfmymads 3ggdmmo. Dmab ndobo dbmmme LndmgMgdab LBESZMYOS
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ofh oym, ofModno obY3] 3MZOMYM HYdb03NL OBINMVMYdSE. MVTMAL Abao3LL, NbnE
ymagm 39b330Mob nByqos gobobymgdgmo 30Mzx0dgd0m o 330MHg300, 01 Mmamm
30839905Mm0qLYdNbS  LYbMY3nL ZMBbHMmmN, HMBOL bomMobbo s Mmamm 3033730
amm3o FgmmEnmn  bodnbomM30L. Fomigym AMbEBnmygdL dgadmman bymaznanab
3000b393080, 9390000 93m9Mom EO3MYINEJOMS Asmoyamo JniMmARMbldnm ©o
DMy ya3thm 3mbamMabhnm bhnamobhnm o Hadonlnm MAY370L vdangas Jom. Eodb3oMy
dobomo, MmMIgmboi 0b 93DSYdY, FMNEO3Y dYENM 3obomob NbN3NEYOMYMN
b37000 o vbY3g bAYONL Lbgosbbas 3M3dNBSENNM, Momo 8ga3dmadmes 3ma3nb3nby
6900LBNgMO MM bALOM30L o Fgbodg 30 A396 Oa373oMHYdNb..

Jombod 9Mmgd3060dgd MBmond Mmool 3mbabEoomn bb3ogaoMow 3odMES©Y,
Omoddooe  30M3AMBNdOENNLY o  NB3MM3NDOENNL  NBHYOLNYMN  39Mbn, MmTgmoE
HMOOENYM JoMmoyan goanmdody nym xm3nbomgdymo. Ma39mhyomob dgbBogamal
boggmoe  J90ma3mo30dgL  Aomomzgs  Tybogolb  cgmmosbo o LodydbMymygdenm
3ModHngodn, o3 ondbgdymn oym dmomymo o 3omM3mbogmo  Lobha3gonl,
033Mm3000300L  3MNBEN3000LY o @dbLb3L30YMN  LEAZdMMAMM  bMmmydab
Onbogomymo 3Mmadohngdnb Lbzs db3gdhaody. 3nMbo, MmAgmoE M30 330ModY 0ym
8000Bnagdym, dmbobBomgms F30MaMNEbM300 331RDY NYm oM3mnmn, MmMIAMYd03
000090ba0  LyMomdY  NBN30EHOMYM  YyMoMYdob, ™ydEs 38dndy  dMMANL
03obo: BNAbYMN Fomommo aym, ZNMbo 30 MmamME 3m3omymo, obgag AYbHOMYmN
LOBMNOBMAOL  Jomomn  EMbgL dmombmaws. H36  g30dmy3bI6  Lo3OMENTMOL,
MHmMAmMaodI3 1bwo 339073030 Ymagmiznmgnmn mmbOsMNObn  35E00bIMdYONLOL
o 0bY39 bLogdom B93Mn MM YOO dodMa39YM EO3MYINJOIMN dMogdhnlnLomz0b
09300009mMmoq0L ImMEL. Fogomomo, dgndmgdmms dmgombmaom, Mm3 Hogznbomo
h30b Cngfn dgbfymadygmo gfon bdolb 3oMbhno o 353g3 3edmaszg33mns 3gmtiy
3oMHnab 033MHmM30D7d0L bbzoobbao gdo, nbg MmA3 AmEgdnm bHnmObHYM LodM3Myd3n
003MHBnmMNYsznm. ymagmn 3530000gmdnl d90na, ©9dnb Hobobymgdnb dmb3nboly
39bodmMndMMOS 3BLEOYIOMN nym A3900 3MEBNL 3obLLBAMHINEHOMO.

Agdn dmmm  dogomoomn obgag oMb 303 gMon  abhabLboymn  3Mmamado,
Hm3gmnE d9ngdadbs ©83-80 oggndbydnmn sbmEnoEne Village Harmony-b dngf obboddm
L,000000bMob"  Jomhbomtmdnm. Vilage Harmony-b  bogofmonzgmmdn  LobBozmm-
LOJYBLOYMYOMM  BOBB3ONL  MMEEBNDIONL oo AbhMMos  og3Lb. MmEo 2020
Bnnbm30L 33NN LOdORLHMM BBOINL oyddgdol LN VEY, oVBYY V3
0mbobdogdol dgddnommgdym gMmm3zz0mMnod 3mbo goMwoddbs, Mmdgmnz Mbamonb
3mohmmds  Thinkfic-oo  goonEgdmoe. 0800  d9000Ma0nm 0N Momgdmonl
0mboBomagdn dmodoy, domn Pdmozmgbmos ©d3-do 3bmzMmMOy, obsmhybydn
AogMBaD  30D00000sb,  3ogMmmNobgdymo  LEYRMESD,  IMMLOINWSD, 0MOBNLL,
O3LHMOMNNEOD O dbomn  BYMOBNNELL. 39MbdY Aobymomo FmMBOBoMYmdNLD
DdmMangmomn 9Mmo;3obgob ngbmos Village Harmony-b bbzs 3Mmadhadnweb, mydEo
Logdome 093ML  ofmy Village Harmony-0006 3gdmboo  Mondy  3mbhodhn o oM
LOFOMNZNMMLMBD. ,0789L" MOdnbNdy Bgafmn Lombomdn, ghm-gmon bobando,
M0 (3bM3MMOS FHmM 330M0L ob3o3tmmdsdn: gb BndBo3Y, Mmd dom dggdanmo
q9LBO3MYBNBO bbzoOLbly 3MB0NBLENNm (Lddn b3o ymzgmMM3nL VEENMdY nym)
o Jggdammo, obY3g (39330L  3od39m0MYd0i3  AogHoMmadnbom  mEbomn  dnbogob
0obbamgdom.  3ob3nBg3monm  9J3bo  MOL  gobdozmmdedn  goblbbzozgdnmn
706M0bo o bLbloLbbas Myanmbob 0o LNBMYMOdY 3031To37m. odbdofmy dobommab
©0030dMbn, bofMobbo o AmEnmmdy  gobomEoMn  oym.  BabobBOM  oH3nMomn
MLyMLYdn  AmoEe3s  LHOMHOIOL, omMIgdLy o  390330MIdL  Lodommzganmb
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0LbAHMMONL, IMAHYMNLY o 9BAL Jgbobgd. 39MLOL Yol JgdwI3 YMIIMPLMOYMO
995(hxdMES dbOMN 0YENM-30DYOMYMN FoLOMY, MMES MBMSND ZosEYTNMN LoLBOZMM
30330000mg00L  3b3mamMOnbob  vbom  LNBWYMIOL  33036MOEBYD. o3 Bobomodn
3900mo  ©o3dNHY00mn LoLbBOZMM 30009mMYdN, MHMAMIONE OBMNINIOMO OO
39339L0Bo3mMY, MmagmmE 30MO3nMhn MBMONG 3o330mnmMgd0l odohgdy; gMmon bdab
3ol AHoboBamgdn %75 o6 %50 8qbgmgdnm, MoE dgbodmydmmdob g30dma3wo,
9RMM 9030MOE 3o339300M 39mndIPMO s 3n3MMHMBbIMYMO 3oboJJd0 O dYNM
dobomo, MMIMYOLLE oD vbay goobogyMimo hdbhado, Mobo Bysmmonmos
AOBOBYMNL omommganyMo dna39dmm a390mame. mbansnb bybngdnb Bb3MaMMONLOL
»0000039b" 303390000030 (J99300 FnbommModznmnb bymddmzebymmdnm) Aofonymn
oym Abgammogdo  HMooEngmn  LobNdmgmm 3ModhndnL JLEYHNZIMN o GBLogm-
3umbyninmo gobdmnmgdgdnb dgbobnd, 0bammdoEns Bysmmgonbs o 30M0obhadnl
dobobgd o 3obybgdn  3ombzgody, Mm3mgdos ,Hohob* BYdIEnnL  d5339Mmdom
390menmo. H39b Bogzobomnbglb, Mm3 LabNadL dmMob vgzghznMms H3gbl dngm
0000n3000790myM0 bAL 3oMHngdaL Jgbinamgds; 893z ob hobobymaodn Village Harmo-
ny-b b3 HMNBE0HNMOD VBIO33NMS O HMNMJdN Jgddbo. b 330M LMY
0mbBobBomagdnL H13-3g3Madnoc dbnofMyam byRMOLMSDb Lonmbomdn, MmMAmMAL MMbLE
Mo0nbndg  30Mbhyomymads  HfMmomd, ,dgodgb’ dogfh  JgbMnangdymo  3Mo30mN
LOBMYMOLY O (39330L TPomnEqddn, ,dgobmymy* bodmgMmadn. H3gb v3bngm dodaon
Mo gohomgdymo mmob ombobnddozow Bomdmmddnmon bomgamdymmgdnbob:
»003MOMMOSL oM 0g3L LodM3MYdN*; ,H370 FoMLOYM Lodyommdn 33bmammdm®; ,H370
JmMbL 30Mm, FogMod 9O FoMm*.

3mMgdm3900L MbaMsnb HohomMaonb o8 bymo domnob gobbbzezndynmn dnamadnl
dmazmy ombgmgdo 3ng30608069096 03 Amyanmbym H3n3ndedY, MM3mNE ndyangdomn
3m330Mm3nbnb 8930 303000 s MmdgmoEcnnmdmb dbmmme ,Mgomymn bodysmmb®
80MoMndYOmM dhtnmbdy Mmboz 39hn nbs ymaanmaym. 3Moz0mbdnsd bodmgmodn
0000-ymxyzbobo o Mobo-gmgmalb  393Mdbads 3B nbhnMmne o  0dMS300L
30Mmmond38n 03 godmEnmgdal g3odgmmgdol BydobAngMo 3ELHMMOS dMMMENINMO
0gbgdmo. Hzgb 3303m©o gmom LnzmEg8n 9MMBEbyMNL 339MNm aMANL, Lblvmo
b3700b 300Mo300L JgaMmdbydnb, bdgdol gfhmommymor 3gMmbydnb, A3gbn Jofmmnazgmn
093MmOMYd0L  339MN-339M0, 30ML33MO3900000 3L g398 3omMAMbogdol dgJdbab
800MmEENmMYdy.  MyYdEe oym  LOBMOMYdMOD o  JMMNBBINMSD  PMNgMMONL
bbgo adgonE, 030 Mbmond gmMmAshHL  JgdmgIggONMSE  FN3YEIOMPNM. o3
99L39MNTBHOTS doOMOZ3MNBYL vbomn FgbodmadmMmAmON, MMAMaONE o8nboE, MmMEO
3bmamgdo B3y 3omodmbb oydMYBNdY, oM YOS O3030BYMD o AMBO30MN
9M009MHoMA0L 3obeBENEMIOMO odM3nyxdbmo.

oLbBO3MYdMYdOLMZNL Yzamody 3mdohnyMmo dxgan nb oym, M3 3mMmJdm3gdn
3obo 893mbogmnb Bysmm 08 omMmb, MmEo 3obndned ymzgmemomnyma Ebmamydo
a3oohgMmo.  3mMgdm3qonlb  Dmagngmomde  Bo3Yy3003s  goobobon  oobgbo, bbznddo
ombmMmaydn  dmndogb.  ChorOnline-ab  8900b3)30d0  MmM3obndohmmydnbocmzab
0603305mmM3000 nym, MHm3 3mMIJIM30g sbbBmgds Bydnbdngm dbymMm3gmb Aobdmadmo.
LOGGOLYMAL  oObNL ZoEOBY39HOMIdOL FNmMads M3000MB AMBOBNMAL FNobL,
Mo0aob  AbmBMOML  bb3zsLbbzy  3Y0badn  ©V3NVBYdNL  goobrnbybomnobmdo
800bb3039dYMNL o 306dnnl  3gfMmomedo  AMVzomMN  V¥EEV3NSDN  BMyMMEBbYMN
030bobLYMn LodbgmYqoNL BNbody omMAMABEY. gL Fnagm3ds VEV3NbYODY BMYD3L
39hymob BoBomns o odmngmgol 030b goEbmdngMgosL, Mo doms od3b Lndmgmob
000030000b  FOBAMNYNMANL  FgboMhynbydnLbomMznL,  3obbogyMgdom,  3Modobym
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39M0m9d3n. 3bndzbgmmaobo oym, MHm3 FobBO3mMadmMadL o8 LogdnobmMdNLOMZNL
domomn  vbodmoymgds  dngomo,  Mob;3nbog  ChorOnline-0b  gnbdy  Jomod
306(haMonMabaed 3Mmgdhnbomanb odohadnmo boblbigdn dma3m3ao.

39339000700 MBmMonb  AdhoMmgdal  8odmEnmaded 3obBOZMadMgdL dbomn
H0db03nMn o 39003Mmaotho nbofmgdn dgbdnbgb. doo 3gmboom dgbodmydammdo
9RMM 0 O IMO30MBIMM300 d1YOHMMNLMOD §31YFO300 S FOHAROMNMIONBOD
3Mmagboymn  3o380Mgdn. mao 39300000 (Lea Hagmann) 2020 Bmob bmgddghdn
9bm3ybogmmmannb  dMnHobymo BmMmMydnlb (The British Forum for Ethnomusicolo-
gy) 3mbxamgbEnedy dmbbabadodn ChorOnline-ob dgbobgd ombndbs ol odshadocmn
Lofggogmo,  Mm3mob  dgbobgdol  gobogbowo 3mMJdm3gdolb  dmangMomdo
Bodyz0630: ,LogyMn IYMBHYMOL FoHobob ™MO30LYRMIdY ‘gubMIYLoZMMMANYMN
mmhomEmdbymmdol’  goMmgdg” - 9.0, 0030LYRMYdS,  MmImomog  0bnbo
LOMZYOMMOEDYD, MMEYLOE LBO3MNEDAL bLogymoMmn Fgomam o  bogymoMn
3oboaNb godmygbadnm, ymagmaazon 39dmn3900b goMmgds. 30093 9Mn YO0
2b3ggdhn Bobm BobyNAZ3NMNL AgdNb393080 ZoAMNIZYNS —MMEMM BxNVBZMBY 3MMJM3nb
8nbdo  vbomn  33ma3900L  AohoMmgds. Bobm 0o30L  godmMEEOMIdOL  BOMIOO
ofhgamanmgnnm 9Jb390E0ob, Mm3gmadsE dgbodagdmmos 3nbEs vy dbmanm sbomn
LOBMYMYON O MNHNOMNYO0 3oBMYHOBS 3BNL LNBOMMYDY O ogDNVMYONBY H370N3NL,
0Mo370 vdmyhnbo nb, MoE FnbM3nLYE boobang oym.

3mMgddm3900L mMbBoBomggdLLE 8oM33gnmn P3nMohabmdgdn 3gmbom vbomn
9900monm 3ndomdabob: DmMangmmgdb, bogdommzgmmadn ob bbls J39ybgddn, dgndamngdo
396  dmgbgMbydnboc  3mMddm3gddn  Amboboangmods  bbzoobbgo  mmanbhnlymo
0O 0bLbLYMO 3MMdMYTO0L godm, ModoE 3MMIIM3gdn bymdnbobimdn gobowo
J93Mm  3MO30mMAYMM3000  010dhMMOnbOM30L,  dodoMmy  PdgommeE  Jymbymob
3o(hoMndmMaonbogedb LBEOZMNL BobLN o FobBZMOMIdNL vMAY3ebN.

39 30Moo, dMmogom  3mMddm3dg obbmMadod odoboby Moymo  Jbymo,
HmAgmnE dnag0ms dongann dbmazanomb dm3mgmamn 9omyBosbgdal Lonbhafgbm
JLandaLELD; MBIMONB BMMTOMHD NVZNLOOIOW oM I3TNAN 3MOIHNINM H30MOHHLMAYOL
83301030DMobL. BYF0L JmohMmIs B5xanobn nym, MmammE 3Mo30mabm3dbn boamEg
LOBIMMBY MOMgdobnm ,AonHnL* Bx839mdom. dgbodangdgmn gobo vb3g HaJbhadal
800mMJ30Y0909, ,93M3BNL oDNOMIONL* BNOIENNL ObTMYONM. 3MMFIM3qONb AobyMabo
o 3990093 om0 godnoMydnb b0 dMBOBomMagdL LobBozmm LabOL NdgbyoM
Bob3zolb  dgbodmgdanmdol sdmgswo, Modgbyamoy Lymom. dobodmgdgmo noym
03090000 MbyMbLOL MBMOND obMO3LYdS EBMYINHdIMN TPToMONLONZNL.

o3 Lobob 3mMMJAM39d3e Jofmoymo Lodmgmol LoghmodmmMobm MMEEBNBOENNL
B93fgdb Bgbodmadanmdo 3nbEglb Jggbofmhybadnbom LmEnsmMymMo o dgbogommyin
3030060900 LEJOMMNZIMMLMOD O  HMNBIBYNMOD.  gdonbbby  gNBgIhgMn  obomon
LO3MEY0N bmEnsmYM YMHNNGMNMONLOMINL S MYaYMOMYN MBMSND dxbzgMadn
A39b0 Mohyomgdnb Bobomo ngize. H3gb 30LBozMym, Mmamm dgndagde o3Mhgm
800bb30390YM V3NV, MMIMIONE 9V JObNo Lol o dMIM30~ANBYD,
Hma 59 nbg3 Agbodmadgmn nym (mammM3 ,DH3qLMOB* bogMmonm bLYBMOL dMBYMOLOL
0m360867) 3063393900 9Mmv yma3dbolb ddmozmn gdbhodn, MmImob dgwgan goboo
L,Nohdn* 8303mJd39y0q01mMn 9dmMENYMO MYoJ30900.

3mMddm3gdn  dgodmgde  gobzobommo,  MmamMi  godmygbgonomo  gonbm-
99LogmMmMmMannL  YomMgboo  gBadhumo  dogomomgdo.  3mMIdm3gdob  mnyMgdo,
HmMAmoLoE, DmgngMmon d0mbzg3080 3bomb g3obomobhoHMmMIONL g3nbgdn HToaMIdY,
0Yn69006906 vboen bodyomgogoL JyambyMymo ML o Fbngomymo 3M33ghadbionb
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80000boEFo  3obbbzezndHMN, VMVVZEHTNYMO  dYNHMMNNLOM30L. Tbnlgomymado
800m3nmaded dMbBnmggdobom30L BLbogmmmanymn dbomMsdamal o Mgoamyin
160M9d0l dgdgbnb Agbodmadanmde PdMYB3gmyYym. LonbhgMabmy, Mmd And dngMm o3
LHoHedn dByMamn 3MmMIdM3gd0b MNMJ3nL y3zgmo ™MNMO o a3sbMOBSHMMN
Jomon oym, 0bgzg MmammE dmbobomams PAMozmabmods. gb 3603305mmM3000 Roghno
0 898003mM3 goodmMydob dmombmab.

MHmagmMi  JummMm  gomom  ggmaymymo  39bmdgbn, 3mMJdm3o  33ma30L
0608309mm3000 ob3gdhno, Mmammy dbnlnb bmmEdgbbds dnbo LodgabMYMYdM
mM30o — MHmamMz oghn3mdo, Mm3amab ndobos Fbnlnb gMmoms 897dbsdn ogbdommb
00003000900, bo3mMO 030LY, M3 AM3b3oMYdYMO vYOHMMONL BNBLAY BoMBmMoaNdbmb
dnbogomymo 3MhmEydho. Jomoygmo bodmgmob 3MMJAM3gdo Ymzxmm30L 01BNV
dmozom, 8obbb3ozgdymo 3gmbyMgdol domomadgan AmboBomab, dogMod mMbamonb
3000239bHOE0NLOL 3MMIIM30L, MMaMME NBHIMIIMBYMIMN TYDoEnMIOoNL LogmMEOL
3mMHabENomMO, 30093 IRMm  vdgoMmo  bogds.  abhmmoym  3dm3gbhdn, Mm3amnb
mM3nbobhymn 393Mdbgdadn dndo o boldoMman, dodmnmass o NdMMNMYdS oym,
030d03M0  LEDM3MYOOL  HolzgMH308  JoMmomdbymo  gobbby  NbhHyMaIhysMYM
39bodmndMMOgONL sbomn Bybfnan — o8 dndmbzn3080, bLodommagmmb 3Mo30mb3nsbn
LobNBMgMm 3533300MMAN 3nb gnmdo.

00M3360 FoMmnbo 0ddMm30d90
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CAROLINE BITHELL
(UK)

INTERCULTURAL MUSICKING IN THE VIRTUAL WORLD:
ONLINE GEORGIAN SINGING WORKSHOPS IN TIMES OF COVID

In 2020, the world changed dramatically. Extended lockdowns imposed in response to the
COVID-19 pandemic had far-reaching impacts on our day-to-day lives and made social gatherings
and travel impossible. At the same time, the rapid evolution of digital technologies opened up new
possibilities for us to meet in the virtual world via web-based platforms such as Zoom. Lectures
and conferences were not the only things to move online. Musical ensembles also experimented
with new kinds of rehearsals and performances using the new technologies, and before long it was
possible for members of the general public to participate in a range of interactive, leisure-time
activities from the comfort (and isolation) of their own homes. These activities included singing
workshops that were accessible to anyone with an internet connection. Among those offering such
experiences were a number of Georgian singers whose annual schedule would normally include
delivering workshops overseas or hosting groups of foreign singers in Georgia. In some cases, sum-
mer singing holidays were already at an advanced stage of planning, and finding a way of reshaping
the event for online delivery was preferable to cancelling it completely. In other cases, moving to
the online format allowed teachers to maintain their professional connections with specific groups
of singers overseas.

My own attendance at a series of online Georgian singing workshops — mostly during eve-
nings and weekends — provided a welcome respite from my ever more complex job as head of a
university Music Department. More importantly, it enabled me to maintain contact with my current
research area and observe significant new developments as they unfolded. Attending workshops led
by several different teachers allowed me to compare and contrast the sessions with one another, as
well as with my experience of attending similar events in person. Points of interest included teach-
ing style, choice of repertoire, and the kind of resources that were provided before and after the
workshop to reinforce individual learning and provide additional context. I was also curious about
participant demographics. Who attended the sessions? Where were they based? What connections
(if any) did they already have with Georgia, with the workshop leader, or with one another? In the
first half of this paper, I offer brief descriptions of a selection of workshops led by different teachers.
I then identify a range of advantages, rewards, and legacies from the perspective of both teachers
and participants. Finally, I offer preliminary reflections on the significance of these trends in relation
to topical themes and issues in ethnomusicology and intercultural studies.

Tamar Buadze was one of several teachers from different countries who were invited to give
evening workshops using the Zoom platform as part of the project ChorOnline (“choir online”),
hosted by Franziska Welti and colleagues in Winterthur, Switzerland. This project grew out of the
weekly choir rehearsals of Singfrauen Winterthur and Singfrauen Berlin, both directed by Franzis-
ka, which switched to an online format following the March 2020 lockdown. Tamar’s workshops
were delivered through the medium of German (which she speaks fluently) but with team members
offering to provide translation (into English and Italian) using Zoom’s “chat” function. Tamar has
longstanding connections with both Switzerland and Germany, so for the “local” participants the



253

online workshops were a continuation of the kind of work they had already undertaken in person.
Many of the songs could be found in the collection Songbook Georgia / Liederbuch Georgien,
compiled by Tamar Buadze and Imke McMurtrie, and copies of the lyrics, musical scores, and
translations could be downloaded from ChorOnline’s Dropbox space. Progress was aided greatly
by the fact that participants had access to the scores, although not everyone could read musical no-
tation. Participants had some choice in how they “used” the session. For example, when Tamar sang
one line of a song, individual participants (with their own microphone switched off) could choose
either to sing along with her or to try singing a different part in harmony. Tamar accompanied
herself on panduri and was also joined for part of each session by one or two of her sons, so was
able to demonstrate how the song should sound with two or three parts together. Each workshop
began with a series of physical and vocal warm-ups, accompanied by comments about mood, inten-
tion, and inner disposition, as well as the quality of voice we should try to cultivate when singing
Georgian folk songs. Tamar’s view of singing as a means to fortify oneself accorded well with the
sense of isolation and anxiety that we faced at the height of the pandemic. The repertoire itself was
weighted towards women’s songs, including Tamar’s own arrangements of Laz songs, and we usu-
ally worked on two or three new songs in the main part of each 90-minute workshop.

The workshops led by Nino Naneishvili, which I attended over several months in 2020, took
a different form. Nino offered a two-hour workshop every Saturday and Sunday and participants
could choose to attend either one or both. The workshops were delivered in English but attracted
singers from a range of countries, including the UK, Canada, the United States, France, Belgium,
Germany, Austria, Hungary, Finland, and Australia, with numbers varying from one session to the
next: it was this group that later gave rise to the ensemble which featured in the concert of foreign
choirs streamed during the 2020 International Symposium on Traditional Polyphony. Many of the
participants had already attended workshops led by Nino in Georgia or their own countries, and
some of us had already met one another in Georgia. Others had seen the workshops advertised on
Facebook or heard about them through friends. To begin with, Nino focused on a different genre
each week. We worked our way through Christmas and Easter songs, healing songs, lullabies, wed-
ding songs, work songs, weather songs, city songs, and church songs. A few days in advance, Nino
would send us a PowerPoint file packed with historical and contextual information and with links
to audio and video recordings, and after each workshop, she would send audio recordings of each
voice part of the song we had learned. She then moved on to a second set of workshops, this time fo-
cusing on a different geographical region each week. In this way, participants became more familiar
with the musical repertoires and singing styles of Svaneti, Megrelia, Guria, Kakheti, Tusheti, and
so on. The stories Nino told about the songs and their deeper meanings, the people who sang them,
and associated rituals and customs helped bring to life the world in which the songs had their roots.
Nino taught the songs aurally, without reference to a score. She would demonstrate a line and we
would all repeat. Sometimes she indicated the direction of the melody with her hand; sometimes she
used the fingers on one hand to help clarify the size of an interval or the order of notes in a particular
motif. After a few repetitions, we would take turns to unmute ourselves and attempt to sing the line
alone. This meant that progress was comparatively slow, especially on days when larger numbers
of people attended, and most sessions were devoted to a detailed study of a single song. From my
perspective, this way of working provided a welcome workout for the brain as well as the voice,
challenging me to devise ways of conceptualizing and memorizing complex melodic lines and their
ornamental or modal inflections.
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Nino then had the inspired idea of taking us on a virtual tour of Georgia by visiting singers in
different regions, who then acted as guest teachers for our roving Zoom meetings. For some of the
older singers, this was their first experience of video conferencing: they were astounded by the no-
tion that the people they could see and hear on screen were in such faraway corners of the world and
they were delighted that we were able to visit them in this way. If there was no internet connection,
Nino would make a video recording of her guest teacher demonstrating a song and play that back
for us later using Zoom’s “share screen” function. As participants, this was as close as we could
get to being in Georgia and encountering the songs in their natural habitat. In the home of 87-year-
old Maro Zhuzhunadze, for example, we were shown the carpets she was taught to weave by her
mother, who had also taught her the lullaby she was now sharing with us while she rocked a wooden
cradle. Nino’s role had now changed to that of cultural go-between, curating and contextualizing
the visits she had arranged for us, acting as interpreter, and guiding her guest teachers as to when
they might need to slow down, repeat a line or break it up into smaller, more manageable units.

The workshops led by Zoé Perret combined aspects of those led by Tamar and Nino, as already
described, with additional innovations. Of French origin but a long-time resident of Georgia, Zoé
is now a respected performer of Georgian songs. The fact that she herself learned these songs as a
non-Georgian added further nuance to the way in which she acted as a bridge between Georgian
culture and the world of her foreign students. Her workshops were delivered in French, which
was also the mother tongue of most participants. For each session, she was joined by either Koka
Khijakadze or Damiane Gordeladze, and so was able to demonstrate two parts of the song against
which participants could sing a third voice part. Zoé’s focus was not simply teaching the songs but
also developing vocal technique. Like Tamar, she began each session with warm-up exercises and
she gave advice on how we might improve breath control, tone quality, and the way we shaped
the melodic line. Individuals could, if they wished, try singing on their own with their microphone
switched on and Zoé would then offer more specific stylistic and technical advice. The supporting
materials she prepared included audio tracks featuring individual voices and also different combi-
nations of voices, meaning that we could listen to any two voices together and practice adding the
third voice ourselves.

Malkaz Erkvanidze tested the potential of the online format differently when he offered an in-
tensive course in harmonization and improvisation, with a focus on traditional Georgian chant. Rather
than learning repertoire, we were offered an initiation into music theory and performance practice
that was informed by Malkhaz’s own research into modal and harmonic systems, principles of impro-
visation, and other aspects of the musical grammar of the different chant schools. Spread over eight
weeks, the course was designed for a small group of participants who consequently received a lot
of individual attention but also needed to work hard: the bar was set high and the course demanded
an advanced level of both vocal and mental agility. We were given exercises to work on during the
weekly two-hour classes and we also needed to set aside a substantial amount of time for independent
practice between classes. This might, for example, require us to record ourselves singing one voice
part and then explore different ways of improvising a second part while remaining within the stylistic
boundaries as they had been explained to us. The opportunity to replay the Zoom recording after each
class was invaluable for consolidating our learning — something which would not have been possible
for a workshop delivered in person unless it had been filmed specifically for this purpose.

My final example takes the form of another intensive program devised by the US-based as-
sociation Village Harmony in partnership with the ensemble Zedashe. Village Harmony has a long
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history of offering study-performance camps in Georgia. When the summer camp planned for 2020
had to be abandoned, a decision was made to reshape the event as a condensed week-long course
to be delivered online using the platform Thinkific. This attracted a comparatively large number of
participants, the majority based in the USA and a few others joining from Canada, the UK, Corsica,
Iran, Australia, and New Zealand. While some of those who enrolled in the course had already met
through other Village Harmony projects, a surprising number had no prior connection with either
Village Harmony or Georgia. Several members of Zedashe were together in the same building in
Sighnaghi for the entire week: this meant that they could teach in different combinations (with three
voices present at all times) and could also include dance lessons with live music accompaniment.
Over six consecutive days, we worked on ten songs drawn from different genres and regions. The
range, quality, and sheer volume of supporting materials were astounding. Resources uploaded in
advance included articles, films, and websites about Georgian history, culture, and language. Once
the course was underway, new audio-visual materials were released every day as each new song
was introduced during the live teaching sessions. These included additional teaching videos to be
studied independently as a complement to the live workshops, recordings of single voice parts
slowed down to 75% or 50% of the original speed to enable us to decipher the melismatic and
microtonal passages more easily, and audio tracks accompanied by scrolling lyrics that allowed us
to sing along directly with the recording. In the live sessions, Zedashe’s streamlined teaching (led
by Ketevan Mindorashvili) was punctuated by observations about the aesthetic and psycho-cultural
dimensions of traditional singing practices, information about sources and variants, explanations
of Zedashe’s own research methods and artistic practice, and responses to questions posted via the
“chat” function. We were encouraged to upload audio recordings of ourselves singing individual
voice parts in between sessions and these were then mixed by the Village Harmony team to create
trios. The week ended with participants zooming in to a high-spirited supra in Sighnaghi, in the
course of which some of these virtual trios “performed” in between the many songs and dances
offered by Zedashe. We raised our glasses to a series of toasts in celebration of our extraordinary
time together: “Friendship has no borders” — “We exist in a magical world” — “We are far away but
we are together”.

These snapshots of five very different approaches to presenting workshops online point to
some of the unexpected rewards that emerged from an enforced compromise — one which might
have seemed to promise little more than an impoverished shadow of “the real thing”. In polyphonic
singing, the need for co-presence, as well as co-sounding, is fundamental and any attempt to rep-
licate the experience under conditions of isolation would seem at best counterintuitive. It is true
that we missed the opportunity to stand close together in the same space, to feel the vibrations of
other voices, to weave our voices together at the moment, to spin out harmonies under the stars,
side-by-side with our Georgian friends. Yet there were many other ways in which we could engage
with the songs and with one another through the creative reimagining of the online format. These
experiments also opened up new possibilities that could not so readily have been incorporated into
an in-person workshop. In the process, teachers and participants acquired new skills and approaches
which, rather than being set aside as life returns to normal, may now be taken forward to enrich
future work.

The most obvious benefit for teachers was that the workshops provided a much-needed source
of income at a time when the pandemic had brought much regular work to a standstill. Different
workshop leaders and event organizers adopted different approaches to financial arrangements.



256 Caroline Bithell

While some workshops had a set fee, others simply invited donations. In the case of ChorOnline,
it was important to the organizers that the workshops should be accessible to anyone who wished
to attend. Deciding that payment should be at the discretion of the participant took into account
the unequal spending power of individuals in different parts of the world and also the unexpected
financial difficulties faced by many people during the pandemic. This approach can be seen as part
of a culture of care, underpinned by a recognition of the power of singing to support individual
well-being, especially in times of crisis. It was deemed equally important that teachers should be
paid well for their work and the ChorOnline team was able to secure additional support for the
project from the city of Winterthur.

Through their experience in online delivery, teachers gained valuable new technical and peda-
gogical skills. They were also able to reach a larger and more international audience for their work,
thereby expanding their professional networks. Lea Hagmann, in a paper about ChorOnline pre-
sented at a conference of the British Forum for Ethnomusicology in November 2020, highlighted a
further benefit reported by some teachers, which she termed “freedom to transit one’s own culture
without ‘ethnomusicological orthodoxy’” — that is, the freedom workshop leaders enjoyed to teach
in their way using their material, without feeling constrained by the ethos of their usual working
environment. Another unexpected reward emerges from the case of Nino Naneishvili — namely, the
way in which the workshop group provided the inspiration and opportunity for her to undertake
new explorations of her own, first through the work involved in the compilation of her weekly Pow-
erPoint presentations and later through her visits to singers in different parts of the country. Nino
spoke of this as resembling an archaeological expedition that allowed her not only to unearth new
songs and rituals to share with us but also to discover new things for herself.

For workshop participants, too, there were advantages to these new ways of working.
Some would have been prevented from attending workshops in Georgia or elsewhere due to a va-
riety of logistical and financial constraints, including prohibitively expensive long-distance travel,
the additional cost of residential workshops, and the impossibility of taking an extended leave of
absence from family or work commitments. Removal of these obstacles made the workshops acces-
sible to a more diverse audience. The combination of affordability and the feasibility of fitting short
workshops into a domestic or home-working schedule also offered more frequent opportunities to
learn directly from culture-bearers and opened up access to a larger choice of teachers. My own
attendance at a wide range of workshops revealed a complex web made up of intersecting networks
of singing enthusiasts from across the world who now came together in different combinations,
moving with relative ease from one group or virtual location to another.

The online format itself offered certain practical advantages. Meetings on Zoom worked effi-
ciently as multilingual spaces when simultaneous translation was provided using the “chat” func-
tion. The “chat” also served as a convenient place to post lyrics, share files and website links, or ask
questions. Scores and videos could be displayed using the “share screen” option, without the need
for additional equipment. Workshops could easily be recorded using Zoom’s built-in software and
then shared, enabling participants to review the teaching session as often as they wished. Supple-
mentary resources for independent study could also be housed online.

Workshops of this kind played a vital role in enabling members of the international Georgian
singing community to keep alive their social as well as musical connections with Georgia and with
one another. At a time when social contact was reduced to the bare minimum, tools such as Zoom
opened up potent new spaces for sociability, and regular meet-ups online quickly became part of
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our new routines and rituals. We learned how to be different kinds of people who make music to-
gether, and we discovered that it was still possible (as suggested in my account of the supra with
Zedashe) to experience powerful moments of ecstatic togetherness whose affect was made manifest
through the emotive responses posted in the “chat”. In singing “Together Apart”, we kept alive our
memories, our hopes, and our humanity.

The dimensions identified above resonate with some of the core concepts underpinning con-
temporary directions in ethnomusicology: connection and community, agency, and self-representa-
tion. Some also chime with ethical principles and strategic goals in the realm of human rights and
environmental protection: mutual respect and empowerment, sustainability, and resilience. Others
map on to drives for more equitable distribution of wealth and support for grassroots, commu-
nity-focused micro-enterprises: creativity and reciprocity, entrepreneurship and innovation. The
workshops themselves can be seen as highly effective examples of applied ethnomusicology. Work-
shop leaders, aided in some cases by a supportive team of facilitators, used novel means to transmit
cultural understanding and musical competency to a diverse, non-academic audience. The musical
experience they enabled provided psychological sustenance as well as equipping participants with
tangible skills. The cultivation of a culture of care is further suggestive of what has been identified
as a feminist approach to artistic and social practice. In this regard, it is also interesting to note that
almost all the teachers and facilitators of the workshops I have discussed in this paper were female,
with women also accounting for the majority of workshop participants: this is a significant finding
that invites further reflection.

As a broader cultural phenomenon, the workshop is an important focus of investigation as
an embodiment of music in its participatory mode — an activity designed to enable people to make
music together, rather than a specialized presentation of a musical product for an audience to con-
sume. Georgian singing workshops have always attracted participants from many different cultures
but in its online manifestation, the potency of the workshop as a space for intercultural musicking
becomes even more apparent. At a historical moment whose dominant tropes were fear and loss,
restriction and confinement, the closure of physical borders paradoxically opened up a new order
of intercultural possibilities — in this instance, with Georgia’s polyphonic song heritage at its heart.
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Workshops

Tamar Buadze’s workshops were part of the workshop programme offered by ChorOnline (https://en.choron-
line.com/).

The workshops led by Nino Naneishvili, Zoé¢ Perret and Malkhaz Erkvanidze were publicised via Facebook
and email.

Zedashe’s workshops were part of the programme of summer camps offered by Village Harmony (www.vil-

lageharmony.org).
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dgbLogzomo

2022 Banob 23 0709M3mob ©odgab, Hmmmbhmdn, bHoboomMipynmo gamma3ymn
Mmoo, 3903M0do IMAmgMommo o bymmabgdnb bb3oobbgo oMzl dmyzomymmo
930mMaMmoEbmzsbn a3ndon, Momo ,50MgMo0 H3MonbobLMSD HMmO* o dodmgbohom
F03x3mmgdo 93MonbnL LEdMEMYOMSD MYybymo bodbgom domgdnb DMl godm.
B03obomdmMngny, MHm3 nbobo LEMMyo MB0L BYgdAL dM3nbH30 Jgn3MndbYb.

0gJoeob dmymamgdynamn, o8 gnboonb dngm 3mmomboymn P3Monbymn bombymo
LOBMYMaONL AgbMYaNgded, o8 LNAMaMYONL JoMMdALbYMN 3MEHYbENOMN BndofMmo
003mM3nMgdYmmdnL  OMEobe O  BNBOBLYGOL dMdngdabigb. dom  onbygb
3Mhmqbombomn 3m3mgMmYdnL dMDNE30M O HMOLOENYINN Y3MOnbymn bHhnamoom
3qbMymaool 3odobn  ombafgl, MmamMz 30bonVb ,,ridnyj holos*“ (B3MdOMOYMO
b3nb) 306300960 YH3MONBOLEM3NL. Fomn LOIMYMYONL HIMOZMYLMOY FNY3YN30J0
Moy 3mmoxmboym  HMmooEnob, MmIgmog 8gndmads obabodmzmmom, Mmamms
HMBLOSEFOMBOMYMN dOMMJNBYdOL FMdMOMONL YBOZsMYMN LHhoma HmmMbHMIo (Kuz-
mich 2016).

3mmobhn3nmo 3mamnos’ o bodmdom LN3MYMONL ,3oMAHNDLLYMO Fgbiyagde”
- 9L hofMB30bydo godmnygbgl dmAmaMmadds moz30bn bubynbo Fgbngomymo oghozmodnb
0009bh0R3030Mgd0LOM30L, MmIgmoE dMnEE3Y HMMMBAHML LblsLbbas vwanmdn
ogrdnmn  3MmamModndnl  dghgmadol,  ,00000000000b  0bNMMaBHNMMANL
obodmgzo”. LodmyMadab JgbMNMgdOLEVD gMmmo®, NbNbo ALAHLIML VB3O
80bobmgdnm nbxmmMavE0oL M3nb dobobgd, vdbgmbIb Mybym aBNboyMMBSENYM
30030000b o BMYBMadDbIL  OnNHMMOSL  dJHoNMmONLO3I0, 0gbgdmms gL,
9OMOmMmMe, 00a3MM3oE3n0L  nmgds  Lobom  BysMmMydNLb, 0y 3MI3obogdabo o
LOBMOZMMOM LOVEIOHMYONLOM3NL ByMnmadalb by, MYLYMMSL HMHNgMOMANL
03mM30L 3xE3mb, Lubm MMEEBNDOENJONLOM30L Ax3MBNMYMYdYLNL FovEndNbY O
bbgo dmmbm3zby00o.

0mbLybgovdn M3n3bMHYdYMos o3 AMBMYMMIONL dJH3MOYd0, gobboanymmns
3o, Fbngomymo 3mm30BgMONL EoLVBYNLO O Fob3NMOMYdY O OEIBNMNY, Y
MHmagmm sbobogb ,00mgMg H3MONBOLEVD gMhmoE“-ab (SWU) dmmzoByMonL sb3gghadn
bombym 3ModHngob. 3Moghngolb gobdbodmamamo boboomo ol gbgans, MmMImal
09839mOnmoE3  dmozo  93Mondbymn  bLodmgmy  30380MEds  3ndobagomyann
doamnbb3930b d;03dgdo3 NBHYBLOZMOLL. MYIES NEBOYMNY, MM dbymn MMEE0HMN
bambymo HMownEns gohbs hmMmbhmadn, sbg dmmMb 38mMdmMnYMn J39Yyonb, boamboby o
39hnmobgod, MHm3gmnE 0830Mow N1g3090M©s dbgMMdNm Banol 3ob3ozanmdLd0.
000b 30d9DYd0L goboMiz9300, BodMmAdn 3MBMHYJLHNOMNDIOYMNS SMMNRIMBNYMN
HmMonEn0b LNV o PLEHMMOYMO dMboMBboM Bg03ebYdY; d50wga dME3YMNS

! 3Manoo 6036o3L Lodmdom LNTMgMLL. HMMMBHML MY3dn 0b, dbY3Y, O3330MIOYMNS LodMdOM
LOBMYMIONL  ToLMYMYNL 3MOIHOZOLMBD /8D LEBMOsM LNFMYMIdNL TgbMagdaL LIVMBMLO,
MHm3gmnE 00ygdd 093900M0L Fno MNEbaxd3N S JNV3MOYdS MYdIMIoNT0.
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HMOHMBAHML 0ob3MMEL Am3my abHMMNS o SWU-ab gobznmsemgdnl Hbagomymo o
ONEOMYOHMN 30MHmMdYdN.

MmamM onbym ,,0dmgMg 13M3060LM6 gMmo*: 3nM3zgmn ;39

m30b obynxdodg Lodn M300 VMY, 539R30 3Mamnoyd, WhatsApp-oo 3nnmm
100309003y 393033mmMadgmn Johymonbgde o dgbigomnbs o gmomow Lndmgmab
3000300900, HMonENYmMo©, Lodmdom bLNdMyMaonL BgbMymads, 8obboZYMYOdNM
7 00630Mb, My30bM30L No AMzmgbo oym. 0930 AMAMYMOMN, oMo-13MONbHMN
BomAMImdnL ImAmgmangdols Aom3mnm, nymameo -7 3m3mgimnbaeb 8gdgsm, 2 oy 3
LOdMOOM LNBMYMYONL FmALEMYMIOIM F3NAROQ. MNMIYML 7-5 MFOLO YOO OYMME3S
o 98mgMo Lodmdom 3036500. Lomodm ymazgmm30l dNV3MOYOMOS ZMMNLDHN3ONL
(Lodmdom  LEBMaMYdaL  FodLbMymMYdMYdOL)  ™Mo33myMnc  03bohm3zohnb  bobando,
M9D0q030030, oo FPLngmLbaoL s AM3MYMMYOL dMdNL dMLYBNEBO NB39300046.
0330, 2020 Banob 0ob3mMal dndga gb oM dmadboms. 3060q3nnb godm, 2020 Bl
0oMHNob 3310930 of J93Madnmy Mgomnm LO3MEITN Y oM HIMIMNS IMENNVY. M3
300bgds 2021 Byanl, dbmanmee mnbdo o306y o dmmm bobmmob 3nwg3 mMn
000030000 0083930(ho.

23 0ndgm3z0mb manbo Am3mgMommo gMmo-9Mo 00bo3n gn3Mnds. nbnbo dmgmMmebyd
93Monbym o bb3zo LNBMYMIOL o  LoYdMMOEOIE ™M3NL  oBYqgonlL  dgbobgd.
16oMdMMOLL o dmaLb 30wo3 gMmomo Londmgms dmayae: Plyve Kacha, bodgmmanomm
LOBMyMmY, mMAgmoE 2014 Bamb FonVEDY oMY FMbbLYBNYdYM 303bo nJ3o.
03090039 bohyzo Mx30b bbzs 8gdxmmgdyan By3MYdLOE BnLBYMaL s dMAMgMmydn
LObENYd3N EVOMYBLOYD. MY3ES LoMdM dFn oM bMYMYdYMS. ML 1:30 Loomdy
o0bym 39bnbxoM30 53YRNMO LoYOdLMN, LOYE dodmMomg3s oM, MM3I MomoE oY
80390909moym. oMb 8 LELMNLMZNL MOBHBNTY VEE3NDN 30g3 VY3oHY E3YIRL
0 00nByYgL bogzgmMAMg3gm 3MBEIMHOL MMEEBNDYdY; 12 LodmMBY MVB)bNTY ByzMmdo
dmbBoBomamods dnnmm Curtain Call-do, 0bbhogMmod dmydn, MmAgmoE 30Modnt goghdn
800000(390Mmo o NbOYOdMAL M3NLY O dboMEadgmab gdgdnL gedmbobznb Agbobgd;
mnb 1:20-030L 3907360 o go3MmEgms SWU-L 3Mog3nsn.

090Lgb5yMOL  LobondMm  $393L  93o(HOMEBbID  ©odNobYd0, 30LoE LM
©0b3dMmOMEO P3MONBOL MO300E3080. Mo3n yzgmo ImImgMmomn of oym — om0
10Mo3mybmos dybognb ob byanmzbgdol bbzo LaggMmmdAn dmmzebymds — dxnddbo
oboamo RAod-331930 Bbmanmeo 3m3mgMmgdnbm30L, MmIgmAnE 3oomEbab Jobowgmn
13Mo0bgmd0, 3mmmbyangdo, MyLYdo, Jobogmn LMoo JOMOJMYON, MmN
3000gmMN 0homMNgN o MO — LMY §3MM3YMNL, 3obsamMNb s ,30M39mN
96m0b" BomAm3oandbymms dmodmadszomo.

doon »dmogabo 30dobo oym Juagmmdn Homnzo o AMdOMNdYdS  H3Monbnb
obOb3MYOMOE. BoMIMNEIObMOE VFdMIM390amMn 0ym 0dnlb Bobzo, 0y Mmamm
LEMONOE AMObENBY v MYddd MYogNMYds o AMdNMNDYdS MBol dMYMMEDbIM
BomAMyggbam LodnbyMadgODY. Fom bomn Jgnbyzglb MV3TgLOAMAL Fodngdgmmo
HmMBL3MMAHOMYOSLY O EOONDO3TOBL; ONE3IL O VYbBOMBID HLdTSMMME
OdOMOMYOYM N30MaLMOYOL; Fg0083009L Lobm AgNNL, CEMBMMN MMZBNDOENYONL

2 300bmam, 3onmM35mMNLbBNBM™, M3 FoMMOMNY, ob3NbNMMO3Z P3MNbsdN BnNBSMY MAMSD OIO380-
Moy mad9oL, 39 o 306 Lodbgomm gJu3gMAN s dME P3MONdYMN Fbngnlb B33mgzomn. sbo3Y,
9603369mm30600 030L ©MBNAZ0L, 017 MOFIOS LuLHNINS MANL MYTS Y, MM MYLYMNL daMILMMO,
06 13Monbymydnlb gdnMado dmbLbNgds, Pbade YENMZ39OIMYMARL o3 bombgonl nbHMMNYdNL
boMoymggoL.
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LOYdO O BMB3MMONLY O FMM3MMOENYONLOAN gobVgdV3bn ByMmnmydalb 603ydgdo;
390003009L bLognmm BoMogqgdnby o 3ndMadn 3x69MHadab Logdn; AmMoByzgb FobmdMmnzn
Onbogomymo  oJznoe WML gbogMmazndmom. ab aym  JombyMmo  mMm3aB0dyONL,
mmznbhngol, dnbym-dmbymab, agnaamol docs o sheet 3MmMaModgdnlb, nbbhoamodnb
3mbhndobo s boobmggdnb Bomdmywggbymn Jofdmmdsms. domn 5bgyMmans bodo3nmo
7OMMEIOMOS N3Monbodn dgddmmon 13Monbyamgdal 9bgMmansls,

o 03 ymagmnzgl dmozomn ofmbo — dg3Mmads 03nbM30L, MM3 gMmo J3MYMOD,
0ym  3omomdobon, 61ggdo... 3ogMod gbos 8oM33gnmo 30dDB0m gognows. ddmozmn
3mmoamboymo Lodmgmgdo HMOMBHML Lbaoobbiy vgnmdn LMMOM©Y, ool
905(h0M©ES  0B6BMMTOENS  P3MONBImMN  InbnMol  moMadoYmMIdnb, adMIMonHnYm
LobyMABoRM3n 333000MONSBN 3bM3MYONL PRMIONL S PIMONDIMMS MV3WVE30L
0mb0Lbdngdgd0LOM30L ObTsMaONL 3BYdNL Agbobygd.

OMOOENYMO  ¥3Monbymn  LodmgMgdon SWU  3oobEgds  3odoEmdnb o
bLodmogfMob  3magdhonm bbmzboL, M3 HIMONbam bomblb v3bby3zgdy BofMbymo
m3900bo o 839bmEnnlb  Mmb.  3magdhonmo  Bg9bbogMadol  doms  3boo
800mAbs 03  LNBmaMmgdol B983gmdoc o  LomM3nbgymo  gozmabs dmsbnbo
O0hMMNody. 3m3ymomym Drake Hotel-dn o6 Supermarket’s Big Farm Jam-3og
30, LOVE HMMMBHML 3030 vbomaddMYdD 3M30EYMN MMIEoboL bMYMadNL
00bobndbo 0y3bgb dgiMmadombo, Joo bLOBMYMOL BybofMo O  YHMOLMYON
1L07BHYL. BMBMEONLMOBO3] NLNBN ogMMNObEBID o AMAMgMYdL ©3ya3b7b.
MHmMogboE LNFMYMO VLMY, NbyMN HOMYDNOBTN O HbgMaNNM OYIMIL (Hod0,
Hmd Jgngdbo 3obbymoy, MmA3 1n3Monbs Yzgmoigmb goyndamngdLb. sbymn nym 3Moz3omn
bbgo oyNHMMNNL MJOJB300E S 3MEIMEIOM©S dFdJON dboMZOdMEJONL dabobyd,
MHmMAmyon3 3m3mgmmgdmsb ndolb bLomgdgmo dmomEbad, Mmd 3mmohngo oM
S00(H)9MaLAOOM O VME dMmMNHNIodn HOdTS YBLMEOM, FogMmod bLndmyMmab dndwaa
%m0 390330mMAL.

LodgabMYmgdmm 3Moghngo

0b, 0y Mo LNBMYMaONn YOS Jobymgdnmoym MMBNLANYOSDY, 3MBIMYBHHMN
LOMHYOE00L FoNZMNLBNBYONM BygdMY. MANL FgmMig ML dmMMMU, by bb3owsbbzo
00030mdy  33Jdmbos  Bodmgmo, domnobmdodn — 5-1  bLodmymMNobn  Ma3gMbHYoMO.
M939h0E0gd0L ofmm of oym, Hodbhodo vagnmdy ,LIMNBAMmMYdo;M* 3MEIMEYdM®Y,
LOLOBMgMM 30MHNOLONZNL NZOMOL FoEOLBZMYdO, Y BJOO Foa30MNAJOLY, JMNN
Byoo 33dmboy, goMmgm, cgdgmamol bybbdn, LB LEYOVDY v30MEVNM. 0y oMo,
00030MdY 330693000 oMol LBogme. IMImgMmommo HYAMO3MaLbMAS 3MmazgbomMbomN
LML nym, MHMAMgoboE ridnyj* LHmOL BgbMymMgdnb odmENMYds 3JMb.

LOAMYMaONL HYJLAHYON, OPNM RONMION O 0YMYdL 30gMION, MI3gMEHNOMNL
8odMENb 3ndbnm, F3Rnmo LoLYYOMML T7339MOND 3MEBIMEIOMOY. BJIS©, 7
LOBMYMNSbN Mg3gMpnomo Lolzdome dommg dggs. H3zgd 083000 3FobMmMdnm
y3omo LNAMgMOL gMms, MY3EY, 3603305mMM3000 nym BgbngMma, LomomdYmO,
LOBYNAM O J3039M0 3obByYMdYdNL AMBOE3MaMdS. 30M39mn ™M30L 3obTd3NMOSAN,

8 96000 0g30L, MM EMON30 HMMMBAHML Y3z9mo YOOHAN O P3MONBAL LEdDMIMaOL goMgm, yzgmaob
03MdbmOM©o. HmMmbhmdn Mganbhmnigdnmo, 39Mdm i390LbdYT-339M©n, bobgmow ,dgmmy BMMBHN,
MmammE 3obybo M3BY, 08c07bo BoMBOHYdYMO SMAMABLS MV3OE30L MMBOLINYdHONL MMEEBNDYOAN,
M3, Mo0nb037 3930, 0MO3M3YMENYM MMBSDNVOIENSQ FOVOIJNY.

4 9L Lo 0ygbgol domom b3ob 33zgmMn HYFOMND, B30R0M NBHMBNMIOSL O BMODNMYdD,
3anbobnMmydYM o MMBSTYBHM 3MZoM HJbn3ob.
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14 a0bLbb3ozgonm  vgnmdy  30dmgMmgo.  dgamoomn  Amdmgfmmgdol  b3gdnm
8odmngmgdnamgdn 30mgMmMEN Mo30LYRMOE Y, 13 AmM3gdbhdn, Lbzo LymM3znma oM
33JmMby, oMo n3nby, MM 33300MANLY Y oMAGBNL bM30MO godMa39bYM..

3°9m6393900, 33090300 o bhodomyMmo bobymdGogym
33M0amob domanmb gohboo HRMmmM MARRENSMIYMN o 393mbogmnobo dgbMnangdaly

39bodmndMMOgON, Mool BoMIMAzs aodmbB3n390n, Mog 8gh  8oddmgmdoby o
gofhom  Ma39MGhnomb  dmoombm3zs.  gb  gobbogyomgdom  Moymo  vmIMHBE
AmOmgMmaonbM30L, MOESd 3M3000-d7DMN3700 NbLHEYOM®DY S Y39ms LLZYMNOMN
LOALObYMN oym  OZO39dYMN°. gL Bndbo3Y, MM3 PIMONBNL EOLBLISMYdMB
d00omoyamo domnbbdnznb DMEOLMVD gMmo, dMIMyMmydo goonb3xdmMBIL o
om0 HoboEzmady gobgdmeo bogomm.

FoMOMONY, 5319930 domnob ofn godMwomo, ;ydze, 0d 11-10 dmBmgmMomb dmmnb,
MHmM3ImMYdnE3 3MbOBNmMgMObab o3 36n03309mMmM300 o bobgmdmng dmygddn, yzgmo
3MHMqLOMBLMN dM nym, ©93M 3MMa3nbLoMBOML 30 of 3JMbs Logybom dabmymadab
800mMmENmMydy.  M339(hnE090dY ©0370M©e  3odmbamadnb aMoo3nln, 30LFEHNMON
3960b  bgm3dmzebymnb  HBmgdgody, MmBgmNg o Yoo Homygmoym  sayRB0b
LmEoOMYMOE  0b3MYdOYMo  MmoMdAL  ohHIMbAgMMIn. Ma39NHnENIdNL  dmgnaMonn
ob3gdho dEMENZNM0 AOBY, MBESD 53NN AMM3VBIMdS ML dgbodednbow, Mg,
bdnMowo, 033MM30DYOYM, oYaaa303 dgbiyamgdol dmnmbmaw..

339mbeoo obomo Am3mgMangdnb dmdoE30L FEgmMmmdsE. 3o0bnod vg30LEHML
Aomzmno LndmgmMol 3mMJIM3Yd3S IMOZomM dbom dMImgMomb dooEdm PZMonbymn
3mmoRmbns. 3mMJ3magdnL 303nboMmgmonbsl, 33nMy Mm JMIMdMS 3MZomMym
H0d6030L 8obbomzsl, doMmomoo yymomgds 30 9JEams Mydambnomb, Momo ob
LOMOLAHOL FMBEYAYONLY o TobMYMAdOL LAHNMOL dgbohyznbn ymanmoym. o3
3mMgddma3q0onb dgna0, dommme Modgbndy dmdmgmomon dgomhs, MyndEs, 3oms3
bdoMmadMEmM F3omody bAYdNL FnByMoLDY, BabodgmMobn 3oMnnal BdmMandedy, ridnyj
LHNAOL EOYBMYOODY.

0360L0L o MNEb3xdOLM3NL F3NAR0 ofManddbo Ludgdbinmgdmmm 3MangdHN39w,
MmMAgmdoE  onbym  0obbgdol  dgafmm3zgde  P3Monbobm3nl o NbymmMIsE300L
803MEoMgdo 3oL Jgbobgd. M3l bhomab bodmgmo P337 smof oym modus operandi®.
FqbMYMYdL oo 3MOMHNINMOE oodMYdYmMN, BNBLEM VOEIRANMN O 3o3n0DOYMN
3MmEoLO.  3oMHngoalL goboBomadob o Lndmgmob LfMymymanms  dgbMmadol
19DM1Y039mbOYMARO, MY39HNE0Yd0 LogoMEOYMM goboo.

MHamMM3 0MY, dbamo, bodmamydn 536 300093 MMZebNBIOYINNS MMaMME BoMoh 030,
Momo  AbAYbYmMadL Tgoblbgbmb, MM P3Monbs 9amm3olb Ynwgbn Lobgmadbogmo,
M3 P3MoNbIMaONL yzgmo 0omool dmyboo ML /b 3gbmEnnb  goowobo
o 9L HMo330, Nb3g MmammME d9bnyMadNL LyM30MO, dYSMNOgOL FabMymgdHm
LOBMYMYOL. FoMMNOMNY, 3YIRL dMOM VJ3L 3nM39mMo EMIJONL HBMYDNEDAN, BogMyad,
90bo LNBMYMadN O @de3bnamgdn FoM 0bg3 dmngMAMIBYENS O BYEOHMMNS To0
30Mao nMgob.

5 dman Fomaobn  FsbBozmadgmn oym, dman — Jomighnbaol b3gEoomnbhn, Lb3gdn — Tbognb
3MmnyLbaMgdn, 0dONBYMYdO . o. 3.

6 093om0onb My7000 (Moo.)
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boboooab gob63bodMzmMgmo domabbdgzos

07906900 dmodgdnmydy, MHmd bEnbodg MMogbhomMadyam 3MbEMAHIdsdy, SWU
B0bg3we JBMM MMBBIM o 683N JomodyM Gmmzmmmym  HMENL,
MmdgmoE  OPbgdM0zo0  BoMmAMNI3d O ©O30330MYONMO  0YM  0IO3WS(3300)
0Jhn3mdgdmMab. Bofmmomons, 37 dgdodmns godmaym SWU-L scofmgnamo  3Mogdhngob
yagmo ob3gdmo — Bgbmymadnmn LndmaMgdn, Bocn MIanmNMady, HoddMIONLY O
b3700L gobobnamgdo, LabEabm 3MadYbHOENY o 3MbHNY3]0n, BogMmod, Hgdo VdMND,
8000LOdM3MaMN FobobNVMYdYMN nym Bomn 9bMaNS S doannbbdgas, MoG:

- 0YomMNog0s dgbiyangdol bymznmob dmbnzoE00L;

- BoMmB3ommozo 31bwnb bobndmgmm o Gybogomym RMODNMYdOL;

- 33Mo300 3nbool dybogomymo BomMImeanonl AbamgmMmMANLOL;

- J990dhbgzmo obnbos dbngnby o Ynwbo 3xdoboghoyma Logddnobmdal
0b6(haMniydsL.

76000 om306080ma, Mm3 gb 9bgMgno o domnbb3dgze  JofMomgmyMos 0d
doamnbbdg3nbo, MMTgmnE 3Monbadn 13MonbyamgdL ogzm bomdofn dmgdgqdqdab
mmb. 0b, obg3g, oMomamymos Fonabab 38300MdNBDN 3MmAgLbhnby, MmIgmog
0ndomoyano nym 14-2013 Bmgddo 3Mm-g3mm3nmn  godmbamabs  domoomdmnzn
©odmnb  Boboomdwga — gb 9bgMmgne 3dMbom  ©V3NBbYOL 309330, MmEo by
993990hnMo 3mobnbab AmdomNdYde o MMEabndgde 330D0-Jomoddn, Lowog oym
LO3YENENbM 3YbJHdn, 0Y3090 OE30L FYTodndn, 3dxbxdmMadN, 3DOMIYMYdN O ©.8.
9L BoMoNmMOE LEMEOMNV, Y o30M33MNLBNBYOM HMMMBHML Tbogomymo HfowoiEnb
01bM3006700bL S VoMo H3MONbYMN JymByMob 383000 boboomb.

1300093°6m o P36mMd0 P3Manbymo 3mzomymo 3mmogmbas

03 HfMooEnolb 130na800Mod Bomow 3odmhby ,3mmoymboymo 3Mmadhab”
Byommdom, Mm3gmog HfMowozoymo n3Monbymo LNdmgmgdol Ywoabo MbMoNd
oMgn3z00. 3Mmygho dbmmmeo 2014 Bymb conbym o 1339 3MnEo3L 11 gobmaMoxnymn
M9anmbnb -2000%7 390 bLndmgmol Bomamn bamnbbob vYNM O 30gM HOBBYML o,
0bY39, MBMONB IMOZOMONMNZNVDN IMBAHMMMOL LdFYSMYALL, MOE MNMMYYMN 3oMH0ab
3oamg3n 3mbdgbnL BgbudmgdmMmASL ndangas. AMBYEHIMS BoBOBN dngdo dgbodmgdgmno
HadbhoLb, FoBMOL, MIOENOL, JMBbmMaMomNYMN MYanmbNL, Mydohnmn BnboomMbNL
o 0.08. 90bgz30m. o3 3Mmadhob odbobymgdos, obY3], P3MONDHMN 3maoRMbONL
3M3PmomndoE0s 9a3mm3odn, Moboi 3mBAMAL Lozby LogmMbEaMHM OMdIDYdN.

OMOOENYMO  ¥3MONbYmMo  3MMoRMONNL  Y30I3o0MonLby o Lndnmnb
80m30mnbBNbydNm, LomEemns, MmA dob of nEdbmdY6. dg 2013 Banvdog BoMdmwagbos
30 of 3gmbeoo o3 3bngol LodnmMol Jgbobgd, MmEs o3gLBLMN vLANIMAMNZN
bombymo  bymmzbgdnb LodMASMYdNL 3mMIINRL HMMMBHMAn; ™obos, 39 oM
oo dommme 13Monbyann BoMIMIMONL ©ddndbn, oModge 03 MMOLLOM3NL 1339
©oobenmaonm 10 Banalb 3ob3ozmmdsdn 3LBI3MMON O 3033MI30N 3MMNAMBNSL.

godhn oboo, Mm3 3m3omym  3mannaambosl  LobEHgBohnMo  VbowaNMYdLDH0
173Monbodn.  ombyd  FMMELbNSL  MobobdoE, H3MONbYM3s  HBbMILNIMMMENSa
00xmNobo  Panmgdgmym  bogyomomn  3mmnomboymn  HMmonEngdn (68 :2006).
3mmnmboymo 3Mmadho o nym 13Monbyangdol nbnEnonhn3e: 3ob bomozgdn nbamMamn
99L0gMLb-gMbmaMogzn dogmmd dmymn (Miklos Both) gogo. imegbog 99 o dofmom
dmMymmad BoM300gnb90 dmbbybgdo H3Monbymn dmmoxmbonb dgbobgd 2020 Bymb
HmOHMbHMA0 godomonyan n3Monbyan 3mbgMabENodY, Jfhm-gMmomn 3oM3gmo 3mAgbhomn
9bg0mEo 3oL, MmM3 H300 LodgdLMYMYdMM F31R0L LEFYTom oM vl VvY33HYMO,
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0y 3ob30 vM AV3MMV3 OLOZMIM P3MONbAL Jgbobndboz dgmmemony dmbmaymMboym
LOBMYMYOL. EMALOE 30, 01 D3MONBYM FgNs-LonhxddY AmMdgdbnm ,3MMOBRMBNSL" ©b
»BOMZMMHH® 3x6L*, bym MeBrgbndy dgwgab dnomgdo.

Mo mddo Pbs, dogmo H3Monbymn Igmbyms, abyzg MmammiE dMogzomn bbzo
mMMIoMMO NhnMmo, 0hogMIdms MYLIYMO 3MMMBNOMNBINL o dxdwga Loddmmo
M9030b 30MmmM0Ond30. LobHYFohMN NBLAHOMHYEOMBOMNDOENG O BOHYMOMODB3NY, M3
dofmb yobMos P3Mondbm 3m3omym 3MmmoRmMbosl, Moymn goboobomndgdgmono,
01030 dmanghman Logznmbl dgodmyds bobomany Bm3a3NbM™, MY gob30bNMOZ3N MoMo
39m9amnbyamol AmbodMYdoL ndolb Momdody, oy Mohmad of ofMnod dm3AmgMmgdn
d0yz3060mn FodoL obHMMoMamMoznedo. FoBOL ©NbINMLAn dm3mgMmmgdn dommme
5000L  ,60000mMMOYY00"  gobObNMYONOD, Moaed LLYNMMOD  VIo38nMYdYMN
b3do gobnbnamgds, MmammE 3myddogdgmn o 9omEo Mo, MMaMME BMMIMMMO S
9003NMMOMNZN ©ENOMYIHN. 3Y0IMIM o FYMHIMIM 33730030 g0 LEMMYE b
030050900 HO3YMOE JomMMObVY SbMENMYONMN. 9L N30MNLINMJdS NBLEHMYTHOMHL,
MHmAgmoE SbmEnMYdNMNS 030303000, Hoddbninmn dmmbmazbadal, nbhamadhob o
03 1boMadnb godm, MmAmadnE 0bLAHMNTOHNL OYRMYONLY O OMbLHOHIONLMZNLOS
bodomm. o800 gb ™30L5o0g00 NBLEHMYBYOHNMN  FOBOL  MYanHNToENsL  Vb]byd
obogmymo  nmepnmolb  odmoo  [oo] d90wga 0bygde  ™modedn  yzgmo  bobab
3MmMmMBboomMyMo HMHM3JO00 F5O0L ,00000007d0LO" Y ,NN BEVFNBBNL* ,a30bnomyMn*
0bHMMNONM, MOE OMOL ,3NMAHNMYMO o3nhomob” gdgbol 3hmEgbob bobomon, Momos
5000 3mobogymo 3bngnl bobgw goMonddbgdo (Pellegrinelli, 2008: 31-48).

00M0go,  Pbogobmob  o3e3dnMadymn  obogzmyMmn  ZMMboomyMn
m0MydnmMadgdn,  MMIMIOToE  93MoNbYMO  3MIomMyMo  3MNBMBONLRVD  Mogn
dmMb ondoMab o domomo dga3sbgds nbLEHMY3GOHYM o6 YRMM obznmofmgdym,
domeenymo o moMmogyan  LodmgMgdb  3obEgL, 00abo MMToE  V0M30LYL
13M00bgmMd3o, MHM3 630 Y3MONBYMN M Zmmmymn Inbogol, MmamMM3 ,3mobogymn®
99L0ZNL BMMINL ™My30HN3NDOENS FMObNBAL. V3MNgO, NBLAHMYTOMHMN Tbngo
O 3modomnb HMonENd (3obLogMYdom Lndmgmo Jagymo abhmmoymn mydab
m0Mngnann godmygbgono, Mobog 03ma3eb53790hL obagbomn doboyMms HBa3L)E HHMM
990000 0030bYOYMN, 3000MY bmamoo 33bmamMadN P3MONbIMN Jomgdnb ,80198700M0"
LoDY3000 o ,3PDWYEYN* FIMMEOYOO.

! oMbydMAL Mg3MabnOL AMo30mMN BMMAS, MMBNYdTSE 3o3mbo AMobENbaL INMAHYMODY o LogMmby
39998690 0003nbmo LoEMEbmAL: y3MMHOENYd0, NbHMBOMIOYMMS 08BV3900, BROMNMASLAHONSDN
o3ymmondn, bogammzbymn  doddommmds, 9bmdmMnzn  dmanohngs, B0gbgdobs o IgmEpnmymo
OMHIRIHIO0L 30DNZYMN 3obOENMYOY; YJBMM dbmm BoMbymdn 30 JIMAHNMNL FoBRMHMN vMJnzgdnL
830000089My0s. nboangom FN8, Lo dmobMmonanns Fbngomym Ma3Mhgbngdab dgbobgd P3Monbodn.

8 3M0DOMYdN ny3bgb dompmbgmo, bdnMo M3, dmbghnomg dgbgbHMgmdn, MMAmYdNE dofdhm
0mgmmbab o Lozomm vaNMIddY dgbMYMIoNm TMYMMODBIO BYML. nbNbo F6NAZ0HMM3S0
ML SbMYYODBI6  NBBMMBoENNL  3o3MEIMYdodn O  VEENMMOMNZN  ©309dNL  3obLybydsdn.
0bNBbN M3000MB P3MO3WBI0 VVbYMBY, O3B o BaLBNABLZ LNBYONLD LO3MO3DY, MM3yndng
300M0000909mMNs  BHMOLY O BOMONMOL JMYdIONHION. 3MOBIMION -19300000 Bangdnl bLodgMyM
6396090L  ©197939000900Mb0, HMONENS Bondoms o Aol HogboEams bymmabymow dgddbnano
LOOGMNY BVbLYMNLAHHONL SBLETBINYON, MMTMIANE PIMONBNL HMM3BYMN 379330MIMANDL MBOENSMYM
Fnbogomym boddmmme ng3bg6 (Noll 1997: 181-3).
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HmOMBHML Eoob3mmo o YzMonbymoa gympymo

30Doymn  nobdmMy  n3Monbymo  gmzomymo  3Mmmoxmbanb  goynARoLYMYdNL
LOZNBA0 goAMBOZMALO M SMNL. H3MONBYMNO JHaHnMY, MMIganoE 39, MmammE dgbody
00mONL  30BogmMdd P3MonbymM3d, MNmMJdnb BoMmo-300b30L PEMENbsM, -19200500
BngdnbomanmbyInamMnigdYmMOOndN-0507)NLEMOBMBd30mM3 Y3 3300MYMNMBN30MY,
doamnob dgdmynmo nym. s3mmmmmMosb yznmodyg sbenm 3mbhogho Trio Marenych-ob
9mb3760LVL BJmbY; gb 3339609M0 N3MONBYMN BymME0YdO nym, BabMYMYOYMN MM
Jomob v3ogdnymoc 8gmbydymo bdob o dobnb Bngm, MmMAMaoLoE ©3MI3ob9d5bHL
8ohofmo ybg3o. oy Jg3000Ma0m Hydb TgamdmMgdL, MmAmadnE dgbod]y Momonb
193Mo00gmMYd0 o -1940000 o -50006 Bngddn 9dngmomaoynmn  3Mmazgbombomn
00069b396900L V6 NBHaMaTDHOmn dYONO-00dYOOL BxNVAMABZMION BMNSD, 300bo3M,
MHmd  yzgmo 3omaobo  bLoydMMOL  P3MONbYMO, MOEESD VNMOBID PH3MONbYmM
LZMMYOLYS O LEBOARLYMM dBV3ZHdTN, NYy3090 YoMab AoggHnmn P3MONbHMN ;ydnly
6930900 0O 300DMYONMO dbYBEH9D LM 3D YMOL NBLHNHYEOMBIMODSEZNOL
(Baczynskyj 2009; Sonevystky 2019: X=XI). 03 ©0ob3mModn goEomgdnom dghn bombymn
9ma396Mh0 30M3ZNMNMIOS O osaMmhy; 3Mo30Mn 3omgbrsmymn mgbobBoymMYdN,
MHMEMMYONES  3MMNSMS, Fomoblo, 300330, 03000 3ndomo o bbao, by oy by,
00063 (HoMEJOME©O. FOgOMOMO©, J3Monbymn sbomn Bmab ,bLy3gm* 39330L30L
©030bobnomgdgmn  BoM3oMmonymn gmangmmmyamn gmg3g0¢hgdo, Fomhoganmds o
»M30 OMa" — homobdn vdmzamgdymo hynb 603x3q00L 97LEIBHMOZNMN BoMIMax0q00
03060 31n30mobmanL (Boggbymob dybomdol RgLbHNZOMN) dbomMgedMEYM 00b3Yd3N
— 390mMhgboamny, goMizgnmbomo dgbybhadmn BMM3Nm, bIoMOE OEENOMO
ymagmazomo LodMoLbOLRVL o gdbobyMYds ZoMMMOLL, 39MAPMMISELLY o Momoy
300M 339000 P3MonbYMnL nI0HNRNENMIOLL (O. Kleban, 3nMon 3mbhodhn, 2016;
Klymasz 1985).

bLODMZOEMYxdd Kosa Kolektiv

SWU-b y3gmo dmdmgmomn o3 nobdmMymm gogmmnobgdsl ofh 30931030900.
qb dm3mymangdn 890mMa309MNbI0 300000080 oMbYdYMo Lobdmgmm  3Magdhnznb
LOTPOMadNm, MMINNE EVdbmmMadnm 2011 Bamb onbym Kosa Kolektiv-ob (Kosa)
8003000M7doLMOL  gMmmo, MM3JMNE oMOL  PY3MONBYM-3oboymo 0bnEnohnzs —
bombymo d50mddngdnb bogndzgmdy dnddbomon dnanholdymbnmymo mmaobodoEns
HmMmbhmdo. Kosa-b mmbo EodxYdbydgmn Bazmo 3gLbody Momonb §dngMmobhno,
MHMIAMyOn3 03 NDMmMNMYdYm mx3dn gondombgb o Kosa-b d9dadbo bobommdmns oym
1007300 om0 P3Monbymo nob3MML Aogghnam boboomdy.

IMmM 3Mb3Mabnmo 30 Lobodmamm 3MogdhngoLb LEByYnLYdL Fnzyszomom o3 mmbn
003939db7dMNESL HMM-9MNSD — OMFgbs 3MNENBOLILD (Bozena Hrycyna), mm3gmadss
LOBMYMNL byM30mo ASBMNAHOBS H3MONBNELD 2009 Bamb. dob ydomb Ndnb vbbbS, oy
Mohmad byMoo g8mgMo o gb byM30m 3ogdNBMIONBY, BogMad b JOgNds Bgbroxgb
003y300m0o bbgo bombym oghnzmdgdL, MmAmgdomoE Kosa nym mogozqonma. gb oym:
0060b 39303900, 3Mmoydhadol 3mbLbaM3z0Madab 3Mogdhnlod, 3Hmnbomns, Ludmdom
330M3bd0L YZMMNMYdY, JoMazs o o. 8., 9o bohyz0m, ,60830mM0* BMANZmmMMOL
smmmdnbgdo (B. Hrycyna, 30Mon 3mbiodho, 3 nganobo, 2016).

13M000mn 3manngmboymo bodmgme Kosa-d 2011 Bymb onbym. gl bogdnobmdo
0m0Eo30s 3mMI3mMa3q0L o LndmgMob Lomodmgdb MadaMbyomol AoBMYsmndgdNbLY O
ridnyi-b (hngd0030L Ob3960L F0DLOM. MRV, Y39mody 3608305MmMM3000 bV, md Kosa-
L3NL LEYBODY LNBMgMo vMOLEMML nym M303NDSBN, ZobLL3V3]ON NOL3MMAL
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LOBMYMOLY O (39330L 3NOONLLRSD. NgYMNLbAgdMY, MMA3 LNTMgMmy YRMM OO,
0b6(hmMnbEN3MNbYM0 Locydm dodMELNMYONL BuBNmN nym, MmAgmaAnE 3mbHYTgd0L
0mMzgdo, bombosgmn 60309d0lb 3odmo3nbs o6 3dmMBoBNmMgMds 300 VBB YOSAN,
000gJ3gmaonl  godmbamgdn, od0dgdn, Mobyomn o (39330 bomb 1Hbymodo ©o
odamngMgde LOAWYMOL obEOL o LOBMALL. Nad3gmns, MM LndmamMmol dbymn
8oMadm 9bgMgnno ©3bYdEO Bob. gobs dgndmadse Lb3vazoMO®L YmMmanmoym, MmEo
0000900 9b9Mano o doamobbdgze nym Hogdnmo o8 Lomgdm MmMbobdnydYdTn? od
0mbobdngdgdol dodmdmMozgdgmn doamob boggyndzgmo Kosa-b mfgobndsznyamo nbomn
0ym, 00303, H3Monbymo 3mmombonl gbMYMYONL odMENMYdS OBRMM3IS O
HmOHMBbHMAn 038 3Moghngob Hodmyoamndgdob 3gybym bymo.

obg36o

0mz960 13Monbodo LAMmMANL 8x3wYa, MV30L LEZTdME dYBLM3BLL odmbohym
LYM3MD, bombyMm IaHYMOL 330DNOMML, dLOdYMYOL LNTMYMdNL domnb, doon
990mmon700L Y, 3obLLIYNMIOND, BnBOSMLABNL SMBYMNM, MoE M3V, bNI3EOMMNSD
00O 3ooMNAgBOLMVD BnBoMMYdSBN 8337030 ZobLoNMMYdNM dJhyomyMns. ™YI3o,
2009 Baanb, MHmEs 0b gogEbm Joo o dmByMs MMaMME3 ,uOMENAM*, ,ONBROMO30" O
L,MaomyM0*, m3n o 3ndnbomMgmdy (B. Hrycyna, 30Moon 3mbiodho, 3 n3emnbo 2016).
qL Lodn 930YMHO 3oBM33NL Y3MONbYM LNBMYMaddo vMbydHm 9bgmMaNsL, MmIgmos
Aogdmne oMo dbmmme  P3MoNbymM  3mIomyMm  3mmogmboodn o HMMMBAHML
3Mogd(hH0n3od0n, oMmodgo 03 dmdomodgme 63d0d0E, MmAmgdog 14-2013 Bangddn onobdy
3903M0d0a0 o MY30bomMo  Y3Monbymn IgdMmdmmgdob 3gMmmodIdnE. gb oMol
13Mo0bmn 0HbhmdaL bLoyzofyamo o 3nbo dgndamysgo godmbomas; gb oMb b,
oG obY OEbLBL nym Hobdmdnmon FoMm Mybgmnb, 893woa Loddmmo bymnbyRmadol
3096 0o ©330M1 3oNa3MNHJDS Y3Monbol OdMY3ngdNMdNL d9dwIa.

9L ab dogyny, MmM3gmnE o3 dmbbybgdoL gobrogsLb. dabo 9bgMans dmenb
00bbngMyONVH o 3Mmadhnym HMO330L Y bobofMyanal nbHMMNYONESD, MMAMYdOE
08 LOAMHMYOOL MNMNDAL O OAMALBLIHMMASL dYSMNOYOYB. NbNBO ZobLdM3MO370
000 FqbMYMYOLL o by MyomyML, oby baomdgbobydbo o ,oYRMOZL bronsb. gb
969Mane YOMOMME MVBEEOYMIMOMON 30 dMod LNAMHMYONLM30L, vMOdY©, N3MO0bImMN
bombnbgoboo domgdynmn o, mo30L dbMn3, HYodMo3 vMO-13MonbymMbL ©30380MYdL v3
09LOIOLMVD; VbY3], 3830bLONL, Y VbOZM3003s VBgMM-bLogdbymo BoMAmM3ozmmoNb
Byznmds, 2022 Bmob 03mob3n HMMMBHML 3m3ymotyaen CULTURA x3qbhn30mdy,
Mohmd  obbno  BoMdmbobznmn dodagdn o 9bmndNodTn;  vmyamdgms SWU-L
dmOmgMmon, MmMES Fom sbMYmML byxmymo bodmgmo; b 3znbLbbab, oy Mmamm
dmbooo, Mm3 LY3gMIsMIghdo, mEomEg Bmob 0bNWIMYBHHMN  VbomMRDM©LYdN,
MHMAIMaOLOE V3N BgLNYM, 3Mn3nmMYNMYdYM o 3330MdNLL FbmM3Mydedn
SOLMMYHYMOE OMOBONMN, OME YTPYOMM S OME §oTNOMIdYMO 30330M0 O BJ3M
L0Z3NMMO0 O MIMSD, goRgMEBAL O MMIBL AdYRNIMEBIE ML 3Mmannhogsb. gbs
330bLbHOL SWU-L domolb o d1bxdMN30 3Magdhnznl NBomMb, dngdmMdmanmb 3N
000xYYMIBHYMMOSL, YbosE Bbmenme 9o Bodnom.

00M3360 3oMmnbo vddM30d9d
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ANDREA KUZMICH
(CANADA)

SING WITH UKRAINE: POLITICAL KOLIADA
OR GUERRILLA CAROLLING AS A
RESPONSE TO THE WAR IN UKRAINE

Introduction

On the eve of February 23, 2022, Eastern Standard Time, a small group of singers had already
gathered to “Sing with Ukraine.” They represented a community of singers and other arts-oriented
people in Toronto with varying degrees of interest in Eastern European music, who simply got to-
gether to express comradery and concern over the Russian military build-up around Ukraine. It was
serendipitous that they were gathered together to sing at the very moment when the war broke out.

Since then, singing polyphonic Ukrainian folk songs by this community has channeled the
cathartic powers of these songs into education, raising awareness, and fundraising. They started
with singers who were professional musicians and the purpose was to sing in a traditional Ukrainian
style described in Canada as “ridnyj holos” (native voice). Most of the songs come from a complex
polyphonic tradition that is even hard to access in Ukraine and, as I have described in other papers
on the topic, identifies this singing as part of a transnational revival movement with a unique To-
ronto style (Kuzmich 2016).

Political Koliada' and guerrilla caroling were terms used almost immediately by the singers to
identify their initial musical activism, which involved interrupting the scheduled program at differ-
ent Toronto venues to “awaken people from indifference.” Along with caroling were short speeches
highlighting updated information about the war, Russian misinformation campaigns, and the valid-
ity of Ukraine as a unique culture. The audiences were also encouraged to be active, whether that
meant simply staying informed with credible news sources, writing companies and government
agencies to change their relations with Russia, donating to reliable organizations, or other ways.

This paper will document the activities of these singers, reviewing the origins and develop-
ment of their musical practice and identifying how aspects of the Sing with Ukraine (SWU) practice
reflect an organic folk practice. A defining characteristic of the practice is an energy or drive linking
their powerful singing to the intense outreach of their humanitarian efforts. It is curious, however,
that such a powerful organic folk practice can arise in Toronto, so far from the homeland, from a
people and culture clearly repressed for hundreds of years, with a musical form that has historically
been underrepresented. To address this, the paper contextualizes the vastness of the polyphonic
tradition and its historic underrepresentation; then provides some background to the diaspora com-
munity in Toronto and the unique and necessary conditions for the development of SWU.2

! Koliada means Christmas carol. In the Toronto community, it is also referring to the caroling practice and/or the
caroling season, which starts in mid-December and ends in February.

2 Please note that while I will be discussing topics of the ongoing war in Ukraine, I am not a war expert, nor even a
Ukrainian music scholar, and ask that you recognize the preliminary nature of this paper and this subject. It is also
important to note how dehumanizing the subject of war is, and that reference to Russians as aggressors or Ukrainians
as heroes grossly overlooks the complexities of these people and their histories.
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Origins of Sing with Ukraine: The First Month

Three days before the war started, some concerned messages and the desire to meet and sing
were sent on the WhatsApp 2022 Koliada group. Caroling, especially on January 7, was a big event
for the community. Many singers, including those from non-Ukrainian backgrounds, were siphoned
into 2 or 3 caroling groups of 68 singers, each sent to bring blessings and carols to 5—7 houses. The
evening they were always ended as a mass of kolyadnyky (carolers) at the Thnatowycz’s house, a
mansion where musicians and carolers were welcomed to celebrate Christmas. But this hadn’t hap-
pened since January of 2020. Because of the pandemic, there has been no in-person group singing
since March of 2020. And for Koliada 2022, there were only 4 of us to start, and 2 others joined for
the last 2 houses.

On February 23, 4 singers met at an apartment. They were singing songs — Ukrainian and
others — and just chatting when the war broke out. Disbelief and shock followed by one more song:
“Plyve Kacha,” a lament turned anthem for the fallen in the Maidan of 2014. A few texts were
shared with other concerned community members and the singers went home — but the evening
didn’t end. A Messenger group chat started at 1:30 am, expressing a need to do something. By 8 am,
a few more were added to the group and they started organizing a benefit concert; by 12 PM, some
members were featured on Curtain Call, a live Instagram show, talking about the war and offering
ways to support. By 1:20 PM the graphic for SWU was created and shared.

The messenger group chat kept growing with people ready to aid in the defense efforts for
Ukraine. Most worked in music or the arts but not all were singers and a new chat group was formed
just for the singers, which consists of Ukrainians, Ukrainian-Canadians, Poles, Russians, Sephar-
dic-Jewish-Canadians, a Canadian-Italian, and a mixed Western European-Canadian-First Nation.

The primary goal was to network, mobilize, and help defense efforts in Ukraine. It was incred-
ibly humbling to watch this community react and mobilize so quickly to the sudden and unimag-
inable terror of war. They facilitated transportation and lodging for those seeking refuge; advocated
and organized services for unfairly treated visible minorities; compiled reliable media, and donor
agencies, and form letters to government and corporations; compiled lists of supplies needed and
listed drop-off points; and organized a massive musical fundraiser. It was an unbelievable whirl-
wind of chaotic organization, logistics, messaging, Google Docs and Sheets, slack channels, Insta-
gram posts, and stories. Their drive no doubt paralleled the mobilization of Ukrainians to fight in
Ukraine at the same time.?

And in the midst of all this, getting together to sing was cathartic, a solace... but it was also
done for a point. Powerful polyphonic songs were sung for audiences at different venues in Toronto,
interspersed with messages about the validity of Ukrainian culture, the right to live peacefully in a
democratic state; and ways to help the Ukrainian defensive efforts.

Through traditional Ukrainian songs, SWU channeled the profound collective memory of
courage and strength that Ukrainian people have needed in past wars and genocide. The power of
these collective memories came clearly through these songs and affected audiences in just as pro-
found a way. Even when they sang at the popular Drake Hotel or the Supermarket’s Big Fam Jam,
where the hip youth of Toronto gathered, ready to party and celebrate the end of COVID lockdowns

3 It should also be recognized that this drive also existed in all sorts of pockets of Toronto, and elsewhere outside of
Ukraine. One private Toronto-based Facebook group called Second Front was created in response to the war and was
so successful in supporting defense efforts that it incorporated into a non-profit after a few months.
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— those youths all stood quietly and listened. When asked, they all joined in on the drone to accom-
pany the singers. And when the songs were over, they cheered with such enthusiasm and force that
it felt like Ukraine would be able to withstand anything. Many audiences reacted the same way and
there were stories of young people, coming up to singers saying they had no interest in politics and
never wanted to be political, but were thinking differently after our performance.

The Performance Practice

What songs were sung at a performance was rather ad hoc and initially established by the
urgency of the need to perform: by the end of the second day of the war, we had already sung in 5
different venues, sets of 1-5 songs in length. There was no time to rehearse. Lyrics were shared by
taking screenshots at the venue. If you were lucky, you had a moment to review the part outside in
the February cold before taking to the stage. If not, you learned your part on the spot. Most of the
singers were professional strong singers, experienced with the ridnyj style.*

Song lyrics and some audio files or YouTube videos were shared via the group chat in an
attempt to increase the repertoire but a repertoire of 7 songs was rather quickly established, fea-
turing a cross-section of happy, solemn, and epic tunes. We rarely sang them all in a set but it was
important to combine solemn and serious songs with uplifting, happy ones. Within the first month,
we sang in 14 different venues. The first 4-6 weeks represented a truly organic practice: supported
by the voices of their fellow singers, they sang freely, at the moment, with little thought other than
to manifest their desires for peace and survival.

Challenges, Changes, and a Stable State

Challenges set in when more formal and lucrative performance opportunities arose at the
end of April, which meant more fitness and more repertoire. This was particularly demanding for
singers since COVID restrictions were lifting and everyone was getting busier with work.> Coupled
with continued relief efforts for Ukraine meant singers were burning out, and by the end of March,
there was a call for more singers.

While the group had not grown a lot in size, the 1011 singers that performed for these more
important and lengthier shows were not all professionals, and many of those who were professional,
did not have a lot of choral experience, especially the choral experience that requires rehearsing
and performing with mixed levels of skills. Needed rehearsals were not just fraught with scheduling
issues but also with the inability to have strong choral leadership that wouldn’t interfere with the so-
cially inclusive community atmosphere of the group. Some aspects of rehearsing the group seemed
counterintuitive to the group’s formation, which was based on guerilla-styled, ad hoc, impromptu
performances.

Attempts were made to draw in new singers. From May through to August, song workshops
exposed many new singers to Ukrainian polyphony. A little vocal technique was discussed in the
workshops but mostly focused on repertoire with notes to match the energy and style of the lead
singers. Only a few singers were successfully recruited through these workshops, and these new

4 The style uses a loud voice with a bright timbre and involves distinct inflections and phrasing and vocal techniques
like ornaments and slides.

3 All these activities were in addition to their usual “day” jobs, some of whom were educators, marketing profession-
als, music producers, designers, etc.
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singers still needed lots of training — sometimes being challenged with singing in tune, the appro-
priate part, or with the power of the ridnyj style.

By mid-June, the group evolved into a performance group that raises money and awareness for
Ukraine. Guerilla-styled singing was no longer the modus operandi. Performances became a criti-
cally thought out, premeditated, and intentional process. Rehearsals became mandatory to distribute
parts and ensure the power of the song. Like before, the songs are still organized into a narrative to
remind listeners that Ukraine is Europe’s largest country, that every generation of Ukrainians has
gone through war and/or acts of genocide, and that this trauma as well as the desire to be expressive
and happy, sonically shapes the songs sung. While not maintaining the offstage energy and exuber-
ance of the early days, the group’s songs and message are still very powerful and well-received.

Drive Is the Defining Character

Before the stage-performance orientation, SWU seemed to reflect a more organic and authen-
tic urban folk practice that naturally arose and was intricately linked with the incredibly busy ac-
tivities of their defense efforts. While I can point to all sorts of aspects of this earlier SWU practice
—songs sung, the tuning, timbre, and distribution of the voices, the stage presentation, and costumes
— I maintain that the defining characteristic was their energy and drive that:

- motivated the will to perform;

- guided the group’s singing and musical phrasing;

- bonded the group through musical performances; and

- seamlessly integrated the music with the excessive humanitarian work.

As already mentioned, this energy and drive seemed to parallel the drive Ukrainians in Ukraine
had at that moment to fight the war. It also parallels the descriptions of the Maidan’s peaceful pro-
test to the violent dispersal of pro-European 2013/14 — that drove people in Kyiv to so effectively
mobilize and organize themselves into a quasi city, with medical units, guards, builders, cooks,
etc. What remains most striking about SWU is how such a powerful organic folk practice arose in
Toronto, especially given the obscurity of the musical tradition and the muted character of Toronto
Ukrainian culture.

Vastness & Obscurity of Ukrainian Vocal Polyphony

The vastness of this tradition is clearly demonstrated through the Polyphony Project, the larg-
est online archive of traditional Ukrainian songs. Started only in 2014, it now hosts over 2000 songs
from 11 ethnographic regions, with excellent audio and video recording quality, and online multi-
tracked control so you can hear each part separately. The database can be searched by lyrics, genre,
location, ethnographic region, theme subjects, etc. It is also responsible for the popularization of
Ukrainian polyphony throughout Europe, as is evidenced by the sold-out concert halls.

What is really shocking about the vastness and richness of traditional Ukrainian polyphony is
its obscurity. I had no idea of the richness of this music until 2013 when I attended a local folk-arts
community workshop in Toronto — and I am not only of Ukrainian heritage but by that time had
been studying and researching polyphony for 10 years.

The truth is, that vocal polyphony in Ukraine has been systematically undermined. According
to Joseph Jordania, Ukrainian Ethnomusicologists displayed total neglect for their own polyphonic
traditions (2006: 68). The Polyphony Project was not even initiated by Ukrainians but by a Hun-
garian musician/ethnographer, Miklos Both. When Mario Morello and I presented a paper about
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Ukrainian polyphony in Toronto at a Ukrainian conference in 2020, one of the first comments sug-
gested that our performance group’s work was not really adequate unless we included the beautiful
melodic monophonic songs of Western Ukraine. Even today, if you search for “polyphony” or “folk
choir” on Ukrainian media sites, there are very few results.

Of course, all of Ukrainian culture, like many local cultures, was repressed by Russian col-
onization and then Sovietization.® The systematic institutionalization and naturalization of under-
mining Ukrainian vocal polyphony is complex to analyze but some insights may be gained by
considering Lara Pellegrinelli’s ideas of why singers have been omitted from jazz historiography.
In jazz discourse, singers are limited to only a ‘precursor’ of jazz because the voice, associated with
the body, is seen as untrained and emotional, the folk, the vernacular. In gender and cultural studies,
these are typically the qualities associated with the female. This is in contrast with the instrument,
which is associated with the male due to its technical demands, intellect, and skills required for
conquering and mastering it. These features thus legitimize instrumental jazz in a Western cultural
sense [and] further play into all sorts of colonialist tropes told through ‘birthing’ and ‘great man’
‘genius’ histories of jazz, which is part of the process of acquiring the ‘cultural capital’ to turn jazz
into art music (Pellegrinelli 2008: 31-48).

So, Western colonial values around music — which shunned Ukrainian vocal polyphony and
prized the genius character of some instrumental or more developed melodic and lyrical songs
— were so deeply naturalized by Ukrainians to legitimize forms of Ukrainian folk music as “art”
music. Thus, instrumental music and the kobzar tradition (especially with its lyrical use of historical
subjects set to a song accompanied by the sophisticated bandura)” are more highly valued than the
unintelligible vocables and narrow melodies of rural Ukrainian women.

Toronto Diaspora & Ukrainian Culture

The Canadian diaspora is no exception to this devaluing of Ukrainian vocal polyphony. As a
third-generation Canadian-Ukrainian to rural mostly uneducated grandparents, who immigrated in
the late 1920s, the Ukrainian culture I inherited was a very muted expression. The closest I came
to folk was listening to Trio Marenych, which featured beautiful Ukrainian melodies sung by the
perfect academic blend of 2 female voices and a bass, accompanied by guitar. In comparison, my
friends who are third-generation Ukrainians from grandparents who were business professionals or
intellectuals who immigrated in the 1940s and 50s all speak Ukrainian, went to Ukrainian schools
and summer camps, and were part of a highly functioning, insular community of Ukrainians who
were conscientiously institutionalizing the distinctness of their culture (Baczynskyj 2009; Sonevyst-
ky 2019: X—XI). Many more folk elements survived and circulated in this diaspora. Major calendar

6 Many tangible forms of repression impacted the culture and even threatened people’s lives: deportations, intern-
ment camps, full-scale invasions, manmade famines, language policies, physical destructions of books and cultural
artifacts; and in more modern times destruction of digitized cultural archives. See FN 8 for more about the musical
repression in Ukraine.

7 Kobzars were single, often blind roaming minstrels, performing solo, and earning cash in public places. They had
a significant role in disseminating information and recalling local histories. They accompanied themselves on the
bandura, a sophisticated and beautiful plucked instrument that combines elements of a zither and lute. Kobzars were
the subject of the Soviet purges of the 1930s, effectively effacing the tradition and replacing it with the manufactured
Soviet bandura ensembles, which became the accepted musical symbol of Ukraine’s national heritage (Noll 1997:
181-3).
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events, like Koliada, Malanka, Haivky, Ivana Kupalo, and other rituals were celebrated, but arguably,
were still muted. For example, pagan folk elements — like the cross-dressing Melanka stage-show
character for the Ukrainian New Year “super” dance that occurs in banquet halls (Klymasz 1985), or
fortune-telling and eccentric performances of forest nymphs covered in “ooga booga” mud for Ivana
Kupalo (summer solstice festival) at youth camps — survived in a somewhat diluted way, often di-
vorced from any meaning other than being entertaining, performative, and identifying as something
distinctly Ukrainian (O. Kleban, personal communication, 2016; Klymasz 1985).

The Kosa Kolektiv Community

The singers of SWU, who don’t all have Ukrainian heritage, did not come from either of these
diaspora communities. The singers came through a singing practice in Canada that started around
2011, with the development of Kosa Kolektiv (Kosa), a Ukrainian-Canadian initiated, folk-arts-
based multicultural community in Toronto. The four founding members of Kosa are third-gener-
ation immigrants who grew up in this insular community, and the creation of Kosa was in part a
reaction to the insular nature of their diaspora Ukrainians.

The singing practice more specifically can be traced to one of those 4 founding members,
Bozena Hrycyna who brought back this will to sing from her experiences in Ukraine in 2009. She
has trouble explaining why she wanted to sing or share her desire to sing, but doing so went hand
in hand with other folk forms that Kosa was active in (crafting, canning, cooking, egg decorating,
embroidery, etc.) and helped connect her to a revival of “authentic” folk, which at times distanced
her from her Ukrainian-Canadian inheritances that “suddenly [and sometimes painfully] seemed
‘hokey’ or contrived” (B. Hrycyna, personal communication, July 3 2016).

Polyphonic singing, which started in 2011, involved workshops and singing nights in helping
develop repertoire and the ridnyj technique. Most importantly, however, singing for Kosa was never
organized for the stage, like the diaspora choirs and dance groups they grew up with. Singing was
meant to be part of a larger interdisciplinary community experience — where dressing in costumes,
displaying or partaking in crafts, storytelling, games, ritual, and dance enhanced and heightened the
experience and meaning of singing. Unquestionably, this framing of singing infused it with energy.
How could it not when so much energy and coordination had to go into these community events?
The impetus for these events rested on Kosa’s organizational ability, energy, and drive. This energy
and drive, while not something really tangible we can account for and challenging to describe, im-
bued the experience of singing Ukrainian polyphony and was formative in its practice in Toronto.

Conclusion

Bozena qualifies her vaguely expressed a desire to share folk culture after being in Ukraine by
describing the power of the songs — their melodies and particularly their meanings — which in their
reference to war, death, and survival, have remarkable currency today. There was, however, no war
in 2009 when she was first moved by them, at which time she described them as “unapologetic,
‘in your face,’ real” (B. Hrycyna, personal communication, July 3, 2016). Unapologetic, “in your
face,” and real highlights the energy and drive behind the songs. This drive is embedded not just in
Ukrainian vocal polyphony and the practices in Toronto; but also, in the will of the citizens rallying
in the 2013/14 Maidan, and the heroism of the fighters in Ukraine now. This is the drive to love and
express without restraint a distinct Ukrainian identity; something that was repressed for too long
under Russian and Soviet rule and has clearly thrived since Ukrainian independence.
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This drive has become a thread that weaves throughout this paper. The drive comes from the
memory and stories of collective trauma and joy, which shape the songs lyrically and sonically —
they drive their performance and make them so real and palpable... so “in your face.” This drive
is not just inherent in the songs, but also inherited from them, which makes it transferable and
explains how so many non-Ukrainians connect deeply with the music; and explains how an elderly
Anglo-Saxon couple at Toronto’s high-profile CULTURA Festival in July of 2022 lifted their imag-
inary shot glasses and toasted back with verve as the singers of SWU ended their drinking song; and
explains how it made those indifferent 20-something kids at the Supermarket — who in their fortu-
nate privileged and peaceful young lives have absolutely no first or even second-hand connection to
death and war — stop and think profoundly about the politics of war. It explains the power and nat-
ural practice of SWU, and their ability to stop people from being indifferent, even if just a moment.
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3vmNMm aMmacrMm
(3060P0)

»3000MO 3M3M6IdM, 30MbM30) 3MILBN6MO)...A 3MI3ILb3NI60 LNILIMY,
mM3MMG 360NLOMB3IMN AMEMPIdY, MINL 3IGNMLAL NOJINIMN
60600L3°I3MdNL AMIMIMdNL LNFLIMIBNL 3V3INNADBI

1960-006 Bangddn, ohomoymo bombymo dnbogab semmdnbydol oMmoeb, dnb
0000Mo ©30009309Mn 0bEHMaLO bIoMo RMZYLOMEIOM©S NHOMNNL badMmbabhm,
B0bo0mdgamonbs o 3oMbhndobym LNdMyMaddY. o3 NbHMYLOL godm, M3al ;Mydgddo
dnnbomhnbo  n3oMmohabmdo, HMonEnymo dybogolb 3mAgmEoynm, agdbdmbnmydym
0mMMBY0b g00Mnd0m (MMEMMNESY, 3og.: Bga3mmymo bndmamMmydn). s3ol JndYdN nym
ab, Mm3 ohomoymo Boboomdwgamonb LndmgMmyddn BgboMABadHMN nym abhmmoym
30380600 0bHLOMBSM O VOHNARANLEHNM oBBYMOSLMVL (Fanelli, 2015). SmmnRMbNYMN
LO3ME9, MM3gmMNE 0o30L0 ©1x6ONc BMO3MbINVDBNY, BLEBMLMAOL 3MmaJhnYMMOL,
O3 30M3o 9LV BNBOMB]aMdNL dmdMomdal 3ofhndobym dg3MaoadL.

00doboody, 30MmMog0dd, MMIMYOTSE dodmMmnb3ns dMImomMmadol ab dg3Madgon
ohomnodo dogamn 99-20 LoYINonL 3ob3OZMMBOSTN O gobLLINNMYON Mol MM,
30d3bs bozmzy, MmMIAgmMoE dobobObNyMYdY d3MmmnmmMboyMn LodmyMno godmEydym,
003mMYdOYM, 3NmadhHnym ondmmANMYdMMASL.

3Mmbabhob gL Lymobizgmgdo, Tgbodmmo, aymb ob bymogho  moohdmbhozn,
MHTgmnE  0gMoNobgdL  3MbiMadamn bmgoomymn 130l bombomo  dMdmmobs o
Hhob330Dy omdbaydym Ma3gMmbnomgdl. dogomnmo, dmbbybydsdn H390 36s0bo3m,
oy Mmgmt  Jgadmgde  Jommas  Mg3gfpnomob  LOBMYMYLTs  godmbohmb  Toon
300LMYMNdmMadaL LBEMO®3e 0393000LHYMO  M30MEEAMM3IZN3NLAZNL  dMIMMNLL3YO.
Bo3MmM3d0 3MBIMYNHIMO gobbomnmns ab, 01 MmamMmM Yomnodgdms Jb bymMNbiznYOS
m3nb d98cam3 nhomnodn, (o330 g3odmb3gnamo SBHNLOMBMN oBBYMAND.

BodMmmAdn 303303, O MmamM gobo nhomoymo 3mmonmboymo  bLodmymo
Johomodohmmn  vbhobomdomn  LYbHNAYBHYdOL  vMOToHgMooyMo  8oMydmb
dqboddbgmoc.  oMynmo  ohomoymn  J;BbmIRLoZMMaNnL  dmmnddnmdo
mM0gbHOEN3  goodmngme  Hfmoozoymo  Jbolnl  3omAHodobymo  bymnbzzgmgdo
ohomoodn gmmzmmmol ommmdobgdnb 893ga. ©3ob 39300Mad Hgdn Logymomn
00°6M3MBNYmM0 33mY3nL BoMamyddn Jgbbogmom oMo 3Mmb3MIBm 393mbagaeb,
LOVE VVDIMNDYOYMN Bog3Lb LodbMgo ohomosdn bomabhmb Magnmbol LodmymMaodn
o 0b, 00 Mo FnFoMNYMYdSL odang396 gL LNAMaMON 3oMEHNDOOHM LMNLIZINYOLL.

Sboamo ngomaymo Lodmgmgdal 3Mgdnm, dgmo-Hom ole mondine-b 3q3nbabEHYM-
LmEosmMNbHYMO b

B0boomBogamonl  bymnbiznmgdy,  Mm3gmng  3obbobogMadMNs  ohomnym
3omHnBOBYmM s budMmAgLbhm LndmaMaddn, oym nhomnm boanbymo AnbNNL HMmazMN
030(hoMn 39-20 LOY3NoNL ML Fndama 3oMnmdn. ohomNYmM HMSNENYMN 3bognb
FobMYmMgdedy  MMNYbHOMYdYMN  9JMM-9MON0  Y39gmody dMIYMO o 303NN
F9Logomymo 5399030 oym Il Nuovo Canzoniere Italiano (,obomo aghomoymo Lobodmyihm®),
0HOMNYMN 9bM3TYLNZMINMz00L 30MbgMadaL, MMdYMBHM mManEnbo o FOB0 dMdOML
oo Bomobdn ox3ndbgdmn gobmaYLOZMMMENYMN MMNYBHOENNL 3dmby dMmgdho
(093060, 1997; Lognbo, 2019). MV3V30M3MV, 3MMaJhHn BoMIMOaIBLY 39Mnmeym
F9Mbomb, LogyMoMmo bombymo LobNdMgMm HMSNENNM ONBHMYLYOYN, 3DoMEN
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0hOmMOYM  oHMMONLOMZNL. YIRS, YOS vNbNIbML, M3 dmMdomMbL  3Jmboo
danngfo 303800500 0homnol bmMEnomabhnm 3oMHNSLMLD; nym Mo 3o3mM3EadmMmdNL
©0MgdhmMn, 0993000 o0 3gfMnmyan 3odm39850L. dbY39, 0ym o8 3oMmnHnol Lo N
Boamn o oJhnymn obhnxedobhn (09M3sbn, 1997). LBEMMYL o0 FodM3EydMMOS3
©000ds dmbnddYMN JHMbomn, M3 30xNMYOL dMmmnhndntM gomgdmdy, MmAgmadns
qL FLbogo 3MEIMEYOMS. ¥F33MO, dMDOML 3MmMNAHNYMN MMNYBHOENS o 3nb BngM
0homnymn gobmanbogmmmanol Aedmyomndgds 3F0mMmME 30330MYdMMS NhHMmOYM
HMONENYdLY O JYMMIMMML, ML godmE 333mY3MadoLy o JgdbMymMadmMadNL
LOTYEbNgMM  BHMILOL  Logobo gobwo. dgbododnbo, H390 MZomb 300053000
0homnymn gobmayLbngmmmannb my3ebrgm dmanohninm 3993300MaMOsL'.

Jnfmboands Nuovo Canzoniere obodvdn 30bEs nhomoymn FPLOZND FOMHOEJONM
o dabo  3gEbogfymo  JgbBozmob  3byM3gm  ohomogm  JGBMIYLOZMMMRIMO
LOBMFOEMYOOL, MMBYMbLOE, JNMOMOLO, NEHOMNYMN bombymo bodmgmob bmEoomym-
3manhngnmo boboomn onbiHMgbyds. ©d0b INmM3nboEns gobo LdxALMYMydM
39930, MmIgm3oE Mgohmomym b3gdhodman 3mmnhndydNMN ohomnymo bombymo
LOBMYMS godmnygbo, MMaMME MYdohymn 39MbmMbs0 — M3nL Jndamadn nhomnnly
00o30Mn gdnfmn — My3mayEnnb, 3omMAHdOLYMO o bmEnomymn Boboomdwgamonb
00030M0 3NgnMo (09M3ob0, 1997; )3obymn, 2015).

qb,  VBHNLOMISMO  @VBBymMoNl  dgmby, EBmdNnmn 30360, Nuovo Canzoniere-b
M939MOHYOMNEod oMnb My3mmyEYMo LMOLIZNNYONL godmdbohagmon ,Bella, Ciao!”
(,amo30DM, Bob30300b!Y), mBgmng goboos Nuovo Canzoniere-b bmEnomyM-3meohnlymn
boggydzaamo.

MmO 3o03oz3anmdodn bodmymMOL 3M3Ymommdo nhHomNb AoMamMadL ZobELY
800000530 0030LYRMIONL VBHNRVTLEHYM 3030sw0:

Stamattina, mi son alzato — bella ciao! E I'ho trovato I'invasor
O partigiano, portami via — bella ciao! Che mi sento di morir
E se muoio da partigiano, bella ciao! Tu mi devi seppellir
E seppellire lassu in montagna — bella ciao! Sotto I'ombra di un bel fior
Tutte le genti che passeranno o — bella ciao! Mi diranno “che bel fior!”
Questo ¢’ il fiore del partigiano — bella ciao! Ch’e’ morto per la liberta’.?

01939, Y39mod of 0L, Mmad ,Bella Ciao“-b, Mmgmm3 608300 9bHNRE3nbHYMN
30360b dgbobgd, 3bMdYdN domnob 3BnMmno. bnbodwznmgdn, 03 Lodmymed LBdmmYMN
oh3nmmazo oL 3908 dgndobo, Mo3 I Nuovo Canzoniere ltaliano-0 0dwmpMo
039LAHN30MdDY Dei Due Mondi® (,mtMo bLodyommeob®), 1964 Bymb (Bobba, 2021). bodmgmob
qb 3bmdomn 3oMHndbymn 39MbNY, BoghmdMnzo, 8xnddbo, Mmamma le mondine-b
3mmogmboymo  My3gMbhgomob gmo-gfo  bombym  LNBMYMODY*  ORNIBYdYMO,
3Mmm0hngnMo 3gMmammdomgdgmn 3oMmnobdhn. mondina-b (le mondine — dMogmmdocmn

! 3939MNMNS, NHSMNNL JMM-3M0 FNZMO BMENIMMMMYMO IYMOIMI0 0BLHODYHO, L Estituto Ermnesg
to de Martino, Hm3gmnE ©o0a3dbs 5960 0mMbOMI BEMMYBENTN, MYdgy 3603309MM306 YMomgdol
1003mOL BBOOMAY3MONL, MMMYHMNBANLY Y VBHNT3T0BANL MYTgdL bombym Iybogado.

2 00M3B30b0: Mgl OMNm ©3JJ0 O dMAMZNNBY EA3YMMdMN, M, 3oMHNBSBM, Bodnyz06] 0ggwb,
330dbmo, MHm3 33300900 0 1Y 3oMHNBOBV IM3330d0, 39D PO EITOMbM O dToLBBMM ng Bxngddo,
mo30D0 yzoznmnb Afnmdg3qd, yzgmo 0odnsbn, 3063 8on3mab, nhyzob: ,mMo modedo yzozomonos!®

8 000Madbgde MmammE ,mMo Lodyommb® gbHhnzomo. b oMb dPbgab, 39330L, bgmmzbadaby o
993609M9d0L 36MONMN LNB3MDNYTN, MMIJMNE EMIFY (HOMLIOS L3Mmanghm3o.

4 le mondine-b mMngnbomymn bndmgmy LubgmBmgdnm ,Alla mattina appena alzata“.
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M0Eb30) YBMgd9b Athommao nhomnodn, 3gMdme, dnboMg 3mb bgmdodn, dMnbznL
3oMa3mody dmM3n3o3g Jomb. o8 Jomnddo, MMAMIdNE $31RYMO FN3omdbd mns 30L
9399, MMM g3ob3o3tmmdsdn 8979369 3mmmoamboymo Lndmgmal Logcemn HMSNEN.
000LMOD 3MmmnMBoyMn LNAMgMOL gofMgdm gobo domn, Mmammz Jommo-mondina-b,
bogmom gMdbmdgONLY o NLEHMMNYONL odmdbogzgamn (Savini, 2019).

Le mondine-b My3ompnomo boboocgds 3MmMAHgbhnLe o Bnboomdgamdnl
LYMOL339MYONM, MMBgNE dbobo3Lb 03 Moym MmM3n LLEJ3dYMN, OhHOMNHIN
93mmAgmo Jomgdnb YMmNMNoIMINYdYMIdSL. Jb HMNNYMNEETMINLYOYMYdS
dgndangdo  dgo30bogl, MmamME  oHomoYmMmMOnL,  Jomymmoobo o  3mmohnlymo
093mMANMaOMMONL  dgbzgtnl  Byfmdomon, MHm3gmog Jobob nnmbnbiModoym
LO3MEL, LOOENMNNYMNNZOSBE 33707130 3MbENBYMBSZoTMBLNNYdST, 3603305MM300
Mmoo dgobfmymo 3mmogmboymo LodmgMydal bobnomnb mmM3nmgdodn. bodmgMadol
9L 339900nbEHYMN, LMENSMYM-3MOBHNIYMHO boboomn, vMnddgds, MHmammE 3oMdoMYM,
0bg Fbogoamy comMbydy.

30600mbOL M30mbOdMNLOM, le mondine-b bodmgMadaL HdLbHgdn gNMBMABMBL
obLbO3L 37-20 LOYINONL nhomoyMo LodMEELMYdOL 3MMNHNZNM o MI3MMNEONM
boboomb. 038 Joamgdb 3gmbom goblbolyomgdnm adJobizgmn Lodydom 3nMmd]do.
0000 LNAMAMYLN  3oBMboMHO3S  IMMHLAOL  dMObOMObsEM  AM3YyMmdodY risaia-b
Lo3mMEadn, Moy bdnMmo, 0bHMMLIgIHMPMO© N3O3d0MEIOM©S  Tomn, MMaMME
Jomgoob  Aogmdomgmool  odhomoym  bodmagomgdodn. dhogamam bodmMaomMYdS3n
3bmamgdnm godmB3nnmads 00900803MYN003, MmAgmog Jomagol dgmgbomnbbmzsb
dmgdomogdgadoe 3n0hbg3wo, 03 39Momenl  MHy3MmYE0YM, BoMNM  8BHOROTNLHYM
Amdmomoobmob gmmo, dggdbo omododhymoomymo 3gMmo, Mmdgmdng le mondine-b
3mmoRmboymdo  LNBMMOT, 0398EMYJOS MLBHOHYMO®L Hoodbmas  3q3nbobHYM-
LMEEOMOLAHYMO SMMOHNIYMN VFBYIdNL Jumaznendo.

Noi vogliamo I'eguaglianza, siam chiamate malfattori
E noi siam lavoratori, che padroni non vogliam
E noi donne sventoliamo le bandiere insanguinate
E faremo le barricate per la vera liberta
Ancor benché siamo donne, noi paura non abbiamo
Per I'amor de’ nostre figlie, noi in lega ci mettiamo
E giu la schiavitu, vogliam la libertal
Siam lavoratori, vogliam la libertal®
3Mm0h03nM-R3a30b0bhMmo  0dMOL  v3a3oMn  EYIMBLEHMOMYds  LNTMYMIONL
FLoZomyM bobnomDYE vnboby. dogomomew, le mondine-b b3nb HoddML, bLondomangbo
o Mygobnmb, dhmdohgzen LEdYdomb ™obdbmyd, dyom 3oMOMDBNYOdMOL o,
83000034o30Mm  AbogomyMm  3obdmBnmgdodn, LooE o8 Jomgdab EbmamMgdnbyymo
LoMNYMYH00, DLHMMOYON O 3MMNHNINMN LYBHNTBHION Zodmbohanns Focn bdgdnb
babnomnom, MmAmydnE 3oM3mMbnmo Jmgmb 3mbiMghnmn BobMymadnb 3mbhadbhdo.
ohomoymo bombyma gnanhnmnab 0396mdnbo, MmBgmoE Mo30LYRMYOSL odmy3L
Jomaoob  3o3005M0YMMOnby S 30momdOLOL  gndbogMmym  godmbohnmgosb,

5 Afhonmmyo nhomnedn, 3mb Mxanmbobm3znL Hndymn dMNbENL yobgdn

6 00M33s00: ,AZz90 33LML MVBLBMMMBY, dMMMAHIMIFIOL 3300MEYdI0, AZ90 30 BIMM3BaNgdON
300, MHMIJMMOE o POOm PRMMLYON. H3I6 Jomgdn oMo, MMIMYdnE LoLbmMNSL MMIgdL
3003M00MYOM. H336 d330MNO30 dOMNIOIOL LNTdMMNMNL BMLO3MZYOMO. FnYbaEd35 NTnbY, MMI
Jomgdn 300, oMoxMNL 33030600, Azgbn Jomndgznmgdal godm, mngsedn dggomo. dofmb dmbmdo, Hggb
0030LYBMYdS 33LYML! A6 FAMMIYMYdN Z9MO S MBZNLYTBMYdS 33LYML!
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ofh 3g8moggofgmgde dbmmme le mondine-b LogzMENo. FogomomoE, o3 LbEHohnodn
0mg300069000 H3z90 3030000mMNBYdM LEMaBHML 3MANNAMBNNL Fogomamb. Lomgbhmb
M9anmbn obyzg oMol bombyma ggbafymo HmonEnob Loddmdmm (Daboo, 2010; De
Martino, 2013). doMmomomng, 03007 Abgammdy BOAMMANL Yofmamadlb LEwgdy, dogMmod
00bob0dbo300, MM 0353060LHYMN NZNNZOAMboh30L BMMBg0N, dgndmgds, 3933b3waL
Bombymab bbao nhomnyM MmNty boamME)xd3NE.

0bhaMbYJB3NYMMONEOL  BoMm3mdmdnmn  3Mmhabhob o0 bymobiznmgdnbmznl
90dofmonyamgonl 3nEgdnm, Nuovo Canzoniere-d bgmo dgybym le mondine-b bymogm
8063000M70sL, goodmngmo Mo omn My3gMdnofo sbomn budgabmymydanm 3mbhaJLHN.
00 LmEosMYM-3ManohNtm HoMhMad3n, BNbsomBgamMonl LNdmgMadoL bozgmm gobo
ohomoymo  bombymn  LEBMMOL  FoOEANL gMmo-9Mco  Yzgmody 96nd305mMM30060
LOTPomMade O V3LMBBOZY,  HOMNYMO  3MEORMBNAL  ,,3MMRgLOMBOMYMN*
9obm3ybngmmmanyio dobfmnmadal Yznmody ocomManmo g3edmaamnbyds.

,Bella Ciao“-b, mMmgmmz le mondine-b LNAWaMAL  3oMHNDObHMO  FoMNSBHNL
3abMymydno, Nuovo Canzoniere-3 bmEnomymo nbidanydaymo bodmgmal d5339MdN,
BomAmohnbo le mondine-b LndmoMYdNL BNBOdMBaMANL LMNL3IZINYdS, MMBgmE
obY3]  8udMbo®oze IMMmHabHL m3AnL Bnboomdgy (Savini, 2019). Le mondine-b
LOBMYMOD, oIJHMOMN30, 973060 PMNVBLAMYONL OHAMLAGMM JomgdLS O SMmmnhNINM
LHMYIHYMOL dmMmob 99-20 bLoY3nbdn, Mo 030b  VBHNLOMAMO  VBMM3DYdSL
330003000. ©3330Mo00, IM3MYMOMMS 33793900L dMvzombdnabn bndmgMmalb 3mmadhoymo
oJdho, MmagmmE bmEosmymo oxobygdnL gedmamnbgds, dMbnbymMn 3MbhadLHNSL
80000000MEo YIBMM oMom, 3mmobhninm-ybogomym goMmgdmadn, LoLE BMV30MN
3MmHogmbobhn obhnbomdsmn gobBymds aym.

»MME3d 330MY6Y00, yzozomb dmga@o6”:

bomgbHmb Mgzombab gbmagmoxznymo 60330b 33ma3o

Bodmmadn  aobaznbnamg  ohomoynm  gmBbmInbogmanmanadn  dBHNLOMBSMN
8006ymonb ohdmMbagmm, dofMnmMooE, BNBLdMAaaMONL LNBMYMadAL B3MMAnMydL
030mbodMOLbNm, M)dEo, 3608309mMM30000 03 gobBymMANL goobomndYds nEHOmMNYMN
3nanhnmob bbzs 3mmngmboym bozmME0d0E. vdnHMa, BbYML, b 3MBEINENS Bg3059MM
AaAL Lognomot JMBMaMONNNIM 3oBMEEOMIOILMSD LoagbhMbL Myanmbdn.

Lomabhm — oMob vEgNMMOMN3N LobgMBME]dY LomYbHhNL BobgzeMINBINMALY.
LYY ohOmMNNL ,HAgJAnL* Jybano, MM3gamoE godmomhgze goblognommadymn Mgzombymn
39MHHO0;, 0030L0 H§onm, LEdBIMIHIMN, ALHMMONMS Y SOM-BhLadom. bomgbhmb
M030mb30 3OO dJHN3MOS SOMMINBELO dMMM VMBMIYMYdNL gobdogzmmosdn
(Tomatis, 2020), o3, doMNMOEOE, adobodnmmdy  Lomabhmgdnb gobobmydyndo
0b(hMgbds 39330 pizzica-be o 83YMBOMMONL MadomMab Fndomo’. v30b godmoEmEbmo
bombymn ommmMdnbydnlb dmdfomds, MMAmab mMMLOE LOMIBHIMYd3S ZooEMEbML
00308yndnmn ognmmdMN3n HfMmownEngdn (Morello, 2018; Santoro, 2019; Daboo, 2010).
LOMHBHML 3MmannMbNym3s LNBMaMEd, dnybgrvze 3nbo 39MoAyYMOINN dEZNMNLY,
obY3 83ObNEOS dOMMJINDYOS o LMYMNdS dboam LodgdbMYgdNm 3MBHaJLHNON.
FobMmgdnb gb vbomn gomgdm dmasaf 36033069mm30o0 30bLL3V3WNOS HMVOENYMN
80My3mbRLD, MMTg3nE Bofmbyandn LY HOM©S LBMyBHYMO 3MaNNRMbNYMN IPbogo
— 039bmdg00n, MmMAJMNE 33mos3 3bndmosL o LAHNTML dodmy3L, gozogmdgmnm Hydo

7 Pizzica - bombymo (39339, MMBIMNE 0830330MYdYMNS JJLHODALY O HMBLOL Lodysmydno gobznm-
6900b MOGHYOMMD.
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J0bMamMoxnymo 3ndomos bomybHmdn.8

d0ybgoozoe 0dnbo, Mm3 Lomabhmb Myanmb3n 3MmMORIMBONL gobobangdymn
3qbMymadal  3Mogdhnidnb Bmgon xgbm306n oo mgdss o o3 dmbbgbydab
030Mamaob bznmMEYdY, AbEIMMOS NHOMNYM SMNNABMBNODY 08 BMbLYBIdNL Mgdonhnznb
gthomdn, dondyagdl o3xndmog LNdmoMgddy, Bom AbHMMNYOLY O SMMNRIMBNYMN
3qbMymadnl 890mb3)390dg Logzgany Fndomdol Mmb. 3gMmdmo, dobbybrnds ML
00bobzgmn Modgb0dg LNdMgMo SBAHNLOMSMN MYAoHNINM; 39 B VM 3030330MJON
Nuovo Canzoniere-b M39MHnoMmod, LOBOT OBIMOMYdNM oM goz300bomMNdy vd
0995030l 60dndgdo Bomdmmanbomo 3mbbybydnbm30L. doybgwozs ndobo, MHmd
LOmMYBAHMBN gb MHTs M dMNL NLY 8 3oTROME Zo3MbOHNINO S BOMIMEEExbNMN, MMmaMME3
le mondine-b Mg3gMbhynomdn, Jgbodmadgmons, BonbE 3n3033NMo 3MINNMHNZNM NHTYdOLY
o 0bHNLOM3oM gobBymdgoL LumgbHML Bofmohnym LOBMYMYOdo, LooE dbobymns
3abo BomMbymab v3d9d0 (Muci, 2018).

03 0bomMNBOLNZNL domnob 3603369mMM3060 NLINMLO oMb gbs. o8 LoggMmadn
09130m0Onbob, 39M 30370000 3obLH303700L LBMYBHNM O nEHdMNYM LNdmyMgdL AmMmAab,
M00gob LumgbhMomgdo dofMnMoo MMYBM3560 bombno o vMobmMmML dM3L3MNS
odMo, MmM3  mnbazobenMo  odmbmdns  HMonEnol  3omamaddo,  Bgbodmmo
800m3mnbogL 3xbngomnm bydnsmgdnhgdda.

LONBHYMGLMY, M3 LomgbhmM LEFTMOMMS dMVBIMAHM LOMABHNMN 3MINBRMBNNLY,
ofMmodge  nbgomn  AMzombdnobn  LNBMMIONLLE, MMIMYdNE oF  MYZNMBMSIMMNLN
8000000030mM50900bo S 30gMOENYONL dxgae dMb3wbAL o bdm3ob700L, RodhymMab,
3m3omymo LHNMOLY Y JoMAMBNNL ,LoNHBHNBNMYOS* oBNESYLS. V3L VLHYMYOL
$93mbbnbgdnmon,  mobaznbhntMo  ogdmbmdns  Lomgbhmb  dmanoymbnodn, Lo
980mMMdMNZ0 BoMIMAMONL LNBMYMOO LB HYM NBMYIHDY bYINYdY, Badmbymgdn
30 — bobooompym ahomoymdg. LomabhmML dmbobmamdal MmMaBbM3670s  VLbOZL
9MM3bmMN INMEHNMNLY O NEYOHMINL d0BIMYIMMALL. v3330Ms, NbNbn NBeMAYDBYdHD
9mMm3bm  0gbHMOSL  INMHNMOLOVD GV, VAL, MMN39L oJ3L 0EHBHMONL
LOZNMBMN FoM3gMdn (00 Bdmbzn3030, b FofMzgMmgdn MNBE3NLHYMNS — HMOLOENYM
LNBMaMEdo LoagBHYMN JBo LoYBEHNMMONL JoMgMO 3393MNBJOS, NHOMNYMN JBs 30
= 0(homnnmmMONLY). dommamns, gb bognmbo dmdszom 33ma30L bodnmmgdb, doghmod hgdo
9bmagmox3nymn BadMmMAnL 3nbgoznm, dgndangds nmg3ob, Mm3 LndmgMydn, MMIMIdOS
LOMYBAHML BBMOMBNTEYM NYB7OL VbOLY3L, bdnMo LHobsMbM nhHomoymM Hoody
obyMNaNN, MoE 3o vMALOMABHYNM BoMBMIOZMMAOL (3boYMARL.

obHMMoYmo 30gMoENnby o BOMIMISIMMONL gb MYBHMML3gIHHMO SBOMNdO,
ommbmYM gobdM3nangdob dmombmal: godmenb, MM sbhnbomdomn gobBymonl
oMbadMdY  LomMabHML  Ma3gMBHYoMdn, Vv33oMoE MINMYRYIMIBEOYMNY, 30600080
0MLOMYBHHMN BOMAMNIMONL LoMYBEHHMN SMNRMBNYMHN LFMMYSNL BMLYOMOS, FoNn
obhmMoymo Magombmodmmnbo dngMoEnnl dnwagns, Mg gobodnmmds dmbobmymonly
30000bOMASMBS FoVEENMIOSA S M3NL dndaMmAds 93MBbM3NIYMAS 3MMORLAY.

3Mb3Myhnmo, dsbbybrnds ghmon bndmgmo' , MmMBgmE sMmogmmbgan dmAnb3Igbno

8 00009 3BMM yHomyMo 2018, 2018 o 2020 Brmyddn o8 bNA3MDNYIDY BoMIMaxdn BodMmM370dn
30LoYdMY.

990 3odhymob ogab dncomMgzomgos Bbaegbn dMdMemdNLIY6 bdgdol odmy3nwIdIMN MMBSBBHOENIN
9303M0 3oMmomgmymn dmdmomdnb bobnbosmdgame (Morello, 2018).

! »Quando ritorno, ti porto un fiore” (,MHMEY OZOMYBYON, Y3030b BmMaNHOB*). Fg3MIdNMNS v3HMMNL
909 Bofmomdn, 2016 Bl Bmgddgmao.
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LOdMOMYdMNZ T93MxdYdBdY Lomaamdammb bobom. Lonbhafmgbmo, Mmd dgdamadn
33M1930 3boyma3Ly 93 LodmamMnb 3n3NN3050YMMASL LamMgBbHML SMMMNTBMBNSLMSL. Foby
oMbombhnmn BoMIMId3MMAS ©J3L, M7YBES BJHMS S 3MannaMBoyMo LHMYIHHMO
L,LOMYBMHNBOMYONMNS” S LMYMEJOS LEHVbLOMAHYM, nHomMNYm 96Dy (Bngoodng,
LomaBHYMO Lohyzgd0m). 98 LodmgmMb, Agd dogf dmdngdymn 30MNBBHYONL Lohy3zgdLY
0 39mmeEEnol, 300390369050 3mb MygnmbLb — le mondine-b BHMonEN0l LoBIMdMMU:
Quando ritorno, ti porto un fiore, viva I'amore, ci la sape fa
Quando ritorno dall’Albania, o beddha mia, ti sposero
Quando ritorno, ti trovero zitella, baciami mia bella, ti sposero
Quando ritorno, ti troverd sposata, prendo la spada e mi ammazzo il cuor
E tu, non piangere, amorosa mia, se vado via — ritornero™

yz39modg  LLNbHYMALM  ©3  LNOMYMOLMVD  o3o380Mado oMb  ob, Mm3
Lomgamdymmb  3mbhadbdhdn ™AL ™gds, dobo  abHmmogooMo o  LoYFYHYON,
LOYMEOE  Tgmigbomobbmazobn oym. 0d MML of gdodoEdmdngyMgdns, MM3 oM
0030L0  oMALOMABHMN  BoM3MAMONLY, gL LndmgMe  Afhommgm  adhomonb
LNBMoMYOAL  L3gEnomMYMn  Mg3oMEpnomMob Bobomn aym, 8obanmzbomn  bodbgymm
LOBLObYMTn  godmdobadymn  FOMNLIOEONLMZNL, MMAMYdNE Fom  dbaNMOMYOND
800mbo3A30MOYOMOE dLMYMYODBD. Bn1byoz00 N30LY, MM ROMMM J9OMIONMN
0BOmMNBOL  Aobogomgdmo ya3mm mmdo 3mMmbos bodnm, od)ENM00m dx3ndmno
300730, MM o8 3MB3MaMnm LNBMaMOTn Bx0oMAYDBYOYMNS BBAHOLEMISMN FobBYMdY,
JnMmBydymn 03900000, 0793MMmMLL o MMISDHNZOLEVD. o3 3MmdohnyMo ohMNdYHONL
Byommonm, MmMImyonE bdntMow sbsbnomgdos baangbhmb LedmamMadol dnboombL (Mudi,
2008), ombnddymon 6n03ndn 3ma30069000 gofMmongddbs LHMaBHML LodMESLMOMNZ0
303M00900L vb3bangd, §MNOBMANLY o LNboMYmML godmdbshzgm LomaaMmdgmm-
LNBMgMoco.

dgndmado oMmgndgbhadnl dm@obs 0dnb obodhinEgdmow, Mmd od Lndmomob
oMbadMOd  M300MY3MY0ENYMN )YbmMB700ns, Mmdgmdna dmamol oJhn dommamog
00bEHNMIOL  B39300gmn  FoMNLIOEIONL  LndmaMmgdnm  89Jddom,  LobymM3gmn
0mdo3mnb MBAYBOL, MMIGMOE 0B VOHNLOMBSMO gobBymdNLb o M1doE gb
LOBMYMYON M3y dMohobY.

bomgbHML Magnmb3n LNBMaMOL VMLYOMOS dMAL MgzomMbob bombgdb dmmMab
0bhMIIMOIMIMO  3oE3mnb dgnan m3ob 3g0amd ohomnodn Jos FngMoEnnl
39000938 o 03037 ©MmL, LNBMYMO MO30LEVZOE 3obybmol Bombymeb o3 Lomdom
39M0mob on3mMHNMadMMONmMS o M3Hndnd3nm. doMmonmog, bmEnomymn gomMmgdm,
Hmdgmdog 3 dm30Lb3nby gb LNBMYMS MV3 vMNL 3gHv-300ndbgds Fob NbHMMNODY
— m3nb 893gm3dn 33300MANL vMbLOVONTBO3 PMYLLLBOYMDY dbMMAMYdMOD HMmmo.

oobg3360

bHOHN3n gob3nbnamg e N3nL Bqbbd, MMB SBEHOLEMISMBS 3oBBYMOSA IMBbENDY
B0boomdnamonbe o 3Mmbabhnb bozmEalb  3mmadhonmo J9ddbs, 3mamnsmbnymn
LEBMoMOL  Bgd39MdOm.  BMO30MbANSbMBY, MMamME AMozomn  bdab  gfMmomdNN3N
FJ9Moemoy, dgndmgds  8odmygdbgdnam ngdoob, mMmamMEy 9Mmnobmonl  godmbohanb

! 00M330b0: MMEO o30MYBLION, Y3z030mb IMgohob, gondomsmb Loyzomymb, 306 nEaL, MHmamM

dmgobgmbm gb? MHMES SMAIBINNLD BZOMYBYON, Hgdm dTz0bngMm, 350Dy o3IMMBNBELYON. MME3S
©030MYDBJ00 s 76 3oymbmzgseMm Jomndznmo edbzwgdn, m, Boidm3g, Rodm 3dzgbngMmm, 3 3abdy
©033MmMBNBYdN. MMES ©O30MYBLYON o 376 dombmzgnmn odbawydN, ©30MYd Fob3nmb o gymdo
Ao30(393. oM nhnmm, Ao bLoyzoMmgmm, 0y Bogom, o3dMYBION 300!
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dmngfmn 0bbHMY3abHO, LBMMY Fobn JMmagIHoYMMONL odm. gb 3MBEINRBNY, 30M3zgm
0330, ohomoym obhmmMoygm 3mbhadbhdo 0gbo dgbBozmomon, agomanb bombymo
20mMdnbydol 339L3700L 3edM33MY300 OBYNdYMN, NEHOMNYMo bombymo Lndmymab
m3nb  8980aMm3n  3MNHNDOENN  EIBMO3MYdYMN, MoE 8odmnbzns Il Nuovo Can-
zoniere ltaliano-b 877J3603 o ol Fogm MmO Ma39Mbhnool dgbBozmod o
3MdbhoEnod (Bermani 1997; Fanelli, 2015). 3oMmdmo, o3 9396m3900L o30hoMmn goboo
LNBmgMmo ,Bella Ciaol“, MM3gmMOE MO390 0ym oMHdObHmMN 39Mbne Lodmgmoby le
mondine-b Ma3gMHoMnsd. gb 3603369mMmM3000 LoNMbNY BBOMOBOLMINL, MOEED
le mondine-b My3gMmpnomds 85Jdbo dom-mondina-b 3MmbabHOL  vME3oMHYMOSTYMN
o(h3mbaggMm, 9393060LEHYM-LMENSMOLAHYMN MNMIOYMYdYON JMVagMBIdYMO HdLbHOM
o 3mmagdhoymo dgbmymadom. dJommo bognmbgdnb dgnim 3ogdomMds ddMmAgmMmMo
0500YyndoLMODb Jggadbo nbogomymn goMmgdm, MmMBgmdnE My3manyE00L LymobizgMoLd
dndmm 39 Hn30M7d0 s 0homoymo 3mmoamboal nbgon RIMM3BoENYdL BomMdmdaby,
MHmammnEos Nuovo Canzoniere.

LOAWYM]ONL HoJLHYON SBHNLEMTdMN AMBMEYONL 3D0B305MMM3500 JMgTndHNo.
LBMMY BBHM3, 03 LHOMHNSBN, doMNMBLVB, gobbmMEngmM©Y HYFLHONL FnBOdMLOL
oMo LNAWHMYONL BPLNIMMMENYMO SBSMODA. JBNL ALIYMLO danngMgde Lomabhymn
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“RAGAZZINE, VI PREGO ASCOLTARE”... THE POLYPHONIC SONG
AS AN INSTRUMENT TO COLLECTIVELY SUMMON AN ANTI-WAR SPACE,
INVESTIGATED THROUGH ITALIAN SONGS OF WARTIME RESISTANCE

Since the Italian folk revival of the 1960s, academic interest in Italian folk music has often
focused on Italy’s heritage of songs of protest, resistance, and partisanship. Due to this aforemen-
tioned focus on certain song repertoires, themes of war maintained a predominant thematic position
in the early presentation of Italian folk songs, particularly when we discuss traditional music out-
side Italy’s more commercialized, exported forms (such as canzoni napuletani). This was because
Italian songs of resistance often maintained a historical link to anti-war and anti-fascist sentiment.
(Fanelli, 2015). The space of polyphony, which is an expression that is multi-voiced in nature, fa-
cilitates and nurtures a collectivity that lends itself well to guerilla-spirited assemblies of resistance.

Therefore, the conditions that triggered these assemblies of singers in Italy throughout the
20th century, and particularly in wartime Italy, created a space that embodied this inclusive, collec-
tive defiance conveyed by the multi—voiced expression of polyphonic song. This spirit of protest
can be a spiritual leitmotif that links different repertories based on the struggles and suffering of the
people within a specific locus that holds that song repertoire — for example, later in this paper, we
will see how a women'’s space can host songs that express feminist self-determination and drive to
amplify the struggles of the women who sing those songs. But what this paper explores, specifically,
is how this spirit of resistance would later be shaped by anti-war sentiment catalyzed by the trauma
of post-war Italy, in which the folk revival of the 1960s would retrospectively look at folk song as
a medium to magnify that sentiment that had always been present.

In this paper, [ will investigate how Italian polyphonic songs have been a catalyst to create in-
tangible environments of anti-war sentiment, beginning with the political orientation of early Italian
ethnomusicology that amplified the partisan voice of traditional music in Italy after the folk revival.
This will then be juxtaposed with a case study from my own ethnographic research, in which I ana-
lyze songs in the Salento region of southern Italy, and how these songs may channel this sentiment.

1l Nuovo Canzoniere Italiano, Bella Ciao and the Feminist-Socialist Voice of the Mondine

The spirit of resistance that is embodied in Italian partisan and protest song has been some-
thing of an Italian folk music avatar for much of the post-war 20th century. Within Italy, one of the
earliest and most influential musical groups that focused on researching and performing traditional
Italian music was I/ Nuovo Canzoniere Italiano (“The New Italian Songbook™), an ethnomusico-
logically-oriented project based in Milan founded by pioneers of Italian ethnomusicology, Roberto
Leydi and Gianni Bosio. (Bermani, 1997; Savini, 2019). The project was initially a periodic mag-
azine produced for a growing audience of Italians interested in their own folk song traditions. It
must be noted, however, that Bosio also had strong connections to the Socialist Italian Party, being
a director of the publishing house that released their periodicals, as well as a long-time member of
this party and an active anti-fascist. (Bermani, 1997). This was the same publishing house that also
released the editions of this new magazine, indicating the political character in which this music
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was positioned, disseminated, and interacted with. Bosio’s political orientation and how it shaped
Italian ethnomusicology is an integral component to the specific repertoires and traditions that were
of scientific interest to researchers and performers, and we can see the political heritage of Italian
ethnomusicology in the modern day’.

The magazine Nuovo Canzoniere gave rise to a community of Italian ethnomusicologists who
were united by scientific interest and passion for traditional music, focusing primarily on the so-
cio-political character of Italian folk song. This culminated in a performance group who created
a theatre production that utilized politically oriented Italian folk song as a thematic protagonist
in a series of musical vignettes. The repertoire of Nuovo Canzoniere focused on this character of
traditional Italian music that had become a protagonist sentiment in post-war Italy — a character of
revolution, partisanship, and social resistance. (Bermani, 1997; Fanelli, 2015).

A celebrated anthem of this anti-war sentiment from the repertoire of Nuovo Canzoniere is
the partisan song “Bella Ciao”, illustrating the spirit of revolution which became the Canzoniere's
socio-political nucleus. Over time, the song cultivated a reputation well beyond Italy, becoming an
anti-fascist hymn for freedom:

Stamattina, mi son alzato — bella ciao! E I’ho trovato I’invasor

O partigiano, portami via — bella ciao! Che mi sento di morir

E se muoio da partigiano, bella ciao! Tu mi devi seppellir

E seppellire lassu in montagna — bella ciao! Sotto ’ombra di un bel fior

Tutte le genti che passeranno o — bella ciao! Mi diranno “che bel fior!”

Questo e’ il fiore del partigiano — bella ciao! Ch’e” morto per la liberta’?

What is not common knowledge, however, is that there is little documentation of “Bella Ciao”
as a genuine anti-fascist hymn that would have been actively sung by partisan brigades. Instead, it
developed its emblematic status after it was presented by 1/ Nuovo Canzoniere Italiano at the 1964
Spoleto Festival dei Due Mondi.? (Bobba, 2021). This famous partisan iteration of the song was, in
fact, created as a politically performative variant based on a folk song* from the polyphonic reper-
toire of le mondine. A mondina (plural: le mondine) is a woman rice weeder who works in the rice
paddies of northern Italy, particularly within the Po Valley. These women worked outdoors in groups
and over time developed their own tradition of polyphonic song, with the engendered milieu of poly-
phonic song being the host of their shared sentiments and stories as mondine women. (Savini, 2019).

Mondine repertoire is characterized by a spirit of protest and opposition that reflects the in-
tersectionality of being Italian women workers exploited during these politically complex times.
This intersectionality may be described as the meeting point of Italianness, womanhood, and polit-
ical defiance, creating an idiosyncratic space in which the intersectional mondine experience was

!'For example, one of Italy’s primary folkloric cultural institutes, L’Istituto Ernesto de Martino based in Florence, was
founded by Gianni Bosio and to this day maintains a notable focus on folk music with themes of resistance, proletar-
ianism, and anti-fascism.

2 Translation: / got up this morning, and I found the invader — goodbye beautiful! O Partisan, take me away, because I
feel that I'm about to die. And if I die as a partisan, you'll have to bury me, way up in the mountain, under the shadow
of a beautiful flower. Everyone will pass by, and will say to me, “What a beautiful flower! This is the flower that died
for freedom!”

3 Translated as “The Festival of Two Worlds, this is a renowned symposium of music, dance, arts, and academics that
still takes place in Spoleto to this day.

4 The original mondine song is titled “Alla mattina appena alzata”.
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instrumental to forming the character of mondine polyphonic songs. This feminist, socio-political
character of the songs can be perceived at both a textual and musical level. Textually, the words of
mondine songs earnestly depict the political and revolutionary nature of Italian society in the 20th
century. As women, mondine were subject to particularly grueling work conditions. Their songs
reflected their own protests of maltreatment within the risaia’ workspace, often introspectively
connected to their own position as women within Italian society. The frustrations of participating
in an oppressive society that classified women as second-class citizens, in conjunction with the
revolutionary, broader anti-fascist movement of time, created an intangible locus in which mondine
polyphonic song interwove these frustrations as the thematic threads to create a fabri of feminist-so-
cialist political revolt via the performance of the song.

Noi vogliamo I’eguaglianza, siam chiamate malfattori

E noi siam lavoratori, che padroni non vogliam

E noi donne sventoliamo le bandiere insanguinate

E faremo le barricate per la vera liberta

Ancor benché siamo donne, noi paura non abbiamo

Per I’amor de’ nostre figlie, noi in lega ci mettiamo

E giu la schiavitu, vogliam la liberta!

Siam lavoratori, vogliam la liberta!®

This demonstration of politico-feminist thought was linked to the musical character of the
songs as well. For example, the timbre, volume, and register of the mondine voice, alongside ca-
thartic sustained harmonies meant to accompany laborious work, also illustrate a musical dimen-
sion in which these hardships, stories, and political sentiments were expressed through the character
of the voice, and the voices resounding in harmony in that specific performance context.

The phenomenon of Italian folk culture providing a locus for women’s asservation and ca-
tharsis in gendered expression is not limited to the mondine space. For example, we will analyze a
case study of Salentine polyphony later on in this paper, and the Salento region is also home to a
gendered folk custom’, in which the expressive catharsis of women is the spiritual protagonist of
that setting that hosts the custom. (Daboo, 2010; De Martino, 2013). While beyond the scope of this
paper, it is noteworthy to mention that feminist expression via intangible vehicles of folk tradition
can also be historically observed in other Italian cultural spaces of the past.

Channeling this spirit of protest born from intersectionality, Nuovo Canzoniere fostered the
mondine anima by amplifying this repertoire in new performance contexts. Within this socio-po-
litical framework, the realm of songs of resistance became one of the most important transmission
mediums of Italian folk song, and particularly the earliest iterations of “professional”, ethnomusi-
cological-informed performance of Italian polyphony.

With the emergence of Bella Ciao as a partisan variant of a mondine song, Nuovo Canzoniere
reproduced the resistant sentiment of mondine songs through a socially inclusive song that also bore

3 Rice paddies, typically of the Po region of northern Italy.

© Translation: We want equality, we re called evildoers — we are workers, and we don 't want bosses! And we, women,
wave the bloodied flags, we will make the barricade for true freedom. Even though we are women, we are not afraid
— for the love of our daughters, we put ourselves in league. Down with slavery, we want freedom! We are workers,
and we want freedom!

7 Pizzica, a folk dance connected to a ritual of healing via ecstasy and trance
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a sentiment of anti-war protest. (Savini, 2019). The mondine song, in fact, forged a space of dissent
towards the conditions of women and political structures in the 20th century, which then was a
spiritual nurturing ground for anti-war thought. Therefore, the collective act of polyphonic song in
assemblies of singers as a manifestation of social revolt transformed from the mondine context to a
broader, politico-musical milieu in which anti-war sentiment was the protagonist.

“When I Return, I’ll Bring You a Flower”:

An Ethnographic Case Study from the Salento Region

Throughout this paper, I have discussed the space of anti-war sentiment primarily through the
optic of the formative role of songs of resistance in Italian ethnomusicology. However, it is import-
ant to also analyze this sentiment in other Italian cultural spaces of polyphony. Therefore, I would
like to juxtapose this concept with my own ethnographic experience in the Salento region.

Salento — which is the endonymous name for the Salentine peninsula, the “heel” of Italy’s
shape-like boot — is home to a particular and regional culture with its own language, cuisine, history,
and customs. The Salento region has seen a resurgence of cultural activity in recent decades (Tom-
atis, 2020), predominantly catalyzed by a renewed interest by Salentine people in the pizzica dance
and healing ritual, thus setting in motion an ongoing folk revival movement in which Salentine
people reanimated dying local traditions. (Morello, 2018; Santoro, 2019; Daboo, 2010). Salentine
polyphonic song, while peripherally positioned within this large scene, also witnessed this revival
and is performed in new performance contexts. These new performance contexts differ sometimes
significantly from the traditional settings that hosted the Salentine polyphonic song in the past, which
is a phenomenon that continues to fascinate me and catalyze my own ethnographic work in Salento.®

While the general phenomenon of the reanimated performance practice of polyphony in the
Salento region is a large topic beyond the scope of this paper, reading Italian polyphony through
the thematic lens of this paper compels me to reflect on songs, stories, and moments of polyphonic
performance in the field. In particular, I recall several songs that depict war and have strong an-
ti-war themes, and I had not made the connection of thematic similarities to the repertoire of Nuovo
Canzoniere until analyzing that group more closely for this paper. While not nearly as pronounced
and present as the repertoire of the mondine, political themes, and anti-war sentiment can be traced
in Salento to narrative songs that depict stories of its past (Muci, 2018).

Language is also an important discourse for this analysis. While in the field, I didn’t grasp
the ambiguous distinction between songs in Salentine or Italian, as Salentine people are generally
bilingual, and a linguistic dichotomy that could reflect musical sub-dialects within the tradition
never occurred to me.

What is particularly interesting is that Salento is not just home to exclusively Salentine po-
lyphony, but also to non-Salentine polyphonic songs that have traveled to the region via inter-re-
gional movement and migration, and have been “Salentinized” in their sound, texture, ornamen-
tation, vocal styling, and approach to harmony.® This is evidenced by the aforementioned linguist
dichotomy that exists in Salentine polyphony, in which songs of exclusively Salentine origin are
often sung in the local Salentine language, while songs of non-Salentine origin that have entered

8 I have spoken about this in more detail in previous papers submitted for this symposium in 2016, 2018, and 2020.

% This texture has a penchant for similar motion with independent ornamentation of voices versus strict parallel motion
(Morello, 2018).
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the canon of local polyphony are often sung in standard Italian. Salentine people’s bilingualism also
reflects a national-versus-cultural identity binary of biculturalism. This means that they maintain
a national identity alongside a cultural one, with both having their own identity markers (In this
case, these markers are language, in which the Salentine language in traditional song is a marker of
Salentineness, while the Italian language in traditional song is a marker of Italianness). Although it
requires further investigation, it can be noted by looking at songs from my ethnographic work that
songs that resemble these themes in Salento are very often in standard Italian and imply a non-Sal-
entine origin

This retrospective analysis of historical migration and origin does demand a philosophical
dimension: that is, the existence of anti-war sentiment in such a canon of repertoire is implicitly
self-referential since the existence of Salentine polyphonic songs of non-Salentine origin is a result
of historical trans-regional song migration catalyzed by intra-war displacement and post-war eco-
nomic collapse.

One song' comes to mind, which I heard on various occasions at social gatherings sung as a
brindisi."” Interestingly, upon further investigation, this is a song that belongs to the latter aforemen-
tioned canon of Salentiny polyphony. It is of non-Salentine origin, but it has been Salentinized in
its polyphonic structure and texture and sung in standard Italian (with some Salentine words). The
variants of the song that I found attribute these words and melody to the Po Valley region, which is
the same region that was home to the mondine tradition:

Quando ritorno, ti porto un fiore, viva I’amore, ci la sape fa

Quando ritorno dall’ Albania, o beddha mia, ti sposero

Quando ritorno, ti trovero zitella, baciami mia bella, ti sposero

Quando ritorno, ti troverd sposata, prendo la spada e mi ammazzo il cuor

E tu, non piangere, amorosa mia, se vado via — ritornerd'?

What is most interesting about my experience of this song in the field, however, is that the
themes of the war seemed to be peripheral, and not particularly significant to the performance
context — a sober, unembellished reflection of the history and stories that these songs bore. I did
not realize this at the time, but this song was not only of non-Salentine origin but also part of a
specific repertory of songs from Northern Italy for conscripted soldiers, sung as farewell songs to
loved ones as they left for war. While my knowledge of this repertoire needs to be greater to have
a broader comparative analysis, I can attest to the phenomenon and nuance of this specific song
in my experience, which retained a spirit of anti-war sentiment — complete with hope, humor, and
romanticism. Framed by these positive attributes that have often characterized the thematic content
of Salentine songs (Muci, 2008), the song was then remodeled and trans-performed as a toasting
song to celebrate the joy and unity of a Salentine social gathering.

Again, an argument can be made for the song’s very existence being a self-referential phenom-

10 “Quando ritorno, ti porto un fiore”, (When I return, I'll bring you a flower). collected by the author in Nardo in
November 2016.

<A toagt,

12 Translation: When I return, I'll bring you a flower — long live love, who knows how to do that? When I return from
Albania, oh my beautiful, I'll marry you. When I return and I’ll find you an unmarried spinsier, oh kiss me my beauti-
ful, I'll marry you; when I return and I'll find you married, I'll take my sword and kill myself through the heart! Don 't
cry, my beloved; if I leave, I'll return!
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enon, in which the act of singing the song is indeed an affirmation of the future created and wished
by those conscripted soldiers’ songs of the past, born from their anti-war sentiment that carried
these songs into the present. The song’s presence in the Salento region is a result of the intercultural
exchange between regional peoples in post-war Italy after internal migration, and at the same time,
the song itself references this wartime period of pastness with defiance and optimism. Indeed, the
social settings in which I heard the song itself is a meta-reference within the song’s own story — a
post-war period of peace, with loved ones, that is marked by celebration.

Conclusion

In this paper, I discussed the notion of anti-war sentiment being a catalyst to collectively
summon a space of resistance and protest via polyphonic song. Polyphony — being a collective
expression of multiple voices — can be utilized as a powerful instrument of united expression via
its prescribed collectivity. This concept was investigated primarily through an Italian historical
context, tracing the roots of the Italian folk revival to the post-war politicization of Italian folk
song, propelled by the inception of I/ Nuovo Canzoniere Italiano and their study and presentation
of politically oriented repertoire. (Bermani 1997; Fanelli, 2015). In particular, the song Bella Ciao
has become an avatar of this phenomenon, which itself was a partisan variant of a song from the
repertoire of the mondine. This is an important optic for analysis, as the repertoire of the mondine
created an intangible space of protest for the lives of mondine women, with text and collective
performance propelled by feminist-socialist values. The intersectionality of women’s issues with
workers’ mutiny generated a unique locus in which a spirit of revolution was able to be cultivated
and transferred to other formations of Italian polyphony, such as that of Nuovo Canzoniere.

The texts of songs are a significant element of summoning anti-war space. Language is essen-
tial to generate this, as the voice is the collective instrument of song and also the same instrument
for language. This is why in this paper, analysis of songs was primarily through the content of the
texts rather than musicological analysis. The discourse of language also becomes stronger when the
case study of Salentine polyphonic song is presented, in which the repertoire bears two languages
that reflect the bilingualism and biculturalism of Salentine people: Salentine language songs reflect
local themes and folklore, while Italian-language songs reflect national and broader themes, often
descending from repertoires from northern Italy. This case study also indicates other important
related factors that shaped the tradition, such as the post-war intermigration of Italians, and remod-
eling of songs of revolution within other cultural contexts (such as toasting and social celebration).
This presented a meta-referential paradigm, in which the performance of the song in these post-war,
peaceful social scenes affirms the hope and perseverance that had been carried within these songs
in wartime Italy of the past.

What this analysis of Italian polyphony suggests is that the act of polyphonic song can be a
robust medium for social mutiny against a societal oppressor, and therefore can summon space
to generate and disseminate powerful anti-war sentiment. A polyphonic song, as a multi-voiced
expression that requires unity and collectivity, can be a vehicle that conveys the shared value of
fighting against the evils of war. By channeling the mondine spirit that was an important element
of early Italian ethnomusicology’s focus on the musical culture of resistance, anti-war space can be
collectively created and fostered by blending group song, powerful text, and the cathartic resonance
of the folk voice. The inclusive collectivity of such an assembly of singers resisting their oppressor
can therefore summon, quite literally, a united anti-war voice.
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903Mo300L gmdsMMO 3M30LNY, J3MMMANYMN JohobHMMRNL Bggaa, 38mMdMNYM
LOEbM3MALNLL  ndymgdnm  ©EENMBOE3M  30MgdL  ,03MmMaNYM  303MObHYOL"
196mn0L, HMAYMNSE, JMNMOS, LoEbmM3MydYMN dagNMNL LTYVAM® OHM3YdS
16930 (Bopobrérab 2003: 35).

oMbadYMn BmMbo3gdgd0m, bhndoyMo AM3mYbYdNL THWIRO OVIMIMYIYMNS
0 0dymMyd0m 3ossaNmMadY 3nhms MoEban, Abmymom 3obAHodom, 40 Boamomblb
0gomdgoL; bodommgzggmmdn 30 bhodoymo Omzmybydol 393 OBOMBMIdYMN
35 0mobdy Fgho myoboo Mazobhmomgdymo (obobndg, 2017)". gb MoEbzxdn YoM
3090009dL  93M-00aMoEnnl 3Mmdmydol LNAB3V39DY, 0Y3EY, 0330000 HOMLYdS
3393900 93M-008Mobhoo  3ogmdomgmonl,  Logbmamadgmn  30Mmmdgdoby o
LogoMMadgonL  oboggbow, MM3 oMoMYMN  300J3000 Tomn  dbom  gomMydmdn
00033MhoEn0L, obY3g, JMbogyMo, MIMNZNYMn 07  IYMAHIMHMO  0BAHMONLY O
HMo0ENH00L 3xboMhHnBydNL 3MMOMY350DY.

93m-303Mo300b bmEnomym-3yma@mymo ob33Jbhgdo

BoJHno, MHm3 0x6xOMNZ0 FoHodmndIYdN 3odMB3HMN J3MMENYM0 30aMENJd0,
bbzo bLobob BnagMmoEngdL dmMmob, AbMmRMOML  FoLAHOONM, Y39MOd] BOIMIOOS
F9LBO3MNMN. 9NV, MOMIFoLYM3MELMNYMObEJOSFNBNLAZMION, ByomBMaoMEbydN,
99ByMnd0, B303900, bobdMydn, MMIGMMNS YY), dSMNMOLMONM BTSN H3MMMMEOYMN
093000 bgdo o ndymgdnmny, sbom gdoMmadmbmb 93mbmangnmo, Znandynmymo,
LeEoOMYMO, BLOJMENMZOYMN o 0.8. VEV3MHOENS dmMobwNbmML. LBMMYL  vdnhm3,
93M-003Mo309d0L 33930 0bHYMEENbEN3MNbYM  FocegMmdob  bLognmMmgol, Mm3gamog
7DMYB39mMYyMa3L 3MMOMaTL 3mannhnlnma, bmEosmyio, 07MNNYMN, H3MaMORNYMO,
obhmMonan, 93MbM3N3NMN, BLNJMMMaNYMNO, 3anhnMHMO JSL3gIHadol BomMAMAYBSL o
0maamybnb 3m33angdbnMmoce BgbBO3MSL.

9bm3bogmanmaqol o3 333080 B3momnb dghobs 3Mmdmydol bmEnomym-
3uanhymnamo sb3gdhgdnb 8gbBogzmom dgazndanons.

mmanadnmo, 30gMozonmon  3MmEgbydob  mobdgsn  6xdnbAngMo  dmM3mMydo
30bbobomzgmns mMo LEBMEOLMYOMNZ0 F3NRNL BoMamMYddn. JbgbNY: 1. ,8083MBHYON" —

12017 Bl dmbo333900m
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S3NMBBE35MN 30M)d0 Y 2. ,,0003b30YMYON" — ,303MBHONL* vbomn bogbmamgdgmon
0030mnb 333000M0 Ambobmamds. 3bony, MMN39 5393L ©J3L LuZNMVMN NYBHMOY,
ymzomn 0 ZPMBMImo - HMonEngon,  @0MYOIMIOION,  ©OIMINLIOYMIOIO0
o 303Mo30nb dmozofmn boMmoymg, LBEMMYE, docn 3d3nEMONS0N BMMNnds. b
3Mmdmy3s 3ngMmobhoms 3nbndomymn dohafMmoomymn HdMNB3gMmMYymM3nLbmobozy nhgbb
003b o, 3039 Mnagdn, LogncvMn JMbNYMN 0 MYHMOZNHMN NIBHMONL, 390aa
30, Ymay0mn o ZNhmymo  HMmooE0gd0l  o(339-3900MAN0O0L  (HybgbEnedn
970030600900.

B0bodgdofmy dmbLbgbadsedn, 85391300000, gL 3MmMoOMydgdn Bom3mzohnbm baobn
93M-803MobHhonlb dogomomdyg, Moaob, ngdbhmdoby s INMEHYMYMO HMonEo0b
©0o330L 3Mmd)dgdn, 3030dMMO, 3obLOZHMYdOM ddHyomymMos LBmMgL LILYNSO
9000Mmd030, Mm3gmnE bogdomomzgmmb bbgo 370bga0mMob dgotgdom, HMmownEngdnb
d060hyb9dnL3YL BndoMonymn godmizgmnmn MMNgbHOENNM boboomwgdo.

L3060 93m-00g3MO6(HO0 dbom goMmyxdmda

13VDYMNLD, ENEMMIMMAONL godm dmBboto bhndnymn dmM3mabadL dn)ad©
odOMOMYdYmMn dmbobamgmdol ghmo-gMhomn 3nM3gmo, oMNMASLAHOdNBB0 JngMoEnd
1980-0060 Bangdnl dmanmb dmbeoo. 3gMmdmeo, 1987-89 Bangdnb Dodmomadn, o3 Myanmbob
093M bmxggmdn B3030 HodMB3e, Mobol LogbmamMadgmn bobmgdolb baMy3e o
abbzgm3mo dmayzs. bhngdnolb DMBNLL osbmmgdom 16 000 vE3NBBNL 383130
8obbmmMEngmeo. bobymaBowmb 3ngM oNgxads BommM30L MBBwHBN3] smobo bobamnb
0890900, MHMaMM3 o3MbO3MYM, 0LY — LLO3Mgm bogommnzgmmdo (gmEnmndy, : 2011
353).

93M-008MobHaonlb  8oboboamgdo,  ©mg  3900bzn3edn, 9330  obobmgdym
M9a3nmbgodn dmbs (Fog.: dombgymab, Boangnb, dmmbabob, dsbobab, Bysmipndmb,
bmbob, mMmdYMEgNL, Mobhbyomnlb 3dx08mbzn30dn), DmMaeb 30, L3VOYOL  Lognmomo
LMRMION 0YT907L (LogaMYEML, MgNMNBYSMML, 3oMVdBNL Jgdmbzn30d0). 039 abnE
00bob0dbo300, MM ,30b30bdgmn* Ambobmgmds dDmMEsd JomMmoyamn nym (OMBNLAD,
Byomhnomb, bmbob, mdYMamNL, mobhbymnb Inbogndomanyhgddn), dmasd 30 —
ofogdomonyamn, 3gmdme, bmdbymn, dgMdbymn, oDgMdNEE0MN o bba. (Bog: Boamznb,
3060b0L, BoMbyymMolL dnboiEndomonghgodo).

990momboddymob  gomzomnbbnbgds  3603309mm3boce  AndoRbno,  Mogseb
LOHONOMaO0LYY  (BngMobhadn) o  ,30L30bdagdoLb” (G330 Ambobangmdo)
9M009MN3931N00 MOYINO, SMO3MMEBMDNMYOSN Y, bdnmMaco, bobamdamnngn 3MmEgbno
0O 3o3mabob obgblb FngmMobhns ngHMOSLY o HMONENYODY. LBMMgL v3nhHma,
B9 hodmanganonan Myanmbyddo m3maz307mo bogdbdgwnEnm Bobomnb boxydzgmdy,
Hdo 33my3o 93M-003MbHmo LYAN F3YRNL FoMamMd3n goblzsbmmiEngmy: 1. JoMoym
8omMadmdn hobobamgdym 53m-00g3Mobhaddn; 2. vhodomoym gomadmadn Aobobmagdyann
93M-003Mobhn0dn; 3. 93M-303Mobnmxddn, MMAMaOLLE Logymamn bmamadn o85090.

93mMo390¢h0L 3om30mnbBNbydnm, Bnbodndemy dmbbybgdodn BomMImanwagdbm
ymz3mo $3980L 33my30L 890300L MMM LMBMNL FogommMdY. 30M39m 53IR30
80030b0mo3 93M-303MobHIOL Bysmhndmb InboEndomanhyhob bmaznmo boynmnnwyb;
09mty 53199390 — 93M-0083MabHadL Bomanb INboEn3omnhyhnwsb, 3gLbodgdo 30 —
090M0Byommb 3yboEn3omonhghob bmazgm cnagmmdn HobobmgdymgdL.

33m930LomM30L NBHYM30xNMIONLY O dgroMadnmn 39onmEJdn dg3oMmhogy, Mma,
gfhon 3bMmnz, Mgomymo byMomo M300 ngMobHIdNL M3 35doby, dgmmy dbMng
30, 0bndbymo Lodn F3RNL AMBOE]T00 HMNBE0YNNLMZNL 33gMYdNL..
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HMo0E0gdab 8960MAY6700L 3MmOmM3d

Jomoym gomydmdo Aobobmgdym 53m-00gMobH90dn

039Mgmdn,  Byomipndmb  Inboindomanyhob  bmoggm  boyymosdn  b3dbYONL
AodmMbobmgdy, 1987 Bomlb dmbeoo, mabhgbol 3nboEndsmobhabob (J390m b3dbyN)
LO3n 3ol 200y LMARMNESE (Codbammgdom 15 g3oMmab -3003y Mmzobn). 93m-
003Mobhnd3s  Loyymnodo ,b306xdNL POOBN* Bgddbab o dob ,obomo  boyymno®
©000M7d39L. 300b30dY, 0y MmgmmM dmbs 3ngMobhgonby o 3330Mn IMbobangmMonb
9M009MN3931N700, 93 0bhaM3019M3o Fn3obybo: ,HEBMLEbMYOdNS6 domnsb domy
1306900 O NTYMNYO0 O33IZMOMWOOM S VO300MYLO3NM... H390 Fogandommnmo,
A JoMm39madnb 330M0m og30LobmlL, 080mMaeb obbb3ze3q00m, 3063 LMBbydMSL
00 0dYMOSNFEOBMYOMOD AMb3bYB” (30Mon NbhHyMaz0y, 2022).

dondmgdo  0ogdzol, MHmd LBmMg gmbogyMo o Mamognymo  BoybomdNL
30Mm0n030, Loyymnodn Aobobamgdym bLIOBYOL of Fmyboom dMdmmo  bLogynomn
Jmbogymo o MIMNgnymo 0nbhHMONL, Jb0by o BLb-HZgNMYOdOL OE30LEZNL.
0bnbo MYy VLBOZMNSD ©03383790L bLZVbYM 9bob, HMOLNENYMOE ©MBNABS3)0
LogmM o Log3MaLOM EMHLOLBOYMMYOL, MMEMMIONELY: bohLIZTFEDSOM, bIdMEMY,
mNgoobom, MNgangMan, mndmng, dmoO, Mobody o Lbzs. bblzoms dmmb, LBEMMYL
L306900L dgHNYMMONL FgYaO©, JMNMOMNIN domMYdNm, AmbgMmbros bLoyyamnsl d3gmo,
Bobg3zmMo ObaMgnmn Hodmob vmEaxbo, LoE, HMONENYMN M3NLALLLbYMYNL
3900098, L30b7OL gdmgzom BdY, Logymamn BYLOLLAYOM dMBNIBMB MYLOLBSYMYdN
(9.6. ,bHoMMLbEHOL” VBBYSMAYNL Modhyomom, MyddDNMYd0m, bLogmozolb 3obnMznm,
39MHMO0 o v.8.).

00bobNdbO300 0bNE, Mm3 Loyymnodo Hobobangdymo 53m-00g3Mebhadn, mydwy
o000 Mybhabol Monmbol bmaggan x3oydn, LowoE, LESMENL FmvzoMObagMMdAL
93mM3bovdn NFoMMNYO LISMEMONL HMONENYMO MYLLLBSYMN (d3nfMon NbHaM3NY,
2022).

033990900 (HMONENYHM FPLbnob, 1990-0060 BMgdNL LLEBYNLAN, §3M-30aMOBHTS
30Mod 330LHNOBAS 033300 VBLVABdMN AHoBMYysmndy. 3nb MY3gMbnomdn ByOMES
dbmmmeo b3ebHMn LNBMYMYON, (3933900 VO 3GMbYMION. 3NMOD 330LHNVBBS LuyymMNdn
1b939LMY VBLVBdMNE dxJabo, YB3 Aghoe LonbhymMabm dMmdaydol BnboTy oE..
90bo gddnm, 0dnb godm, MM LaebyOL MNMJdnb yzgms bmagmb LodmgMmadabo o
039Mbymgdnb LogyMoMn 30MNobHN 3JMBY, Lb3owOLb3d LMRMNLL Hodmbobangdym
16939L9OL gondoMmom LoZYMOMN 30MNOBHNL OMBMdY o LyMmoMdYmMO domnbbdgzo
obdntwo, MM gmon MHmdgmndg 30M0obAHNL JgbMYMYOLDY OYMBbIGONDY Y3zgmo.
LEMMY o3 F0DHBDNM, VBLVAdM3s Bbmmnme MOTE]0NTy M3 NOMLYdS O ONTdM..
o3m0b g30gdhH0, 0030LMB30©, 6IZSHNYMNS, MYIES, F0DIDO — YoM 3Mmdohoymo.

boyynmnodn Aobobmgdgm bLabmo NbEHYIM30YNMYdNLOL 303 Mmoo LonbhHymMabm
00%9D0 3odmng33qmo, ML godma, oboan gofmydmadn, bL3VBJOL gondnmom bLogymotn
HMo0EnnmMo 3nbngab gozmMEamads. bL3obymMNbad g3obbbzozgdom, bowsi Banab o
Bobnmn PbzcmM3zmNobn dDodmomn oym, MmEo bombo LETHBoMLASL Nb3YDYOLS o
39bo3Ma0, AMbomMbybo O LETMMMO NEMNEY, OMAN, LooE BOFMOMAB0 M3
00mJanb o IMEoM©e O 30g3Mbhndl dogmo Bmol gob3ozmmdsdn B3O
018om0Y, MM Mzobgydn 9Mhnbom, 39moM nENDI6 LNAMHMNLY Y (39330L30L.

01939, ymazob dgdmmho nbgmn Modhyomo, MHmMIYmMbLE ,dMEmMe” o bdnMwydo.
qLOO FMMM30 Y 30LO MVB3bMYON JomMO OHNMIOION. MoE FJ9bgdS FoTOZoEM DML,
dmbyEn 9mdDoMagdnL goMoE3omaonb 890098, Jyoonbob bobgmadBogm vBLEAdMNL
00d490L 0639390 bmmdgy 3oL Lomddgmo. HoMomELb o BoMmobodn  ©3z3oMN
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,0M03IMY0S”"  3boYMABL  L3EBYONL YEIMWIM  ITMZNEIOYYIOL  TNEZFMNIOYMOL
30hnbodn, MoE Loymazgmomomeoss 3bmdNmN.

2002 69mb g1mMod 330LHNSBN MNOOMNLAN BETM3NY. SCZNMMOMN30byMNLYNHONL
bgm3gBymdnL  omomMbydMdOL godm, bmaggmn oBLEBdMNL goMady oMho. ™MYIAY,
1339 6o0MNdOM©DY0 ymaznmn 1333 vbLBBdMOL By3Madn, MmBmydoE ahddmdyb
HMo0ENY00L 3oghdamaonl bognmmgdob. oo dmMmabos 24 Bimab mmoMm gandnobn —
Jn0000L0L FYMEH-LOROBASBIMMYOMM LELBZMYOMNL LwHOHN, MMTgMBoE L3VLYMN
bombymo dnbogs anmod 33ndnobnb AmbBOzmMNL, BYMOd MN3oMAHIMNSBNLAESD NLBS3MY
00 M3y Mobhabob IPbNEN3omMNHYHOL VBLH3dM ,mogydgedn” dmgmMob, (3933930
0 bombym Lo3MO370LOE JTYRMYOL. Fob 330MdT0 MMEYM, osbmMydNm 80 33-0b o3mo
1693L  Byomhndmob mgbhgbodg My39hnEngody obobBMydow! dmdogsmdn 3o,
893303L Loyymoodo b3LbYMN TPLoZOMYMO HMSNENJONL dMEEIbL o o3 3MmEgLbAn
ObOMROdDMEO MMdAL dghny AoMmNZb.

HMo030900b 3960MAY6900L 3MMOMYTo dMoJoMmmym

3°M99mda hobobmgdym 53m-3ngMobhgddn

Boamzol dnboindomonghdn b3vdn 93m BngMebhadn 1987 Byamb, 3gbHNOL Monmbaly
bmgggan  mogomdn dmdbomo bhndoymo dm3mgbadnlb 39098 Hoobobangb. oo,
Byombhndmgmn 93m-008Mabhndobaod gobbbzezqdnm, dgMdbgonl, odgMmdonEEbaNgdNLY
o bmAbydOL FgdMOMO AMYbom vbomo EFbm3MydoL obygds. gmMbnlyMo o
MHymMng0ymo 000ndbhHmMOnL bb3oLLbaeMOVA bymMomdymo 3Mhmdmy3gon 8gdadby, Mmamms
3939000L, 0Ly HMONENJONL OE30L 3PN, BOZOMNMOE, BINMMOMNZ]0N 39M
93900M©0ba0  oLYVTYTo39d0gmMo  AnbJOOL  ,30DNOMYBOLY,  9BNBOOMBH8gdM6H0
303M1bHnd0L BngM BoMNmMBoNYdMYMN 93maLbnnb 3dm69dMMASL, d3MMEHYLHODHO
m9bOLBOYMYdAL  L3byMo  Baboo  vMBNAZ00L  HMONENSL o 0.8. Bomzgmon
0b(hnM3099M900L  ™mddnom, Bmadn  obdompo  YMHMNYMHMOJONL  AMByLMNZIOL,
o003, 09603309mm3b00 Jgndoms bomn o3 Mognmb3n  L3VbJONL ymaznmo Bab-
A30nmMa0q00bo o FNLOZOMIYMN HMSNENJONL EBYMA3OL (3n0Mon NbhyM30Y, 2019),
01039, 93M-008Mabhndds, Bxdnm oy domom, 3o0b3 ©o30b0 3onhobab: vodnbgb
0oMNMBSNHOMYMO (HodoMn?, anBygb bagm o bogiamgbom Mognommgdol blvbymn
Boboo 0mMbn330o, oMobmoglb Ymomonhoom LMol bL3vbyMo BabOLOM3NLE. oMo
000bo, 99abab mManImmmym vBLH3dMN LobymMBMYdOM ,,MNoMmymN*, MMIgMOE,
dofmomoo, L3obym LNBMYMaoLy o gMbmMadL VLMYMYLL. SBLEAdMNL ByzmMNo
3bmdomn aohomgamo 3m3MgMmobs o MmMHdoMOb, dodoMmdo gYMaYmMnsbol 3070 —
09Mod 3yManmnobog, Mm3gmog, L3sbyMo 39330L0 o LNAMgMOL 3M3YMoMDYOOM
LObyMM3000 Fo30L HMBNENYOL vaMdgmadL.

HMo0E0gdab 8960MAY6700L 3MMOmMYTd

93Mm-803Mo6¢ 9030, MMImMydLog bogymoma bmazmgdo 08965L

1989 Boamb, J390m Jomomdn, cmgomnbyommb 31bnEndomadyhol ©970806nm
LMy nagmMMAn, 3gLHNOL MONMBAL 8 bMNNL -403cg My Avdmabiobmal. dom
Lobangdo bmaggm MmMOdgMNL dbamL, oybobangdgm HaMobhmmodg vndgbgl. bmazganly

2 00LOBNBBB30Y, MM LZBBIS 93M-FngMOBHO3S Yzgms bmxzgmdn BANBY gnmMaNL Lobgmmonb hodomon
00390670, M3 L3BYONL FobLLIYNMYOYM JMNZNMHOSL BJLEHYMIOL v8 BANBELEBNLOWAN.

8 39Mdmo, 3oMzggm  bLod  LomyaMdammb,  dgbododnbo, o ®IgMob  (,bmds  MyMOgMLY),
00030MbamMMdIOL (,d790 01MNBIBYML*) s BANBLO dgnMMANL (,53MO3L) YdM360LO.
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LObYMN M3 L3VHYOTS VOMI37L. 9L AL dgdnbzgz00, MBS H3M-30aMBHYOL, DYdmm
8obbnmyamn 3103900L0gOb 3obbb3v37dMN LOMMYMYHON VLIV O VO3HNMYOY,
MO 00aNMMOMN3 3MLBbMMOLMOD, VMddgE, Mo boEbmamMadgm 30MmdYONSD
0myBnom. vgdonmadnlb mgdnm, Bgdnb gob3ozmmosdn bmxgmb oM 3gmboos Byamab
LObH3o, gmadhm gbgMmans, 01nBdMN30 voMN, YIRS, Y39mMORMOL 30Yb]yd30wW,
00063 ©mbnd0o300a0 bLogmm o Log3mabom MALLLBOYMYOL, Fomn MObIbmYdN
Mohyomgdnms o bLN3MYMgono, Bmobgmbgl Hodmob ©dgbgde o Hodmoyomndgb
QMM MMM 9BLEABNN ,,00ZMMN*, MM J530BMMMAOSTN, bobOdIYMYONSO
90, dbamaadMgonE oMnob. Agdo nbhoM3znygmo LBEMMyL VBLHEAdM ,nEamMMNL*
bgm3dmzobymn, 03069 gmdynobo oym. dobo mddnom, nammMgmn b3vbYdn MYy
030396 L3VOYM  HMOOENYOL, MMEMMYONELY:  MNARVODO, ™NI3oMn, MNaNHMa0N,
m0dMng; BOMmMOI0, 330M03Md0LY S 39HMY-303mMmMANL EMYLLLBOYMYOL L3N
0oLBMMB. F0E3OMYOYML MY Jommo HMONEOYMN HOMOMOM O FOTOIOENO
oMo gmm3mog0, 03o390 L3VOYMN LYRMOL HMONENYOL, FLOMMdYD, ©5338390Lo3
LBOZMMB L3BBYMN 9B o L3VBYMN LNBMYMION. BBLLAdM ,,conaMMAL* Ma3gMHYOMO,
dofomoo, b3obymo LNAMYMIdNLY o RYMbYMYdNLELD Bgwagdy, MMIAMIOLLE
00aMMYMYON Ymazodnz obMYMaO6 o LEYBODYE (30Mon NBhHYM30Y, 2022).

©ob3360b bobom, dgndmgds nmg3ob, MmA:

0016903000 V3HOENNL Momn o bobaMdmnzn 3MmEabobY, Jmbogymo oy
Mymngnymo bobob 3MMOMH37dNLY, MY LoEbM3MIOIN 30MHMAHONLY, L3V0YNNLOZSD
8006bb3039dyMO 3MNTohymo 30MMdYdNLY, L3EBYOAs dbom goMmgdmdns dgnbomhybaL
030003YMa300mMmos Hodmbobmgdnsd 30 Bl obdnmdg, MoE obHhMyd:

e LzubyMn gbnb JxbomAYBdN;

e MOmMNgnyMn AMBoALOL JMNFYMYON;

e bogmMm o LoMaLNM MaLOLBSYMadNL LIVBYMN Byboo VMBNAZLNM;

e D3YOYMN LyMOL HMONENYONL OE30;

e B3OOYMN LBbNBMgMM, LoEg33zoM O bLoxygmbymm HMo0ENYONL
393MJYmMYON0;

e amm3nb Mogpnomob MM OE300 YyMma3odo;

e b3O6yMNL BTMOMNYH LMRMIONVO dfocomm 30380M0L dgbomhybydno.

0mbLybyoedn BomMIMaxbnmn Lodn bmazanol AMBSEITMS 33eMY30L Fn)39d0 I(h-
Bogmgdo LogMmmo 93mM-00MobHYONm OLObMYdYMN BBIMNON LMARMHdOLMZNLYE.
d9bododNbO, Jgndmgdo 0;g3ob, Mm3 dogmoEnymds 3MmMEJLHO3Y, 30I3 YRMM
30000000 V300 L3VOYMN HJMMBMEMOTNYMN F330L YoM MMNYBHOENY, JndoMoymn
gmbogymo, Mamognymo o Zmbhmymo 0 bhmonby o HMONENgd0L OE3S-
d0bomhnbgdody.

06(hgM3099M900:

3nMod 330bHNobn, 59 BNb. AHeBmMbobmadymn Bysanhndmb 3boEndsmohahob
bmgggan dbom boyymnodo mgbhnbob 3doEndsmonaholb Ammymob cgdol bmoygm
0196000000, 1987 Bomb. 070800 J. gomnbystmb 3nanhnmobs o b3mMnnb 390¢HMAL
919L0ZNL LEALELYMOL BMEIMMMNL ZobymaznaNgdOL HARIMMLO.

monof 33040000, 24 Banob. Byombhnomb 3ndoEndsmobhahob bmazgan vbom
LoynmMNob 333000M0, JnonbOL JYmH-bogoddsbommgdmm bobBozmMadmMNL bhnwabho,
mbhabob FnboEndsmobhghob obboddM ,mogndgob” Bysmo.

03069 8mM3yob0, 68 Banab. Hodmbsbmgdymn 3oLl Moombob bmazgm 3byndomnsd
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090M0ByommML FyboEadomobhahnb bmRIm aMMIN. BEZNMMOMNZ RMIN MMM
O0LVAdM ,,NaMMNL* bymddm3zsbgmo.

3980 330hN060, 34 Bannb. Addmbobmgdnmn dgbhnab Moombab bmaggm mobydonwsb
1987 Bomb Bongnb 3ybosndsmohghdo. ©anmMMOMN3  RMMIMMMNAN  dBLEAdM
L,OM0OMgMNNL* bgmddmazobgman.

0900 gnManmoobo, 56 Bmob. Hodmbobmydmndgbhnob Monmbol  bmoygm
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MAKA KHARDZIANT
(GEORGIA)

THE IMPACT OF MIGRATION PROCESSES ON ETHNIC,
RELIGIOUS, CULTURAL IDENTITY AND
TRADITIONS OF SVAN ECO-MIGRANTS

The Problem of Eco-Migration in the World and in Georgia

Migration of Population implies voluntary territorial displacement associated with a change in
the place of residence. People migrate mainly for political, economic and educational purposes, but
natural calamities, occurring almost every day around the world are also a common cause of migra-
tion. Climate change and related natural disasters are one of the acute problems of the 21* century,
with eco-migration being its most negative result. Global Commission on International Migration
refers to the people, forced to leave their place of residence forever, as a result of an environmental
disaster, as “eco-migrants” (Vorobiova, 2003: 35).

According to the available data, the number of people affected by natural calamities and forc-
ibly displaced worldwide exceeds 40 million; over 35,000 families affected by natural disasters are
registered in Georgia (Asanidze, 2017).! These figures undoubtedly testify to the seriousness of
eco-migration problem, however, studies are rarely conducted to determine the state, living condi-
tions and needs of the eco-migrants, to say nothing about their adaptation to the new environment,
as well as the problems of maintaining ethnic, religious or cultural identity and traditions.

Socio-Cultural Aspects of Eco-Migration

It is a fact that ecological migrations caused by natural disasters, among other types of migra-
tions, are the least studied in the world. Almost every day there are earthquakes, floods, landslides,
avalanches, fires, which make thousands of people environmental refugees, forcing them to face
and adapt with new economic, cultural, social, psychological, etc. environment. This is why the
study of eco-migrations requires an interdisciplinary approach, providing a comprehensive study
of political, social, legal, demographic, historical, economic, psychological, cultural aspects of the
problem.

We, ethnomusicologists, can contribute to this research by studying socio-cultural aspects of
the problem.

Logically, any occurrence, which accompanies migration processes can be discussed within
two public groups. These are: 1. “Migrants” — displaced persons and 2. “hosts” — local population of
the new residence place of the “migrants”. Certainly, both groups have their own identity, domestic
and cultural traditions, values, attitudes, and main difficulty of migration is peaceful agreement
between them. This problem arises immediately after the minimal material provision for migrants
and manifests itself in the desire to primarily protect and preserve their ethnic or religious identity,
and then their mode of life and cultural traditions.

In the paper, I will attempt to present these problems on the example of Svan eco-migrants,

! According to the 2017 data.
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because, I think, the issues of protecting identity and cultural traditions are especially relevant in
relation to Svaneti, which is characterized in the pronounced focus on the preservation of traditions
as compared to other parts of Georgia.

Svan Eco-Migrants in new Environment

One of the first large-scale migrations of the population from Svaneti, due to natural disasters
caused by heavy snowfalls, took place in the late 1980s. Particularly, in the winter of 1987-89,
many villages in the region suffered from an avalanche, which resulted in the destruction of houses
and casualties. About 16,000 people were evacuated from the disaster zone. The state planned to
build several thousand houses for them, in both East and West Georgia. In some cases, the eco-mi-
grants were distributed in already populated regions (e.g. Marneuli, Tsalka, Bolnisi, Dmanisi, Ts-
kaltubo, Khoni, Ozurgeti, Lanchkhuti), in other places, the villages were specially built for the
Svans (Sagarejo, Tetritskaro, Gardabani) (Gotsiridze, 2011: 353).

I think it is important to consider the above, since mutual adaptation of “guests” (migrants)
and “hosts” (local population) is a complex, unpredictable and often long process that affects
the identity and traditions of migrants. This is why, based on the expedition material obtained in
the above-mentioned regions, I conducted my research with three groups of eco-migrants: 1. the
eco-migrants settled in Georgian environment; 2. the eco-migrants settled in non-Georgian envi-
ronment; 3. the

eco-migrants for whom the villages were specially built.

With the consideration of time-limit, the paper presents the study results of each group for
every village. The First group includes the eco-migrants from the village of Sakulia, Tskhaltubo
municipality; in the second group there are the

eco-migrants from Tsalka municipality, and in the third group — the residents of the village of
Didgori, Tetritskaro municipality.

For the study, I have used interviewing and comparison methods to see the real picture through
the eyes of the migrants themselves, on the one hand, and to compare the data of the three men-
tioned groups on the other hand.

The Problem of Preserving Traditions Among

the Eco-Migrants Settled in Georgian Environment

In 1987 the Svans from about 20 villages of three communities in Lentekhi municipality
(Kvemo Svaneti) (about 300 families of 15 clans) settled in the village Sakulia, Tskaltubo munici-
pality in Imereti. The eco-migrants created “Svan district” in Sakulia and named it “New Sakulia”.
When asked how the “guests” (migrants) and “hosts” (local population) got along, one interviewee
answered: “Very soon after the displacement, the Svans and the Imeretians became friends and
relatives... We were lucky to have settled with the Georgians, unlike those who settled with the
Armenians and Azerbaijanis” (personal interview, 2022).

It can be said that it was precisely in the conditions of ethnic and religious kinship that the
Svans who settled in Sakulia did not have to fight for the protection of their ethnic and religious
identity, language and customs. To this day, they teach Svan language to their children, traditionally
celebrate secular and church holidays, such as Khatskvejnaal, Skaldob, Lipaanal, Ligiergi, Limrie,
Shob, Tanap and others. By the way, because of the activities of the Svans, through the joint efforts
it became possible to restore the old, dilapidated church in Sakulia, where, after the traditional
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service, the Svans are allowed to celebrate holidays according to their own rules (with the ritual of
blessing of the so-called “starosta”/headman, lemzirs, slaughter sacrifice, feasting, etc.).

It is also worth noting that the eco-migrants settled in Sakulia still go to the village of Paki,
Lentekhi district, where traditional festival Skaldoba is held at the Archangel Church in Skaldi
(personal interview, 2021).

As for traditional music, eco-migrant Guram Kvastiani formed a children’s ensemble in the
early 1990s. Its repertoire included only Svan songs, dances, and round dances. Guram Kvastiani
also created an ensemble of elders in Sakulia, but he faced an interesting problem.

According to him, since almost every village in Svaneti had its own variants of songs and
round dances, it was difficult for the elders who had migrated from different villages to compro-
mise, and it took a serious effort to get everyone agree on one variant. For this very reason, the
ensemble existed only a few months and broke up. The fact of breaking up is negative, but the cause
is undoubtedly positive. While interviewing the Svans from Sakulia, another interesting reason was
revealed, due to which, the Svans found it difficult to disseminate their traditional music in the new
environment. In contrast to Svaneti, where most of the year there was winter with heavy snowfalls,
when people took a break from work and gathered, danced and sang songs, in the lowlands, there
was almost no snow in winter and the migrants had to work all year round to support their families,
they had no more time for singing and dancing.

However, one ritual has survived in everyday life which does not need to find “spare time”.
This is mourning and its accompanying keening of women. As for men’s lament — Zar, after the
passing of elderly mourners, sometimes the singers of Kutaisi State Ensemble are invited to per-
form it. Such “devotion” to weeping and mourning indicates the widely known, unchanging attitude
of the Svans to the cult of the deceased.

In 2002 Guram Kvastiani moved to Tbilisi. Due to the lack of support from the local govern-
ment, the village was left without an ensemble. However, the members of the former children’s en-
semble have already grown up and feel the need to continue the traditions. One of them is 24-year-
old Otar Gvichiani — a student at Kutaisi school of cultural education, who has learned Svan folk
music from Zurab Liparteliani, Guram Gvichiani’s student; and still sings, dances in Lentekhi mu-
nicipality ensemble Lagusheda and learns to play folk instruments. Twice a week, he has to travel
about 80 km from Tskaltubo to Lentekhi to attend the rehearsals! In the future, he plans to revive
Svan musical traditions in Sakulia and actively involve the young generation in this process.

The Problem of Preserving Traditions among the Eco-Migrants

Settled in a non-Georgian Environment

Svan eco-migrants were resettled in Tsalka municipality after the natural disasters in the vil-
lage of Latali, Mestia district in 1987. Unlike the eco-migrants from Tskaltubo, they had to start a
new life in the neighborhood of the Greeks, Azerbaijanis and Armenians. The differences in ethnic
and religious identity created serious problems in terms of both adaptation and preservation of
traditions. For example, the locals could not adapt to “sharing” the land to be cultivated, they op-
posed the construction of an Orthodox church by the settlers, protested the tradition of celebrating
holidays in Svan manner, etc. According to the interviewees from Tsalka it took years to settle the
relations, which significantly hindered introduction of Svan customs and musical traditions in the
region (personal interview, 2019). However, willingly or by force, the eco-migrants still did their
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way: they built an Orthodox church,? they started celebrating secular and church rituals in Svan
manner, never gave up Svan manner of feasting.® In addition, they created folk ensemble named
Trialeti, which mainly performs Svan songs and round dances. Merab Gurguliani, the son of famous
singer and choirmaster Maharbi Gurguliani from Latali, is also a member of the ensemble, who
continues the traditions of his renowned father by popularizing Svan dances and songs.

The Problem of Tradition Preservation among

the Eco-Migrants, for whom the Villages were Built

About 40 families from 8 villages in the Mestia district were resettled in Kvemo Kartli, in
the now village of Didgori, Tetritskaro municipality in 1989. The houses were built for them in an
uninhabited area near the village of Orbeti. The Svans themselves gave the name to the village.
This is the case when eco-migrants faced difficulties different from the groups discussed above, and
had to adapt not to local population, but to difficult living conditions. According to the locals, for
many years there was no running water, electricity, natural gas in the village, however, in spite of
everything, they still celebrated secular and church holidays with accompanying rituals and songs,
they managed to build a church and created folklore ensemble Didgori, with both young and elderly
membership. My interviewee was Ivane Goshuani, director of ensemble Didgori. As he says the
Svans from Didgori still follow Svan traditions, such as: Lipaanal, Limpari, Ligiergi, Limrie; they
try to attend Kvirikoba and Peter and Paul celebrations in Svaneti. The deceased are still mourned
over with traditional female keening and male Zari, they follow the traditions of Svan feasting, they
also try to teach Svan language and Svan songs to their children. Ensemble Didgori’s repertoire
mainly includes Svan songs and round dances, which the Didgori members perform in both every-
day life and on stage (personal interview, 2022).

In conclusion, it can be said that:

Despite the complex and lengthy process of adaptation, ethnic and religious problems, difficult
living and climatic conditions different from Svaneti, the Svans have retained their identity even in
new environment 30 years after their resettlement, which is proved by:

e preservation of Svan language;

® Joyalty to religious belief;

e celebration of secular and church holidays in Svan manner;

e following Svan feasting traditions;

e continuation of Svan song, dance and round-dance traditions;

e full observance of the mourning rite in everyday life;

* maintenance of close ties with the native villages in Svaneti.

The study results of the data from three villages presented in the paper are more

or less common for the other eco-migrant villages as well. Accordingly, we can say that the
migration processes even more clearly showed firm orientation of Svan ethnographic group, aimed
at protection and preservation of ethnic, religious and cultural identity and traditions.

21tis noteworthy, that Svan eco-migrants built churches named after St. George in every village, which proves special
devotion of the Svans to the Saint.

3 Namely, the first three toasts are dedicated to the Great God (“Khosha Gherbet”), Archangels (“Mkem Taringzel”)
and St. George (“Jgrag”).
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The Interviewees:

Guram Kvastiani, 59 years old. Resettled from the village of Mutsdi, Choluri community of
Lentekhi municipality to the village of Akhali Sakulia, Tskaltubo municipality in 1987. Currently
Head of Folklore Department at the Music Service of Tetritskaro Centre of Culture and Sports.

Otar Gvichiani, 24 years old. From the village of Akhali Sakulia, Tskaltubo municipality, a
student of the Kutaisi school of cultural education. A member of Lentekhi municipality ensemble
Lagusheda.

Ivane Goshuani, 68 years old. Resettled from the village of Tskhumari, Mestia district to the
village of Didgori, Tetritskaro municipality. Directs local folk ensemble Didgori.

Gegi Gvichiani, 34 years old. Resettled from the village of Lakhushdi, Mestia district to Tsal-
ka municipality in 1987. Directs local folk ensemble Trialeti.

Merab Gurguliani, 56 years old. Resettled from the village of Lakhushdi, Mestia district to
Tsalka municipality in 1987. A member of Tsalka municipality folk ensemble Trialeti.
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9m339¢N 393N0XH: 3ILNZIIMN OIMNDBIN

doo30Mn dm3bbgbgdgmo o Mo3dx0MIoMmY: Jammmonb domgmo, dombo
A2339m006006, 606m 656908306 (bogdommgzgmm), 3993 doMHMEMNS6
(congen dM0ho69gm0n) o 3oMnbo xgMabdHmARMMMLML6 (033) gMmmoc

Jammonb domgmo — H3300 AMazomn 3ognnb obobyobdn dmzmyw dg3050090
MY350009mM 3000MJOSL bogomym HYMNDBINSD Ze3d0MYON: bodoMmzgmmadn
0o 300mMm3ymay 3Mohngnm 93g0Lbo o bognmbgol, MmMImgdnE dgodmgods gobwgb
h3960 nbIYLONL Logobo. dgdwna dm3z06393 AL 3MaNgaqoL ©3 o Lb3s Lognmbyddy
9R3MOM gHOMYMo LubLOYOMMD, MOMO YRMM YgMoMYdnm gobznbomman Lndmgmol
d90LBozmMgmMo  yabmomo  bHYIMYOAbs o oo Jofnzgmo  3ob3nbdmydNb
AMHN39E0O O 3oAMEEOMAI0Y; HMYma HModdob ©d 3MbiMabhnm BMmMISLMMBO
0030330M501m0 LOMAOIMO S oMB393900.

3960 c00byzyboob 3m6o6omggdn dMNob:

°  3o0mbo Hodagmnobo — gobmanmgan o L3vbyMn HMoNENMN Ma3gMmAHNMal
36mdomn dgaLbMnmadgmn (0030L YO0, dbOLY O J3obML gMmow). FoMmbd
dmog3ngdmo 3Mmgdhob ,amobyndon — dm3mgmomon bmazgann® mMngnbomyMo byw3s.

*  Bobm BobyNA3z30mMN — B73MOLIMZNL FBMdOMNS, MMEMM3 ,0dMMBOL* Bbonh3Mymmn
bgm3dmzobyamnn. Bobm oHomMaol FobHgMIMLYOL gaMm3nb J39ybgd3n o dmm bymo-
993b0 Bgmno — bobodmgmm HyMYdL Logommnzgmmdo.

e 1903 dOMBHMON — MMBEMBNL JofMoymo gnbwnb, ,3ob306dgmnb” oo bbnb
Bo3to o ymayznmo bonddmzobamo; hunfmgdol 39homoba dmbobommy. 59330, obY3Y,
Bmgmab anmbombolb dmasmMym gnbodo.

e 3oMnbo admnbhmammm — domnbsb bocomdbhmmm cobamboEos (2021) AmnEosL
0030 bobgmBmgdnm , LML dMAMgMaNgdo o IMImgMomn bmagdn“. dob oJab
magmhy  H1nMgddn Ambobomomonb, obgzg, HHMIONL MMEEBNBIONL FOAMELOMYdS
(0BLB3OM ,0NMYNLEVL* JoMEHDNMMMOND).

33930 00 0930dY, 0030b0 boomghmtm obgmbhoEnob gofgmaddn, obYaY,
AoohomMo gm0y bonmdo, MMI0E oML O3HMMO MNV30LY 3MMNRIMBNOLY O HYMOBANL
dqbobgd  B0gbobmzoL JoMmoymon  HMoNENYMO  AMo30mMb3nsbmdy:  mMvbodghmag
H0bb309d0 o 3obznmMeMadnl 39ML3YdHN3700. Fgmny OLbHDbENYMe donmgol
AmbBoBomamdoL bybNodn. oF dLbBMY Lb3s HYM-MoyMYdL dgbodanms by,
Aogmonmb Lgbool Bb3MYMMAOSTN. OMAODAN, SOV, dJ3MN N0, dobym Banyddo,
LOA3MDOYANL VBYYdO3Y o6 Tnbo LLMYMYdNL 393gy AMByYmMoNmN, LOLBSZMM
Hyngo0L ©b LobNIMgMmM BBO370NL FMBOBNMY.

3690900 o BHgM3nbmmmgno

bBOBV3 PBPOMME 3obbNM3DY FoO3dM?™, 300y, F90MaMO30DM™ MO3HbNTY
3MbE9RENS MYMMOYN OHYMOHNMNSL HyModAnL dgbobgo, sbyzg, HaMdnbmmmanal
LOZOMbYON. MOL 330gdMMAM FomMdY, 3063 03 HN30L bombymo Aybogomymo HyModInm
oMo 00303909M07 o MOL ROIMMOY0 LN LogOmM MV3DY?

e Hmobho — dmadoymn — 30dnhmmn — AMAbIsoMydamo — 3annxbhHo — dganMn —
LY — FgaMdOMO.
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e MAHOIMN — 390003M30 — FPo3030MN — MVMFENAS00.
e (HuMob mMzgobndohmmo — gnn — obhMg3mMabommn — 3ob3nbdgmo.

3Moho3nmo anohgmohMnob hMmad3ob dgbobyd

gy 3069Mm33o  (B0gbdn  AMmobLbborNMbONMmN 3030090  3NaNMIMS, boambn,
0030700,  1996)  ynMmomgds  goodobznmo  3603309mm300  3obbbgozgdody
OuMoLEHYOLY O IMLAM3MMNAHHOL AMMOL. Fob AM3yosb 3mm HaMYL BGodhoho, Mmd
093M0 ©00030060L AMadOYMMONL F0DOBNY ,Lobmo 3myL* (bLobamn 3anyb 3By 06 MododN
3mo7900, FogomMomo), L3 HMNdAN, doMNMOOE, BYOIENMBNMYLL Mmamms
LOBVbOMOMNZN L3MMHO. ZMLAMSMMNAHYON, 30Mdno, ,30MIZ0MBN dMNVD HOYTBMMO
Lbgo IMHYMYdT0... Boo by ny3zb56 AMBOBNMyqON*.

dnbngo bdoMmo oMol LobsbomdmMnzn b3mMpymo HYMODANL Bobomn — MmyboE
HuMobHndL Agbgds 0J30 HfvNENYMN 3xbngnbo o 39330L LogoMoYM AaLYMYOLMBD
LOLEHYIMYOdn, MYLHMMBYOT0 ©b VEItNM HMOLHYM VvaNMYdTN, ,3000HMMAL
300mMENMYONL* ROMamMgdan. o0, 30boE LML MV30 domMnEmL FobmOMN3 HHMDAL O
y93mm mm3o 3Ybogomymn godmEnmads 30nmmb, dgndmosm, snfMhnomb 3mbEyMHON
00 B39LHOZOMYON. P3OBOLIOYM Bangd3n bogommzganmdn nBotho dLyMAs FPbnomymado
3000300909030, MmamMi HyM0d3NL ym Igho 3o030MMad0L LOTHOmMYded O
06038309mm3000 Bamoamo dgodobs psbmagmon  30dD0HmmMad0L 3ngm  bLogomomnzganmb
donomn  bogomymn  39333000MaMANL  3oEdmonb bogdgdo. TogMmod Loyzgogbm
9900b39390303 30, 39MMMISBLN, doMomowo, J3bobyMYd  goMmmmMdLL. ©dnb
LO3nMOLINMM, YEbMaMN 30doHMMYdO, HMIMIONE b3YONSE Jofmonym bmamaddo o
06y9d96 Mnanmbymo LodmgMydaL LHomMNbY o MY3gMAHYOMYSNL FobBogmob Lodmgmab
0030mMMdMN3  MLEHOHYONSD, BoMAMoandbadb dmadoymob LMo 3obbbgozgdym
H03b, MHmMAgmoE 3303L 3MLAM3MaMOAHL 3o69MENLIYMO oaxoNo.

HMoLHHOOLNZNL ZodNdOYMN  39MARMMBOBLAGN, dbY3T, SLMENMEYdS ,bObLEIOM
03090(h03MmMONL  30900LVD, MMTgmMNE A6  Bo33000m3s  (1970-006  Bangddn)
800mnynbs, 9dmh33000000  03090hn3nMo  bmaamalb  3bmamMadal  39Mmamm3sbLydNb
00bOBYMO, MMIAMadNE L3gENMYMOE HMOLAHYONLMZNL HBYMOM®S 9.6. 6060 bodNb®
M9anmbyddn, 3odnb MmEe ©gnmMdMN3n Ambobmamos 13000 bodAb* Myznmbyddn
3bmzmmds. b3 o 0LY3, b 3MNL domMNgMn, MMBHMLOE 3300090 LubNdmgmMM BBBO3700L
0mboboanggdn, Mmogbog 0bobo  bobgMdmnzo  EbmamMmMOgd  LmRMEL  mEobyddon,
Aooymo oMnob ymazgamomoym Logddnobmodsdn o dgndmnom Ambobomgmds 3nnmmb
80mMMOMN3 RLHNZ0MYdT0, MMAMIONE, H3gYMadMg, 3oMxdg 30MMOM30L MY oM
oM.

9L 39bmadgbn, obH3), Fga3z0dmns dobznbommo ,omAHYMbohYmMN”  HyModINL
amozom  LobyMAOSLMVD TndomMgdedn, MMAmgon3 1980-0000 BaNYdNLD FohbY,
30000930 9hn3aHa00m:  ZNMAHMmo  HyMod3n, gobolymo HPmM0d30, 93MEHHM0D30,
063067  HhnMn®3n, dogMon  HMod3n, 0bHymMadhyomymo  Hymod3o, JonYMo
OnModA0. sanhgMmbomonmn  Hnmnddob d0odbILO BFOMMOL, dgedEnmMmb YRLIMYMN
0030mMMOMN330Le o 30DNHMMIOL  dmMmab,  30d0dhmMOL  Aoygbgdno  oghoymo
0mbBoBomnb o oMo 3oboyMo Am3b3omgdmob Mmmdn. dbgmo  HYM0d30  YRMM
0ma3n000600 8NMMOMN30 93MbM3N30LMZ0L, MOESd 30DNHMMYdN YxMmM bdomMo
80NgMYd000  ©adNMMOMN3Me  Mxobyddn o, dboMmb  ondgMabd, TFogeMOM,
00030mMMdMNZ, 3oMa3MLEVE300 NBNENSHNZJOL.

AobmdmMn3n HyMndIob BxROMNYMO JRIIHIONL OOIMBBLHdAL LMNLIZTNYOND,
03hMMad0 Bogboby AIMbodn o AIMNdEN: 0IbHNRNZ0EN0 VVTNEYOE O
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00030 0mob (M. Abram, Waldren & Macleod, 1997), 3993000906 9hH3906000000m,
oy Mmgm  3gndanns HmodAL ,00000000900030L  30MmMdYdOL  PBMYBIHNYMARS
[Bob306dgam  LOdMEOMadEdn], MmamM bbb  obNbn  LOgyMOMD  MV30L
00090h0x330300L O MMEMM ©30330MJ090 LOZNMOM MO3L EBIMAYD LOBYSMMLMOL.
60gbdn ,HnMobHOMOb  PMngMmomds:  93mMm3nb  3obybo  Bobmdmnz  HMNBIDY"
(1996) 59fMadn Onobzgbn vbommgoynm 3MIdHOML ©39070L HMOLbHMO NBHaMYLOL
3mMH00bEnomdY, Mm3gmbog dgndmng, bgammo dgnbymb dob3nbdmgdnb M30:39309000,
LO3OYNL, MO3FEIMIOYMMONLY o LMmmMNEOMMOOL FObELOL* o bHhNdymo 3abEgL
HMO0E0YMO byamMbo390IMOONLO Y VRNMNMAMNZ0 MGLHLBOYMYONL dMMINBYHOL.
9L 39030050900 0Mob 30g3 M0 3MohMnydo, MHm3momoE 89330dmNs dx30030LM™
LOLNBMgMM HMOLHHMO NBNENVHNZION S Fomn 36n3309mMMdY bodommzgmman.

LLOBMGMHM BBV3JON o LLBOZMM HyMgdo bodommazgmmadn

mmaobodgdymo  30d0hgdn  AmImgMmommo  $3nRgonbmzal,  MMOmIdnE
L39ENSMYMO HSAMENSE LodomMmmzgmmdn HfonENYMn LNdMgMadNL dobobBOZMO,
Lb3OEOLb3Y Lobgmb vhHoMgdgd: TLbnlomymo Hymo — bLobodmgmm Hymo — bombymn
LOBMYMAL LOLBOZMM HM — LELBS3MM-LEB5BLMYMYOMM HMO — LdanmHOSMM HMO
— OpbogomyMo gobdsmhHmgds [Mohnno] — 8obdsmipmads bombymn Lndmgmobmznb
[Monohn] — LobNBMgMm dobogn — bombymn LNAmgMOL 3g3LBs3MoMN dObV3N —
LOBORLYMM VBBBZN gobLbobmgdnm — BobhgMmImobo (3mMJdma3n) — FboomyMo o
3JOHIMIMN 0103300LOZOMN.

0MbgdmMOL 03 AmM3zmyb300L LHMYIHYMoMmgdab bb3zoobbzs dmmgmon:

e Dmgo gymobbdmdb g vanmdy bobamdmng ymazbob, yzgmody bdnfMmoco
0939600 390000900 97LIMYDOYMOE vLRNMMAMNZ MY3aMboMdY; MYAEY, Dman AmnEe3L
5399300 063bmMad 39eaMaxoL LudoMmzxmMMb Lb3s HcbixdNLL.

e dmagnogmmn 0ygbgdb ,mMm3ogn dodALY dmgmb, Mmdgmog dMbobomggdL
LOTPOMYOOL ddmM3L, 309(306Mb MM ZMBHMOLHYM MazoMbBYM bLHnabo s My3gmbhnomb:
3m3ymomymo 3m3dnboENds bmazgano mobydon baebym3n o bmagma gMmabn odomadn.

o Omgn gnmnbbdmdl bobdmiamy ymabob Ldd Vb MMb vENMOL, My NbHHBLNYM
LBO3MODY Bghoe P30MOHYLMOSL VBOFIOL BHNMNLY o MIAML oMM L3gdhmMab
0mbNb330L JgbodagdMMOLL.

o 3003 30M3Mb0* (Mm3gmdoE Logomomzgmmmdn 3oM3gmn 00bogn m3 Boandy
9900 bbob Bob Aoohoms) nygbadl dgfgnm dmgab, MmdgmoE NBygd HMNZ30Mnobn
0bhbLOYMN MI39MHNENYO0M, LooE IMBEBNMY]dL dgndmnoom nbBs3zMMB MEn vb Aghn
LOBMyMY. 9398 NLNBN AMEBOYMMOYD J394baL FsbIHOOND, b3HdNLL dMIMyMaNydL
Lbgoobbzy  vrognmol,  AMbobomgmdgd  dmgmg  Fobhamzmobyddn  AmB3gnm
390003M350mM0b o AMbBnyMosl nmMmgdgb 3MbEaMbhaoLy 0 BLHNZMYdTN, bdomMo
00aNMMOMN3 dOLVABMIONSD HMNO.

ob3939, 3obLb30370MNS O00603900b BMMBHdN:

*  bHnAMO RAMLYMN FaNRYONL By3Mnd0 Fondangdo 3obmo3beobb bb3owsbbao
mzobdn vb Yzgmo omhgl gmmbo o 03037 Lobhndmm bobmdo.

e Omg 0J90mbzg30dn, 0bNBO  BNBO3YONSD  dbmow  ©87bgdHm  dgbmdada,
dofmomoo, domn  39003manb  bogbmamadgn bobandn: dogomomoE, ™ybsgMdn
0mM306900L bLobano o 3xMnbAn ;YM3bNdygdol bobano.
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93 1MoL O 156039080 dMBI6amMggdn bbzowabbzs domIMYdHncm dnwnob:

e 3000y 30MIMbNLY  J90;mbzn3edn, dJomoymo  doboggdn M ofom
LogMMOAMMAbM  3MMaModnb  Bobomno,  mMM3TgmoEg  IMOEE3L  3oMHBomMMASL
0mAMgMMaOMOb o 390003M3J0M0  bLb3oLbbas J39yobodn o nbNbn bdomMo
0Yy30690 000300670L, MmMAmMaobog oMy3 3gmbnoo 3o3doMmn 300z 30M3MBNL®
LOJBNBBMBOLMOD, BggMMYdM dhohgd3n o6 0L RQoMIMYOL Mg,

e 30Mm mnbngdolb Lommadomm HyMgdo 3ob3nm30nmns 3omm30L, 30LOE 1339
0J3Lb  Jofmoymo  LoBmgMob  godmEomgdy, AMbEBNMY]0N, JoMNMVSE, 30MON
3MBHOIHd0m 9Mnod AmdOYMYON.

e Bobm BobgyndznmNb, ™300 domommznby o Lbzgdnlb bymddmzebymmdom
Aohofmgdgmo  HuMgdn  d0modoMos 03  3mMJdma3gd0oeb, Mm3Amgdbog  0bobo
19d®390006 93Mm3nb Lbzoobb3s Jagyobodn. 3mmMgddma3qonlb dmboboangadl nhbgdom
Logomonzgganmdo HodmMb3mMNL byznmo.

o mMobydonb — dmAmgmMmamo bmamob* 3mgdhL Logndzgmon Aogyoms bymno
300bb30390YMO 3MDBEIRENNM, MODYE Fombs FMbe bobdn Moz 339MhY30L.

y3bmgmo  AmMBobnmygd0L  Momgbmos  8gndamgds  Infygmoab  LoBnLb
MEOOMOAY. 093Mn  dMm3mgMomo  ymagmbamoyMo  OM1nbgds  bodommagmmadn,
DMasgM 00039 0NMYd30, LuoE I9amMoOmMadn 8gndnbab, DMaEYM 30 vbom dgNMYLL
9d9096. 03000500L PAYHaLMOS ©3 AMEDOYMMOOL dgbobad $9M 300093 30MON
303800090000 o DY30M0 NBRMMTBENN 03goL, FogMod DmMan F3n3nL dndsoagadbanmdo
9RMmM  IMO30mMRMmM3060 gobo vbams, Mmgbog gb HYMION ©30mMoE 0dgobYdo
0b(HmMB(H30 (Bogomnmowo, 3390LOYJoL Lodyomgdom).

bLOBYMOL  JgbBozMODY  oboMsymMn MM  Jgoalob madn mMNsd 95J3L
LOOMOBY 06 gHL. DMaEyM, LoBMgMNb doMNMON 303300NMIBNL oMV, LXVZOBMOYD
39330L0 o NBLAHMYTYOHODY VO33MAL Fo33xNNMYAL. 3MMEMOAYdNL NAYHoLMOS
0moEo3L  ZNMBnmnmo o6 abhmmoymmo omMbAgLobndboMdYdOL dMBbbyMYdSL o,
0bY39, Fgndangdo, dMNEE3IL bNbIMAL, AnmAbgmsb, b3dbyMn BofMmomnb, yzgmab ob
Fog0b 00dDOg00L FobHhomMmobydL.

LY HYMHOOL MNMYONMYOS FBNAZ0HNM3D ZoBLHIVZWNOS, MOEOBMINLIOYMNS
oMo Bbmmmeo  3mMadonmmdnL  bobaMdmnzmdody, oMmodg  HMbL3MMHNL  M9703bo
o 8obbobmgonl (3D, TobBOZMOMYdAL  MOMYbMOSDy o bb3., VToHydNM
8000bBbEgmMNY, 30a. BYLHNZMIODY OLBEMYONLY o FYBIN3d3n Jgbamnl boMmzgdo.
00 Bogbymb (2022) hinMgdob bobgmhdmozmdo dgiygmos 9-cob 17 mgdwy, bmmm
0Mdymady - 720 93fmmeodb (10 mnobn ¢hymn) 1900 o33 mmomodwy (17 mnsbn
Hufn). 038 P3060LIbYM dH3nbzg3030 (,30mM0% 30M3AMBALY) 3dmbos b 3MYdYMN
HoMN330 vbomMzgadMYdNLMZNL, d1Y3Y, bHN3)0NODY goboEboAL Babodamgdmmmdo.

dnbogom bohyzsb ZobMymgd 0d P3omMonHgbmOJONLY o odmMB393700L BabLBMN
AOAMBONZoMNm, MM3JMNS NHBHNRNENMYOSE YOS dm3zobnbmo.

bLoMgadgman dmboBnmggdabm3zab/bhndmgdabomzab:

o Jomn Jomoymo bLN3MgMadalL MY3gMHYSMOL FOBOMNMYOS O Zobobmgdy,
MHmammE 0160n300070mMYM©, NbY 8nbNb dndvagxdanmdLA0.

e LBO3mMO PIYOMME MMEHOIMIONLED O HBMARIMMHONLESD.

e dbomo IYbogomymn 9bobo o Lb3xdMLL gMmmo dmgmol sbomon gdgdol
dqbbozmo.

e (3bmzmgdnb obgomo Bgabob 3obEy, Lowsy LNdMgM o (39330 530 30WH3
06038369mmM306 MM 03o3mMAL.
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e 30M30mMon  0bBmMMToEn0L  dm3mzndo  LNAMYMYONL  FIMHYOYMN O
obHMMOYMO 3MBHYFLHNL Agbobygd.
L,0MMBomnM* Jomoyan bobmdn b HIMS YMRbNL ObEWY.
9ob30bdgmn MxbabY O ML ymagmomnym bLogdnsbmdsdn Ambobnangmods.
0mBoBomMamMdS 0a3NMMOMN3 R3gLHNZOMYdLY o Mobhyomyddo.
30MMOMN30 093900bY O LEGVDM LEBEMBM]ONL HNsmm dboMmodgmo.

bLoMmggdgma BoLBo3mMYxdMYd0bO o Fob3nbdmgdabmzab:

e DbHndoMmo 33993000  F90MbO3MNL  Byomo  (Bob30bdgmn  mzobgydoLM3NL,
390003M3900LmM30L, HYMOL MMHEIBNDOHMMIOOLMZNL, MNOMENBBYdOLM3NL, ddmmmg-
00bM30L YV ©.3.).

°  30000bomn Mmobby dgndmagds gdodmyngbgdgm 0gdbob Lomzobm 3nMmdgdol
3oLOYTFMOLYdMOE  (Fog.  V0VDOBAL  VAMBHOYdY) b6  abgoo  3Mmadhadol
0bORNBBBLYdMO, MMIMYONE LoMaxdIML AMYHEOL dongm ;MHaAL.

o LHNAMYONL o0MB3LYOS BLFNMMOMNZ MFSLYOBN BMNL NBSBLYMO LOMZgOMNL
30900Ma0nL o, b3y, Toho  ©E3NO0NL  AIMNZNL  LOBHomads  Bob3nbdmmdNb
bmMENOMYMO 3nboo.

°  093M0 3ob30bdgamn BmMyYMBbmoo JENb YmagmBmnymo sbom bHndMaoL o
0bY37 ©VRLYOL bobaMImMN3-39ML3YIHN3000 TgaMOMMOLL, HMAYMLYE NLNBN VBYLMYdYHD
BMangio bHy3oMmLb.

o DbHndMgdn Jgndmgdo aobbgb HMoNENYMO 3ModHndnb doEmEbangdoby o
0003900 bHnTmo.

e bYXWMOLEOD, MmamME Bob3nbImyd3s, nbg LEHHIMYO3s dgbodmms g3obnEoEMb
3boomMmymgonbo o Loyzemymob goodomogdymo gMdbmdnm smbogby dmagbhaon.

e Jom, 30063 9db3nmbooddmmmo b cvMmENdbo dydomdgb, Tobodanmo
030LM30L 30M39MB SMBMIANBMO LMD J399bab Fnbogdo.

o LHYAMYON  BMEbomn  AH3INEIONMYOLS 030by, MMI  Jomoym  Imbnmoly
0030L9090 O 3ohn3L LEYTY6 LodoMmmM3xMML BoMamMYdL goMgon.

o 390003Ma0L 0B ©gNMMOMN30  ©BLEAdMYOOL  FnB3730  LoDM3VMISM
39Md3m3q0nbe o 3MBEIMAHYONL  Hobohomgdmo dgndangde  gobgl  3Mmgdhob
803Mdymadnb 3gbodmgdammdo.

390m6393900 - 3Mohngymo 3omb3zgodo:

e 360boom3g3900 0y oMo BNBLBLYMN NbHMLO LHYIOMMNIMYZSMIMONLY
LOLOBMYMM 3MOIHNIOL HFMVNEOYM BMMIYOL?

e 533L 0y oMo BmMgNgMo BoLb3NBdyMbL FobEY, MMA YEbmgmo bHAIMydom, dom
309t 390mHObmMN 3PN o 3MaLHNJNM 3MDBZNMIBENOL HBY3L LbzgdL?

e Mo bydy, oy bmMOL dmgngmon dogbmamgdgmn H3ToYymANMmMy YEbm
00003000500b 393MEnbydNm 08 bLoaMEadn, MMTnNE B0 30MOEYMO 3noABNOM?

o 5MLoOMOL Oy oMo Y3zgmody 3M3nMoMymn  ™MMISENJONL  gooh30Mm30L
Mob3n, 30D0HMMYdOL o6 HNMYOOL FooddaMOONMN MOMEOYBMONM? o BNAbL3L Y
oMo gb 0dob, MmA bbzgon 39M dgdmadgb LoEMEbANNLYBOMNIBMOOLMZNL LozBoMobn
0mBoBomOL 3Mdo30L?

°  5MLYOMOL MY OV LoBbMNL gogdmmdoLY (Bob3nBJmMadOLXMZ0L) o FMALObYMYNL
mMb0L oEy30L ML (MamME boMmabbob, vbY3y H6MHDNODINL NZMbODMOLNM)?

e Mo dmbyds, MmoboE mMyanboomymo dmbyan mmbOsMaon, MHMIMIONE
0m030M 3030039 RoJhmmLb BomMmAdmoabab, 3mEbmadn smof Jogdnob?
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e 5MbYdMOL oy oMo LdndMmyds, MM TYbogomymMn 353330MYMBY, HRMM
0MM 3037000, 3oongd39L LEdSBMM LEFMBMOL 3o3nHOMNLHYM 8B ByMmMNdyMSMYM
93mbmadnzodn?

0 OMMUL, ©8 AMazomn 3030000 SBMEAHOENSBN ByMno: ,3NMAOIMYMO HYM0D3NL gbs
39000M900m dbomn baggmm LogdnMmgdL LoLHYBOHNDOENL O Vb3xBL LBo3MydALY
0 39695990h0bL 3nobom*. og 306 O3L3Y dg3nmbao:

e Mo dgndangdo nymb obgmo 3namanb boMagdgmn?

e Mo 0gb70s Mnb3gdon?

Jammmo0b domgmo dombs Hadzgmaobb: 2011 Bymb godndoMonmo o 304o30
30M39m0 3330l B93mn, Mm3gmnE godmgbdoyme yEbmgmo bHAMgdol 0639300,
Aobymnyzbgb mobydodn, mndbymob comgbobBoymMmLb v 3o3dnMgdymn bndmgmgdobo
00 (3933900L dgLbobBOZMOE o MYLOLBESYMEN BMBIBNMgMONL FnbOMgdSE. LEMML
9L 0MNb VAMLOZOMN MOBYHNAY dg30mb30LM3L, MMTnNNE 0B O3YLIS FoMBLL,
domnob 3603369mM300 ©0d3000L o3 yzgmoxgmdn. doombo, MM 330mboMNm
MmammMo nym 03900 Lobynbn bywzs 3madhobs ,mobydn — dmdmgmomn bmaggmn®
o Moo oMol gL 3Mmgdho godmmAgnmn o6 gobbbzozgdnmn bbzo 3Mmadhadnbasb,
MHMIAML RoMmamyddnE HEbmomMgd0 3M0sb Jomomymon bndmgmalb dxbobB3MOE?

3900m60 HB3xmM0060: FoommmdS JgMmmmonb, o8 90mbzg3030, 3MHo MOYANNY v3
Y30moxzgMmdg 9J9wod modomMogzn, 3ogmod 3nbo gognbbgbm, Mmamm goRbwo gb nwgo.
2011 Byl 39130mO0 MomoE 9x30dY, Aobymn 30yoz0 b3sbymMdn o 36obg, MM HydL
bmgggandn, MMAgmoE Fobody LogLby oym EMEbomMO FMANZMMMOND, Modhyomyddn
0mboBomymdbyd dommme dmbyEn ©Vdnobadn o O3R0IM©N, Mmd MmEs b
dmbyEg0n vmof 0g690mmbID, gL LMWIMNE O ObsMAYbN L3VbYMNE, dobgdM©
A399mMa0MN30 MHI30MBO MododN bxJONM S BMBBINMN HMSOENNM.

00 ML 3o303000 Jomdohmbo dgg 0Mgn, dm@pmobrngmn Jomoshmbo, Mmdgmna
o0NbHMaLbAdMN oym  Jofoymo  bombymo  Gnbngnm o 0370300  NBYMAYOMOS
m9bx9M3n, OohMbBo nbMed 3NANABAL BobhyMIMALYODY. 39 O JMBMIYLOZMMMEN
600y 3703000d, MMTMBE3 NEngbo Bamnmo dganobs o8 3Mmadhol gebznmomydedn,
393b30000 Ag5L 0o IM31Y)3007 Hgdn MMM bmnagmnb MohyomgdOL, HMVNENHONLY
0 0.9. F9bobgd. hgdn 3ndBN nym, 893307300 TbZMLHdNL, JEINBMTYLOIMMMExONLY O
onbHMYLYLYMN ¥EFNBBYONL FE3NNN, MMIJMNE OJLEMIOMY Lobombm MgMOYOL,
oMo Mmamm3 HyMobhn, oModgo, MmMammE 010bedmbeBng, 3gnbBo3MNY ©3 Yzgmozgmb
00 3o9M3039000 dbomMEedMYOL 03 HMONENONL BgboMNndadaL  LyM3nmb. dgs0
domnob onbhmMabos o8 N1JNM o H390 B30BYY gimo Gndomds 2011 Boanb.

30039 539330 oym 23 0030000, 0030030M39Mo  Y3gmobo  ododymn
3040300, oM 303MOO0 S JMN3ObNL 393000b70MENM, BogdMNMB, MMaMM o
33990L30bdmo PEbMYMYdALMZOL o ©.8. MYIES Fomgeb ndbgms Tybhn dmeomo,
MHm3d, by MomoE 10 Madn, Jiho MEobo 307730M. 330gMMd ©3 3Mmyghol gfMmo-gMhmn
001030M0 AMBa3M30M0 oMb EOTaMOMYdS 0300000 AbMAMNML FobIAhHodNo.
oLy 8oRby 3Mmgdmn Lakhushdi’s Singing Village, tHm3mob 93oMmamddn 3030300600
100Mo30 3nboZMLO, MMAMyONE AEFMNSD FENRYOE O FobB3MadMIdN, MMAMYd0E
0mM3yYyz390000 03 33nR30L.

00bObNABO30S, M3 gL 3MmMIHo oM oML BBOYHLOLM3NL, gb YRIMM LmENsMYMN
3Mhmadhoo o 0b vdommangdb. H3gbn Bndobn oym, o3 3Mmadhdo homoymoysbgb
030MMOMN30 1bYEILHGN, MMAMYONE LOY3JMGLM dMmBMgMMYdN dMNSD, BogMod oM
07300 AoLbBO3MYdMNL ,nboMYON“. 80030 Fom 9b3oMydmbIb Boby 3703060dg, DMy
39M9 o bbgo ybngmbgdn. Bocmn homoymmos domnob 36n03309mm3z000 dMIMAB
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d3NMMOMNZN  dbomMgedMEYdnLm30L.  od0lb  dggrny, Mm3  obmo oM 33093L
0bomMagedM©S Momd0L 3obnyMmdal 3MmMdmMAds, 30MnJoo, JMNSQ 303000900 bLgdqL.
00700000, H3960 bombal ob3oMmgdnm, 3030090 Singing House-b, 5anmb, Lowog
LRMOL FMLBbENYMOBLY o bHAMYOL ggdangdom gMmo n LnzmEgdn 3M3HBNIOEN,
LOBMYMYONL LBO3MY o LBOZMYdS O 303 ©93MN LENBHYMLM dFHN3MdS. MOE
390000 03sb, M3 HMndn ymazgmadbMng ogdnmn Imamgbos, 396 30(hy30, Mmad
obYo. FobbmMaL, o8 Logdab MmA 306YyqdNM, JoMmmonbds AsByms Agdgseb nbhamzny, oy
Mo Immmenbyd0 IJmMBos 038 3MMIJHnbasb. 08 doobobynwob 3a30dMmd, MmEs Mo
bgmom 30MgL 039090, 3gmMg bgmoom MomoEsl v3dgd, 93nhma domMObbOL odgmo
9Y30MYdIMNS 0g, M3aeb MoHYOMmMob, MME30LMOD o bogMomyM J37wYdYONSO
33093L bLogdg. gL o POV gobrgl goboynwn d3MmyIho o 930l goldnmads Moy
bmamndg, 00o@pmd, MHmd Lmygmdo P339 dMAMozmMEs  Lomzobm  bLobhydmmado,
MARBOE0SMIMN, HHMOLHNMO MMISENJON O ©TSL 39moM 37030390, BogMmod oy LBMM
30300l 30LEHT, SMBOM FoV3MNYONM O3 Znmboo.

Jaemmonb  domagma  606m  6569830mb: 0d3960  HyMaonbm3nL, ™J396
39007803900 mMobydonbaod domnob 8obbbzozgdymo dmogmn. dggndannso Agho
33000bMom,  Mohmd  @oobyznhgo  Hnmob  0gofMmamaddo  dmgdoymmods  J39yo0b
Lb3OLLLb3Y dNbydn o Lb3zvOLbgs AMIMMMYOMSD HMNB?

606m 60690830m0: LoLNIMgMm HyMgdol AMBYMOOL Nngs — 3nM3gmoc, 33mbo,
5-6 Banob BB ImM3030Y, JOMNMBOE, Mododn. MMES vagnMMOMN3 3g3bMYMYdMaOL
39303000, 018005000 dMYM3xOYMO 304030, MMAB 3oo36y30h] Lubmob ynw3zo Mododo.
00009 3%30gMmdn, dogmod domg H3gbLb o mMmzobdn HMOgINY  OHMNSM.:
00330M3J  vbomaedmMEy dndo o ddnbdznmo, o Hgdn Lobmo Lodgamgmmadn
©0039ho. MmMEo 3980093 HyMdg 330dMMON, 3n3ban, MmA3 o 3dnMEgOM©L vaNNL
ynoogo bbgs MyanmbAn: gb nym Hdn vgnmn, MMINNE YOMIMNMO ONZIMHY, baMg3oL
06Yyn0000 o bBMMY 39 NbL dMdganbs. MhmEs hgdlb bmxgmdn Bozgwn, 83880 300093
D93mm 39hoo o3MbaANbon. Bodmbygdodn dboMmn odndnmgl Hnddo dMohobyamdo
093Mm0OMYd3d  obbLOBdMNELL ,30b3nbdgmn“. d9dag GHyMIn dofMmomoow 0y3b)b
,00L300dgmNb* B93Mndo, o MOBYbN3g ©EVdNobn bbao J39ybgdnLb. dmgmn
03nmn/3g3mbogomn godmanygbgo dzgamo bobmob MydmbiHnbmznlb, Mm3dgmog Hydb
09000-00070L 939M306MY. hYBmN30L gb domnob 36n3369mMM360 NYM O BbaME VM.
LodgaMgamdn, Hd bmagandon, HyMob MM-Lod ML 3oHOMYdM, o, 0390 3oJaL,
33mo303 oby 0gbgdo.

qb oym Aydmnz0Lb 3nMzgmo 0d3yambn. dgmmg dbfMog, 97b39NENJOT0 YmARBNLOL
3b3090m0  bobodIym  JgabMymgdmaoL, LomEof dmImgMmaodl, MMImMIdLLJ
oM 3yogom AmBoxgado. o3 (3oL HyModo o Mo;maYmMo YEbmgano, MHmIgmos
o0bhaMgbadmns Azxbn ZNMAHYMom, 0 3o3mabob dbablb H3zx0dyE o Hagbl
0bomMEEdMOS MOMASDYE. oM 30330, MMEMM 3)NBLAYONVD Hdn BoamomMgdn, BogMod
3930gMmM0, MmM3 yEbmamgdo, MMIMIdNE ONBHIMILHOdNMBN BMNSD Jomonyama dnbognm,
133MmM 0bHYMaJhnomym bombny, 300y Lb3gdN, MOE0 3ol bdnmgds boogndzgmo,
HmAgmnE Lodyomgdsl 3nbExAL vEEV3NdbL, gb BgnaMdbmL, ondommb gobbymds o
dmMb BozngL. ghmbgan Hydb bmaggmdn Yyo3ws JomdohmMbyd0 d3003MNNSD. gb nym
9MmMoyMo Hymo, Mm3gmog domame Hydlb bmazgandn nym, Moagseb doom v3xmonbgb
90 vgnmn bndmymMaddy Agho PTomMONLM3NL. 3MBEMHNL 938, Mm3gmong Hgdb
9dmM30 Hozohogo, hdds MobobmmMymMadds, MmMAMgdLYE 30 Bymdy Aghno 303DMY,
dobm3zglb MHm3 3mmMJ3Mx3q00 0aNMMOMN3700LMZ0LYE NOTYHOMYONDS O b hgdmznb
domnob 96n03309mmz000 nym.



308

Jammoanb domgma: bmd oM gbymo, smbo 300I3 3300bMom, 0y Medwbo
096038309mm30000 gL HYMYOn MJ3adbb Ebmamydodn, MmammE dg3mo Lbgs Logdg,
MHMAYMLOE 0390907

606m 65690830m0: Mo N Jdo Y6, gb domnob 3603305mmM30060s. 3NBSBLYMN
LOMREOMNL  gofmy, gb  BHyModo  Lodyomgosolb BodmgzL, IJmMmboogb  LmEnomyMN
3Mm316030300 LOAWYMOL Fobobgd Lb3zvobbzy LoznMbdy, MmaMME vLaNMMOMN3
390LMHYMYOMYOMOD, NLY HELMHMNYONVD, MMAMYOLYE dMY dMBLEMML dg3b3q0MN3M
00 30010, 30boE 0bg3 dn3ban. AmagbLybydem, Yymzgmn Mg sbomn gYMEIMNS
A39bL 3bm3zMadedn, H3qbn dgbgnmndgdol 0E3MY0S o gb domnob LonbhaMgbmo.
dMazgm 3030dMmoO, Mmd domnob 3dndgo, oym oby ,800mMARg0NMN", MYABY, MMES
3idbmo, Mmamm 3MEgmEgdo Fgbnldnbo o YMNNgMMogoolb gb oymo, gL domnsb
00000 bNBENMYS Y, 3030JMMO, MM domNsb godndomomy, MM vd BMYTn oM.

Jammmoab domgma: 3do0mmdm. 39 YoMommee dnbs dnaobbybmon Modnbndy
Mod, MoE hgdmob nbhaMmanydn MJ30m, o MOBoE @odomEd. MJ39d dMdobym, Mmad
073900030 obY39 MNMgdnmns MmEo PEbmamab ™30maddn bgwogzm, Mmd sl gb
00900009MdL. MMI BMAZM N3000Mb YOO 3o30M330M™, M V330M3YD, MO OO
8006300banmo ob yom Bgho doznammbomeogo. sbgzy dmdnygz0m nbhMMNgdn ndab
dqbobgod, oy bdnMow, MMgLYE 39309300 LobVDINMN dMBMyMangdal AMBObYMYOL,
0bNBo JoMbyMMdYH: BoMmmo? v3 PEbMYMYdOLM30L LNbHYMaLM 30409007 o MJ390
8069300 3000 oMbANbgde. 898098 NbNBN domNob BbNyMadn dMNLb, 30Mn30390
00 333000bg0000: MmamMm oMnob HZobo yEbmamgdn? bobmdn bmd yLogMobmo
00MYBbID? nob, SbyMN YHOMYON, Jb 9Ma3M0 Ba3gMBIoMNS Fom bmM3MYdS30.

606m 60690830ma0: Vb, gb HFNZNL domnNob gdmEnyMne. Bobs gognbbybm
omenm  hymo  bodgamMammdn.  ,3mmbymo  HMomLY  gMmMBs  JomdoHmb3s,  dgmo
Jo80000dg3, COVID-0b 893093, MmEo Y3gms i30dMmos, Mmd gb dobo dmemm mggdn
0ym, 030mEMdmnobds dnmbmo: ,,d90 odomBANbY, MmA 0bga LonbhymMabm oM. d3nL
3000093 99 bagmobmo 003000009, BO8MNMB, 3NMnodn d93b30n 9Mod omobroodyb,
LomEoMm 0BBL, MYdnmn 3703060dgL o bbagxdL, MMAMYdnE bdnMow FnMy303000690,
00000MbbY0 M130L 9dMENIOL o F930bxdMBIL HMOL ;NncMyYm dMbEBNMydY:
L,MM3mm  omMob  bydObN? Mmagmm oMb JoMmmmonbn? Hydaeb dmznmbas gowogso!”
0o b LdnMydOm, YOS NEMEBY0, Mm3 3603309MM30600 vMNOb oMo dommme
Jommm39mad0LM30L. gb oMb Bomn AmbHN30ENY, MOE, OMBAYDYdYMN 30M, bogmiEbanob
9690300 Fohgdb.

Jammonb  doomgma:  ©oob, gL ©O30380MYdYMNS  FOBIMNYMMOSLMOO,
0900009M7d0LMOD O 3GNNMEMGMOILMOD, OMV? T3 3NN, MMYLLE 30LTYDLN.

Jammonb domgmo 393 domBmBL: Jbamy FINRMVD googom. 393, ™J300
Bmgdob  3obdoganmdodn  ymgznmbomon  bodmgmol  dgdbBogmam  omogho  Hymdo
bogdommzgammadn. dmgngmonl dgbobgd 3030 o dmanL dgbobgd — ofMmo. of gbymo,
33000bMom, Mo 0bBO3MYD VB MBBYDO MNMYdNMN NYM Jb 3OBMELNMYOY, YOMIMMCV,
Sboamo My3gmbhnomnb dgbBogmnb goMo? o oy gbyMm, 3o30DnSMMm Mmoo v MM
PN NuylelealeXs

3993 doMmpmbo: 3030dMmO, MM3  LOZIOM©  LENBHYMYLM  ASBMBONIOMO
BomIMo0gnbym mJ3906L 3MxdYbHOENDY. 3030dMMO, LndMgMYdOL LBSZMOLMOL s bb3o
0000300090000 dgb390MLMOL g, dbgmn HyMgdo H3boom yEbmgmb odamngab
96moOmMn30 doMNgMoL  goomobaznb dgbodmgdamdol boboddym Jommzgmgdmsb.
AgB30L Yzgmodg dmodogmbgogmo oym dgbzgois bobrooddym dm3mgMmgdmasb,
MHAmMaoLoEg o603y 9Mo30LM30L YLBOZMYdNOM, LOZYSMN gnbrnb goMmwes. H39b



309

0bobo  Mo;gmb  LogyMOMn BOFOMNEOD 3odMa3ya3L. afMmmn Jogomomon, MmIgMna
3boo  3obbybgdy, oMol Lymozm bLoboyMmndg — ZoMmob dogf 2010 Bymb
dmBymonama hymab gMmo-gMon 39segman. mmMo 330mMnb 89393, 0L dm0 Banom yxMmm
0bomMgedMEO @odmnyymMadmeo, 3000M7 Hnmob obobynbdn. Bobn dORMOIMIODYdS
0939600M0 LOBObO3N nYM. 300093 9MOO P30MOHILMOY, MMAYMbLE o Bgbgdnbomo:
oMob LogMMEBMMOLM Jugamob db3gdhn. MmMaLLE HNMDY HO3N30M O dM 30EDMO
omEgmo bbgo Amboboagl, ob, dgbodmms, 3030Mog 9l o6 MML, ymagmozob
000m9mM3909mMnd 03507 R0JMN, 07 306 9MNVL Lb3s AMBOBNNYHdN, 96 MMEMM FMYMNLD,
003093MOM©OYON Y oMo o ©.8. b3 9M-gMn FndDN3JMO RoJbHMMos. Fogm
Abmmom3n oMb vVdNobmy gihmazsmn Jugmon, 3063 o0 Lodyommb Bobomos o
093L 3038060 LogomN3gMMLEMSD. Fom P3gHaLbMASL JMNTEBINMNVBOE VJ3L 3o3dnmo.
Hufgdo 03 yz9mox3gil dmnEeaL.

Jatmmoab domgma: 300093 3030, MM MJ330 HyMIO30 AMBoBNINgMdS FNgNMNOM
MHMaMME OIMY3NHOMS, NG NARMM NN 531930L 8xFoa)0mMmMdL30N, ,30L3nbdgmab*
bbzo B93MYdMOD gMmmo. 3nobo gznmbmo: Modgdboe 3bn3305mmma3000 nym gL
OHngd0 7g3900 3ndonb My3gMbyomMab 303nMaONLM3NL ., dbY3YT, ,3oL3NBIgmNbY,
MHmammE obLEABMNL 3ob30MMYONLEZ0L MBMBAN?

3993 00M@mMbBo: 39 30¢HymMe0, M3 dmanm cmmob HNMgddn 304o30 ,30L30bdymab*
9o o6 mM By3Mob gMmomo. oMy 3gmbno Mondy 3603369mm30b0 gobbbaozgdo
ymaznanoym. 3030JMmo, 300bb3o3gds 0Ly, MMI 03 ©VdNVbYd3s obmo dgnatdbgl
Logomomzgmm o gb dom YBmmM bfym BoMdmagbol 1Jddob ndolb dgbobgd, oy
LONEOD dmeonlb LNBMoMadN, YBMM dghoe Jb3NO ZydyMo. MoE 87xabgds HYMYdL
,00L30bdgmMNb®, MmamMME 36NL AMBOBNMgMdOM, A330 33dmbos 3MMJdMand0 MY300
000d0dgbomob 2006 Bomb. 3330dMmd, Hzgb 30M3gmn $3nR0 30Yo300 dY3nLENbY3N
Fombo®d 9fidzobndgbo o ,LobomdsL” By3MdMVD Himo. 03 HYMIO3Y, LowoE Jhmow
3040300, Yz9mo H396806D9 nDoM3odomn go3mabs 3mobnby, Mogsb 3odnb boghom
M939MHnoMn o 3odmENmMYdS 333MBOY Y, (3bony, d3 LNBMYMYONSL DmangMmn
30Moo3nm H3gbb My3gmnnomdn 8g30000.

Jabmmonb domgmaoa: mJ3900, MmammE HmMgonb dmbobomab, sdMom, Mmamm
d90dangdo gobznmomab dm3mgbidn? bmad of gbyMmo gog3z0dooMma Mond] N, Y
oL odotgdo 0gbxdmMs 3oMan N3odg MoE M3y oMnb?

3993 doM@mbo: 3330JMmo, Hgdn B3xmmgdol ghm-gMmonn bogobos oMmmazomMo
AmBbM3mmNdoEno. 0y Jofmonymmon Ldmgmob HEbmgm dxdLbMYMYOML dgb3znd0m O
odofyam LodMYMYODY 3300bo3M, NN BMdSMMONM, Nb LNBMYMadN, MMAMYdNE Job
030L, 3gMmobymns. 030b godm, Mmd YM3obndygdn BomBohadymodo vMnob o Logdy
oBymdNmMN 09430, 53993300 bHoboMDHymMow ng Bogzmab. v3a30Mow, Nbnbo Lodmymaol
LBOZMMOYD NYMTSBNIYxONLEVD, BaMBA BMV3NB LBZMMOL bndmyMgdL bbzo bmamyddn
00 Lb3Y F3NRONLEVD. 03n39 Bgndmgde NMNI3oL MYNMBYdNL HAMOZMLMOSDY, LooE
9ob306dangd0 BoMAdMHYOYMYdN BMNSO. Fom0 LEBNBVSMAYaM dMOa3YMN Tod3L, BogMmod
qb 803mabob vbgbl Mg3aMmbnomdy, Mm3gmbog bomba LBSZ3MMOL. 83080 3bgo3
3ohomo MOLIL, oME 0y LobYMI3MD.

Jabmmonb  doomgma: MmamMi3 3030, dDMENJMON SN0 Ox33800MNS
3993000b 3ngm gMmo3obymol Bnymangdom. sbanobobl 30yozn hymdn dgmangmgdmsb
gfhoo, hH3906 93gboxngb  303Yy39dmno  3Mobagonb  53nxRL, mMm3Agmbog dmgy
bgm3dmzobyanmds. nbnbo 0y3b96 mobydwdn o dg0aa H3g0 30Yyo3000 tobydwdo,
0bNbn 0ygzbgd dgmobdo o dgdwoz H3ad 3oyozno 3gMnbdn. Mmamt BoJhmdo,
Bomb 300093 Mo3gb0 5319030 dm30 H3gbb dgdna? dgmmyg dbfMng, MmEs BNbmL HymMmdn
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304030 0360L30, 653900000 MMOLYMIN O 3007303900 VZM OMNHNDLXVD. sby M3,
DMa59mM 0003006900 Lb3OBLb3Y VvENMOL FNENVD. M350 docsmMm3an o omMnb? 39
03009 30baeb NBMHM307Y 3obYMN 330MNL OLOBYNLAN, Loy NL LoRdMMOL N3oDY, 0y
MHmammM nyzomb ymagm 59MD oboam 5anmsl Boblzmo o domnob bonbhafgme dbom
M30bM1b 06 LmAgMIn OMAYBY, LooE Fobody ot ymaznmbom. nbnbn nd Am370¢H 30,
L3MBHOBYMO LBSZMMOYD Y39MORMAL 3o390L. ©3080 BoMMMBE OMOL MMV, MOE
domNob 30Mao 3ndomdl, ;myboE, b MY sMbMMmYmMAnmn nymb 30M3gm 59MdY.

3993 doM@mbo: 330JMMd, oMbl 03039 9nam3s odab. dob dmLBEMBL, MmA
3Y03009L gm0 LBbM vEV3NV0N, MMIGMLYE NEBMOL s Job Agydmns VgYMEBML
bbgo, MMAYMbLE BOFZNMOE B NEDMAL O FMH YRMM LoMNLIMY, MM Y39MORYMN
obomn aymb.

Jammonb domgma: mM 3obbb3oggdym  ognmob Bobams bndbogl, MHmd
LbgOLLb3 VEBNBL goubLbaozxdymMn MO3 dMYbmMbds. 0y g, MoMdEbBoNMO,
o3 0by BoMAshgdnmn aodmas, dgmty 0gogde 3m33qbbogna. MMaobndohmmaddo
1600 030gMmMB, MmgmmM 037353790L gb AMBOBNMaxdLEM30L. b dMab nb, M3 89 Y™
9homyMac 3930bBo3mMY o IMYNIHoMO 39t MmNb o36M ©3nb Agbobyd.

Jaemmonb domgmo oMb gdMmabhmammmb: sbms goozsm FoMnbobML,
Momo 3990098 dmMaon nblnbnob mm g3gdmbogb. dofMnby, 3093 ghmbomm, ;gdigb
807300 89bgymgdg00n 08 93007, MmammE SdMMIMmMaLY o §Jndb. bbzoms dmmab,
39bobn3Bv30 NLYMHOENY 3dMbEVM: Bonznmbym 3nbo NbyMAHOENY, 0L BOB3NMO©
3ofano. MmamMz Hynmob mmMaobndohmmbs o HMoL dmboBoamgl, 0dnb Loogydzgmdy,
o3 0bYMHOENAN EBIMY o MODE BNIMMAN dob 9098, ©3 3ndbmMIgHoL Mm3gmn
oL3ggdHaon Angaohbns yzgmody LonbhHyMabmE SBMMM3MaNMZNYMN NZSMbODMOLOM?

30M06o agdmabhmammm: 3350mmdc MY3MInbLSENJONLMZNL. Fnbmms Bnbo
©0LZYLOVBN MOMOE VTYTOHYONDY, MVED MJ39b vbbYbc ™MY30b0 o 3y BobmLD
30930md0. 30M39mM0 G0 306 33900 hgdmob o ,onmMINLML" 9. MME3Y,
Hmamm3 833aM930M0N, 30M39mMo NdBM375000 bodofMm3zgmMmAn, 31T3MOM©N d3 F31NR3L
0O o300m0 0g, LowoE 0bNbN BnENMEBYL. Tom LML LNdmgMadal LBO3MY,
00 LYMEOM, JBBbOM, oMan aym 0y oMy gbo oy ob dMAmyMomn, MMAMOL dgbobgd
808Mbnamn 3Jmbooo o PBEMm FobmLd LndMmos. A3gb 893730, AbYM3JMO
Mo dgndmado 0N 33930 8933707300, gL 0ym 53RN0 gMmomo dMadOYMMAY o,
oMLYdNMB, 3obLL3V3NOYMN  ZOTMEBOMYOY, ToaMmed gb o 0ym  oToMNMYdYMO,
Mogob, 3obbmab, J3gdm b3VbyMNL gMmo bmAgmdo, LowoE gL 33930 HO30Y300HD,
00600007 bh MO0 vMBLEEMML FoYNNOM Y DMENYMD FoNLOL LEdbo3gE 30 o 3gmbroo.
mH396L 306N ML Fn(H30 OYBOMMY, MMEL gL h300 Hob3MNL MaL 8ongm, FogMed
©0boMAYBa0L gb Bod3NMOE v BNbHYMYLIOLOM. Fomn ™MJ3gL: oMy, Babobndboszny,
M0gob MM Jodo 9339 3Jmbovm omgymo... hgdo sdMom, gb aym Mobgn, MHmdmab
00300006 dbOENMIdMS A370 M300MB HBY BO3LYMNYSZND O BZNMYdN BOBLLBSM
300003390mb37000s, MmMA o ymaznmnym dm3nbhn: ,dbo30 oM oMb,

Aogonzomma, Mmd gb oy yoMomme vbj3mA0. MmamtE sdomMm3manmab, 99
Bod30mo  3onbhnmMabaol  LOdM3MYONL bLOZNMbYdN. dMLYOMOL dm3MO  MOMOE
3ModHngobo o 3Mmoydhlb dmmob, 30003 HHMOLAHLY o bH3oML o6 3xaMdSML
dmMob. MHmoob bogdn ghmoo ob 3gmMg? gobLodmamMosLb My oMo v3ob BYMN? oY
30639L Agamodomn boM, 0bNBO, daMdOm, oM FMIMNSL MJ396300 PO FoObELL,
07390 pdMomme bhndomo bomo. BogMmod oy bhndMmdo Mmamma Hymobhn, dodnb
dmMdOM oo goonbomm. gb oMol g sb3gdhn. 39 ymzgmmanb donbhamgbgol
LOLNBMgMM HYMO, LoLE Yzgmo ML o BFENMMOL ALBOZMML. dMbIBNMYHdL
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dmmob oMmbyoMOL bb3osbbzy 3odMEENMYdY. MO MJTs YBY, Fob3nbdmgdL dmMmabog
oMbydMOL gobLbbzezadMN 3Modhngs. bobbOd gb domnob 3Mb3NMYbHYBMNSbNY:
0093L MomoE, Mobog 3ynwn, gb Azgbn MMOLY o Brogmdafgmodnl dMmoynJhos ©o
1000g00 Doxzbnmdn vdnbn bombo 3mwnb, MgJ3qb B LEdM™M O VOMBIYoM™ gb
bombo, MmM3 ;g3906mob 3m3000670.

003Mod Mgomymo 3mboboanggdal godmEnmyds vbg3y 3obbb3zezwqdY, bmad vbgs?
DMENgMomn ©0odnobo 0g oMo, Mmagmmi dmdbdomgdgmn: nbnl d93M RYmb, LML,
0bBO3MML LNAWYMYON, FoNMML ZoM33NMN FoBMELOMIdS. DMENYIMNYd0 30 dMNSD
dbmmme 030¢hmad, MM3 HOMOmMME ©oH3O00 MmNm o 333MdMYdMOL gihmo©
ymxboom. 95 3ymaznmmzom hynmgddn, bowog 3LB3MMONm LNTMYMYdL nMMOm O
byoo ©odnobn ghmohmymo dngmms; Ommmb s dmmmb, 39Mo300 nbB3MY
LOBMYMY, MOESL ng LyFY3wL OBBYMAL — gb AL SoMHnos, MmMIgmbog 39 30MYMn
000(hmMA 308mMgM9d 3oL 363003 30, 1 30637 ©30L Y330 ©39OL. LYMOE VM OZYMMEOYON
AoL MNgL. of V35900, YOMIMME, AMLOLAYBOL O ABLBYMAL gobognmgdmac, MmA
0mMa300079000 O39MO3oMd3M BobBOZMYdaML o6 Zmbmam 306379l AHdMOb Mmoo
08mgmmb. gb n3tm dgho domnbbdgzos, 39 Fgb3nb, Lonod dmab gb. FogMmod ©dsb
d90dangdo domnsb Pomymaznmn gozmgds dmobnbmb bBo3mMNL bofMmnbbdy — 39Mo300
39dmgob nbBo3MMb, Mo8ed N8B VMNL Yzgmo MmMngybhnMgdnmn bosnmaom bdody,
Hmd obBOZMYdML vmom PL3AYBD. DMasIM, MYIES VM ymagmm3ob, Iy Mncmb
3yma3nmzof by BEamMBoMgMOVdn. PbS 30J3s, MMI vMobmaL 3n3ohbLY M30
dmomgmmo — 30mgmn dommme bogommgdnb 8gdmbagaodn. 39 oF 304o30, MHmamma
SboMm3mmmgan, MmammE 333300, dogmod, obY3g, Y99HaLbBomo, ddnMmadM©
030b 9h303900, MmA Lodmgms dgdndmmny, N30bsM30L, MmA baMomdYMo dn3gMg. Y
003%309Mgd0, 393danm, 3ymaznannyo3o domnod 30Man 333ma30mo by, bl oM
d90dmaomeoo bodmgMo. YR, oF, Mo MJdo PbY, bbgs IMIYbHNS: ghmo dmgmab
oJho MomoE @obbbzozqoymny, ob ggbdomgdo gdmMdMNzn doMmngMYdaL Foomsbilsdo,
0000300090000 HRMM d30MOE o Lb3d MBYDY 3MBNBNZSENVAN, BogMyd NBnLM3NL,
3063 bNAymMNL bmEnsmym FboMygdL V330MYOY, Jb SMNL dMO BYENMYHOMMOY, ST
ob3gdhn: M3, of 30Mm, H39b yzgmobn HEbmamadn oMo — gb doMnamoE HEboYMN
HofM30b0o — oMLbYOdMAL A390 o NLbNbN, LEMMYL o Bdmenb ,bb3s" Lobab NbIMLO.
h390, ob939, BMHO 39500MYON HMNTBYNL, bm3 dLYS? 9b VVBNBBYMN MNZNLYOdSS
093M0 030000 3NMMOL NLRVD oMO3NLYBMNYOOL, FogMod MJ390 FoNbE BLVMIO:
m3, 9L 030000 O3 0Ly JoMao dmgmab, ob nb vEHbomNY, vb bbgo. vbY39, domnsb
0o0b6MhMgbgdL, Mo oMol gb 3Mogdhngo IMBOBNMY ©3NBYdOL  NZSMbODMOLOO.
oM 3030, oJ3L oy oMo 3oL VdMN. Mo MJdo YoV, ©93M0 NZOMLODMNLNS o dY3Mn
Loogdgamno.

Jammoanb damgmoa: 0y 0bgz Fob3nbdmadL O3xdMYDLYdo — FmhHo MO0
9330 0J3000  3oLb30bdmadnb  39ML3gINHN390Dy o6  AMHN30300Dg —  gMh-9MNN
10003 3005330M30 MJ3900 abyMmAHoEnol 3nmmb3zobob, aym 3ombgzo: ool oy oMo
LOBMYMOL LY 3MOJHN3S FANMASMNMN  303NHOMOLAHYMN  93MBMININL BoBomN.
07390 LoyxdMMOLOM NddY, My Mo MMM M3odMOL ©3YOHNINMMONL 3MyHaddNo
0mBmgdnmn 3odmEnmaonb 3mbinmMabhnBoMNobmMdO3n o 300Lb3V3YdODY LodODMM
0 0MLOOVDMM dZNMYOL BMMAL.

30M0bo  gdmobhmammm: H390L bLogdnobmdodn  yzgmoxgmb  dmegmolb
00b900300 306YymMdOm. ©B3N8BYOL ©g300 BobINBIMMONL bb3zsObbas MmN s NbNbN
8006bb303n0NVHb N3NL nby30m, 017 L Fob3NBIMMOYHE bombL —8oRVOHNMYdO SMNSO
LORMOL FMbObENYMOBT0 0y Lomgobm LabHIMMIn FbmMamMmMd]D; MEobob Mo Bobnmmny
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Aofogmo — gMonn ©od00b0 0y Yzgmo; Modgbo Mmoo domn bogMEy dMaoO?
o 030L MBBYBN3 3obbb3v390nMO gdo dMLYdMOL. FogMod 3o3nhHomabHnMmN dOBMOL
39Mb39dHN30V0, 3330dMmd, MMI gb OLLRNIMYOIMN N3V, MOaLD gb vMab
OHnMobnano 93mbmdngnb Bobnmn, 30d3mn 3odnhomabinm 93mbmanlody, Mm3gmdns
A300  yzngmobo 3Ebmammdm;  LodoMmazgmmdn  gobbmMENgMS  3030¢HOMOLHYM
93MmbmMAn3ody goobamo. obg Mm3, gb oMb b, Mobog H3gb dbmo gozwnzoMmo.
Bman Hodmenb g3obbognomadymn dMmmENbnm 30MHmMdYOMNSD o30380Mgd0m o qb
dgndangdo nymb 3mabobyMadnl goEams 93nmdy. Y3Mm gdoboggoe — dy dmMm3wn30M,
8300300mM0d b, 390 FobBo3mMN LNAMHMYdL. BogMod, Agdo sdMnm, yzgmo Bob3nbdgymn
00 Y39mo mMzgobndshmmin 03ob 3303M00 goodmMmbabnhadb. gb b oMo, ML 3o39mdbLJ
07390 30MmMOm. MJ396 3NMMOM, MoMoE 3obbb3ze370YMN FabmMO3edDMM. 3a3ngMmd,
M3 03000500 BOMMO]D, MM3 gb MomoE, MmammE 3ombod MJ3s, bmEnsMmyM
3Mhmagho oJzomb, Hhomomb mydn, msbbydo godmnygbgbmb ndobm3znl, Mm3 §630mb
bobodTnm IMIMgMaNYOL, SMIMOHNBMB sbomon  vgnmadn, J53MNdML bombn —
3gmboom yzgmo bbgo gmadabhn. 3ogMod, oMb dgbodmgdanmds, 07 yzgmoamab
LOLEHHFOHNBOENGL BMZbEYDM O JMMZZM dMMMOTYM 3D O30Yx0a0m, MmA gbs
80bogl 3mabobymgdolb goE3moe a3nandyg, boomMhgzbm bdgddg ob bbls Mud5dY. ob dommme
Agdo oBMNo. M3 dg9bgdo 3MBINMYDHNBIMNSBMAOSL, ©30dY LONOdMNLLL, doMNmMO,
3310bbAMON, FOgOMNMO®, 3003 Mo 8x0dmMYdS 30390IL 08 dZNMOL. MOFSDN?
3930danno modgmmdodn Bobamo? 3oman 30mMmdydns? BmMBYymdNmMNs? Moaeb, Mo mJdo
1600, 393Mo YRIMM 630MN bombob dbYc vgnmMOL Jny30bs, 30c0Mg ngd, Lowog
qL oLy ofh OMNL. F90aa 9Mo 330ML oohoMmgd nbym vNMDY, LowyE Boboblmgmn
ombo god3zom. gb Moymo 0gdbgdo... 330dMmMO, Bmazgm  aobLbb3zozqos  vMbydMOL
0000300090L dmmab, Mm3mgdoE bbaowobbzy vgnmol 3nNLL, MOELD, vEEdnvbyoL
9h30E39©0 9bwo 3dmbrogom goobygzahnmn 3mbiMabnmo Hndob LodmgmMob LBogMY,
MHmd oLy, vEENMdY 63000090, LoLE oM vdzc B3MIs VMIBLNM FoMMOODY Vb
Lomoddmm BoMAMYNHNODY o bba. 330gdMmd, gb bomba Loedm3b9d0m Bognmws bb3o
90030030, MMAMHONE HRMM IMNbM305000, 330HNMYd dOMdyomadnb goMndy, Bogmod
bbgo bomboE dgndmgds Boznwgl ng. oM 30bd DYdghow 3M0HNINMO 30Ym... ©93M0
3000b300, Moaodb yzgmol byML ©30xbHNINMMONL 39boMmAYBYds... 87 oM dmMABMBL
LOMY3Y ,O3MIOHOZNMO* ML BOTZNMOL oM 3030, ML BN3BH3L.

Jammonb domgma: 6MHY3000 NN

30M0b6o admabhmamdm: ©oob, 3ogMod oMAY3000 FonbEOdoNdE o oMNb.
306 By390HL Mo oMb 030M9bHNZYMn? gL 33030 30:b3vs. 300 dEbOYOL V3 HYyMgdL?
Agdo odDMom, B330MoE vMLYdMAL LyMmaznmon, Mm3 Loddy goamdymmalb o bombo
Aogmonmb, Mo, 330dMmo, H3qb3 o o BbbroMImo HFYHLMOTBE 360bgm Yz3nmOLMLL,
3063 0boydMmo. gb 3oMgno.

Jammoab domgma: 3300md, 30Ma0 Mmoo abinbonb obbYydo®, v3nHMa
00000 30MMOY, FdMNBY, FoMMAS Y39mob, 3063 1337 0LLBYOMS. 300103700 LAY,
99 nOMOmMmMe 30Dy d9dmMamo30DM™ 303 JMMN 3MBEIRENS. 3o339MMYdN, ™Mo30b
0bgmhoEnadn doMnbs Yomm 3MEmo BYML 3NMHnMODY, SMOL ;Y oMo gb 3MmoyJho
0 0.9, 3o dmmMob bEYBEDY 3MMmagbOYM BoMAME0HODY o vy dbmmmme N3odY,
10D (3 390 3LOYOMMOM. BogMOa, SMLHOMAL M7 O BgLody 3do? I 3030gdMmMd, MmA 80
80m30mnbBNbYdY LoboMggdmmMo, MMEILOE 3o030LNMOZN VYOO Y JOMYMBN
9bofggol, boMandgmMbo o 3odmMB39370L, 030L, MHMA vMLYOMOL v3gbN gobLbzvzxdYmN
dmom0, 3obbbzozgdnmn obodmydMMOYON O AMBZOMNRYMM3BJOY, MM BVNSBHON
30009 30mMbn vMNob, vMy 0y 33000, 03M3MB bLogymoMmn ado, Mm3gmoE dommznb
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037930390L. oby MM, o8 J9603300LMVD O3380MYdNm, 30330MMNVE VYLOHMMNSL,
ob30b BydNLANgMN 930030 Vb Zov3gNML 3MBHbHMN.

263 9Md7930: 30000 ©o3L30 30Mb3yd Bob3NBdmMadNL FnbOBSMMNNM. NP3,
mamm bhndodo o 093M0 HyMnb dMBLBNmA3, Bxdndanns 313sbybm o3 3nmbzob Adn
80000LObYENEVD. MMES H 1ML 30MYDEYON, bym 390oHMYdS MOMSE O 39300bJON
LOZNBM MB3L, Mo AgboHMgds Lnbd330MY8n o MohmM3 9boHMYdY, MBS o ofh 30M?
LOZYBMN ETMELNMHONSD 3030, MMES 30MYDJON, NbY 3b3JONSD, MMEMME MFSbNL
B93ML. FogomMNMO, FoMbob Mxobn AgAL myobo 3ndohbny. doombs, 3nbrwy, Md39063
3300bmm, Mo 39bohmadom H3gdn Bobzmnb dgdwna? 8930dmNom VBIMDBIMIHMN?

3o00mbo Hod3gmooba: dommods RMob3, Fomonmog obgo, H36MOb  HYyMob
30M39m Mmab yzgmo yabmos, dmmm comgb 30 nbnbn 3nnsd, Mmammz Hzgbn myobol
B93M9d0. gb 3obIMMYOL obLLINNMYdN dbymMNY, Momgmb bmagmn nEangds. A9y 3o
30bbaBYdM LR JMHNTOBINT0: 306 MmamMn nym, Boongm cBnsbn Jgmmmonbn
MHmMammM 0J3MS o 33900hMgds bmandy. oM 3030, bb3sgaeb b Mmamm bgds bmmady,
domnob  3oMano, 3o80mnmo, dgMobog o mabyaMmoE, BogMmod, 39 3)30dMmd, Mmd
L,Moby3on® bbgs 3Mhmagdhno. oy bbaogab gb oMb sfMmn mzsbyma d0dBYLO, ,aobyBdn”
00 LOJIndn dogmn bmagmMos AdMMYIND. FOFOMOMOE, NMIMdNM Hdn LHNTomn
d90dangdo bb3obLMVD Boz0gL LoLLYBAM, VB MMHOENON AMbL Y Jb dnBYdMNZN..
A30bL LEHNAMYOL bIdnMmo PNJ300m: ,obY 333Mbns, H3900 ©o333MdNL LmAgmdn
30Mybgdomm®. gb FoMMOE VOMYBYOOLOZND dMNL, oME HA390 3010303MOM O
o3 h3gbn 3MobsbmAMamMyd0. yzgmob nmgdgb, MmammE LAHYTOML o oMo, Mmamma
HumobHL. LBMMg gb 3xbOHMYOLM daNdO MI3906E o H3DE.

606m 65690830ma0: MMJLOE N0 LHYIMYN F0NLD, Yzgmodg dghHoc Fgbongdo
030b @obEo, MmA H3gb azgngds 3ghn 3ndMn gMmMsbymMDY... gb doamnob Morymoo,
M00a0b, o 3030, LoNVd dMENL, dgbodmme, bogofmmzgmmdo smMbydymo bmEosmym
0 93MbmM3ngnMn 3MmMOmM)Tn0nsb. dgbodmms, Mmd3ab, Mmagmma bhndmngob, 3amboom,
Hmd H390 30Mo y39mody bndoMmMIMYzoMy J39Yyobo, FogMod, LudBdyboMmw, H390L
9394obodn  bbzobonto PMmNgMomMogons. Bmasgm H39bL  Loyzgmabm  dgamomaol
039900b 8306303mmMd30 39M 3030900M, MOS0, AYdn VBMND, Y39masd 3bmzmMadb
8079M0  Mohdno. 3ogMod, 3930dMmo, Mmd hH3zgb yboo 30LBO3MMe  ™J3906896,
130MYmMad0bROL o oMo FoMmpm PEbMYMYdoLad — MJ396600M0 vE3NV0HONLRLO,
MHMAmMaon3 L3LY boMmm 3oMAMBNNM, FLOMMOM, NYMO ZoBMBLLBMMYdYMN o ©.8.
07390 0300, MObE 339mMNbLIMO. H390 YO ozndommom gb gMdbmds o Logymom
00330 d93000MAYBMo. b3y, Gnbo 3;d3e gMmo bomEom mMmyobdy 3980MNENLL.
qL 9dmNbn o A0MObEVY... MMYLLE dom 3LHAMMON MdE)bndg Bmob Bob (oM
FobbmaL vmEamM3nb 0y dMonb 3gMomedn), dmmm Mab oMobood Avbmodo o3gmn
Ahodnom: bmmoymMo mobbo o dombmy, gombma, angnlb mzobb goobEgm. domnod
3030330M00. YoMb 3960 30hymen, MoaLb gb Hdn o nym, FogMod domnsb YHzgnmm
3Mdbmoy odgamo. 330mby — MmagmM, Mohm3d o Mo 3ymbmo? 3n3obybab: ,dom
03000 030b dgbobgd. 10 Boandy Bghno, MoE ©3dL 303909d0mM, Bongan gdmbozomb H3700
3MmbEaMH0N00 LodoMmM3xmMMAn 303003000*. FobbM3L, v3HNM©N O 330mby, MHmammM
03009096 030b o bLBNVD ML gb, MoEELb, LEdByboMm, sbymn Med by YMM
00O JaIhm Bo3mgdo brogods H330L J39yobodn. o doo bomEomn Med dombmgb: ,gb
30LBV3MY MJ396800, JoMmN3nmMgd0LES6*. 530b AMLIAYBS hG3N30L domNob bolbnodm3dbm
0ym... o domnob 90bs, Mmd Hydm3olb o Hydn Jomonggamo 393mdMydobm3nL b
m0oMyOYmMN nymb, Moasb 3030, MmMA3 PEbmamodobmM30L LodoMmzgmm goMyob YIMM
mododny, 3000M9 LNBSA3NMYTns. OMENAN, MMAI dFob 300dMO, FogMmod gb hgdmznb



314

domnob 3h303bgnmns. domnob dgbngmo 306 o Hydm3zab o 3ohngzns, Mmd
ymagmBmoymo of dMnbogdnm. gb 0dob 60dbogL, Mm3 MoE 9BmMNB3S o FnMObd
3nmbmgl, bndomonmgo, o Md390 3Mmymmdc nbyc MNMHdH MAB9L, MoE Bgbodmmo 30
M 0033030M33L, vM137 30330300Y..

Jaemmonb domgmoa: N0 Fommds d30b godnoMgdnbm30L. 3530dMMd, doNSd
y39mal 0oobBMm baymob vby30.

0000 7393960d39: 30omMMOm. 3900bb3g00 ™MJ390L 3obEbogdob o, vbY3Y,
0oMnboL. Y30 300nb3900 oMbl Bg3MM30D70NS0 AMENL. vbY3Y, J0mnblgdo Bodab
BobMLMOD, BoEMBOLMOD O DMYLMVD. FonbhamgbadL, 30bnmozm ™Y oMo Yzgmo
00 9madonmmosl o 300mbmzm 0y oMo P3939380ML AmM3bAoMYdMadNLRVL? 33073L
000b 3MogHngo? Moaod, obodsmn oM vmMb, MmA JoMmm3nmydo 3odmbdoymgdolb o
3M0H03oL no© v OaNI390. DMy BoBnmmMdMNg NBLoNIMNS o BoBNMMOMN3
09HLLNEYMN. F0bY 330mbm, 0 VOBOMNDYOL, MO 3MNYLYdD O o FnbyxLbydn vJ3L
F9bogomym HymMndAL bLodoMmm3gamadn o Mo YOY 3ondzMOnLIL ©b dgnE3oMML?

606m 656908300m0: SbMObOL O300Yy Hydn HEbmyn AgaMOMIONL HaNgIHMMBYMN
BomMomadnb dgaMmm3900 o 3MEBYOMO, MMAB Mo ML — BSOS, MM YIMM dLOIM300
0 030LYOMN 30J0700 — 3AM3(39, MOE0 b Bod3nmMN 3)333000MIMAVY. .. FoN3N
LomEeMn 0YYd0S Jofmoyam 3Lbngody o oMo dbmmme Moo Hyddy ob 30609

bbgody.
0000 37960d3: 37 303000b7, TogomMomo, Y 3oJ3m  3nmbzoMmol  Mondy

Mo, MMamMME 0730, 3080MNMS© Booking-b, Airbnb-bL 06 TBC-bL dmdbdoMmydannly
139303800M0bM30L. Y LN VAL B3NYOIO, YOMOMM, FYIEIWID, NI3IOE FOOINNMD
800m30mbznb 3bgezLbn MMAYdO.

Bmg 3gMmg: 39 o 3odab mAEnsmyMmn 3ombzomo b 3brogbo Mod, dogmed
ymzgamo humob dmenmb, 39 ymaomongol 39300bgon, Mo dmgbmbom, Mo dgodmgdo
8013xm09LEYL... bV BLFHMMOS O HMNZZOMN MBSO B8NS HYMNL dMMML. 0B
30930, MM3 LuMaxdgmn 3gHno, 3000M7 MOLZN, Y, VMBIV, VJONMN dboMyxdn
Da3mm  I9h0o, 300007 HOMYMBNMN. oMmomny, dMangmo oagnmgodb  bhndmadab
000900L YImmM bobgmdmnzn nbHMMNS dJ3m... MM O3YOMNbLIM FINL LOHY3]0L,
domomamno, MmM3 DmMgngMmon ogomb ya3hm dgho bhndomo 3yosb, 30c0Mg bbzob... 10
Bgamoo 08 Logdgb 3039090... 3530dMMA, Y39 53930 obbolnMMydymNo... 10-6mnobn
LOJBNBbMBONL 3x3a, 30)3 03BN vEENMNS dMAMLOAYDO... YB3, bdoMow gMLY
0O 00039 0RNMYd3N 300030M, MOEEDb ©VdNsbxdn 39M SEbMONgMYd]D, MmA
obomn  0gnmaddy  LonbHMabM odMB393900 3g0dmNds  JIMEHOMOYD... JRMM
99 Omdmgmomb  Am3nbmegdn o0 bLOFFNSbMONLAEND... Moaeb, bombo 0dgbL
800bOZYMYOYM  3o3MEENMYOSL o MmEo Lobmyddo OMYBEYONSD, JoOHMYOOM
qL yzomogzgmo, obg3g, 9boHMYdOm JMMTobgMN... b oMb 0b, MOE Yymagmmoym
38bmamgdodn 3303mno, 0L, MObLE H3TYMYOMNZ oM 3oB30ENM... Mol 399bgds DmzeMb
OHnModALY O LAHNFSML AMMOL, 3ndohbny, MM gl BVANBBYdN, dgmn 3bmzMadab
006dnmDg 30dnboMmy nbyz9Mho LBO3MAL 3MmgLoL AmMbOBNMYqdn 9MNVb... 0bnbn of
AOAMND, MM NLBS3MMB JoMM3xmMONLALD Y, dbY3Y, NLBSZMMB JMMNTBHNLASO...
3mmddma3nb Hgdgnamo gmmds obmo yamm Fgho oMob ©ol30380Mgdnmo LBszmNb
3MmMEoLMD, ©VBNVBYHOMOD YAIMM BgH0 30330MJONL BAYIMYOILMNVD.

606m MoD3odgy: Ty RoIJHMOMN300 Yy3gmob 3030mM0O, 3063 LogdoMmnzgmmdn
OhomMaoL 3mMddma3qol o Aob3nbdmmob dom, BogMod Adm30L ,,mobydrn” doMmanos
y39mody 80bbogommadymn bmEnosmymo 3Mmgdhos, sdodhmad, 30M3gm Mnadn, 3nbo
doommdy  3yobMo  3oembob. 303ohbns, MM3 ob yzgmodg aobognmmMadMNS O
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39309MmM0, MHmMA yzgms obomhyb3s 9nbaod »bs snmmb ogomoomo. vby3g, O3030(HYd
39M0bOOL ©V30330MYdNm, obmo v3mM3ohnby, MM3 MMy oMbmML of 3gmboo
O, 3ogMod 39 3ogd3b 3MAo bLb3d g3odMELNMYdY 3M3YmoMmndYd0l BndoMmmnymadN.
10 Banob gob3ozmmosdn Agmabob 3M3PYmMomMndYdOdY domnob ddHnnMo 3913oMdN.
0y ofmobmeglb dgmbno 93nbobLMN 0bHYMaLO o8 M3omMbIBMOLNM o Yymagmm3z0b
3(3000MMON, dMBANOYdN0S NN, M3, dgndmady, sMbYdMOIL 30MoE, 30LOE oM
0J3Lb ofMobonfo 3nbobLbymn 0bHMaLO, POMOMM® NbHMYLadYMNS 3 LMoyl
3M3YmMoMndIONm. oM 3030 gL MMM 3odM3N3NY, 3o3MOT doMNVD 3ELNMMAWO.

30M39mo dgmob3dn 3ofm mnbndob 3330 Hoznwo; d90amad oMol 53na3nL
693M0d30 3oo3gmgb ng 3mMJdm®q00; 8x0na dmg HogMmom o8 3MmEgbdn domnob
odhoymoco.

M93ambHnomnb LodBnMgLMVD o30380MYd0m, 30LYM39dN, nymb T9hHo 3MVIH0ZS
bbgo AMAMgMmMyONL MB3730LY. FoMmb 3gmbod domnsb 3oMan 3Moghngo: MmwaboE
ob Bnoms bB3VBMTn, Fndyvzws gnmMymo dmAmgmomn HMobHL bobomMyanndy,
993Mgmo  3mmnloMm3y bydnmoszos. 3mamngomadg dgmobdny 3yo3wo. dgmabdn hH3gb
3300090 999d00mbY9d0L AoMmm3zo, JbaE domnob LonbhyMabm aym. dsoamds BNBML,
M3 01yM3sbndggdnb oMo 300093 Lb3gdNE, FogomomoE, dMHNd]ygdal mzobog
9RMM 3M3PMoMmo gobowo. vmbobndbozny, MMI BMDIMSL oMo H3gb 33dmboo
930mMmdS §300030 3mMgdmaznl Aohomgdnbo.

bodmmmm 09380, Anbo 30030, Mmd H3zgbds dbomMad, oby MMESbNdOHMMYdTS
domnob 093M0 Pbo 03n3omb o Fndomdgb 3093, Mm3 Ma3gMmpnoMo oymb YIMM
9Mo30mMgMm30060, HedmMby yEbmgmgdb 3dmboogom yo3m dgh obom VB3NS0 L
d9b390M0b godmENmMYds. FoMMOS 306 39MbMO JoMmMZgmMYdLYE Y PEbMYmMadLLJ
00 y39mog3mob 3m3ymomndgonbmaznb o dmmmb JonbE 03000 O3TMVZMM, Mo3
3o00mMbod vMbndby, Mm3, dmozoMn FonbE oMmab vy ab, 0y Medw9b vbomm Lndmgmol
0bBO3MNBD, 9M1dg gL YMNNYMOMOYON, MMAMIdNE 0YbodE 15 Bannb dndgaoEB
30M0bob o g8l vdamgab AMAHN39(300L, MM3 0bg3 nymb VLM YMNNMNMOYO3N
0030L  Jommazgm  393mOMNdmMob.  AMZMYO NN BoMMOS  MY3500)MN
LOPOMOLNZNDL.

300093 90 30mb3o, 3MbRMbENody 33dmbos dgbodamgdmmods, dma39b300 2
dmamgmomon 3mmMJdmaznl AHobodhoMmgdmo, a3bymb g3ombmo, Mo ddMOL bomo vdnb
dqbobgd MmMA 39 Lnd3mMDNYIDY 3MBMYBENNL ZoBABZMMOSTN Ax30NYMYdOLM3NLLE
dmzobymm goMmddmazgdo.

Jammonb  doomgma:  3030MmO,  Jgbobndbozn  0gdbgds!  Bobm,  Tommd
AmboBomMgMONbNZNL.

9fhm-gmonn, 6o8z30mo 360336gmmzobo Hdm30L oMb ob, Mmd Hdcezmabo
oM0L 0B0ENOHNZY. NBEN3NYSMIYMN NBOENOHNZId0 BM©NL dnMEodntm BYsMmM®OD v
3Mbhodhndolb n3ghabmde bogds 3nMmon 3mbhodhgdolb 39339mdoo. vl ofMo300
d3MbHMmMmAdL, ofMoz0b nBax3L Mondy HaLbAHNL go3mo o 330JMmMd, MMA 93ddns ©3
LObOb )xbMB7BNL domo.

oo dgommo: 90Dy go3ogMmomosbme  Modgbndy  mgds -
HmOBLBVEFOMBOMYMMONL ©3 NEHNLY Y, dbY39, N30L dgbobyd, MMI Hymn 3dDoLYHdS
03000 hnMdo Amboboang ©od00bgd0L dogM... d9andmNom  3oonbome  03mo,
3930dannom Hymdg Bobamo: of smbYOMOL 3nmb3gdn ndnb dgbobgd, oy Mmammo bdo oo
800MEENMY0S 3ogd30... MYanMOENS 3oMan 0gbgdo 0y (Ywn?

Jammonb domgma: LoNbHYMLbMO FOBLL3V370L HYMYdoL Bxdoagbmmmosdo.
dmg Hymdn, MmIgandng 25 o6 30 dmbobomgo, Lbzoobbls 3M3dNBOENYONL O3t
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30M00bHnd bdndal MDYV FMMZgdoLM3AL. dmanghm ohomo Hymdn, boambo
030LM30L VM ABAMENL: NLbNBN ng Lbzs FnBYDHONL oM oMNVD. Loddy ndodns, M3
300 30M3MB0J0 0NENS O YOO gonoMmo, 3ogMod Bocm3nL 3608309mMM30000
b3700L BOMBBLOL VE3Y, dbY3], 3030MbJYBNSD, MY Mo FNLOZSMYMO ZOBMELOMYOS
80730, 001 8307300 bMHYO0S0 300b30L HooMN, MBYbN bobns dmgMmnm, MMTgan bdsob
8mgMmom, DMasM oo B3B3NMOE LM, BoZIMNMNSE, F9H0 3003030 AMbOBNMY, O
oLy B90mMb373080 F30MIS OOMBBLOL FnMBY30L BobLO.

3993 doMhmba: 3ommbog ymagmmazolb LML, Mm3d 3oL HYMIn dmMBLBomMyxdL
Jofmoymo 3Lbngnb LBmgMOb godmMEENMYdY 3JMbYM. 038 ¥EEV3NDHODY, MMIMIOLLS
o 03bmobL, ob 93nmbgos Loghom BoEbmMOYOL... ©3330Mo©, b oMab HMcZ3MN
OMORMMISMYMN 3oodmMmbaIgdo.

Jammoab domgma:bonbhamgbmo, Hm3gbmmngzgdgdmbznzo dmdmgMmadnbmznb
LOZBOME MMYMNY, MOEOD Fom domndd LBMOVE B NLBOZMME dg3Mn LNdmyMo
09, 39g3oMNMO©, 30M0Ny 30M3AMBNL J90;mb3n3080, 30Mo3nM Hbo odM30000690
3mbEaMhaody, nbo nEMbIL LuMHY3900 O TPLNIY , EDbJL L3YDIBY Y NFMgMMB.
b oMol NN AMmHN30ENS MMM AdMMIO3700LM3NL, FogMod, ©303) MM,
LogBom Mmoo 303MB3930.

3963mm3g 3mbbomagbo: Hdn 30M39m0 3nmnb3los LodYEbngMM O JanhyMYMN
HuodANL dgbobgdos o Bgmmg, 01 sMbydMOL Mondy Lobol gomngymo 3mwgdbn?

Jammonb  doomgmoa:  Jgdodmno  godobybmo  0bg3z  30moy  30M3MBOL
39Mb39dHN30V0. NBRMMISE0Y, MMAGMbLE BNBLLBM ©3d030000, goEo3L MAY330L
030b 8gbobgd, My MmamM nbs M09 oMo bogommzgmmdn, s3] SaNMMOMN3
B9L-H309mMa090DY o 0.3. 9L, MB30LIMVZ0®, BV NFHHS JNNIYMN 3MYJLOY, BogMya,
39Mom, MM3 03000700 M30DNVBB FMNJ393000, 17 ©30L gYmOLbbIMOLNM. BofMnbo,
3Ly 3MIBHOMOL o39YOS?

doM0bo agdmabhmxymmm: Iy oMadg 30Mo oMm... 98gbo, Hydn Mmamno
dofMnmoo© 3yahnmyma 3mbhgdbhob sbbbo o HYOMNBIJMYMNRS oym. Hnmob Bob
A300 ymagmm30lb 3030030000000 MomoEob... o 8908 97 3b3050MEN  Y3gmob,
MomoE LOZNMbYONL FOBLBbNM3gMO®. ZoMMNE V3BO300L MOMOEOL, O 3330gMMY,
093M0 bLbzo vV3NV0NE, dom dmMNL, DMYE... NBLAHNHNENYMN AomoYMANL Inmboo,
3930dMmMO, 339019dM000 LoddMMo HofMobhMMNODY gowobz)30L Logmmby. hgdn vdMND,
3M0dH030d0 9339 oMb N0 NBLAHNHNENYMO HoMoYMMOY, SBLEAdMYONL dbMnz o
0.0, 30M3no, MmMELoE b MO30LMV30 brgds. b3gdn 3MEIMYOY, dbg Mm3, ;Y 30639
037 LEdNbyML HONHBL, v3nb gbobgd yzgms gonggdL. 39 3030gMmd, MmMA vMbdMOL
LHObOMEHO, Mm3gmnE dnbomhYbYdYMNL 030b bofMmgdy, Mmd MyomyMo 093Mo MOd
0oL bombabM30L BxLOMBZODYOIMO Y Y39MMS VV30330MYEYMNS HMNBIBHNMN.

Jatmmonb domgma: oo Jommds. Imgmae 30hy3n, dmbofMymo 3oM, MmA
3900 330LFHBL. NN FoNMOY 9. JnbY V3MBNADBM FgNNL NLMHOENY, MMIYNNE
FomonmoE 8gLbNBBO30. FoMNBSL Y 3mNb LamIhmmmM ALYMEHOE09O0 J9andanNdm
0b(hMB(H0NOD HodMEH30MNM. ng Modnbndg dgLobndbaz0 NLAIYLNVY. DMY, MomeEnb
0gdds 3nbomo, o AgMmg 3600030 0 dMNL MBMONG dg300b3o .

Bmg 39Mg: 30M30 0gbgdo, oy HA390, MmamME MMaobndohmmigdb, nwmm dgho
3038060 33996900 9MNBBYNNLL... Mmamm3 HobL, yzgmol og3b bogymomn 3oMon
3038060900 o oM byMb godnoMmyds.

3mmo dgommMo: Hmgdo 3obmozbydymMNs ,B0bsdomms bdgdob” 300339MDY.

Jammonb damgma: Dman Jugmdo gondomo, Bymb cnmm3ghodwg dgzoaMma).
3993 0oM@mMBo: oMAY3500L 303901900L HM-9MN FMNOZMO BOIHMMO NVMOMNY.
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239 000bodady: MoE dgabgdo 3MMIBMxqdL, Hgdo vdMN ML yzgms 3LogdMHmOm
M 3hnmodInL 36n3309mMmMdSDY, M3 YoM, FogMad 3093 MM 360d309mMM3560.,
Mohmd a3ambno, Mm3 333mo30Mb  dgndmns  3mMgdmazndal  35339mdn  Mondy
Bomaomnhnb 3m3bo? 3ogomnmo, 39 oF 309003 bmaznol 330bxMNLb, dobbmal, MHmd
39mbnb3dn XXX 3mbaggmMabEnob comMmb A3gb Aogomomao Modwnbndy 3mmidmao...
gfm-gmhonn 30d900, MoL godmi3 mgb dmM33w0, dMb b, MM Lnd3MBNYAL Bod3nMO©
LdoMgOe 3MMIBMARYON, obLolnMMydnm Bbmamom IPLnnL... 3030gdMmd, LMoL
9930mMYdamMNS, MM ©vdnsbgxdL dggdmmom, AmobINdbmMb o 0y3bgb Bbmamomb
bbgoObb3zy bombob  HMmoNENYMo  IPboZaL  gomgdmdn... dmom, LOA3MDNYANL
30Mamyddn dmzobymon LodmgMob gMMJIMa3YdN... 3BOIMMO, YBRMM FgHo VTS0,
9o dmMob JoMmmn39md0, obomabrgds s ogbbmMgd..

30mMzo 3M3903300ma: ynMomgono 39bAY0 MJ330L BbExMMALL. bob B3nbLbLYMO
Logomba BodmnBos, bob vgbgLYEMdNL Lognmbo o obgmn dMNVdYdEENMYdS OIMHY,
M3 3MNo30mMb3INdbMdY s 3Ybngd 3N330306Y©d Y 303030M3 0 o3 ALEIMMOL. dbamy
o3 d99b9do HAYdL Bgmoz30D9d0L, Mmammi LNB3MDOYTNL bymddmzobaammdal, nbg —
Jomoym 3Lngodn 3oMao hobgwonmo Jnbm3Lbozmmmandabs o dgdbmyangdmadab
0000Mm: 6 00339309300 9930003090L Fbmmme LIVBYNLY O VvgdModn. Mo EVBd30
0030MNMOE 00Nd FYJnbodol 3dmdmNyM3s 3gbbyMBd? MMAYMBbOE domNob 3oMan
obbO3dMN 0g3Lb o 330gdMmd, Mm3 yEbmgmn JMBMIPLOIMMMEOLENIZNL  domNsb
LONbHMgbm 0gbgdo Bgbbymn MMIMMMOL ZoEdmds. Mo oodo30 Moded? 03039
dg0dangdo 00g30b LodgaMmgmmdy — dofmpznamol dbomyg, MmamME 3030, domNsb ZoMan
OYMOLAHYO MONYI(HYONS. 3MBIMIHIMOE FoMAH30mMI0 oM 3030, MO VBLHBdMNY, FogMod
9Y30MYdMO 9940900 Fmangmmmob E9BAHML dFoLMVL VZe3d0MONM NBRMMBOENS
0O OPBOMIdMO 076900006 0g TFgatyamo LOIMHMYOOL domNob Jofman BEMBIYdO.
bg380E dgndmgdo, MHm3 Hognyzobmo yEbmgmo gonbm3bndmmmagdn o Hogobymnbmo
dofdzgmn dmbgymo LNBMYMYdo o 0.8. dmmmb 3onbE obLOIYNMYONM dJ39BMHL
0030303 bLmAgm  LoMARDY. WD VML MYMJgmdn, BogMmod bmazgamo  LoMoyn
9M00YMN0 ModYM0 bMggmn 33093L LogoMmmzgmman; 33yo3L MdYMO BManmmmab
0mModvag MNMN dOEHMNA0, 334o3L domnob 30Man modmn sbLdBdMYdN bmaggm bLomhxdn
00 0739 9M0b domnob 3oMman Hymobhnmo oa8nmadnE, 308dmMNmMoE, ambomb (30bg...
gm0 Lohy300, MHOLYE 30390 L3VBYINLY O vFoMOTN, 3o30390MM™ LogomMm3gMb
bbgo 3boMyxd3nE o oo dmMmAb, LoMRANE. YEbMmImMo JBMBYLOIMMMEYdO MODYML
dofMomoo NEbBMOY0 oyidnmo gnomboom o hzgb JoMonymo 3yombom 3o3030mMmm. o0 gb
oMol Agdo 90mMmmo30D900.

Jatmmoab domngma: Sbmmme ndob cngddo nbos, HmMA Hyfgdo ngym nd veoagnmgdnb
109habmMOVdn, MoE dgnmMand obbgbo... 3030dMMd, ©3 ALIZYLOVTN L3VBIMN O ddoMo
d00mbgg30m oym ModwgbsgMmdy Bobbybgdo. sbmo vogYMMOn: HyMo  HoMydo
Lb3VEVLL3Y VML O gMm-gMmn, MObO o3xMIdSE nbd IMTd30m Bamb, SMNb
00 v00gnmao0b dMbnAd30..

09mbos mmdbodgy: 3nbom©s ™MJ33bL  300b300g  3obybol  goEgds. ™J3q6
BoBnmMMOMN3 9337 I3oLYbge, FogMmod  Jomoymo  30bMEY  edgDYLHYOND
30mManbo3znb. gnmman, o8 3Mg3omo 3ognwol omamaddn H3zgb of 3LOYOMMOM
33m93007. H3nb dommme o dbmanmo 3bondMmdc Jgbbogmody, o8 d9dmbag3odn,
93bmMYmadoL 30gMm JoMoymo MMIMMOL o 390obb3700 ddLMMYHYMO, Mmd
domnob 3oMman 0gbgods, o gb Mg 3obngmEmdo. Mmammis JoMmmonbds ©mbndbo,
Mo39bn3g Lbgo 3ymbgdn o MyanMBInE ymaznmo 3339 HHMIOn, 3ogMod FIR3LLS
003900003900, MM BoZNYd0 FMBMIMMNDOENS 01y 0767dS 3MBIMIBHYMN BOZNMYONL,
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mz0bgonb o vby d98wa, Mo MJdo Yooy, gb domNob ogdnmn 3MmEabo 0gbgdo,
Mobo nboEnMdoE gMhmob dbMng 3ggzndmns H3]0, ©aNMMOMN35dL o dgmMy dbMng,
090000hmMdL, MMAMadNE o8 003MMBoENL  30nHOBID ©dANBBYOMBD, 30063 oF
AOBMENOD. LdYLBNYMME®, 390 33Yo3L dbgmn oMoh3gyMadMn3n dgnohMMydn, 3063
1339 00 3Mogdhnlob 96930.

a30mMao 3Mo390830mo: 03039L HydLb Admomoym 039MycdnE 30LYM37ON O
bogomomzgamb yzgamo 3yombgdo.

Jammmonb damgma: 30053 JMonn dg30mbzo dmznbAnbmo nbhHIMbYHNSD?

390073 6oomo: 300093 gMon Lognmbo oy Jgodmgods:  Jommanonbo  dggbm
80000(H30MNYMMONL Lo ZNNbL s A376 30LOYMYO BOZMIOSE 3MIYMSMYM BLFNMNYd3N
Bobzmobo o bombob Fnboyzobo vbomo vgnmgdnb 3m3b0l dgbobgd. dogMmod, 39
3o06(hMgbYdL, 3obLL3YIMYdNm 03 ©VTNVBYONLAEVD, 30LVE 3MMMOT P339 VNN
bobno 09300 3od300nM0 — FOOMOMOE, FoEMBY. Yymzamn F9Mdg 3yo3m d93Mn sbomn
boambn? bym3gmmgo HEBmMLbmMN bombo 0y 3yozm? 30609L 0 P d303L MbAY: ,ob
LOBMYMaON doMgE FnbBO3MNS“.

Jabmmonb  domagma: 30L LML  3MIYOHOMOL  8o3ggdS? Yoz  093MO
80039mMgdnm HodMbymo 30dD0hmMM0? 0y dgndmgds n;gzob Mm3 obobo obyz 0339
LOBMYMaOL LBO3MMOYB?

3000mb6o hodggmoobo: 3gm, 339000HMYd0 o 03700, MmI doang Hodmbzom.
o3 8990900 00sL, 0y Mo 8odmob30s ,mobydonb 3Mhmgdhds L3VbyMTn. Lblvmo
dmMob, 093M3o Amgadods bfymo o8 bohyzolb 36ndz3bgmmdnm o dobofmns, MmA gb
000030 80R30MMNM3Y, MMMbE Lb3s Jgmbom. yzgmo HymMobhymds 5395300 OTdMHO
MmMImmmo 0o30L LM3znLydTn, 0y VL FoROMMNMYBOL 3YOMEYdM. MYABY, 9L,
3000000 39, NV oM AM3BMBL, Moaod dnbogMbOL Vb dM3MgMMNL O3oHN7YOSL
LYRMOBY dbmo Bbmanme RNBIBLYMN OAMMAYBNL 3ybooc YnMgdgb. gb HabgdbEn
LObYDYY, LEABYbMME Y LudyLbNYMM.

Jafmmonb domgma: Dmg, 39mom dgbl 3m390¢HeML, bLbMYMmL dg dbmmme
0300039 3M390¢HML 3030390090, MMA dx89a AmbbYDYOIDY FoO30YON.

Bmg 39M9: ymzgm F9Mdg 13 00d00bnsb osbmmadno 12 30M35Mo0d
bogomonzganmdo. MmammE Bgbn, A3gnagdMnsg, 0Ly 30oymMmaNmMN SMNSL AMadOYMMONM
0 3odMENMYd0m, MmA3 bobmdn EVOMYBIOYMION Lb3mOL NY370056 830b Bgbobyd...
3030 0gbgdmes obomn vagnmdo... o dbY3y F9BEIMN BZNMION, MMaMMNE
0000mMbobNY... PYbO NL3SL 39oaMmanzoL bognmbn, Mmamm Yoo 30LBOZMM™ O
aL oMb 0b, MoE domnod 3nbo, MM Lb3s FobBO3MYOMIOL 3o3xyVNOMM... 330gMmd,
093M0bL LBO3MY Fxa30dmMNS YMNTIHYNNLESO.

Jammoanb damgmo: MM ozoLMYMMD, MOad 303 gMmoo dmbLbybyds
33093L  3mbobdgbo.  POMomMme, 3T0by, MO0YbNdy  Lb33bNMn  AMbLOBMYdS
Aodmzgoyommndm:

9L 396mA60:

°  Jyndmgdo namm 3MmMEIIH0NMmO© 3obnbomgdmwab oMo HYMnd3NL, dMmodgo
Jnanhymomodmmobn dgbzgtgdnl snomboon.

* 3939398 0ygbadlL Inmaymymo J0m30L700L 0B gJLIMPSHOENOL (309090L —
93mm 390H03, 9L 0Mob InMHNMOMSTMMOLO goE3mnb 353mbagzs, MMIgNE 9addydo
993MOMMANL, YMNNIMNMONLY O LBdDMEILMYdMNZ FMOIMOL.

e 3oL og3b  8obLogMMYOYMN  domo, Mmgmhi  oMmogmmIsmym,
09396hMomMnDYOYm™, doMmggm  LYOINMEHYMOL, MMIgME oMoL Lu3nMBbmMby YBMM
mM3omymo, DgAmob J39300, Bxoz3mMmonb 307 ORNBSBLYdYMO 3MMEMOTYONLY.
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e 0boMAYBHOL dmngf 30380Mb Aob3nbdmmdNL HMonENYM Byb-H39nMadHOMVE,
0303Mod MnLb3NL J393, MMA Jb VOM-BaLadN ONIOMEIdS BMBYHOMYMN H3MBMANINLY
0 0ndBHL FMEYMOL LBYMa30.

o OByyde 303MB37390L AAMOMOSLIMOD VV30380MYONM O dYEOMIOINMASL,
M3 0030 voMmnEmb, gMmon dbMng, Lobogmbmm o 3M3YMENOMNBENNL 3MME]LYOBN
0, dgmy 3bMn3, 1330003YM3NL 3MMEILHOBN AomMy3oL.

do0mmdy Yzgmo dmbobomab. 8obbogMmadomn dommos oo H3900 F3na3nL
693Md0LEVD O 3YMM3O3 Y39mMoL, 3063 FMBLBNMgMdS donmm o3 dgbzgomado.

3odngmo 6nbm 359030090,
063am003600006 01003360 Fogzo boMmdnobdo,
Jom01xannob 010Mm3d6o 3ono 3od.309nd30am35
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ROUND TABLE: MUSICAL TOURISM

Main speaker and chair: Caroline Bithell
With Madona Chamgeliani, Nino Naneishvili, Geoff Burton, Marina Decristoforo

Caroline Bithell — As a starting point for our Round Table, I will briefly summarise the
contemporary situation regarding musical tourism in Georgia and I will highlight a set of critical
themes and issues that might inform our discussion. I will then invite my co-panellists to elaborate
on these and other issues as we examine more closely the motivations, experiences and transforma-
tions relating to encounters between song-learning guests and their Georgian hosts, and consider the
broader benefits and challenges associated with this particular form of cultural tourism.

Our panellists are:

e Madona Chamgeliani — Ethnologist and respected singer of traditional Svan repertoire
(with sisters Ana and Eka). Madona came up with the original vision for Lakhushdi's Singing Village
project.

® Nino Naneishvili — Best known to many as musical director of Ialoni. Nino leads workshops
in several European countries and has been leading tours in Georgia for the past five or six years.

®  Geoff Burton — Long-standing member and former musical director of London Georgian
choir Maspindzeli and a veteran tour participant. Geoff also sings with London Bulgarian Choir.

® Marina Decristoforo — Marina’s PhD thesis (2021) includes a chapter titled “The Village
Singers and Singing Village’. She has experience as both tour participant and tour organiser (in
partnership with Adilei).

Matthew Knight also conducted research on this topic for his PhD and he is the author of
a chapter on polyphony and tourism for the forthcoming book Georgian Traditional Polyphony:
Modern Trends and Development Perspectives. Matthew is joining the remote audience for this
session. Other tour leaders present may wish to contribute to the discussion later in the session.
There will also be many in the room who have participated in study-tours or singing camps,
including the pre- or post-symposium tours that have taken place in past years.

Concepts and Terminology

Before we launch into our discussion proper, [ want to put on the table a few relevant concepts
from the theoretical literature on tourism, together with questions about terminology. How do we think
of those who take engage in this kind of folk musical tourism? And how do they think of themselves?

e Tourist — Traveller — Visitor — Customer — Client — Apprentice — Guest — Friend

e Song master — Teacher — Facilitator — Cultural translator

e Tour organiser — Tour guide — Entrepreneur — Host

From the Critical Literature on Tourism

Ulf Hannerz (in Transnational Connections: Culture, People, Places, 1996) drew attention to
an important distinction between tourists and cosmopolitans. He cites Paul Theroux’s proposal that
many people travel for the purpose of “home plus” (home plus sun or nice beaches, for example),
with tourism functioning largely as a spectator sport. Cosmopolitans, by contrast, “tend to want to
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immerse themselves in other cultures... they want to be participants”.

Music is often part of the spectator-sport kind of tourism — when tourists encounter perfor-
mances of supposedly traditional music and dance in hotels or restaurants, for example, or as part
of the “visitor experience” at designated tourist sites. Those who wish to avoid the worst kind of
mass tourism may seek out concerts and festivals for a deeper musical experience. In Georgia,
musical offerings of this kind have increased in recent years as part of the broader development
of tourism and this has contributed significantly to introducing foreign visitors to Georgia’s rich
musical heritage. But even in the best situations, the performance is still functioning primarily as
entertainment, with a clear distinction between performers and spectators. By contrast, the foreign
visitors who find their way to Georgian villages and immerse themselves in studying regional song
styles and repertoires with local song masters represent a very different kind of traveller, more akin
to the cosmopolitan as conceived by Hannerz.

Performances designed for tourists also relate to the notion of ‘staged authenticity’, used by
Dean MacCannell (in the 1970s) to describe performances of supposedly authentic village life laid on
specially for tourists in what he referred to as the “front’ regions, while local residents live out their pri-
vate lives in the ‘back’ regions. Again, this is a divide that is crossed by participants in singing camps
when they spend an extended period living in the homes of village families, being included in every-
day activities, and being invited to take part in local festivals that are not normally open to outsiders.

We might also view this phenomenon in relation to the many kinds of ‘alternative’ tourism
which have appeared since the 1980s, with labels including cultural tourism, ethnic tourism, eco-
tourism, green tourism, sustainable tourism, intelligent tourism, ethical tourism. Many alternative
tourism enterprises seek to close the gap between residents and visitors, placing the visitor in the
role of active participant rather than passive consumer. This kind of tourism is more beneficial to
local economies, since visitors are more likely to stay in family-owned accommodation and support
local environmental causes, for example.

In the spirit of balancing accounts of the negative effects of mass tourism, the contributors
to the book Tourists and Tourism: Identifying with People and Places (ed. Abram, Waldren &
Macleod, 1997) aimed to show how tourism ‘can provide the setting for people [in the host com-
munity] to reconsider how they identify themselves, and how they relate to the rest of the world’. In
Coping with Tourists: European Reactions to Mass Tourism (1996), Jeremy Boissevain comments
in a similar vein on the potential of tourist interest to promote ‘self-awareness, pride, self-confi-
dence and solidarity among those being visited’, and to give impulse to the revitalisation of tradi-
tional crafts and local festivities. These proposals provide a further yardstick against which we can
measure song tourism initiatives and their impacts in Georgia.

Singing Camps and Study-Tours in Georgia

Organised visits for groups of singers who come to Georgia specifically to learn traditional
songs go by many different names, according to their own publicity:

Musical tour — Singing tour — Folk singing study tour — Study-performance tour — Song master
tour — Music retreat — Folk singing retreat — Singing camp — Folk song learning camp — Residential
summer camp — Workshop — Musical and cultural adventure

There are Different Models for how these Events are Structured:
e Some involve an extended stay in a single place, most often focusing exclusively on local rep-
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ertoire but sometimes also including teachers from other parts of Georgia who accompany the group.

e Some adopt a dual-base model, allowing participants to experience two contrasting re-
gional styles and repertoires: the villages of Lakhushdi in Svaneti and Merisi in Achara are a pop-
ular combination.

e  Others include shorter stays in three or four places, prioritising the opportunity to taste a
wider range of styles and environments over more intensive study.

e Village Harmony (which held its first camp in Georgia more than twenty years ago) adopts
a mixed model, beginning with an intensive, retreat-like rehearsal week during which participants
may learn twenty or more songs. They then travel around the country meeting with singers in differ-
ent localities, participating in short masterclasses with guest teachers, and performing in concerts or
festivals, often alongside local ensembles.

Approaches to Accommodation also Vary:

®  Members of visiting groups may be housed with different families, or they may all stay in
the same guesthouse.

* Insome cases, they now stay in newlybuilt accommodation which is in effect an extension
of the family home of their teachers: this is the case for the Pilpani residence in Lenjeri and that of
the Turmanidzes in Merisi, for example.

Participants find their Way to these Tours and Camps by a Variety of Routes:

In the case of Village Harmony, the Georgian camps are part of a broader international pro-
gramme involving partnerships with singers and teachers in different countries and they often re-
cruit people who have pre-existing connections with Village Harmony’s activities in the United
States or elsewhere.

® Carl Linich’s songmaster tours are designed for those who already have experience in
Georgian singing, with participants recruited mainly by personal contact.

®  The tours led by Nino Naneishvili, Levan Bitarovi and others have grown out of the work-
shops they lead in different European countries and the desire of workshop participants to take the
next step and come to Georgia.

e The Lakhushdi Singing Village Project originated in a very different concept, which Ma-
dona will say more about shortly.

The number of foreign participants can range from as few as three to as many as thirty. Many
singers return to Georgia year after year, sometimes returning to the same places where they have
developed longer-term friendships and sometimes seeking out new places. Most people still find
out about these trips through personal connections and by word-of-mouth, but the make-up of
some groups has become more diverse now that it is easier to find such trips advertised online (via
Facebook, for example).

The time spent on dedicated song-learning ranges from two hours a day to six hours or more.
Sometimes dance classes and instrumental lessons are offered in addition to the main singing ses-
sions. Most programmes include visits to sites of cultural or historical interest and may also include
an introduction to making khinkali, churchkhela, Svan salt, cheese or chacha.

The cost of such tours varies widely, depending not only on the length of the trip but also on
the mode of transport and type of accommodation, the number of teachers and others who need
to be paid, and extras such as entry to festivals and museums. Tours on offer this summer (2022)
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ranged in length from 9 to 17 days and ranged in cost from 720 euros (for 10 days) to 1900 US
dollars (for 17 days). In the latter case (Village Harmony), there was a discounted rate for young
people and, also the possibility of applying for a bursary.

I conclude this introduction with a preliminary list of some of the benefits and challenges we
might identify.

Benefits for Participants/Guests:

e Expanding and refreshing their Georgian song repertoires, whether as an individual or as
a member of a choir.

e Studying directly with song masters and culture-bearers.

e [Learning a new musical language and new ways of singing with others.

e Experiencing a way of life where singing and dancing still play an important role.

®  QGaining first-hand insights into the cultural and historical context of the songs.

® Being welcomed as a guest in a ‘normal’ Georgian home.

e Participating in the everyday activities of the host family and community.

e Taking part in local festivals and rituals.

¢ Directly supporting local communities and grass-roots enterprises.

Benefits for Teachers and Hosts:

® Visiting groups are a welcome source of income (for host families, teachers, tour organ-
isers, translators, drivers, etc.).

e Payments may be used to improve family homes (e.g. installing bathroom facilities) or to
fund projects which benefit the whole community.

® Placing guests with local families is a way of sharing financial benefits but also involving
more people in the social side of hosting.

® Many hosts look forward to welcoming new guests each year and also value the lon-
ger-term friendships they develop with some of their guests.

®  Guests may provide the stimulus for reliving or reviving traditional practices.

® Around the supra table, hosts, as well as guests, may experience moments of transcen-
dence marked by a heightened sense of conviviality and affection.

e Those who act as tour guides or translators may be discovering parts of their own country
for the first time.

e The guests are living proof that Georgian culture is valued and respected far beyond Geor-
gia itself.

e Spin-offs may include invitations for teachers or local ensembles to give workshops or
concerts overseas.

Challenges — Critical Questions Include:

® Does the introduction of money conflict with traditional modes of hospitality and singing
practices?

® Do some hosts feel that they are in competition with others for foreign guests and the
dollars and prestige that they bring?

e What happens if some village residents are unhappy with the influx of strangers into what
they regard as private spaces?
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e s there a risk of oversaturation in terms of too many visitors travelling to the most popular
destinations, or too many tours, meaning that some are unable to recruit enough participants to be viable?

e s there a risk of the novelty wearing off (for the hosts) and the level of service dropping
(in terms of both quality and enthusiasm)?

e What happens when the legendary older songmasters who act as a major attraction pass on?

e [s there a danger of the musical heritage more broadly being reduced to a commodity in a
capitalist or neoliberal economy?

Finally, the abstract for this round table includes the statement: ‘This relatively new field of
cultural tourism needs to be systematized and refined in terms of teaching and management.” Here
I wish to ask:

e What might be the benefits of such an approach?

®  What would be the risks?

Caroline Bithell to Madona Chamgeliani: In 2011, I was fortunate to be part of the first
group who responded to an invitation for foreign guests to come to Lakhushdi and learn the songs
and dances associated with the feast of Limkheri and then to join the celebrations. So that’s the
starting point for some questions I would like to ask to Madonna, who’s a very important person
in all of this. So Madona, do you want to start by just telling us briefly about your original vision
for Lakhushi’s ‘singing village’ project and what makes this project unique or different from other
projects where foreigners come to learn Georgian songs?

Madona Chamgeliani: Thank you Caroline, it’s a bit hard to talk about all this from here, but I
would like to recall how the idea came about. In 2011, when I was working on some topic, I came to
Svaneti and saw that in my village, which was full of living folklore before, only old people participat-
ed in rituals, and I thought that when these old people were gone, this village and the rest of Svaneti
would become just a region with beautiful views and no traditions. At that time, I met Mrs. Madge
Bray, a Scottish lady who was interested in Georgian folk music and was at that time attending Islam
Pilpani’s master classes in Lenjeri. I met Madge together with ethnomusicologistc Nana Mzhavanadze,
who made a great contribution to the development of this project, and told her about the rituals, tradi-
tions of my singing village, etc. My goal was to create a group of musicians, ethnomusicologists and
interested people who would attend public celebrations, not as tourists, but as participants, learn all
this and inspire the youth to preserve these traditions. Madge was very interested in the idea and we
started working together in 2011. The first group was comprised of 23 people. At the beginning, we
were all tense, had no idea and kept asking each other, for example, how we should host foreigners,
etc. However, they were so enthusiastic that in just 10 days we became a family. I think that one of the
main achievements of this project is making friends with the people from all over the world. This is
how the project “Lakhushdi’s singing village” was incepted, through which we have got to know a lot
of musicians who come in groups and teachers who accompany these groups. It is noteworthy, that the
project is not for business, it is more of a social project and justifies iself. We aimed at involving local
elders in the project, who are excellent singers, but have no teaching “skills”. Nana Mzhavanadze, Zoe
Perret and other musicians helped them in this. Their involvement proved to be very important for the
local youth. The result of this is that now we do not have the problem of youth passivity, on the contrary,
we do things together. Currently, with our people’s help, we are creating “Singing House”, the place
where the villagers and guests can communicate in one large space, learn and teach songs and many
other interesting activities. Regarding the fact that tourism is a positive event in every way, [ cannot say
that it is so. I remember when we were just starting the project Caroline interviewed me about what I
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expected from it. From this perspective, I think when you do something good with one hand you spoil
something with the other hand, so there needs to be a balance because we deal with ritual, prayer and
sacred actions. It should not turn into a commodity for sale, and it is sometimes difficult to do, because
the number of guesthouses and official tourist locations have already increased in the village, and it
cannot be stopped; but if it is put in the right direction, we will probably survive in this regard.

Caroline Bithell to Nino Naneishvili: You’ve developed a very different model for the tours
you offer, compared to the Lakhushdi model. Can you tell us more about why you decided to
arrange to arrange the tours in this way, visiting different parts of the country and with different
singers as part of your tours?

Nino Naneishvili: My idea for making singing tours — the first time, I think, 5 or 6 years ago,
it was in Racha region, mostly. And when I met with local performers, I was so emotional that I
decided to buy a house in Racha. I was thinking about it, and our big family soon had a tragedy: we
lost a young uncle and nephew and my place in Samegrelo was closed. And when I think about [the]
next tour, I realised that I didn’t need to buy a place in another region: it’s my place, it’s just closed
and starting to be destroyed. And it was [a] very strong desire and when I went to my village it
made me sure about it. My friends from UK, from Maspindzeli, supported. Mostly they were from
Maspindzeli on my next tour, also some people from different countries. All the money/income we
used to renovate the old place, which belonged to my grandparents. It was a very important thing
for me, and still is. You know that I spend my tour days not just in my village in Samegrelo, but two
or three days every time we are there, and we will be, I hope.

This was my first impulse, why I changed the geographical direction. And on the other hand,
when I was in expeditions I met these mostly old people — sometimes not old, but [someone] who
is an amazing singer, but they have no space to share it, they haven’t enough students so-called, and
unfortunately not a lot of people are interested in folk song in Georgia still. I've always mentioned
that this kind of tours and each foreigner who is interested in our culture have a big influence — on
us also, not just on our young generation. Because it’s a kind of mirror when you feel and when you
hear opinions about each cultural thing, [whether] it’s a museum or just a nature view or kind of
ritual or just singing. It makes you think about it more and more deeply. And in my case, particu-
larly, I needed so much, and I don’t know how my friends would agree, but I think that the people,
foreigners who are interested in Georgian music, it’s more intellectual people than others, because
it needs more background ... which makes a person possible to feel it, to catch this mood and to go
far away. Also, on one case when I had ladies from Switzerland in my village — it was the only tour
which was located just in my village, because they choose one space to work more about songs —
after the concert [which] we made in my yard, my villagers whom I knew for more than 30 years,
they started to ask me to make workshops for locals and it was such a big thing for me.

Caroline Bithell: Do you just want to add a little bit more about how important these tours are
for you in your own life as part of the many other things that you do?

Nino Naneishvili: Of course: it’s very important. Except [apart from] the financial benefit, it’s
very important for me to have this — social communicating about singing, about different things,
and with local performers also and with foreigners which I never met sometimes, and which I met
again and again. You know, each day it’s a new page in our life and our attitudes also changed, and
it’s so interesting. Sometimes I think that it’s so heavy to be kind of in exhibition. When you feel
and it’s circulated, this aura of music and relationships, and it’s a very big richness and I think I'm
so fortunate to be in this circle.



326

Caroline Bithell: Thank you. I just want to also remind you of a couple of things that you said
when I interviewed you recently that struck me. So, at one point you talked about how when you look
at a foreigner’s eyes, you see what makes them happy, and that that’s also valuable for you. And you
said because sometimes we need to find out ourselves what we lost and what we need to renovate or
be more careful with. You also told me stories about how often, when you’re planning to visit older
singers, people say: Really? Will I be interesting for these foreigners? And you must persuade them.
And then afterwards they’re so happy and they ring you up and say: How are our foreigners? Have
they got home safely? So yeah, those sorts of things you said, it’s a kind of sparkle on their lives.

Nino Naneishvili: Yes, it’s very emotional for me. Just one case this summer, also spring, the
last tour, when one lady from the Kolkhuri Trio, Bela Qamadadze, she rebirthed from COVID be-
cause everybody thought it was her last days last year... And she said when she visited my village
and when she starts to sing, and it was so hard form of COVID that she starts [like a] kind of baby
to walk and to talk and, also to sing. And she said with tears in her eyes: You make me sure that
I’m interesting again. And it’s so often, when I met in Guria, for example, Merab Kalandadze, an
amazing bass, and Rebuli Mzhavanadze and others, and when they call back to me in other parts
of the year, not in the tour period — and they share their emotions and ask about each of you who
participated: How is this? How is Susan? How is Caroline? Say them regards from me! They need
it, they need to know that they are important for not just Georgians. They motivated them and I'm
sure it’s for them kind of plus life energy.

Caroline Bithell: Yes, it’s related to health and happiness and wellbeing, isn’t it? I found that
very moving when you talked about that as well.

Caroline Bithell to Geoff Burton: I’m just going to move on to Geoff now. So, some different
topics. Geoff, you’ve taken part in many different types of song learning trips to Georgia, some of
which I know about and some I don’t know about, over several years. So, do you want to say a
little bit about what you have learnt or valued about the experience, apart from simply learning new
repertoire? And if you want to give an example or two, that might be a good way of answering.

Geoff Barton: Well, I thought you had quite a good list on your presentation. I guess one thing
that ... as well as all the song learning, the meeting the other people, what these kinds of tours give
to a foreigner like me is a way across the language barrier with these old Georgians — they’re not
always old, but often they are — and for me, some of the most inspiring times have been with older
singers who’ve never taught anyone other than their own choir before. And like Nino was saying,
we’re kind of bringing them out of their shell. An example that really comes to mind for me is Suliko
Sinauridze, who was one of the leaders on the tour that Carl organised in 2010, and by the end of the
two weeks, I think he looked ten years younger than at the beginning. There was so much joy for him,
and that was a beautiful thing to see. And another benefit you didn’t touch on: there’s a whole kind
of international networking aspect of it. When I arrive on one of these tours and I don’t know any of
the other guests, or maybe one or two, there’s always an excitement as to: who are these people, what
are they going to sound like, are we going to be friends, and so on. And that is one of the attractions
of them. There is a kind of network of people all over the world who are part of this world and have
connections with Georgia, and most of them have connections with each other as well. It all feeds in.

Caroline Bithell: I also wanted to ask, I know that you’ve been on some trips either exclu-
sively or as part of a bigger group with other members of Maspindzeli, so I wanted to ask: how
important have these trips been for developing your choir’s repertoire but also helping develop
Maspindzeli as a community in London?
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Geoff Burton: I would say that the ones I’ve done more recently where there’s been perhaps
one or two other people from Maspindzeli on that trip, I don’t think that’s made a significant dif-
ference. I guess the difference is that each of those people has now experienced Georgia, and that
gives them more context about where the songs come from, more understanding of the culture.
And the trips that Maspindzeli went on as a choir: We had a workshop, a residential with Levan
Abashidze in 2006. I think we were the first group in Bukistsikhe with Malkhaz Erkvenidze and
some of Sakhioba. And those trips that we were on all together, all of us who were there, that had
much more impact, because we then had a common repertoire and experience, and certainly some
of those songs went straight into our repertoire and some of them stayed there.

Caroline Bithell: And as a participant, do you have any concerns about how things might
develop? Or would you like to share any ideas you have about what would be good new additions
to the way in which things have developed so far?

Geoff Burton: I guess one of my concerns is a kind of monopolisation. If you meet a foreign
singer of Georgian songs and you ask them about Acharan songs, the chances are the songs they
know come from Merisi. Because the Turmanidzes have been so successful and have a working
setup, the groups will go there by default. And so, they’re learning songs from the Turmanidzes,
but no-one’s learning songs from other villages or other groups. And the same is probably true in
most regions, where the hosts who have been successful — nothing to say against them, but it has
an impact on the repertoire that people learn. So, I do see that as a bit of a risk, a bit of a downside.

Caroline Bithell: I know that some places are booked up with one group after another. A trip
I was on recently with a group of people from Belgium, we were following hot on the heels of a
group that Zoe led, of people from France: they were in Lakhushdi and then we were in Lakhushdi,
and they were in Merisi and we were in Merisi. And you sort of think how many more groups are
going to come after us this year? On the other hand, when we were with Nino back in June, we
did go to Oladauri and we did learn with Avto Darchidze, so sometimes individuals are going to
different places. Is Levan Bitarovi here? I did an interview with him earlier this week and he was
talking about how he likes to go to a new place every time and there’s something very fresh about
staying with a family or in a village that hasn’t ever hosted before and they’re learning to do it in
that moment. And there is something spontaneous about that that also works really well, even if it’s
a little bit rough at the edges the first-time round.

Geoff Burton: I think Carl has the same approach as well. He likes to have one safe person
that he knows and can rely on, and something else that he doesn’t really know and is a bit riskier,
as a way to keep things fresh.

Caroline Bithell: And also going to two different places means that different people will like
different things, and if one seems somehow not quite as successful the other one makes up for it, so
... There’s a lot of thought that goes into it from the organiser’s point of view when they’re thinking
about how it’s going to work for the participants, so that’s something I’ve explored in more depth
and look forward to writing about at some point.

Caroline Bithell to Marina Decristoforo: I’ll move on now to Marina so that we have time
to have a general discussion afterwards. So, Marina, again, you’ve got perspectives on this topic as
an anthropologist and a recent doctor. Excellent dissertation, by the way: read her thesis, it’s really
good. Also, a tour organiser and a tour participant, as I said. So, based on what you’ve written in
your PhD and thought about since then, what do you see as the most interesting aspects, from an
anthropological perspective, of this whole phenomenon?
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Marina Decristoforo: Thank you for the recommendations. I also wanted to add something to
the previous discussion, since you brought up Levan and I worked with him. The first tour that he did
was with Adilei and me, so we had this approach that we were going to kind of recreate the experi-
ence I had as a researcher when I had come to Georgia and then became friends with the group, and
I would go wherever they were going. So, they wanted to learn some songs, or they wanted to see if
this singer was good, or they heard there was some singer somewhere they should visit. So, we tried to
recreate it in terms of having the whole band there, or as many of the band members as possible, which
is not a lucrative model by any stretch of the imagination, but it was nice because then everyone got
something and, also everyone was involved and you were traveling with a band, basically, so it was a
different experience. But I do remember us thinking, OK, let’s go and see if we can bring a group to
this village, where we brought a group to a village in Lower Svaneti. And they’d never hosted anyone
before and some of them didn’t have showers. And Levin was about to have a heart attack when he
found this out on the day we arrived, but the people staying didn’t care. And they said: No, it’s great.
We’ve already had some chacha. It’s fine... So, there was this element where, yes, it was a risk and
we had to go and vet the places ourselves, but then there was this like, ‘there isn’t a shower’ moment.

Anyway, that’s just an anecdote, I guess. As an anthropologist, I am really interested in the
questions of liminality, or I guess borders. There is a border between something being a practice and
a product, someone being a tourist and a guest, perhaps, or a friend. When do you become one or the
other? Is it the exchange of money that defines that? If you are someone’s friend, they perhaps don’t
expect you to pay money if you will visit them, you’re just visiting them. But if you’re a tourist who
is coming to stay, then you probably must pay. So that’s one aspect of it. I’m also interested not only
in ... I mean, I’'m interested always in looking at, you know, when it’s a song tour, singing tour,
and there are all these people and they’re all singing and they’re all trying to learn. There are also
different practices among the participants. Of course, there are different practices among the hosts.
And sometimes it’s very competitive, sometimes it does become kind of rehearsed and hot: I have
a thing that I’'m selling. And I don’t blame anyone for it necessarily. It is a product of our time and
condition, and because there’s only so many people who will come in summer you kind of end up
having to see if you can get those people to come to you.

But also, the practices amongst the actual participants vary, right? Some people are there as
customers. And I understand: you pay a lot of money, you want to learn the songs, you want to have
a certain experience. And some people are there just because they’re there, and they are maybe not
singing so much and they’re just enjoying their time and they’re enjoying being with their friends.
And then there’s basically a range between these sorts of not extremes but ends. And I do think that
the approach of the participants does very much influence what the host will get out of it and what
kind of hosts you will get, and what the next time will be like for somebody else, perhaps, as well.
have been on tours where we’re learning a yodelling song and five people are yodelling at the same
time, and at the end no one really learned the song, because there is a sense of like I must grab this
now and this is the part that I sing and so I will sing it, even if someone else is doing it already. I will
not wait my turn necessarily. [ will not sit back and just listen and make the recording and maybe talk
to the teacher later or ask somebody else to sing with me. It’s more effort, I understand also where
this comes from. But it can have this very negative effect for then no one gets to learn, because every-
one is so focused on their own voice, on getting the song themselves, that they’re no longer listening.
And that I found to be the case sometimes, not always. Since I never saw myself as a singer, really — [
mean, I do it when I must. I was here as an anthropologist, as a researcher, but I also felt a lot of the
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time that I had to prove that I could sing and then I would be taken seriously, which is just part of the
circumstances. But if you think about it, I could have been a very good researcher without being able
to really sing, I guess. It adds a different understanding, of course, and the moment of being in the
song together is something different, it does help you transcend language barriers, it does help you
connect with people more easily and on a different level, I suppose. But it’s also, for example, for
someone looking at social aspects of song, it’s not a necessity, and the aspect of like, oh, here we are,
all of us are foreigners — and that’s also a weird term, right, and there’s this us and them, there’s the
‘other’ kind of discourse that comes into play here. We’re also a little bit competitive with each other,
right? And I think maybe that’s human nature and I think a lot of people try to not have this. But you
do compare, oh, that person doesn’t sing so well, or that person’s off, or whatever it is.

And so, I’'m also really interested in what these practices are in terms of people who are par-
ticipating. So, I don’t know if this makes sense. There’s a lot of thoughts and a lot to say, of course.

Caroline Bithell: If we just switch back to the hosts again — you said a little bit about the per-
spectives of the hosts or the motivations of the hosts — and one of the things I was struck about reading
your dissertation was when you were asking whether these singing practices are now part of a global
capitalist economy. You were talking about how the presentation of authenticity plays a part in the mar-
ketability of the experience provided and the disparity between marketable and unmarketable places.

Marina Decristoforo: In my work I organise things by model, right? There are different hosting
models that people have, and they vary based on where you are hosting people. Are they dispersed
among the villagers, are they in a guest house, how much of the family is involved, is it just one person
or is it everybody, how open is your space generally? And then there are several different ways in which
that can go. But in terms of the capitalist market, I think it is a valid question to think about, because
this is part of the tourist economy which is tied to the capitalist economy in which we all live, and
there was a switch towards the capitalist economy in Georgia, right? So that’s what we’re experiencing
now in terms of also how much things cost and what you’re expected to get — some people arrive with
expectations of what the conditions are to be, and it can be an exchange of services for money. If we
really reduce it to that, it is this. Yeah, I come, I offer money, you give me songs. But I think all the
hosts and all the organisers would very much protest. It’s not what you are trying to do. You’re trying
to keep it different. You’re trying to keep it as something else. I think people are trying to make this
something like Madona said, a social project, involve the community, use the funds for something, visit
older singers, discover new places, bring people together — have all those other elements. But there is a
way if we systematise everything and put it in a kind of programmatic way that it does kind of become
this exchange of services for money or votes or whatever it is. That’s just the opinion that I hold. And
in terms of marketability, in my discussion of it I was mostly referring to, for example, what else you
can do in the place. Is it beautiful? Can you go hiking? Are there nice facilities? Is it set up? Because
it’s much easier, of course, to bring people to a place like that rather than somewhere where it’s not
necessarily the case and then you’re spending a week in a location, and you don’t really have anywhere
to go. And that can be tough and then you are kind of ... I think there’s a difference sometimes between
the people who go to various kinds of places. Because people would have to be very, very determined
to learn a particular type of song to go to a place where you don’t have access to anything in terms of
entertainment or hiking routes or whatever it is. [ think those people would also go to the other places
that are more marketable, quote unquote, but other folks might go as well. Like yes, this is a nice thing
to learn, but I also ... And this isn’t a comment on the people or the hosts or anything like this, just kind
of the reality of how these things work, I think. I hope I made sense. I don’t mean to be over critical. ..
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Yeah, there are a lot of questions, right, because everyone wants to keep these things... I mean, I don’t
like the word authentic because I don’t really know what that means.

Caroline Bithell: There’s a lot of choice...

Marina Decristoforo: Yeah, but there isn’t really a choice. And who decides what is authen-
tic? That’s always the question. Who is making these calls? ... So, I think there is a drive to keep
things going and to keep people involved that is there, that I think we saw with everybody who has
spoken and probably most people who are sitting here as well. That’s a good thing.

Caroline Bithell: I think that’s a good point at which to open up the discussion, so thank you
very much Marina, thank you to everybody who’s spoken so far. I just want to put one more concept
on the table before invited questions. So again, Marina in her dissertation is writing more broadly
about culture and is it a product, and so on, which includes professional performances on stage,
not just this thing we’re talking about. But you ask this question, is there a middle way, us there a
third way? I think that’s also a useful thing to bear in mind when we’re considering pros and cons
and benefits and challenges, alongside the fact that there are so many different models and different
opportunities and different varieties that people tend to find their way to the thing that works for
them, sooner or later. So, on that note, I’d like to invite any questions or comments from the floor.

Frank Scherbaum: My mind is spinning and I’m thinking [out] loud... I would like to add a
question to the hosts. I can answer it for my side from the visitor and course participant on many of
those things. When I go back, I miss this, And, then I asked myself, what do I actually miss? And
there are several things. And I would like to pose this question to you as always. What do you miss
when we are gone? When we have gone back to our countries, can you somehow specify what it
is [that] you miss? And I know from experience, when I come back, I’'m greeted like a part of the
family, for example. Madona, I consider some sort of family, in a way — I don’t know if this is the
right word. But what is it what you miss?

Madona Chamgeliani: Thank you Frank, it’s true, on the first day of the tour, everyone is a
stranger to us, and at the end of the tour, they leave as part of our family. This separation is especial-
ly difficult, as if the village is getting empty. And then the villagers reminisce among themselves:
who was what, how red-haired Caroline behaved, and we miss her sometimes. I don’t know how it
is anywhere else, Merisi and Lenjeri are very good, but I think ,,Lakhushdi” is a different project.
If elsewhere it is a family business, in ,,Lakhushdi” entire village is engaged in this business. For
example, in the morning my guest may go to have breakfast with someone else, that is, there will
be rotations, and this is natural. Our guests often say: “We feel as if we are returning to the village
of our childhood.” It’s really like a comeback, neither we nor our fellow villagers play. Everyone is
received as a guest and not as a tourist. This is probably exactly what you and we miss.

Nino Naneishvili: The most thing that I miss when my guests leave ... it’s a feeling that we
need more to think about each other... And it’s so difficult because, I don’t know from where it
comes, maybe from social and economic problems in Georgia. And maybe you as guests think
that we are the most hospitality country, but unfortunately inside our country it’s different kind of
relationships. Sometimes we miss so much, sometimes it’s so dry. Sometimes we can’t meet with
our best friends in more than months because it’s crazy life, everywhere I think it’s like this. But I
think we need to learn from you, from foreigners, not only foreigners — kind of your persons who
are full of harmony and try to be balanced and so on, you know what I mean. We need to catch this
feeling and keep it with us. And I want to say also about one amazing family in Cambridge. It’s
Ashlyn and Miranda... When I visited them several years ago (it was kind of Christmas or Easter
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time, I don’t remember), and the last day Miranda put in my bag money: it was a lot of money, and
said, please, give it to Gigi’s family. And I was so surprised. I felt that I can’t say no because it’s
not mine, but it was so unusual feeling. And I asked how, why, and what can I say? [They said]:
they know about it. It’s more than 10 years we do this, all our income from our concerts we send to
Georgia. And I couldn’t talk, I remember, and I cried and asked how they do this and where from
this comes, because unfortunately it’s less and less in our country. And they told me one amazing
thing. We learnt it from you, from Georgians. And it was for me a very nice thing but a tiny bit...
and I wish so much that it will be more [valuable?] for me for my Georgian friends, because I know
that for foreigners Georgia is more beautiful from outside than it is really inside. Sorry to say this,
but it’s a very painful for me atmosphere, and thank you to bring it us for all time when you come
back here. Also, I’'m so happy and in my honour that you come back every year. It means that it is
real what Ashlyn and Miranda told me, you find out here something what is so valuable, what we
maybe not lost but what about we forgot so much.

Caroline Bithell: Thank you so much for sharing that. I think Baia had the next fast hand up
in the air.

Baia Zhuzhunadze: Thank you. I agree with your statement and with Marina. And so (my)
questions come from Marina’s suggestion. And I have a question to Nino, to Madona, and to Zo¢ as
well. Are we reviewing all these trips and leaving feedback from customers? Do we have such a topic
as well? Because as for Georgians, for me personally as well, we are not a people who just looking for
the feedback and critiques... Zoe is partly an insider and partly outside as well. So, are you reviewing
and what was advantage and what was disadvantage, and something must improve or change?

Nino Naneishvili: I just started to collect the emails from my foreigner friends, and I dream
one day — probably when I will be older and freer — I dream to print it, because it’s really heritage...,
it’s so amazing ideas about Georgian music, not just personally about me or somebody else.

Baia Zhuzhunadze: But I was asking maybe do you have any forms where [there are] ques-
tions, for example? When I book using booking or using Airbnb. So as a customer, just ordinary
customer, at bank of TBC. So maybe if they do it, just try to have some forms.

Zoé Pere: I don’t have a formal formula or something like that, but I do ask all the time at the
end of each workshop what they liked, what could be improved... discussion and round table at the
end. I’'m going to say that the benefits are so much larger than the risk and the pros are so much big-
ger than the cons in general. It is true that some key is some places that are longer than others...Go-
ing back to what Geoff said: It is true that some places tend to have more guests than others...I’ve
been doing this for 10 years... go to some of the same places... People in new places don’t realise
they have something to offer... After doing this for 10 years, it seems that every group is special...
And there are so many places to be discovered... I would encourage more singers to do this... Be-
cause the people do experience something very special and when they go back to their houses, they
miss something, they miss each other as well... This is something we miss in our everyday lives, it’s
something we don’t experience normally... About this border between tourism and guest, for me |
consider these people, participants as part of a lifelong learning process... People are here to learn
and to learn from each other... My form of workshop now is more related to that to the learning
process... [Something about] make more connections with the people.

Nino Razmadze: I know everyone who conducts workshops and hosts them in Georgia, but
for me ,,Lakhushdi” is a truly particular social project. Therefore, first I want to thank Madona. I
think she is the most special and I think everyone else should follow her example. I would like to
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add concerning Merisi, | just discovered that I&#39;ve never had a tour, but I do have a little dis-
tinct experience with popularization. For 10 years I worked very actively to popularize Merisi. I
never had any financial interest in this regard, and I always tried to convince them that there could
be someone with no financial interest but just interested in promoting this village. I do not know
how I did it, but I tried hard.

Carl Linich’s group was first to visit Merisi; later the members of Carl’s group conducted new
workshops there; Then Zoe got involved in this process very actively. Regarding the paucity of the
repertoire, [ wish there was more practice of inviting other singers. Carl had a particularly good ex-
perience when he went to Svaneti, with him he took Tristan Sikharulidze from Guria and Polikarpe
Khubulava from Samegrelo. Polikarpe accompanied his group in Merisi too. In Merisi, we tried to
involve chiboni players, which was also very interesting. Thanks to Nino for making other people,
in addition to the Turmanidzes, more popular, for example, the Darchidze family. It should be not-
ed, that together with Frank we had an attempt to conduct a workshop in Chvana.

In the end, I would like to say that our side, i.e. the organizers, should and do work very hard to
ensure that the repertoire is more diverse, so that visiting foreigners have the experience of meeting
more new people. I would like to thank both Georgians and foreigners for popularizing all this, and
I would like to thank both Georgians and foreigners for popularizing all this, and I’ll end with what
Madona said, that actually main thing is not the amount of new songs they learn, but these relations,
which even after 15 years, give Miranda and Ashley the motivation to still be in such relations with
their Georgian friends. In short, thank you very much for today’s discussion.

One more question, when we had conference, we had opportunity to invite 2 singers to have
a workshops here so we would like to ask you maybe for the next symposium we also can make
some workshops for scientists during the conference and I am more interested of what do you think?

Caroline Bithell: I think this would be great! For participation thank you Nino. One of the
significant things for me that is really important is that this is very much a grass-roots initiative,
individual initiatives straight from the source, and most of the contacts are being made by word-of-
mouth, personal contact. Nobody’s policing it, nobody’s having to pass any tests, and I think that’s
the power of this kind of phenomenon.

Holly Taylor: [ want to draw a few threads together about this idea of transnationality, and
also the idea that the people on the tour make the tour... You can pay the money; you can go on the
tour: there’s no questions about what kind of voice or experience you have... Would regulation be
a good thing or a bad thing?

Caroline Bithell: It’s interesting looking at the difference in the size of the tours. With some
tours that have 25 or 30 participants, there are lots of options for different combinations [of voices]
to fit together. On some smaller tours, that’s not quite why people are there: they’re there for other
reasons. It is the case that in Village Harmony you don’t have to pass an audition but they try to get
a balance of voices, and they also ask about your musical experience, your sight-reading skills, how
long have you sung, what voice do you sing, and sometimes they definitely want more males, for
instance, so there is a little bit of trying to get a balance in that case.

Geoff Burton: Carl, as well, is always keen to have only people who have experience of
singing Georgian music. For the people he doesn’t know, he’s kind of asking the people in between
what these people are like... So, it’s a kind of informal vetting.

Caroline Bithell: It’s interesting that both of those things are quite hardcore or high octane
and you jolly well learn a lot of songs very fast and in Village Harmony’s case you then go on to
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perform concerts, and you’re meant to know the words and the music and get up there on stage and
do it, which is a big motivation for actually getting deeper in, but quite a challenge at the same time.

Caroline Bithell: Should we take a question from the chat, from our remote audience? Baia,
do you want to select something?

Penelope Sanz Gonzales: First, something about scientific and cultural tourism. And second,
is there some type of ethical code?

Caroline Bithell: I can answer from the perspective of Village Harmony again. In the infor-
mation they send out in advance, they have some advice about good ways to behave in Georgia,
local customs, that kind of thing. Not so much an ethical code of practice, but there could be a space
for that, I guess ... we expect people to behave with courtesy and that kind of thing, if that’s what
you meant. Marina, would you like to comment?

Marina Decristoforo: I’'m an outsider... So, my role was largely explaining and giving cultural
context. We would always send something out before the tour... and then I would have a first meeting
with everybody to go over a few things. Carl also has a thing that he sends, I think a lot of people so,
Zoé does as well... In terms of the institutional involvement, I think that we run the risk of veering into
Soviet territory. I think that there’s already so much institutional involvement in practices, in terms of
ensembles and so on, it’s kind of nice to have this be on its own. Word spreads, so if someone does
a horrible job, everyone will know. So, I think there is a standard being maintained by virtue of their
being a lot of things on offer and people all, as Geoff and others pointed out, being connected.

Caroline Bithell: Thank you very much. I’ll just say briefly that I’m pleased to see that Matt is
listening in. So, thank you, Matt. And I also want to give a plug to Matt’s dissertation, which is also
really excellent. So, Marina’s PhD, Matt’s PhD, you can download them online and there’s some

great discussions in there. So were you going to jump in there, Zo¢, and then we can see if there’s
another online question.

Zoé Pere: It would be good if we as organisers could somehow connect more... It seems that
everyone has their own private connections and there’s not so much sharing.

Holly Taylor: Tours are posted on Voices of the Ancestors website.

Caroline Bithell: Some slip through the net. I think I collected about twelve this year.

Geoff Burton: One of the primary factors of making a choice is the date.

Ekaterine Diasamidze: [Has been following papers on Zoom] Now speaking of workshops,
I think we all talk today about the importance of workshop tourism, which is undeniable. But it’s
even more important why we think how a researcher can find some jewel (?) through workshops.
For instance, I see Sofi here from Finland any and I remember that during the XXX conference in
Helsinki we led a few workshops... One of the things I was going to suggest, one of the reasons |
came today, is that the symposium absolutely needs workshops, especially for world music. Refers
to the workshop I held some years ago on Corsican music: they were so incredible. I would strongly
recommend that we do the same programme and just make everything much more wonderful... I
think not just for ethical reasons and the singing practice, but for the research. I think it’s crucial
for people to be able to hear and be in the atmosphere of the sound of traditional music of different
people in the world... So, let’s do singing workshops as part of the symposium. I think many more
people, many more Georgians included, are going to cheer up and show up.

Giorgi Kraveishvili: I listen carefully to your discussion. Sometimes financial issue came up,
sometimes the issue of accessories, and I had the impression that we forgot about polyphony and
music and got lost in the discussion. Now, regarding my proposal to the organizers of the sympo-
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sium, ethnomusicologists and performers well-versed in Georgian music: don’t plan tours only to
Svaneti and Achara. What’s wrong with, say, Baia Zhuzhunadze’s native Meskheti? Which has a
very good ensemble, and I think that it will be very interesting for foreign ethnomusicologists to
get familiarized with Meskhetian folklore. What about Racha? The same can be said about Same-
grelo — Martvili district, as far as I know, has very good tourist places. I don’t know what ensemble
there is in Martvili, but the Folklore Center will definitely have information about it, and there will
surely be very good connoisseurs of Megrelian songs there. It is also possible to bring foreign eth-
nomusicologists to Khevi and record indigenous Mokhevian songs, etc. Finally, I will put a special
emphasis on the village of Sarpi. Lazeti is in Turkey, but the village of Sarpi is the only Laze village
in Georgia; we have singer Lili Abdulishi — a beneficent of Laz folklore, we have very good Laz
ensembles in Sarpi, and there also are very good tourist places in the neighbourgood, one such is
Gonio Castle... In a word, let’s do what we do in Svaneti and Achara, in other parts of Georgia, in-
cluding Sarpi. Foreign ethnomusicologists know Laz folklore mainly from Turkish standpoint, and
we can present it from Georgian perspective. This is my proposal._

Caroline Bithell: I’d just like to say that in fact there have been tours to most of those places
that Giorgi has mentioned... I think it’s just by chance that Svaneti and Achara have been men-
tioned a few times in this discussion, but... I can map it out some time, but there have now been
dozens and dozens and dozens of tours, stopping in different places, and one of the things I want to
do next year is to map out those places.

Teona Lomsadze: I just wanted to response to your question. You partially responded already
to it, but I wanted in Georgian clarify for Giorgi. Giorgi, at this Round Table we are not talking
about research. We are only talking about learning; in this case about learning Georgian folklore by
foreigners and I absolutely agree it will be exceptionally good if this map is extended. As Caroline
pointed, there have already been tours to several other parts and regions, but I would also like to
agree with Geoff that if there is less monopolization of specific places, families and so on, certainly,
this will be a very positive process; this can be initiated, on the one hand, by us, local residents, and
on the other hand, by the intermediaries who convey this information to the people who come here.
Luckily enough, we have such wonderful intermediaries who are already engaged in this practice.

Giorgi Kraveishvili: I would wish the same in my native Imereti and all parts of Georgia.

Caroline Bithell: Shall we take one more question from online?

Mattew Knight: Maybe if I can get a read on one thing: Caroline mentioned early about
over-saturation, and we’ve had some discussion recently about going to less common areas and
finding new places to bring people. But I’'m curious, especially for the people who have had a pro-
gramme running for quite a while now — Madona, for example. Are you getting a lot of new people
every time? Do you get a lot of repeat customers? Do people ever say, oh, I feel like we’ve learned in
these songs before? I guess I’'m interested in how renewable this market is, or if it’s something that
really appeals to a narrow group people who mostly have already been to Georgia a bunch of times.

Caroline Bithell: Who would like to comment? Do you get a lot of repeat visitors? Is there a
sense that they’re learning the same songs over again?

Madona Chamgeliani: Matt, we miss you and hope to see you soon. As for what the “Lakhu-
shdi” project caused in Svaneti. Many imitated us in the full sense of the word, and I am glad that
this has been expanded, but from a different aspect. All tourist groups have added folklore to their
services, if we call it extension. However, I personally, don’t really like this very much, as inviting
a musician or a singer is now regarded only from the standpoint of financial benefit. This trend is
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evident, fortunately, or unfortunately.

Caroline Bithell: Zoé, are you bursting to make a final comment and then I’ll just make a
couple of comments to wrap up so that we can go to the next paper.

Zoé Pere: Every time out of 13 people, I get about 12 who are for the first time in Georgia.
Normally they are so happy about the trips and their experience that they talk about it to other peo-
ple back home, and this is how word-of-mouth... It would be good to have new places... but also
[established] places like Madona’s... There is the question of pedagogy to be raised, how to teach,
and this is something that I would love so much to be able to share with other teachers ... I think
we can learn a lot from each other.

Caroline Bithell: We should finish for now because we have another paper to hear. Okay. I
just wanted to leave concluding thoughts on the table. So, my thoughts here are that this phenome-
non that we have been discussing, may be viewed more productively, not through the lens of tour-
ism, but through that of intercultural encounter, that it challenges notions of cultural appropriation
or exploitation. We are looking more at a case of intercultural exchange based on models of friend-
ship, reciprocity, and community. These events retain a strong connection to traditional customs of
hosting, with the risk of these customs being disrupted by the introduction of a monetary economy
and business model. So, this is something to keep an eye on perhaps, and there may be challenges
with regard to sustainability and the need to avoid being brought drawn into processes of commod-
ification on the one hand and memorialization which again a Marina has written about on the other,
so other things to bear in mind. But on a more positive note to end I’m just repeating a thought from
carlier on that I think this phenomenon, and I think we’re agreed from what all the comments that
have been made over the past hour and a half, that this phenomenon has particular potency as an
informal, do Decentralize grassroots subculture that provides a counterbalance to more formal top
down government funded and managed programs and we should celebrate it as such.

CONCLUDING THOUGHTS

This phenomenon:

® May be viewed more productively not through the lens of tourism but through that of
intercultural encounter.

e Challenges notions of cultural appropriation or exploitation — more a case of intercultural
exchange based on models of friendship, reciprocity, community.

e Has potency as an informal, decentralised, grass-roots subculture that provides a
counterbalance to more formal, top-down, government-funded programmes.

® Retains a strong connection to traditional customs of hosting, but with the risk of these
customs being disrupted by the introduction of a monetary economy and business model.

e Faces challenges regarding sustainability and the need to avoid being drawn into processes
of commodification and commercialisation on the one hand and memorialisation on the other.

So, thank you to all the participants. Thank you particularly from our panel members, and
congratulations to everyone who was added to this meeting.

Transcription — Nino Veshapidze,
English-Georgian translation — Maka Khardziani,
Georgian-English translation — Maia Kachkachishvili
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MINISTRY OF CULTURE AND SPORT OF GEORGIA
ANZOR ERKOMAISHVILI FOLKLORE STATE CENTRE
GEORGIAN CHANTING FOUNDATION

TV GEORGIAN PUBLIC BROAD CASTER

TV IMEDI

TV RUSTAVI 2

GEORGIAN PATRIARCHY TELEVISION ERTSULOVNEBA
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THE SYMPOSIUM WAS HELD UNDER THE PATRONAGE OF
Mrs. SALOME ZURABISHVILI, PRESIDENT OF GEORGIA
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ORGANIZERS OF THE SYMPOSIUM:

INTERNATIONAL RESEARCH CENTER FOR TRADITIONAL POLYPHONY OF
TBILISI STATE CONSERVATOIRE
ANZOR ERKOMAISHVILI FOLKLORE STATE CENTRE
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THE SYMPOSIUM WAS HELD AT THE TBILISI STATE CONSERVATOIRE
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INTERNATIONAL RESEARCH CENTER FOR TRADITIONAL POLYPHONY OF
TBILISI STATE CONSERVATOIRE

0108, ;mdnamnbo, agMndmym3znL J. 8/10
8/10, GRIBOEDOYV STR., TBILISI, 0108, GEORGIA

Hon./PHONE: (+995 32) 2998953
9m-03mbho/E-MAIL: polyphony@conservatoire.edu.ge

www.polyphony.ge
www.polyphony.symposium.ge






