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THE SYMPOSIUM IS HELD UNDER THE PATRONAGE OF
SALOME ZURABISHVILI, PRESIDENT OF GEORGIA

BY THE FINANCIAL SUPPORT OF
THE MINISTRY OF EDUCATION, SCIENCE, CULTURE AND SPORTS OF GEORGIA

ORGANIZERS OF THE SYMPOSIUM:

VANO SARAIJISHVILI TBILISI STATE CONSERVATOIRE
INTERNATIONAL RESEARCH CENTER FOR TRADITIONAL POLYPHONY
OF TBILISI STATE CONSERVATOIRE

THE INTERNATIONAL CENTRE FOR GEORGIAN FOLK SONG

THE STATE FOLKLORE CENTRE OF GEORGIA
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SALOME ZURABISHVILI

PRESIDENT OF GEORGIA

I welcome the initiators, organizers and each
participant of the 10th anniversary International
Symposium on Traditional Polyphony!

This symposium is already a cultural tradition in
our country. It is delighting, that the symposium
has already received international recognition in
the world ethnomusicological scientific circles
and played a significant role in recognizing the
uniqueness of Georgian polyphony. With its deep
content, scale and, most importantly, goal this
symposium, serves the development and popu-
larization of Georgian music, Georgian culture,
introduction of the world cultural achievements
to Georgia and constant participation of differ-
ent generations of our country in international
cultural processes.

I am sure such initiatives will allow us to move
forward, be seen by the entire world, to deepen
our knowledge and experience and to further en-
rich the centuries-old, original Georgian culture.
I believe that this year’s symposium will be
another step towards strengthening and develop-
ing our community and expanding international
cultural ties.

I would like to thank the organizers who, in the
midst of a very difficult, global pandemic for the
whole world, took upon themselves the respon-
sibility to organize the International Scientific
Forum at a high professional level.

I wish success and unforgettable impressions to
every participant and spectator of the symposium!

The President of Georgia
Salome Zurabishvili
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BADRI MAISURADZE
FIRST DEPUTY MINISTER OF EDUCATION,
SCIENCE, CULTURE AND SPORT

I cordially welcome the participants of the 10th In-
ternational Symposium on Traditional Polyphony.
It is important that the symposium is being held
at a time when the whole world, including Geor-
gia, is facing a serious problem. This is whyit is
especially delighting that despite the difficulties,
scholars from a number of countries accepted our
invitation to come and participate in the Tbilisi
Forum. By doing so, they not only expressed
solidarity with their Georgian colleagues, but also
expressed confidence in our country, declared
safe, which will do everything to receive guests
suitably.

The 21st century started with international rec-
ognition of Georgian polyphony, when in 2001
UNESCO proclaimed Georgian polyphonic
singing a masterpiece of the intangible cultural
heritage of humanity. This recognition was re-
inforced by the Tbilisi Symposia, which greatly
contributed to the dissemination of knowledge
about it in the scientific circles worldwide. This
is evidenced by the great interest of our foreign
friends in the study of Georgian polyphony.

The International Symposium on Traditional
Polyphony serves further integration of Georgian
science with the world scientific circles and deep-
ening of cultural relations between the countries.
This is an honorable mission and I wish success to
the organizers and participants of the symposium
every success in its implementation.

Badri Maisuradze,

Deputy Minister of Eduction, Science, Culture
and Sport.
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NANA SHARIKADZE
RECTOR OF VANO SARAJISHVILI TBILISI
STATE CONSERVATOIRE

Hello,

I'am honored to greet the participants, guests and
organizers of the 10th Anniversary Symposium
on Traditional Polyphony on behalf of Vano
Sarajishvili Tbilisi State Conservatoire.

The tradition of holding symposia on traditional
polyphony dates back to 2002 and it is an impor-
tant achievement not only of Georgian musicol-
ogy, but also of Georgian scientific sphere as a
whole. The symposium is an excellent example
of international cooperation. It provides high
level for research, exchange and popularization
of Georgian polyphony, proclaimed by UNESCO
a masterpiece of Intangible Cultural Heritage of
Humanity in 2001. Tbilisi State Conservatoire
is proud of such interest of the world’s leading
scientific circles (Germany, USA, Japan, France,
Spain and many others) to Georgian polyphony
and their active participation in the symposium.

Due to the pandemic in the world and in Georgia,
unfortunately, it was not possible to celebrate this
10th anniversary of symposium; however, the
interest in it has not slowed down, for which I
would like to convey special thanks to the organiz-
ing group of the symposium and the participants,
as well as all its supporters for enthusiasm and
professionalism.
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RUSUDAN TSURTSUMIA
DIRECTOR OF THE INTERNATIONAL
RESEARCH CENTER FOR
TRADITIONAL POLYPHONY

OF TBILISI STATE CONSERVATOIRE

We have to hold this anniversary symposium in
an unusual situation. We, the organizers, wanted
to celebrate it on a large scale, however, because
of these unusual circumstances it may turn to
be more memorable for the participants. We are
delighted that like the previous symposia, it will
be representative — more than 40 scientists from
more than 30 countries of the world will take part
in it, including a number of loyal friends of our
symposium. We will be happy to host them in
Thilisi, if possible. But, in any case, we will do
our best to create a comfortable environment for
fruitful work at the symposium.

We express our gratitude to the President of Geor-
gia Salome Zurabishvili and the Government of
Georgia for the support. Despite the economic
crisis caused by the pandemic, the Ministry of
Education, Science, Culture and Sports of Georgia
found the opportunity for funding the symposium
and reaffirmed the importance, attached by the
Government to the Scientific Forum on Georgian
Polyphony, in the development of national culture
and further integration of Georgian ethnomusicol-
ogy with modern Western science.
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ANZOR ERKOMAISHVILI
PRESIDENT OF THE

INTERNATIONAL CENTRE FOR GEORGIAN
FOLK SONG

International Symposium on Traditional Po-
lyphony is being held for the tenth time this year,
The Tbilisi Forum has long been recognized
in international ethnomusicological scientific
circles; Thilisi has become an important center
for the study of traditional polyphony

Georgian folk song is a unique phenomenon in
world musical folklore; Georgian polyphony has
long attracted the attention of foreign scholars,
the interest in our songs has increased since the
UNESCO proclamation of Georgian polyphonic
singing a masterpiece of the intangible cultural
heritage of Humanity in 2001.

This year, we are holding the Tbilisi Symposium
in particular conditions, therefore, we may not be
able to fully present Georgian folklore, but it will
still be of interest to foreign guests.

Since the last symposium, many works have been
published that will attract special attention of our
guests. As a representative of the International
Center for Folk Song, I would like to tell you that,
together with Kartu Foundation and the American
Publishing “Nova Scientific”, our Center recently
published a three-volume edition in English:
“Georgia, History, Culture, Ethnography.” The
book contains a lot of interesting material about
Georgian culture, including 2491 folk songs,
dances and instrumental music.

I greet our dear guests and hope, that this sym-
posium will bring them many moments of great
pleasure.
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GIORGI DONADZE
EXECUTIVE DIRECTOR OF THE
FOLKLORE STATE CENTRE OF GEORGIA

This year, the International Symposium on Tradi-
tional Polyphony will host scholars and perform-
ers from different parts of the world for the ninth
time. I think the existence of such a large and
important forum is a great success for Georgian
traditional culture.

Since 2014, the Folklore State Centre of Georgia
has taken on the responsibility of organizing con-
certs of folk polyphonic music for the symposium
at a high professional level. As a folk performer
and director of ensemble Basiani, I think these
concerts are very important. Here, less popular
young groups perform alongside well-known
ensembles, which allows them to present their
performance art to an international arena; years
ago, our collaboration with foreign researchers
started at the symposium, and later resulted in a
number of successful projects.

The Symposium on Traditional Polyphony sets
great perspectives to the participant scholars, pro-
motes the establishment of contacts between them,
and allows them to exchange existing knowledge
and experience in this field. I hope that state sup-
port to the Symposium will continue to increase
and reach a larger scale.
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SYMPOSIUM ORGANIZING COMMITTEE

MIKHEIL CHKHENKELI,

BADRI MAISURADZE, FIRST DEPUTY MINISTER OF EDUCATION, SCIENCE, CULTURE AND SPORTS OF GEORGIA
NANA SHARIKADZE, RECTOR OF TBILISI STATE CONSERVATOIRE

ANZOR ERKOMAISHVILI, PRESIDENT OF THE INTERNATIONAL CENTRE FOR GEORGIAN FOLK SONG

GIORGI DONADZE, EXECUTIVE DIRECTOR OF THE STATE FOLKLORE CENTRE OF GEORGIA

RUSUDAN TSURTSUMIA, DIRECTOR OF THE INTERNATIONAL RESEARCH CENTER FOR

TRADITIONAL POLYPHONY OF THE TBILISI STATE CONSERVATOIRE

JOSEPH JORDANIA, HEAD OF THE FOREIGN BUREAU OF THE INTERNATIONAL RESEARCH

CENTER FOR TRADITIONAL POLYPHONY (AUSTRALIA)

ORGANIZING BUREAU: MAIA KACHKACHISHVILI, MAKA KHARDZIANI, NINO RAZMADZE,
TEONA LOMSADZE, BAIA ZHUZHUNADZE

PRESS SERVICE: SOPIO KHACHAPURIDZE, TEONA LOMSADZE

WORK GROUP: NANA VALISHVILI, NANA GODERIDZE,
GIORGI DOROKASHVILI, MARINA KAPANADZE
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PROGRAM

2() OCTOBER, TUESDAY

SCIENTIFIC SESSION

10:15-16:30
CONFERENCE HALL OF THE CONSERVATOIRE

2] OCTOBER, WEDNESDAY

OPENING OF THE SYMPOSIUM | 19:00
AND FOLK CONCERT FOLK GARDEN
10:30-18:15

SCIENTIFIC SESSION

CONFERENCE HALL OF THE CONSERVATOIRE

272 OCTOBER, THURSDAY

SCIENTIFIC SESSION

10:30-18:45
CONFERENCE HALL OF THE CONSERVATOIRE

DEMONSTRATION OF THE | 19:00
FILMS CONFERENCE HALL OF THE CONSERVATOIRE
CULTURAL PROGRAM FOR
08:00-19:00
23 OCTOBER, FRIDAY THE VISITING SCHOLARS
SCIENTIFIC SESSIONAND | 10.30.16:00

24 OCTOBER, SATURDAY

ROUND TABLE CONFERENCE HALL OF THE CONSERVATOIRE
FINAL SESSION
ONLINE VIDEO CONCERT 16:00-17-00
“GAUMARIJOS” WITH
INTERNATIONAL CHOIRS
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aMBOBNZIJBN SCHOLARS
A3LAEHORNS/LOTOGIZIM 0MLIS IMSHRIBNO AUSTRALIA/GEORGIA JOSEPH JORDANIA
606M BGNGN33NX0 NINO TSITSISHVILI
A3LGANO 030 3063MXBIG AUSTRIA EVA C. BANHOLZER
VR0 AM&AH3IE3SIME0) ULRICH MORGENSTERN
033 300100 O&HEREN CANADA ANDREA KUZMICH
360006 VIGX0 MARIO MORELLO
LO3OBY MN33d VOIJITN MATTHEW KNIGHT
3036 AOLO JILLIAN FULTON-MELANSON
933/0&00 A0306RM QO L3NG CHINA XIANGKUN LIU
JL3V6A0NN 30600 WHBVOGBO 393IL0) SHANG ZHANG
306022M3J LOBL B3MBLOILO ESTONIA 7ANNA PARTLAS
AL&MEI0NN JOBO 306U GEORGIA TAMAR CHKHEIDZE
3360LJ0CH/6NRIGO6RIZN 3N3IW S6LIT LEEGHIWO KHATUNA DAMCHIDZE
053MBNS 930 M3ORd TAMAZ GABISONIA
06060 AM3530R 536 OB GIORGI KRAVEISHVILI
[SIENAIN) A&NGNOBS 30WOB6REHO6() TEONA LOMSADZE
30600 O6RGIS JIB3ANRN NINO (NANULI) MAISURADZE
3060M aM&HITM NINO MAKHARADZE
320100 6ONOIN NINO RAZMADZE
KON VIVEGMB-3IR96LMEBN DAVID SHUGLIASHVILI
@0I&V3d Q3030 ®ORIBNGI-3NRNENI6I TEMUR TUNADZE
A00L O33GOBIZNRNILO BAIA ZHUZHUNADZE
B0RIGRO6RIBN 3IA6OGR 3RIN30330 NATALIA ZUMBADZE
LOTOGAZITM 01985% 3530LMBNS ITALY TIZIANA PALANDRANI
6OOTI6S RORNII IRAN MOHAMMAD ASHKAN NAZARI
60&ORNS BIJ3d5dI JAPAN EMI OKADA
30MEHAN 3693303300 LITHUANIA DAIVA RACIUNAITE-VICINIENE
019MBS ©MBLSID RYTIS AMBRAZEVICIUS
606M (65639220) 39NLIEHIID NETHERLANDS BERNARD KLEIKAMP
606M 30O SCHWEIZ YANNICK WEY
3900 JIIJI65dI SERBIA GORDANA BLAGOJEVIC
B606M &OBANIT SPAIN MANUEL LAFARGA MARQUES
03306 &I65dJ PENELOPE SANZ GONZALEZ
0398306 JOOMO33NT() ANTONI MANONOLLES
Q53001 FIXLENS33NR0 UKRAIN ANASTASIIA MAZURENKO
019356 RN USA MATTHEW ARNDT
LIGdIO B3MHROBO d3XO3MI3NRN BRAIN FAIRLEY
V360060 OBOLEALNS 3OBIHIEAM HELEN REES
33306000 00603 330 SAVANNAH RIVKA POWELL
A0NBI0NN JL0SERIIE 20 USA/ITALY RICCARDO LA SPINA
396 JO63 VENEZUELA/NETHERLANDS MIGUEL ANGEL SANTAELLA
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PARTICIPANTS

RYTIS AMBRAZEVICIUS
LITHUANIA

3aMBY6NIT3N

Has graduated as physicist from Vilnius University and he received his PhD from the
Lithuanian Academy of Music and Theatre. His research interests include ethnomusicol-
ogy, music and speech acoustics, and music cognition. A considerable part of his studies
center at traditional singing. He has authored or co-authored more than 70 papers and five
monographs, and more than 120 conference papers in Lithuania and abroad (Europe, USA,
Japan, South Korea). Laureate of Lithuanian National Science Prize (2017).

Rytis is also active as folk and folkrock musician, leader of folklore groups. He gives
workshops on traditional singing at various seminars in Lithuania and abroad.

MUSICALSCALES IN LITHUANIAN TRADITIONALVOCALHOMOPHONY

15 examples (sound recordings) of Lithuanian traditional vocal homophony a capella rep-
resenting different vocal dialects were selected for the study. Musical scales were assessed
based on acoustic measurements. The main insight of the study is that the musical scales
are much more diverse than it would seem at first glance, based on hearing.

Even those examples that would more or less correspond to a nominal major or minor
(and diatonic scales in general) showed some variety of types. First, intonation tolerance
in one voice group (one part) ranges to almost semitone, depending on the part and vocal
dialect. The “wide unison” creates a certain “velvet” sound quality. Second, in the course
of performance, from melostrophe to melostrophe, the scales often undergo gradual trans-
formations such as gradual narrowing or widening hardly identified by relying on hearing
unless individual chords are listened to. Third, local harmonic intonation, i.e. intonational
changes related to harmonic context, is expressed at different levels, again dependent on the
dialect and musical material. Interesting is the case of “sweet and sour” scales, i.e. when the
third scale degree is between three and four semitones. When this pitch category is wide,
one may get the impression of hearing chromaticisms or modulating between major and
minor. The acoustic analysis reveals such and similar “aural ghosts.”
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PANEL: INTERDISCIPLINARY AND
COMPARATIVE PERSPECTIVES ON
AUSTRIAN FOLK MUSIC

SOME ACOUSTIC FEATURES OF
AUSTRIAN YODELING

(Panel presentation with Ulrich Morgenstern and
Eva C. Banholzer)

Differences of chest / low / modal and head / high /
falsetto voices are reflected in spectra of the regis-
ters: the low register is characterized by relatively
intense overtones (especially for male voices) while
fundamental is typically the most intense partial
for the high register. In the examined examples of
yodeling, these differences are clearly observed
and, what is more interesting, differentiation of
the register qualities is enhanced by the additional
intensification of the corresponding partials due to
choice of certain vowels. That is, for the low regis-
ter, vowels whose formant frequencies match over-
tones are applied while, for the high register, vowels
matching fundamentals are applied. It means that a
certain formant technique is employed. Depending
on the ranges of the registers and the pitches of
the sung sounds, the chords can be formed by the
voices of the same or different registers. Balance
of parts is achieved using the above-mentioned
formant technique.

Yodeling is quite complicated vocal technique, and
this poses some challenges. First, accurate intona-
tion by jumping between registers is difficult, so
there is some tolerance for deviations from precise
intonation. This is especially true of male voices
singing in the uncomfortable higher part of the
modal register range. Second, vibrato is not uncom-
mon for yodeling. Yet again it can hardly be applied
for the uncomfortable parts of registers. Third, short
intermediate pitches not only grace the melodies,
but also serve as preparations for complicated ma-
neuvers. The same is true of additional phonetics,
for example, an embedded /h/ in a pattern /i(h)o/.
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00l ab@mMoob ©sbigbgdal godmygbgdady 8nbogal mgmaanl 3gosgmangsdn, sbaranbbs
©d 560@)05080. 3bg39, 033ma3L Joomo babygmoghm dgbogal Ggdbogam sb3gd@gdb.
360l 93@™M0 65dHMBobs ,35066M0b g639M0bs s Asebmmme dmbdgManl Lo oo
obBMBgds o Lymogmo (sbmgegds” (Routledge, 2018). 8ol LGoGogdo 0dgdwgds aodm-
(3999330: ,89b0golb ogmEonlb ga@bama®, 3963960l 33emg39dab gu@barma®, ,37bogal
®YmME0s o 3bamoda’, ,ogmMos s 3Mag@ngs”.

»3022M 9&0L Y3ILHBVIGN“:
»0933336330L" 3ILOLIB JIGOTIX LOHBITMBITIN

383mdg6, Hm3 dmmogmbon®, Lsdb8nsh JsMormm Lagsmmdgmda gomm — sbay osmyg-
J&0 oMol yggmoemgmn® s Lbgswabbgs gomm 3g@-bs3mgdsw ,a5333969dmmos”. Mo
o0l goemm, ol 60dboglb ,a583396gdmmas” Jomorgm bogammdgmdn s o 3ogzdomdn
56056 obobo 36078063070)05? dogsb 303(*)0)3%0, A3 b, Gobogy 63. 9d3m0dg g&n@abb
Gbmgdl, dgndmgds, gfmo 3bng, 3s350303m0 g@Hmman asbbsbmgHnm 8gmmmon®
B0gnMgdomsb, bmmm dgmeg 8bGog — mgde@n® gHmgnmgdmsb. Music21-ab gsdmy-
969300 30@Myd 3g@Mmo 0b@gbboymmdab, mgdsd Mo Lgadyb@gdobs s Losmgd@gdals
LE>GLEN M 3bsNDL gMNBobgMb s ggmacal bgmmal bagsramdegdals bymbsobgmbs
s d98mddgoal bgmmab bogsmmdmgdal 3Mgdnmmsb F0dsMmgdsdn. o8 8mbs39898al
Loggdzgmdy gobadgmgd, M3 Jommmon aommmds dgodmads ©andsmmb mman3nMsoo
8mBgbnggdme, 85gMsd sMo-0gMotdomm Bgbgdo s 3g@Mmmon gobbabmagmmm o8-
©gbody Bobozmyder BoapMor. domo yzgmedy gergdgbdemamo, 838rgy mgdsdg®o
960 gamagdo (3mbmgdo) c0mmb sG0sb gogmmagdo (sbggg Fnbmgdn) ©s o3 ,a583396930L"
bomobbds s 8gommds dgbadmms 8mag3gb 806033 Lodn gsbbbgsggdammo osmgd@o.
5833560 853935, dgbadmms, ©oa39b8smmb bogammdmab g3gd@n® Mgosd@amgdsdo,
Igbrmemgdabs s 394865da.

MATTHEW ARNDT
USA

Associate Professor of Music Theory at the Univer-
sity of Iowa, holds a Ph.D. from the University of
Wisconsin—-Madison. Primarily studies the applica-
tion of insights from the history of music theory to
music theory pedagogy, analysis, and criticism; also
studies technical aspects of sacred music from the
Republic of Georgia. The author of The Musical
Thought and Spiritual Lives of Heinrich Schenker
and Arnold Schoenberg (Routledge, 2018). His
articles appear in the Journal of Music Theory, the
Journal of Schenkerian Studies, Music Theory and
Analysis, Theoria, and Theory and Practice.

“KILO IS EVERYTHING”: ON
ELABORATION IN GEORGIAN CHANT

It has been said that in the distinctively polyphonic,
three-voice chant from the Republic of Georgia,
“k’ilo” — or dialect — “is everything,” and that dif-
ferent & ’ilo are more or less elaborate. What is k’ilo,
what is elaboration in Georgian chant, and how are
they related? I hypothesize that what St. Ekvtime
calls mukhlebi can be identified on the one hand
with certain metrically defined melodic figures, and
on the other with thematic units. Using music21,
I conduct a statistical analysis of ascriptions of
metric strength, thematic segments, and dialect
with respect to each other and other features in a
manuscript of Gelati-school chant and in a book of
Shemokmedi-school chant. On the basis of these
data, I argue that Georgian chant can be decom-
posed into logically ordered but non-hierarchical
overlays and substitutions of several kinds of metri-
cally defined figures. At their most elemental, then,
thematic units (mukhlebi) are themselves figures
(also mukhlebi), and the degree and manner of this
elaboration can give rise to at least three distinct
dialects. This understanding may aid in effective
editing, performance, and composition of chant.
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BmmmEbymmdsdy Mgegotigdal mbstn — babew 0gogg mzabydgdo ool smzamg-
390 3565330mMImmbabogol 8medo dmgbagmmdolb Mmb. dgdmbggzomo o6 sab, Hm3
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3m39Bagaom Ladgaegdal bbgsmabbgs bogmazasda.

omoob 393LEmmgdmmdabs @ 3msedbgmgmmdsl dmeal gMmngmomgegdoml bamgmo
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LEAL BogM go3gmgdmds sMegMmBds asb(3beyded. Mmegbsz dMbogmmmads gMbLE
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80bmeamgnabash, MmBmgdomai nmeemgmgdo Bgbemmagdolb bmosmam 3Mmigbl ow-
Bqgb. 06 gmz093Ls o g@mG dqbogomn® sbomnbddy oytbmdam (Bgbmmmagdals
bobaMdmagmds s dngMm-0bGmba(sns) 3mblgbgdsdn 6oRgnbgdns, MmamE ol mmas-
Bodgdmmo 36mabmbacgds, odedmmmds s dmmmubymmds (g30 39Gmbo, 2006)
om@emol Jbmgoredo s Bam3mmagbaema 8m3mgMmgdal 3mb3gx(30gdLs s @abynmbgdda.
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EVA C. BANHOLZER
AUSTRIA

Is a pianist and teacher at the Music school of
Vienna. She did fieldwork on yodelling in the
Styrian Ennstal.

PANEL: INTERDISCIPLINARY AND
COMPARATIVE PERSPECTIVES ON
AUSTRIAN FOLK MUSIC

SINGING ON THE EDGE.
MOUNTAINEERS AS YODELERS —
YODELERS AS MOUNTAINEERS
(Panel presentation with Ulrich Morgenstern
and Rytis Ambrazevicius)

Eastern Alpine yodeling, as traditional multipart
vocal music performed by a small group of solo-
ists, requires certain qualities from the individuals
involved: experience and inventiveness, a knowl-
edge of performance skills and the cultural frame-
work, audacity and self-confidence, physical and
mental training, a sense of direction in a defined
space of possibilities, heightened perception and
responsiveness, a sense both of tensile strength and
playfulness, the ability to deal with complementary
functions of the individual parts (stability and vari-
ability), a sense of responsibility for oneself and
one’s fellows, the ability to react to the unexpected.
Precisely the same qualities are essential for suc-
cessful cooperation during a mountain tour. It is
not by chance that many experienced alpinists
are celebrated yodelers and vice versa. To put the
rope team in the right mood at the beginning of
the tour, express emotions on the summit of the
mountain, send acoustic messages to family and
friends who are waiting at the bottom for the return
of the climbers, mountaineers still use yodeling
in various situations as a communication tool.
The correlations between yodeling and mountain-
eering become obvious from numerous statements
by specialists in both domains of traditional Eastern-
Alpine culture. When the musicologist Ernst Kurth
(1917) defined the melody as a primary “streaming
force”, his energetic understanding of music is
not so far from the metaphors and the technical
terminology used by yodelers describing the social
process of performance.

Based on guided interviews as well as fine-grained
musical analysis (expressive timing and micro-
intonation), the proposed paper shows how predict-
ability, tension and surprise (David Huron 2006) are
organized in the texture of yodeling and represented
in the singers’ concepts and discourses.
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GORDANA BLAGOJEVIC
SERBIA

Defended MA (2002) and Ph. D. theses (2007) at
the Department of Ethnology and Anthropology of
the Faculty of Philosophy in Belgrade. Obtained her
second PhD theses (2017) from the Music Studies
Department of the Faculty of Philosophy of the
National and Kapo- distrian University of Athens.
Has been employed in the Institute of Ethnography
of the Serbian Academy of Sciences and Arts (Bel-
grade, Serbia). Participated in several international
conferences, mainly abroad. Published four mono-
graphs and many scholarly papers in publications in
Serbia and abroad. Her main interests are issues of
multiculturalism, ethnic identity, ceremonial and reli-
gious practices, cultural contacts, ethnic minori- ties,
anthropology of dance and anthropology of music.

THE ROLE OF INFORMATION TECHNO-
LOGYINTHE PRACTICE OF POLYPHONIC
SINGING AND PLAYING AT THE TIME OF
COVID-19 VIRUS PANDEMIC: THE CASE
OF SERBIA

The COVID- 19 pandemic affected the lives of people
across the globe in various ways. Physical distance
as one of the main preventive measures has greatly
influenced the practice of polyphonic singing and play-
ing globally. In this paper, the focus is on the situation
in Serbia. The research covers the challenges faced
by professional musicians, students and amateurs.
Previous different forms of music cooperation (choir
rehearsals, instrumental groups, music lessons, etc.)
have been transferred to the internet sphere, to different
platforms (Skype, Zoom, etc.). During many days of
isolation, the need for connection and singing together,
even over the internet, was a spiritual cure for a part of
the population and a way to preserve mental stability.
The crisis situation, with the help of modern technolo-
gies, has led to a greater connection of people who are
engaged in polyphonic singing and playing in various
countries. This virtual international collaboration has
yielded interesting results at many levels. One of the
goals of this research is to indicate the advantages and
disadvantages of this way of musical communication,
how the actors themselves experience it and whether it
will continue after the end of the pandemic.
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TAMAZ GABISONIA
GEORGIA

PhD in Musicology, ethnomusicologist. Associate
professor at Ilia State University and director of the
University student folk ensemble. Graduated from
Musicology Department of Tbilisi State Conserva-
toire (1986), was an assistant (1986—1992), scientific
worker (1992-2004) at the Georgian Folk Music
Laboratory of Tbilisi State Conservatoire and a lec-
turer (1998-2013); was a specialist and coordinator
of various projects (2002-2012) at the International
Research Centre for Traditional Polyphony of Tbilisi
State Conservatoire. Doctor of Musicology since
2009 in ethnomusicology. At various times he taught
at Thilisi Institute of Culture, Batumi State Conserva-
toire, Giorgi Mtatsmindeli Higher School of Chanting
(was also Dean). Is the author of 47 scientific works;
actively participates in field expeditions, scientific
forums and different projects.

ON THE CONTRIBUTION OF CHURCH
HYMN TO THE DEVELOPMENT OF
GEORGIAN FOLK POLYPHONY

Much has been said and written about the interrela-
tion of Georgian folk music and church hymns, but I
think we can talk more boldly about the chant origin
of different genre examples of Georgian folk song
and stylistic regularities. In this regard, we would
highlight the following issues:

* Structural and dramaturgical proximity of Svan
hymn-like songs and “Zari” to church hymns

* Similarity of ghighini, festive hymns and some
merry songs, as well as “live lie” songs with church
hymns.

» Comparison of Acharan-Gurian folk song layer from
the perspective of presence or absence of Christian
liturgical practice

* The advantage of parallelism, usual for hymns, over
drone — while influencing songs

* Possible role of hymn in increasing the volume of
a folk song melody
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KHATUNA DAMCHIDZE
GEORGIA

Choreographer, choreologist, Doctor of Arts, a
scientific worker at Dimitri Janelidze scientific-
research Institute of Shota Rustaveli Theatre and
Film Georgia State University. She studies Georgian
folk dance dialects and choreological issues of
their relationship; participates in University and
international conferences, publishes articles in
different scientific collections.

DANCE “LEKURI”
(Co-author Nino Makharadze)

The paper discusses the issues of genesis and
tropology of the dance “Lekuri” basing on the
revision of ethno-choreological and ethnomusi-
cological data.
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collaborated in conferences, courses and publica-
tions with Prof. Manuel Lafarga Marqués through-
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TRIPLE PIPES IN NURAGHE CULTURE:
4000 YEARS OF POLYPHONY IN THE
MEDITERRANIAN BARBAGIA (SAR-
DINIA)

(Co-author Manuel Lafarga Marques)

Nuraghic people inhabited Sardinia for two millen-
nia before the Christian Age, leaving behind more
than 8.000 sites mainly constituted with small sets
of circular towers and small fortified walls, no
writing system and no written source has survived,
except for a few mentions of Roman historians by
the end of their long existence. Conversely, a col-
lection of small bronze statuettes (more than one
hundred) survived, reflecting their costumes and
something about their social structure. Statuetes
include two musicians: one of them a percussionist,
and the other one a triple pipe (launeddas) player, a
polyphonic instrument which is the centerpiece of
Sardinian culture to the present day, and its most
characteristic and idiosyncratic symbol. Both statu-
ettes are dated around the 8th-century BC, in the
times of Rome foundation. Sardinian polyphony,
both in an instrumental and vocal style, is currently
our common World Heritage (UNESCO) with a
recognized antiquity of three millennia. The data
from Sardinia strengthens the argument of the
great antiquity of polyphony, and also strengthens
the idea (Jordania, Nikoladze) that its virtually
impossible for a culture that practices instrumental
(particularly blown instrumental) polyphony, not to
possess vocal polyphony.
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YANNICK WEY
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Is a musicologist at the Center for Music Educa-
tion Research at Lucerne University of Applied
Sciences and Arts, Switzerland. Master of Arts in
classical trumpet performance (Zurich 2012), PhD
in musicology (Innsbruck/Austria 2019); currently
working on projects on music education policy,
Swiss yodeling, and algorithmic music creation. He
plays the traditional wind instruments of the Alpine
region: alphorn and biichel.

BUCHEL PERFORMANCE AND
THE IDEA OF A ‘NATURAL’ HARMONY
IN ALPINE MUSIC

The biichel is a shorter, trumpet-shaped vari-
ant of the alphorn and exists primarily in the
Alpine region of Central Switzerland and in
neighboring areas. A wooden trumpet with-
out holes or valves, various notes on the
biichel can only be produced by overblowing.
Its tone scale corresponds to the harmonic series,
known in German as the ‘natural tone series’, a
radial scale with intervals narrowing upwards.
This results in restricted polyphony with limited
options, characterized by bourdon-like bass notes,
octave parallels and large intervals in the low reg-
ister. Recently, the idea that folk song in the Alpine
region relates to these characteristics of wooden
horns again catches the attention of scholars and
composers. To this day, some observers mix the
instrument’s musical expression with an imagina-
tion of mountain regions as spaces where people
live in close touch with nature.

1 examine the forms of multipart organization in
Biichel tunes, its relation to vocal music and ques-
tion the plausibility of several current hypotheses
from my perspective as a practitioner. Consider-
ations include limitations posed by the instrument,
actual tunings of historic instruments — which may
strongly deviate from the ideal of the harmonic
series — and comparisons with the (scarce) written
source material.
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3oImbogemn bogMogbol g3mbz0s o3l s dgdbemmgdgmo dobow dmasdbmgdl.

306036<mn 8mgmgbs, bgzba@mmo, omdymo, dgbban s mabamo babodmg®m dgdmd-
8900930b bbgs mo30L9dMgdgdmsb gehms (9HmbBnsbn 8rgMal EmBabagds, o8s35(3ms
69396030 mbabmbyma dgbmmagdal oMbgdmds, LndmgMgddo ommb ©sdsema VII
baggbol bogdeMdg), 8 mobggdda 8MogerbBnsbn BmgMalb GHsma(300lb ©s3606gds-

©535M335Dg Mbs ommnmgdogl.
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NATALIA ZUMBADZE
GEORGIA

Ethnomusicologist, Doctor of Arts, professor, Head
of Georgian Folk Music Department of Tbilisi State
Conservatoire, scientific worker at the Folklore
State Centre of Georgia: co-founder and a member
of the female folk ensemble Mzetamze, founder
and director of the Conservatoire student folk en-
semble, laureate of National Folklore prize, Head
and participant of over 70 field expeditions and re-
cording sessions; participated in many international
conferences and symposia in both Georgia and
elsewhere, author of more than 60 scientific pub-
lications; author and leader of ethnomusicological
conferences and concerts of traditional music. She
is experienced in editorial and publishing activities,
teaching Georgian folk music to foreigners.

ABOUT ANOTHER ARGUMENT OF
POLYPHONY IN GEORGIAN SONG

Due to the functioning of polyphony and its share,
several regions of Georgia are more or less out
of the general context: the tradition of singing in
voices is documented in some examples from Khev-
sureti, Tusheti, Meskheti and Lazeti. However,
the songs, in the afore-mentioned regions contain
arguments that indicate polyphony. One such could
be multiple repetition of central tone of the mode
at the end of the musical idea. In monophonic song
this emphasizes solid, final step of the mode, which
has the function of a harmonic support and regards
the performer as bass.

This could indicate the decay-loss of polyphonic
singing in these provinces along with other features
of Khevsuretian, Tushetian, Meskhetian and Laz
art of singing (dominance of monophonic singing,
presence of unison performance in male repertoire,
abundance of low VII degree in songs).
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(399emmdab gbbagems, 2020 6. mgogbab mbaggMbodg@da 8namm sgab@mal baabbo
sbonyé 3936096939880 (§ndg@nbs s 3mad3nl b3ggosmmdom). Bobo bsBg36ogMm
06@ggbab bezgmgdos: M3gMEMBbgdo d©s80s6alb b3sbs s Fnbogsmam bsgMoggdda
(3060l 3OS, 3060l 8330@@0); G0dgB0b Fm@nGs s dqbogs, bogMmmobogdol
boba®a dqbogs, dMsegsmbdnsbo Lodmgmal bEnmgdo.

8:535(0 BoaMs bogHrsbogdda bambao 3gbogol sm@dnbgdal Lagdgda 1970-0560
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B gb@ogamb mgogbda. 1990-006 Bemgddo ogm dgbogarrno ggbBogsmgdal
(,8beBEOml comdgMal bogMoggdo” ©s ,3gbEdgEn") oMgd@men. 1980-056 Brmgdals
3mobobgdowsb sMab ,356 Mg3mmobob” 3Mgbawgb@n/8gmmdgmo, asdmdzgdamo odsb 350
3mM33ogd@aMo ©obgo; 1978-c056 2003 5@08@3 bgemddmgebgmmds gmbogy®o dgbogol
LOgMBEgOE™M LOdggbBML ,33MdEMdL 3mMbLyMELN, HMBgmds 83 3gfMomedn 500-8y
Logmb3gMB™ G 8mgbym.
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0930339, 6s ©d 3nGMs dabgMmazgdo 36056 ©gdo LEdbMgm-abagmgm dymastgonb,
306060b dngdob bmgzgem 3060boEsk. gb Hgaombo (36mdagmos Jomms mmbdosbo LodmgMob
356Ls gnomgdama LGomom, Labgmbmogdom osgmMBs, MmMIgmoai SBLMENEG Mo
39bbbgogmgds dymasmgmal yggmes bbgs Mgaombama@o Lgomabgsh. gfomo dmgMal
8gemmnsl, bbggdo — dmmombob bbb, bygmbool, GgM00b, 339MENL o6 330680L 0bE M-
3omom. yggmady 3g@em ge8mmRgnm bodmgHgdda dmMmomba dofMamarn gmmmnnbgsb
LggMbOmSS Qmeﬁab‘ngn, ol g5dm(s bodmgMs amol asdadoMage gmgMb. bgmﬁ)aQ
9L ge®abdgbolb bsdmgdo gmgMsmds sl doMabamo LodmgMgdal Bobsbosmgdgma.
©938s LodmgMs abbsgmglb @gEabs ©s dabo Lado EEbash, Hm3mgdai 1940- 1960-056
Brgddo (36mdamo 0ygbgb MmamMz ©gdo 3m3mggdo, sbggg d0Mnbowsb. gb GMaozns
8507 0300600 Jomndgzommgdl go@sb3gl, BmBmgdo (36mdarn gobogb Mmam®(3 mgdo
Sobg®mgadal dgmeg mamds.

BERNARD KLEIKAMP
NETHERLANDS

He has been a key person in the folk revival of The
Netherlands since the mid-1970s. Is an ethnomusicol-
ogist and businessman, studied drama, ethnomusicol-
ogy, and literature at the University of Amsterdam in
the late 1970s. Has organized the Leiden Folkfestival
for 16 years (1975-1990). Was director of music
festivals ‘Brass Worldwide’ and ‘Festmed’ in the
1990s. He is president/owner of Pan Records since
the mid-1980s, with 350 CD-releases to his credit,
and has run Paradox Concerts (a concert agency for
ethnic music) from 1978 until 2003, thereby organis-
ing an estimated 500 concert tours in that period. In
1997 graduated as a music publisher. in 2020 got his
master degree in Asian Studies (with specialisations
Tibet and Buddhism) at Leiden University. He did
ethnomusicological fieldwork in Hungary, Bulgaria,
Cyprus, Netherlands, Russia (Khakassia, Yeletz and
Saratov regions), Azerbaijan, China (Tibet, Qinghai,
Guizhou, Sichuan, and Yunnan Provinces), Nepal,
Morocco, England, USA, Lithuania, and Sicily.

THE BISSEROYV SISTERS FROM BULGARIA
AND THEIR TWO-PART STYLE OF SINGING

Bisserov Sisters Lyubimka, Neda, and Mitra are a
trio of sisters from Pirin Village, in the Pirin Moun-
tains, southwest Bulgaria. The area is known for a
particular style of female two-voiced singing, called
diaphony, which is totally different from all other
Bulgarian folkloric regional styles. One singer leads
the melody; the others sing a bourdon line which
can be an interval of a second, a third, a fourth or a
fifth. The songs that stand out most have a bourdon
line differing an interval of a second from the main
melody line, causing the singing to sound shrill. This
is what most listeners find most characteristic of the
Pirin songs, those shrill-sounding melodies. They
learned to sing in this style from their mother and her
three sisters, known in the late 1940s and 1950s and
1960s locally as the Popov Sisters, also from Pirin,
and they passed on the tradition to Neda’s daughter
Gergana and Mitra’s daughters Rositsa and Vera, who
became known as Bisserov Sisters second generation.
As their impresario with my concert agency Paradox,
I'have worked and travelled with the Bisserov Sisters
between 1989 and 2010. For Pan Records I produced
3 CDs with the Sisters between 1990 and 2000. And
I was instrumental in bringing traditional music en-
sembles from The Netherlands to the music festivals
that the Bisserov Sisters were organizing in the Pirin
region between 2005 and 2015.
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JoBnggmgdals bamba 8bogol. o8 mgdsl gdmgbgds 8o bodsgamagm (2011), Lsd-
530b@Mm (2013) ©o Lamd@mmm (2018) 503(’)0’)8360 ©o 30Mzgmo dmbmaMmegos (2020);
abyggg sMsgFon dmbbgbgds, Bgfamoa o Ladgmggnbom as8mbgms. Bo@smgdamo oggb
9Jb390(30980 boobgommdo (sDgMds0KBal GgFogmens 2011-13) s Lsgstoggmmda
3(3beggd 0baommgdmsb (2011, 2013, 2017), modgmdn Gmam@(z bodsomggmmb (2011-
12, 2014, 2016-19) obg orgdgonls @gﬁ)o@mﬁmo%a (2012, 2014), @)oman (2014), aogaambo
(2014) o gemotrggodo (2015-17). gL bLoBngg gmobg 3o domasbs cumdgmal goma-
gd30s 3mggamo. 8obo Rsbebymgdn gsdmygbgdamos bmn® as9m(39353d0 “Georgia.
History — Culture — Ethnography; vol. II-II1.” da “Discover Georgia through traditional music”.
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mobma Inbogab Joormm ggbggdl s3@mMo kg Jowgs 899309 Lod3mbamdals dmb-
baGgBoao aggbm, 09(30 (39039 g3 Abmenme sbems 3sdmn@sbs. mgds 6080%5‘3@00
08 ssgdomggmon 833mg3Mgdabmgol Hm3gmog mabgombs s medYm gamE sl Jom-
ombasb 3063939390 nmaw asboboemaggb.

73530 8mgmg b gobbagnmma mabgmab ab@mens cmd3s og396@0 Lagyomag dqbo-
3o Lo 3oobgddgs 3owa@sbommo. 098530 dgaMgdmmoas mybdgmabs s bagdemggmmb
bbgs Jmobggdal amosb@zomgdol JsG8mbagmo gbs, bsgMagal bsBamgdal babgmbmogdgdo
©5 3L z0M0b Mgy Lamsdn@mdg sMbgdmm mgomms Mommgbmds. dmblgbgdsdn yu-
omgds, sbggg, godabzamgdmmons Botme IMez5rmb8036mdabs s mabrmo LodmyMgdal
3gmmEoy 503806%3 bogofmggmml bbgsmsbbgs 3nmbggdmsb, Mo LagMomm Jotaym
3mbogomam gbsDg 898 939emgdL. abGmGammo s 8bogsma®o gsd@gdal 8mdzgmogdom
3696 393306530L s 3mBG™L 396dbgdal mabn@ BomdmBsgmmdaby(s.
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GIORGI KRAVEISHVILI
GEORGIA

Ethnomusicologist, Doctor of Arts (2018); direc-
tor and co-founder of NNLE Foundation Heiamo;
Studies folk music of the Georgians living outside
Georgia (2015). This is the topic of his Bachelor’s
(2011), Master’s (2013) and Doctoral (2018)
papers and first monograph (2020); as well as
numerous papers, articles and television speeches.
He has led expeditions to Saingilo (modern day
Azerbaijan 2011-2013), the Ingiloians living
in Georgia (2011, 2013, 2017), Lazeti both in
Georgia(2011-2012, 2014, 2016-2019) and Tur-
key (2012, 2014), Tao (2014), Shavsheti (2014)
and Klarjeti (2015-2017). These three regions
are completely within Turkey. His recordings
have been used in foreign publications “Georgia.
History - Culture — Ethnography vol. II-III” And
“Discover Georgia through traditional music”.

THE ROOTS OF LAZ MUSIC

The author touched upon the Georgian roots
of Laz music in his paper for the 7th Sympo-
sium. However, it will be presented as a sepa-
rate paper only now. The paper is intended for
non-Georgian researchers who regard Lazeti
and Laz culture separately from Georgian.
The paper briefly discusses the history of Lazeti,
mainly focusing on musical issues. The paper com-
pares harmonic language of bagpipe from Lazeti
and other parts of Georgia, as well the names of
instrument parts, the number of finger holes on both
pipes of bagpipe. The paper also focuses on hidden
polyphony and melodic connection of the songs
from Lazeti and different parts of Georgia, which
indicates to common Georgian musical language.
Using historical and musical facts, the author also
writes about the Laz origin of the Hemshines and
Pontic Greeks.
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Bomagsbogo (39699mbogdal dgbobgd msgob 33magebs s sbsmnbdn, Hmb gdmezds
398ma3m935bs ,33bLmgHMdal gbmg@ngs® Bambymal gsbbgbgdsedn Mo@mamal 83 zsts
doemal sbobbbgmom. gdmegn 88 gbog@ogol goblsdmamagl, Hmammz sdMmMIMog0
3mMbLEMMoMgdal sdommgdam, 3MgoGonm, 06@gMEob303maby®m Lmosmam 598,
m3gmo3 @obomaw 9yMebmds asbbsgnmtgdam b gsrrne 3gbHmmgdsl, Gmdgma(s
0025359935 Azgb Mmab dgamdbgdol o s3sbngggdl Bob. goamdgmagd Mo gdmaezal nwggdl
Rgdb 2018 Bemol LB Nsdn, g Hmame 3o8mag(3gdlb JoMorgmon BMsgerabdosbmds
FoMoonmmdolb amdbmdsl, g 3636@0, M3 3baogbo EMMgdomo ©dsbobxgdgdo
Jdgodmgds a0630(390m0 Joforgrr 3Mogambdnabmdadn oy bbgsagefom smgnggsdo:
033Mmgadsz00bs @ goMos300b 803MmMg3mg@ngal, 0b@Gmbsznsl dagMsmmagal Lab-
8999330 (335mgdamdol abom, Gmbsmmmdsal dgBRgmMmgdmmo 8mmarmdabs s 8FnMm
3568mbngdal abnom, MHmBmgdoz aobbadmaMmsggh Jomormm 3Msegembdnsbmdsl s sl
0b@mo0® bgmbgmsl s6nggdgb. 8mblgbgdsdn bamdmmanbomons 88 @Mmgdomn sdsb-
06539300 9BO™ ©g@srmo 39bogsma®a ogamnmgda, bbgswsbbgzs Mganmbsemymo
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ANDREA KUZMICH
CANADA

PhD ABD; MFA; honours BFA and BA&Sc; An award
winning singer, a teacher, an ethnomusicologist and
music facilitator. Has sung in a Congolese Gospel
Choir; studied South Indian singing and drumming;
performed in Big Bands and contemporary new music
ensembles; taken a leading role in the practice of ridnyj
holos in Canada; is one of Canada’s foremost practi-
tioners/academics of Georgian polyphony and sings in
the award winning ensemble ZARI as well as with her
family, which was most recently featured in Toronto’s
Body Percussion Festival 2017 at Toronto’s Harbou-
front Centre Theatre. She can be heard on Veryan
Weston’s “Make” (2017); Tanya Tagaq’s “Retribution”
(2016); DoVira’s “DoVira” (2016); movie soundtrack
“The Witch” (2015), among others. Andrea also runs
MusiCamp, an ethnomusicologically-inspired summer
music camp for kids.

MORE ON HOW GEORGIAN POLYPHONY
CONVEYS A SENSE OF ETERNITY OR
ANCESTRY: MUSICAL ANALYSIS OF
TEMPORAL DISTORTIONS IN GEORGIAN
POLYPHONY

In his research and analysis of Malagasy possession
ceremonies, Ron Emoff proposed “the aesthetics of
remembering” to explain the palpable power of ritual
to recall the past. Emoff identifies this aesthetic as a
heightened, creative, interdisciplinary social act of
meaning construction that is in large part reliant on
an exceptional musical performance, which plays with
and distorts our sense of time. Furthering Emoff’s ideas
in my 2018 paper on how Georgian polyphony conveys
a sense of eternity, I suggested similar temporal dis-
tortions could be experienced in Georgian polyphony
through shifting perceptions of: the micropoetics of im-
provisation and variation; intonation via the variability
in scale systems; tonality via the suspended modality
and close harmonies that are defining of Georgian po-
lyphony and give it its visceral signature. In this paper,
I intend to provide more detailed musical examples of
these temporal distortions, drawing from a variety of
regional musical styles and performance contexts. It is
hoped that this musical analysis will provide a clearer
understanding of how such temporal distortions may
be experienced, and how they contribute to the power
of Georgian polyphony to convey a sense of ancestry.
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JOBIIAN LN3NDBINL 3NVMEIMN IMHBMEMBNS RS 33JH6NBAN
(336 95630156 565538 MBMd0m)

bododgo 560l yobabgmn Robodgmo bogMaga; dabo sBLgdomo dmbogsmmamo ImMgmemans
a0l be@bobdngmo LodmgFnm, Gmam@3 dofomswe bBom, dgddbama mbogamumo do-
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S0 doggmbo@o bGe@nbol 8086nd3bgmn LoGygs. $3Mnasw, b5dMM3dn gosbsmnbgdamas
bodn g0l dogmbonn GmmBomgdal 8gdsbnba nb@gbLomMa Liaggmy LabBagemm badmdsmdals
mb ©0bsdngmmo b3gd@Mmmamadal goB8mygbgdoms s Fsbdy ©aggmab ge8mzmamgdoo.
L3gJ@MmaMads 330533636[), Bmam sbGndymomgdlb bembobdogmo dmgms LsgMsegol bsb,
Mmame 436olb mMogg gMosw dogmboy® 939J@b s Mmam® (330l g@s3mdngaw G93dmL
©53360b Lbgawabbgs Bgdbogs. s8sgmMmummom, bodndgnl w©s33G0bal 3s68mBobgdamon
LEGPLAL ™3BNBadsz00bagal MBmagmgbos 3omalb mENb 3Mbogdolb JoMgsm BsMmzs.
53M0g50, mebgﬁgboBO gfomgds 3odsbzomagdgmos 080%3, 0y s Mol dogmboyMo
3o683mbobs300b LGSGMLO s Amam® Jgadmgds dabo Bombggs oMo Hgammomgdol be-
Bmoemgdoo. bemmbob8agMo Lodmgs ©s 3oMab MEN@N 330 bbgsmabbzsbsam aogmgbsl
obgblb Rsdgfnen dagmady o J3bab Lbgawabbgs 3mB3abagdme §g336b. g3 3gmmo
3065@gbmdal doboggds 835 mv) 03 BgddMobmgol JHoGgMomdos sMs dbmemme  JoMao
39b0gmbobmgal, ssdge bamgdm 0gb@ngnsnobogabss: Bnmbgosgsw 0dabs, MHm3 dnws
B0l LEg3gdda Forome sMab ge3M(3gmgdamn 3MBLEMNJEo0Ms s o330l Ggdbogncm
8bgogbo dagmbommn Rabadgma bsgMaggda, domn ,Bg8dMmma nEgb@mds" bozdsmm ds-
39mBgMmM3s60s. Jos 300l dogmbgmo dbogalb Fobmgdol aoggdobsmgal gesdbygzg@o
860d36gmmmds gboggds gddcmdy mMngbGnmgdm Joamadsl.
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XTANGKUN LIU
CHINA

PhD Candidate in Ethnomusicology at Shanghai
Conservatory of Music. Member of the Study Group
on Musical Instruments of ICTM. Hhas published
several papers on organology, especially that of wind
instruments.

THE BIPHONIC MORPHOLOGY OF
KAZAKH SIBIZGI AND ITS
CONSTITUENT MECHANISM
(Co-authors Shan Zhang)

The Sibizgr is an edge-blown aerophone of the Kazakh
people, whose quintessential musical morphology is
the unique biphonic (with two voices) effect with throat
singing as its fundamental voice. In nomenclature, the
word formation of “Sibizg1” is similar to the Mongolian
term T3uur—the vocabulary for a biphonic status which
is common among the nomadic peoples on the Inner
Asian steppes. Thus, this paper will analyse the mecha-
nism of the biphonic formation on the Sibizgr, based
on learning and experiencing Sibizgi playing during
intensive fieldwork sessions, with the help of dynamic
spectrogram that demonstrates how the throat singing
excites the sound of the pipe, how the two elaborates
the biphonic effect, and how various playing techniques
modifies the timbre step by step. Meanwhile, the key
point of Sthizg playing lies on the fine tuning of oral
muscles to optimize the harmonizing status. Therefore,
this paper also lays emphasis on what the biphonic
harmonizing status is and how it can be achieved by
oral fine tuning. The elaboration of throat singing and
piping inside the oral cavity exerts various influence on
the edge-blown sound and eventually forms different
combined timbres. The Kazakh people’s preference
for some certain timbre is not only the criteria for
better musicians, but also for communal identifica-
tion: Although biphonic wind instruments similar in
construction and playing techniques are widespread on
the Inner Asian steppes, their “timbral identities” are
rather diverse. This perceptive approach centered on
timbre is crucial to understanding the biphonic music
genres across the Inner Asian steppes.
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3oMgm. oMol Lady3bogHm 3dmogo309d0L s3@™Mo, boaﬁmoamﬁnbm LEMYbGYMO
3mMbxgmgb300-3mban@bob Lsdg Dol gedstigzgdamo.

BMRL3-BNIJIJI6NL 30350 01II3S JOAONIR FILOIIRNIM HIVM3O3N

boembamo dqbngs 0565890Mmzg Abmzmomda (8scr BmMab, LsdsGoggmmdn) bbgsosbbgs
BA3omn BYbg(30mboMgdl. gb gm®Igdo bombymo dgbogol sbsobmgdol 3Hm3gLbob
(89bos Bg3035m) Bggasw BoMBmadgs s dabo 0sbsdgMmmzgg 306mdg3dn sMbgdmdal
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TEONA LOMSADZE
GEORGIA

PhD candidate of ethnomusicology at the Tbilisi
State Conservatoire; Main topic of her dissertation
is “Contemporary forms of Functioning Traditional
music (on example of Georgian folk-fusion)”. She is
a Master of Arts in ethnomusicology (graduated from
the Tbilisi State Conservatoire in 2014, Bachelor -
in 2012). Works as a specialist at the International
Research Center for Traditional Polyphony of Tbilisi
State Conservatoire; Liaison officer of Georgia
at ICTM (International Council for Traditional
Music). She was ERASMUS + exchange student
at the University of Aveiro, Portugal (02.2019-
07.2019); Was DORA plus visiting doctoral student
and ERASMUS+ exchange student at the Estonian
Academy of Music and Theater (04.2017-07.2017;
01.2016-06.2016); visiting scholar at the univer-
sity of Manchester and King’s college of London
(UK, 02.2018-03.2018), City University of New
York (CUNY) and University of Illinois (USA,
04.2018-05.2018). She has participated in different
international conferences in Georgia and abroad; is
the author of scholarly articles; three-fold winner of
Students’ international conference-contest.

FOLK-FUSION DIRECTION IN
GEORGIAN MUSICAL REALITY

Traditional music functions in different forms in
modern world (including Georgia). These forms
emerged as a result of the folk music revival process
and created various manifestations of folk music
existence in contemporary circumstances.

Music revival process revealed three main types of
Georgian folk music existance: stage folklore, con-
temporary folk-flavored music, sometimes referred
to as “pseudo-folklore” in every-day life, defined as
“pop-folk” by us; and Georgian folk-fusion music,
which consists of musical pieces resulting from the
synthesis of traditional and Western popular music
(Jazz, Rock, Pop, Electronic music and so on). We
can say that the latter form is characterized in the
biggest variety of manifestation.

The paper aims to determine folk-fusion musical
direction in Georgia and to discuss similar musical
examples existing in the world; to present origines
and early development of Georgian folk-fusion in
historical perspective. The work is based on the
materials and findings from my doctoral research.
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ANASTASITIA MAZURENKO
UKRAINE

Ph.D. candidate of the Tchaikovsky National
Music Academy (Kyiv, Ukraine), since 2011
sound-engineer of post-production. The author
of 11 scientific articles devoted to computational
approaches for the study of Ukrainian traditional
vocal music. The participant of 22 conferences,
among which 9 foreign, such as “Euro-MAC — 9”
(Strasbourg, 2017), “Modus — Modi — Modality”
(Nicosia, 2017), “Musica Analitica” (Porto, 2019),
ICTM Symposiums and other. A member of ICTM
Group on Music and Dance of the Slavic World.

MICROINTERVAL TUNING OF PARTS
IN UKRAINIAN TRADITIONAL POLY-
PHONIC PERFORMANCE

Traditional polyphony is one of the most distin-
guishing phenomenon of Ukrainian ethnic vocal
music. There are different types of Ukrainian tra-
ditional polyphony, which have been studied since
the very beginning of Ukrainian ethnomusicology
and got developed approaches of analysis today. But
there is some aspect, which has not been considered
before. The research of acoustical and psychoacous-
tical features of Ukrainian ethnic vocal music shows
the microinterval pitch tuning inside the sound of
separate tones of each part. These movements are
made towards adapting to each other during per-
formance and barely noticeable just by ear. Such
circumstance allows saying about subconscious
processes of acoustic electing in polyphonic sound,
and social adapting of performers inside a group
during singing. The study is devoted to development
of approaches of acoustical analysis and search
of regularities of microinterval tuning process.
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NINO (NANULI)

MAISURADZE
GEORGIA

Doctor of Historical Sciences, Professor, eth-
nologist, musicologist. She created the Direction
of Ethnomusicology at I. Javakhishvili Institute
of History and Ethnology; headed the Institute
problem group (division) in Ethnomusicology.
In the 1990s - lead special course in Ethnomusi-
cology at Tbilisi State University and Sulkhan-
Saba Orbeliani Tbilisi Pedagogical Institute.
In the 1980s-1990s was Head of History and Eth-
nology Department at the University “Georgia”.
She is a member of ESEM and of Commission for
Scientific Cooperation with the Caucasus countries;
an expert in scientific activities of the Georgian
National Academy of Sciences, Georgian Institu-
tions for Higher Education and Scientific Research.
Is the author of over one hundred monographs
and articles.

ANCIENT STAGES OF DEVELOPMENT
IN MUSICAL THINKING
(METER AND RHYTHM)

Speech and music arerelated to human thinking. These
two elements are expressed by sound (voice). Pho-
netic manifestation of speech (“word”) is reflected in
rhythm-intonation arrangement of sounds
as certain cell (cells), which immediately
acquire the meaning of musical intonation,
more precisely of melodic or musical phrases.
They are connected by internal regularities and
are brought into the system by meter (it should
be noted that the sensible alternation of sounds is
impossible without meter). All these are internal
auditory properties of a human, as innate, natural
feature like harmonious, “inner hearing” of mu-
sic. Noteworthy is the essential importance of
magical act in the formation of a song and poetry.
The intonation features of speech sounds played a
major role in the formation of the unit of musical-
intonation thinking — the base tone, the musical base
language, which was subsequently formed as a struc-
tural element of the national psychology of an ethnos.
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MANUEL LAFARGA MARQUES
SPAIN

Manuel is Phd in Art: Production and Research (Po-
litechnic University of Valencia), Professor of Music
history and aesthetics at higher Conservatories of
Music of Alicante and Valencia. He was Associate
professor for two decades at the University of Valencia
EG (Music history, Vocal and Auditory Training). He
has taught more than forty courses and about “Music
and Neuroscience” (neurology of music; amusia;
aphasia; music and language; children’s musical de-
velopment). He played for years in some of the best
orchestras in Spain (ORTVE, OSM among others),
but since 1995 he has devoted himself exclusively to
teaching and research. He is the author of multiple
specialized publications, also in relation to “Greco-
Roman polyphonic practices” and “music in human
evolution”. He is creator of multimedia materials (es-
pecially videos) as support for his teaching [ Youtube:
<https://www.youtube.com/user/pennysanz>] and
<www.musiclanguagefrontiers.com>. He has recently
carried out a series of historical investigations around
Paolo Veronese’s famous canvas “The Wedding Feast
of Cana” at the Louvre <www.theweddingatcana.org>.

TRIPLE PIPES UB NURAGHE CULTURE:
4000 YEARS OF POLYPHONY IN THE
MEDITERRANIAN BARBAGIA (SARDINIA)
(Co-author Penelope Sanz Gonzalez)

Nuraghic people inhabited Sardinia for two millen-
nia before the Christian Age, leaving behind more
than 8.000 sites mainly constituted with small sets of
circular towers and small fortified walls, no writing
system and no written source has survived, except
for a few mentions of Roman historians by the end of
their long existence. Conversely, a collection of small
bronze statuettes (more than one hundred) survived,
reflecting their costumes and something about their
social structure. Statuetes include two musicians: one
of them a percussionist, and the other one a triple pipe
(launeddas) player, a polyphonic instrument which is
the centerpiece of Sardinian culture to the present day,
and its most characteristic and idiosyncratic symbol.
Both statuettes are dated around the 8th-century BC,
in the times of Rome foundation. Sardinian polyphony,
both in an instrumental and vocal style, is currently our
common World Heritage (UNESCO) with a recognized
antiquity of three millennia. The data from Sardinia
strengthens the argument of the great antiquity of
polyphony, and also strengthens the idea (Jordania,
Nikoladze) that its virtually impossible for a culture
that practices instrumental (particularly blown instru-
mental) polyphony, not to possess vocal polyphony.
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NINO MAKHARADZE
GEORGIA

Ethnomusicologist, Doctor of Musicology, Profes-
sor at Ilia State University; at various times was an
invited lecturer at Tbilisi State Conservatoire and
Batumi Art University, a consultant at the Folklore
State Centre, scholarly worker at the State Museum
of Georgian Folk Song and Musical Instruments,
scholarly worker at the Complex Research Labora-
tory of Ekvtime Takaishvili University of Culture
and Art, a music expert for the Georgian Ministry
of Education and National Examination Centre, a
trainer at the National Centre for Teacher Profes-
sional Development.

Systematically participates in national and in-
ternational conferences and symposia, local and
international projects; supervises Bachelor, Master
and Doctoral works in ethnomusicology; delivers
public lectures, lecture-concerts, and meetings with
folk ensembles.

The focus of her scholarly interest is the seman-
tic problems of Georgian traditional music. She
researches women'’s folklore, children’s folklore,
instrumental music, Georgian-North Caucasian
parallels, ecclesiastical music, etc.

DANCE “LEKURI”
(Co-author Khatuna Damchidze)

The paper discusses the issues of genesis and
tropology of the dance “Lekuri” basing on the
revision of ethno-choreological and ethnomusi-
cological data.
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PANEL: INTERDISCIPLINARY AND
COMPARATIVE PERSPECTIVES ON
AUSTRIAN FOLK MUSIC

“REPETITIVE FORMS” AND BINARY
HARMONY. TWO FUNDAMENTAL PRIN-
CIPLES IN EUROPEAN FOLK

MUSIC AND THEIR SIGNIFICANCE FOR
THE AUSTRIAN/ALPINE

TRADITION

(Panel presentation with Eva C. Banholzer and
Rytis Ambrazevicius)

Studies on folk (traditional) music of different Euro-
pean regions have revealed similar principles of syn-
tactical and vertical organization of folk (traditional)
instrumental music. The first principle concerns re-
petitive forms, the second - binary harmony which can
appear as implicit (virtual) harmony of a monophonic
melody or in real dyadic, triadic and other textures.
Austrian traditional dance music, is based on
comparatively simple durational proportions of
the phrases. Motive repetitions are integrated in a
fixed framework, usually of eight- or sixteen-bar
patterns. Thus they cannot be combined in a flex-
ible way as in Spielfigurenform (Felix Hoerburger)
or parataxis (Haris Sarris), typical to presumably
early forms of instrumental music in the Balkans,
Eastern Europe and the Baltic countries. Neverthe-
less repetitive forms may constitute a style layer
opposed to more recent repertoire of the Léndler
dances with their typical Korrespondenzmelodik.
Binary harmony in Austrian/Alpine instrumental
music is always based on a combination of tonic
an dominant function which shows parallels to
south and southeast european forms of dance
music. As it is the case in many other parts of
Europe folk instrumental music based on binary
harmony gives a stable frame for improvized (or
ready prepared but freely combined) epigram-
matic short songs, called in Austria.Gstanzln.
The paper gives and overview on the two struc-
tural principles of instrumental folk music and its
functional framework in the Alpine Region with a
comparative perspective on other European regions.
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Musician, researcher, arranger, and ethnomusicolo-
gist from Toronto, Canada. Is currently pursuing
an MA in Ethnomusicology at York University,
focusing his studies on analysis and performance
practices of traditional vocal polyphonies, particu-
larly from the Balkans, Georgia, Italy, and Ukraine.
Contributes to several local ensembles in an eclectic
variety of musical projects that focus on traditional
polyphonic singing. Current research interests in-
clude the study of repertoires of polyphonic song
in Italy and their contemporary transformations
(particularly in the Salento region), and the study
of traditional polyphonic singing in diaspora com-
munities.

SALENTINE IDENTITY, LEGACY, AND
SONGS AS CULTURAL ARTIFACTS:
INVESTIGATING ANCESTRAL
SENTIMENT IN THE
TRANSFORMING PERFORMANCE OF
POLYPHONIC SINGING IN SALENTO

In recent years, the Salento region of southern Italy
witnessed a newfound sense of local identity that is
expressed through the performance of its regional
dances and songs. What is noteworthy is that the
singing of Salentine polyphonic songs re-emerged
as an active local practice, which had been a previ-
ously disappearing tradition. By reanimating these
songs through a newfound cultivated sense of
Salentine identity, the songs have taken on a new
musical form. Despite the fact that these songs are
now emerging in new contexts, spaces, groups,
socio-musical dynamics and aesthetics, Salentine
people still regard this singing as an esteemed arti-
fact of their cultural legacy. The notion of Salento’s
polyphonic singing being immemorial is instilled
by the culturally-motivated, collective sentiment
that it descends from a musical space of the past.
This sentiment instills it with artifactual value that
bestows it with an ancient quality, despite the objec-
tive truth that the tradition changed considerably.
I present this through ethnographic moments and
analysis of early and recent field recordings. In
this paper, I investigate the idea of what Coplan
describes as “the meaning of tradition”, and how
the singing of polyphonic songs in Salento acts as
a catalyst for creating novel spaces for performance
which impart new meaning and life to the singing
tradition. Coplan suggests that “as the material and
social conditions under which traditional music
genres arose and crystalized change, so of course
must this music and its meaning for its creators.”
This provides a framework to study the field of
Salento’s musical past, which can be utilized to
demonstrate that despite the transformation of Sal-
entine polyphony, it continues to carry an essence
of ancestry for Salentine people.

33



R F
F

Z

=

S

=

o

=

: |
Q

&

5 3I303IX O3JO6 BYBYAN

g 0060

®gofsbols bgemmgbgdal boggmbodg@ob, Fmbogol &Bo3mmEg@&L gmbmdnbogmmmannl
3o30b@Mn (2016). LdgdbHmmagdemm bgmmgbgdabs s dnbngal bzmms, mgasbal wWbaggm-
Lo@g@ob Labgomn bgmm3bgdal gogmmEg@o (2012). 3gbogolb 3gmsaman s 833mgge6n
Ja600bE6ab gbagg@bo@g@da (boGoSQoxn, 06560).

3M20BMBNNLY RO 36>d6MB3IRNL IEMOINIMAI39330AHNL LAZNMSN3TEMN) 3d3I3D
3336330L 3IJLNSI3N; IGMGN3IN LNGIGIGIHOL MM 39364930L
LY IMHN JILO3NL 3IILEIIBSMBO3N

dof0masE, 3mgsemo 60dndgdom Bomdmoagbom 3536530l dbngsdn, domnsb (3m@s
sgaemo MRgds 53m33569896@0borgab, 35306, Bmzs 8g@o Borma Bmealb gmgardy, Mm-
ames gb oMol boagaﬁ)abao 33(4)@050%80 @0 Bodems; 350730 333@0%3 8508353@0030600
baygeMmgmo 5@s80060b goMgabmdal, gobagn®o 38symgomgdabs s LabyMggmo Jobbal
35b6bm@(309mgd0l BamImbabgs. 35308l LodmgMgdn, Rzgnmadog, bEmmogds NBY3gEs©
™0 36 Lodn FmBmgHEal dogM. Mmommgmmo dm3mgMmol 35ME00b Eedmmmgds L=
0985 MO RO, 3oMGbommal Qobogaobob 390ORM3o3®Y. Moo 83[)6‘3@36‘3@0
®39M90060 &gdbBgdo J860sb 398 gMmumbam dm3gb@l, asdmamBgmml @Bobmbabgsh. s3al
35035m0bb0bgdnom, babsdrmgdsmy 3gmgzs 3mb(3gb@Mmnmgdamos 035y, ory Mo asgmgbsl
sbgblb gMmEnmmo 0g8gdal gsdmbse@zs 8mBmgmmgdal b3ob boBsmmol (335mgdonmdady,
MmEgba dso dma(sogL o3 Soﬁ)ambobgom 608(*7633‘3@0 %n%nm@mangﬁm 06%5360. sbg39,
033m93L PAM0gHm 353306 88 Dg8mddggdobs s 3g@gmmaymbaol 39486sL dmmal dsgMs-
80b 3gbogeda. SboMM3mmmanyMo s gmbm3gbogmmmaaonmo dopamdgdol 3G0b3sdn,
6596033 gobbammmmos 3036330l ImImgFemgdabasb smgdmmo 0bBgMgangda, asdmga-
MYPINd SYROM ©d 0BG PMmo Bysmmgdomsb smgdama 8mbso3g3gda.. 3gmgzed
005003065, ™8 8m3mgMemgdal b3gdal Lobdomgby asgmgbsl sbogbl Mmam@(3 gMmE0d3ob
339mbs@mgdomn gsdmbBzgnmon 3653980, 0bg e63bmgdn bsgMagal sMambgdmds. dmbs-
(398980l Ey@ImMMs sBarnDds g30hz96s, BB b3ab LoBsmmyg n(3gmgds 8mBmgMmgdal
dogM @)gdb@)Bn 3Mdbmdawn dmdgb@gdol 80()6330[) 83[}06080[}0@. 5360350, 3mImgmengdals
350535635 bnaBmgbgdal 8bggMzgomby 0b393L gom(36mdogMgdgm dmmogmbasl. bgwdg@n
503 Bbgdnmmdom 3s8mbzgnma sbgmn 398 gMmeumbas dgbHmgdol EMmL 1356 Gmzodl
b0sdm3zbm 06@gMzemgdlL.

34

MOHAMMAD

ASHKAN NAZARI
IRAN

MA in Ethnomusicology from Faculty of Music, Univer-
sity of Art, Tehran, Iran (2016). School of Performance
Arts and Music, Faculty of Fine Arts, Tehran University,
Tehran, Iran (2012). Music Lecturer and Researcher at
Kurdistan University, Sanandaj, Iran.

ASEMIOTIC READING OF THE CORRELA-
TION BETWEEN POLYPHONY AND SENSU-
ALITY INHAWRAMIMUSIC; HOW EROTIC
LITERATURE TRIGGERS HETEROPHONIC
FOLKHAWRAMIMUSIC PERFORMANCES

Performed mostly as vocal pieces, Hawrami music
has left little room to accompaniment, while giving the
larger share to romance, manifested in such song types
as Werdabazm and Chapla, in which explicit sensual
imagery is at its height with the portrayal of the beloved’s
appearance, physical satisfaction and consummation.
Hawrami songs are commonly performed consecutively
by two or three signers. Each performer’s ending section
is sung twice before overlapping with the partner’s piece.
The collectively-sung intersecting lyrics, therefore, cre-
ate a heterophonic moment which stands out of unison.
With that in mind, the present research concentrates
on the extent to which an expression of erotic themes
affects the pitch alteration in the singers’ voice as they
go overwhelmed by physiological excitement aroused
by such imagery. It further explores the correlation
between that impact and the creation of heterophony in
Hawrami music. Under a prism of anthropological and
ethnomusicological approaches, the study examined
data collected from audio and literary sources as well as
field interviews with Hawrami singers within a lengthy
research period. The frequency of the singers’ voice,
the study concluded, is impacted by passions provoked
by the expression of eroticism as well as the absence
of an accompanying instrument. A detailed analysis of
the data further proved that the pitches transform as the
signers reach the explicit sensual points in the lyrics.
Thus, the signers’ overlaps at that pinnacle of utmost
pleasure lead to an unconscious polyphony. Triggered
by overexcitement, such heterophony normally leaves
behind unpleasant intervals during the performances.
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Ph.D. in ethnomusicology at the University of II-
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fieldwork in Georgia in 2015-2016, studying folk
music at the Tbilisi State Conservatoire and with
singers and musicians in west Georgia, especially in
Svaneti. He has presented multiple times at confer-
ences of the Society for Ethnomusicology and the
Association for Slavic, East European and Eurasian
Studies, as well as others. MA research (University
of Alberta, 2011) focused on music-making among
North American Old Order Anabaptist groups.

PRESERVATION, SAFEGUARDING,
RESILIENCE: CONCEPTUALIZING
SUSTAINABILITY AND ECOLOGIES OF
MUSIC IN SVANETI

Since UNESCO began working with Intangible
Cultural Heritage, the safeguarding of ICH has
continued to evolve. A salvage model based on
collecting field recordings and texts for archives has
been replaced by a view of culture more as a process
than a set of products. Recently, ethnomusicolo-
gists have proposed treating heritage in terms of an
ecosystem—something that can only occur within
interlinked conditions, requiring a fertile commu-
nity to thrive. Titon, who pioneered music ecology,
characterizes musical activities and communities in
terms of sustainability and resilience. At the same
time, the new field of ecomusicology has critiqued
the “musical ecosystem” approach for simply us-
ing ecology as a metaphor and not conceptualizing
musical activity as part of the natural biosphere.
Svaneti is an instructive case to interrogate theories
of musical ecosystem sustainability and ecomusi-
cology. Economic development and cultural and
natural sustainability are intertwined concerns that
may converge or conflict. Environmental concerns
and the need to preserve cultural heritage have been
invoked in opposition to hydroelectric dam projects
in Nenskra and Khudoni, musical tourism has been
used to promote village-level cultural revitalization,
children are learning folk music in a stage-ready,
tourist-friendly form, and the Folklore Centre has
called for the safeguarding of the zari funeral la-
ment, a non-commodifiable tradition dependent
on vibrant community life. Environmentalists and
cultural stakeholders should work together toward a
thriving Svanetian future while acknowledging the
risks of unchecked economic growth.
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Tokyo University of the Arts (2010). Her doctoral
research focused on musical instruments and glocal-
ization in Asia and published Keyboard Instruments
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(2016). After having worked at the University of
the Ryukyus, Okinawa (2012-2019), she currently
works as an associate professor of Department of
Advanced Human Sciences at National Museum
of Ethnology, Osaka and carries out fieldwork in
Nagaland, Northeast India focusing on singing
culture of Naga tribes of Indian minorities.

TRADITIONAL POLYPHONIC

SINGING CULTURE AND
INTERPERSONAL COOPERATIVENESS
OF CHAKHESANG NAGA, AN ETHNIC
MINORITY IN NORTHEAST INDIA.

The Chakhesang Naga is an ethnic minority of Indo-
mongoloid origin who live in the mountainous areas
in the south part of Nagaland, a State of Northeast
India near the Myanmar border. Most of them
make a living from agriculture and their villages
are surrounded by terrace fields of slash-and-burn
cultivation. They have a rich traditional singing
culture called Li, which is a kind of conversation
with other members of their own village. Therefore,
their Li is always sung with a polyphonic texture
of many voices and the melody is simultaneously
harmonized by the frequent use of perfect fourth and
fifth intervals. The song lyrics in Chokri language
are composed by a fixed verse of two alternating
phrases of four and five syllables and people express
internal feelings by vocalizing simple words in
rhyme. As a means of maintaining good relations,
singing together is an indispensable medium in the
village. How do they continue to hand their Li down
from generation to generation? The paper suggests
the characteristics of Li songs, the current stable
and evolving elements of oral transmission and the
social role of Li as a form of interpersonal coop-
erativeness among the Chakhesang Naga villagers.
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TIZIANA PALANDRANI

ITALY

An ethnomusicologist, poet and teacher. Holds a Mas-
ter’s Degree in Art from the Faculty of Humanities and
Philosophy, and a Degree in Ethnomusicology from
the School of Music in Sassari (both degrees awarded
with Honours, magna cum Laude). She has been
focusing her research on biographical materials about
Fryderyk Chopin for many years; her analytical essay
on the musician will be published in 2020 by Brepols
in the series “Speculum musicae”). Her interest in oral
music has been expressed by studying the traditional
music of Sardinia, as well as the cante flamenco.
Since 2011, she is carrying out a systematic field
investigation in several Andalusia’s towns, in order
to study the saetas and other musical evidences of the
Andalusian Holy Week. She has presented the results
and materials of her research in several international
Symposiums. In 2019 her documentary about Spanish
polyphony, ‘Colmena mistica’ (Mystic hive), gained
a finalist placement in the “Rassegna internazionale
di documentari «Vittorio De Setay .

POLYPHONY IN MONTORO (CORDOBA)

During the Holy Week in Montoro (Cdrdoba) a
polyvocal singing is performed, a rare phenomenon
in the Easter rites of the Iberian Peninsula.

It is today carried on by the “Piadoso y Antiquisimo
Coro de Nuestro Padre Jesuis Nazareno y Maria
Santisima de los Dolores ” made up of about 40 can-
tors divided into three registers (first voice, second
voice, bass). The choir’s repertoire includes Holy
songs in Latin, orally transmitted and survived to
unfavorable circumstances of the twentieth century
(civil war, loss of the most experienced singers, emi-
gration) thanks to the tenacity of some enthusiasts.
The song “Et erexit” (second couplet of the Benedic-
tus) is considered by the cantors and the community
as an exclusive patrimony of Montoro, emblem of
memories and feelings, and it is part of the repertoire
together with other pieces, e.i. Stabat Mater and
Miserere. 1t is a polyphony based on three serious
voices in a “falsobordone” style, with some aspects
that are reminiscent of Gregorian chant; it is expressed
in intervals of 3% 5* and 8" and shows frequent epi-
sodes of double parallelism (third and octave).

The cantors wear a purple tunic handed down from
father to son and crossed by long strings bearing the
symbols of the Passion and, on Good Friday night,
they accompany the statue of “Padre Jesuis” during
the 9-hour long procession, singing in various places
codified by tradition.
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ZANNA PARTLAS
ESTONIA

Currently Senior Researcher at the Estonian Academy
of Music and Theatre, Tallinn. She studied musicol-
ogy at the Rimski-Korsakov State Conservatory,
St. Petersburg. In 1992 she received her PhD from
the same institution. Her research interests include
Estonian, Mordovian and Russian folk song tradi-
tions, analytical approaches to traditional music, and
general theoretical questions of traditional multipart
singing. Since 1981 she has carried out field work in
the Russian-Belorussian borderland, Estonia, and the
Republic of Mordovia.

CONTROLLED DISORDER IN
POLYMUSIC: THE CASE OF THE SETO
WEDDING SONG GENRE KAASITAMINE

The term “polymusic”, which has been in use in
ethnomusicology since the 1990s, designates musical
practices where two or more autonomous musical
entities are deliberately performed in the same space
and time in a completely or partly uncoordinated
way. The musical texts — which may be the same
or different — that are juxtaposed in a polymusical
performance may also be performed separately; when
performed together, however, they constitute a new
complex “hypertext”, which has new meanings and
functions and may to some extent be musically coor-
dinated. Nevertheless, the main goal of polymusical
performance is the creation of musical disorder, which
being deliberately produced can be characterized as a
controlled disorder. Such a disorder is a means to ac-
complish the ritual functions to which the polymusical
genres are usually related and to induce some specific
psychological effects, which are often connected with
the manipulation of space and time.

In this paper the theoretical, ethnographic and
cognitive questions of polymusic are discussed us-
ing the case of the kaasitamine, the Seto wedding
song genre from South-East Estonia. This research
demonstrates the different traditional forms of kaa-
sitamine performance characterised by the different
balance between coordinated and uncoordinated
components, analyses the more subtle mechanisms
for the creation of controlled disorder, and investigate
the psychological effects of polymusic related to the
altered perception of time.
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SHAN ZHANG
CHINA

Master in Ethnomusicology at Shanghai Conservatory
of Music. Focuses his fieldwork on the wind instruments
of nomadic peoples of Northern China and Inner Asia.

THE BIPHONIC MORPHOLOGY OF
KAZAKH SIBIZGI AND ITS
CONSTITUENT MECHANISM
(Co-author Xiangkun Liu)

The Sibizgr is an edge-blown aerophone of the Kazakh
people, whose quintessential musical morphology is
the unique biphonic (with two voices) effect with throat
singing as its fundamental voice. In nomenclature, the
word formation of “Sibizg1” is similar to the Mongolian
term Z3uur—the vocabulary for a biphonic status which
is common among the nomadic peoples on the Inner
Asian steppes. Thus, this paper will analyse the mecha-
nism of the biphonic formation on the Sibizg1, based
on learning and experiencing Sibizgr playing during
intensive fieldwork sessions, with the help of dynamic
spectrogram that demonstrates how the throat singing
excites the sound of the pipe, how the two elaborates
the biphonic effect, and how various playing techniques
modifies the timbre step by step. Meanwhile, the key
point of Sibizg: playing lies on the fine tuning of oral
muscles to optimize the harmonizing status. Therefore,
this paper also lays emphasis on what the biphonic
harmonizing status is and how it can be achieved by
oral fine tuning. The elaboration of throat singing and
piping inside the oral cavity exerts various influence on
the edge-blown sound and eventually forms different
combined timbres. The Kazakh people’s preference
for some certain timbre is not only the criteria for
better musicians, but also for communal identifica-
tion: Although biphonic wind instruments similar in
construction and playing techniques are widespread on
the Inner Asian steppes, their “timbral identities” are
rather diverse. This perceptive approach centered on
timbre is crucial to understanding the biphonic music
genres across the Inner Asian steppes.
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JOSEPH JORDANIA
AUSRTALIA/GEORGIA

Doctor of Musicology, Honorary Fellow at the
Melbourne Conservatorium of Music, University
of Melbourne. Educated as an ethnomusicologist
in Georgia. From 1993, Professor at Tbilisi State
Conservatoire. Citizen of Australia and Georgia,
has lived in Australia since 1995.

In 1984, started organizing an ongoing series of
conferences and symposia on traditional polyphony
at the Tbilisi State Conservatoire. He is the Found-
ing Member and the Head of the Foreign Bureau
of'the International Research Center for Traditional
Polyphony at Tbilisi State Conservatoire. Author of
more than 160 published works in English, French,
Spanish, Finnish, Portuguese, Chinese, Japanese,
Arabic, Bulgarian, Russian, Georgian, including
several monograph studies on traditional polyphony
and human evolution in Georgian, Russian, Engish,
Japanese, and Chinese. In 2009, was awarded the
Fumio Koizumi Prize in Ethnomusicology.

THE ORIGINS OF POPAND ROCK MUSIC
IN THE LIGHT OF THE PRIMORDIAL
BINARY FUNCTION OF MUSIC

From the various forms of contemporary popular
music two contrasting groups (pop-music and rock-
music) are distinguished according to several char-
acteristic features (style of melody, singing style,
type of harmony, instruments, general message
behaviour of artists and their followers on stage and
off stage). The origins of these two styles of popular
music are traced back to initial binary function of
human music: (1) relaxation, and (2) preparing for
violent confrontation. The first function was per-
formed by humming, a human version of contacts
calls of social animals. The second function was
performed by loud, rhythmically strictly organized
ritual action where singing in dissonatn intervals,
stomping, clapping, stone hitting were combined
with threatening body movements, leading to the
state of Battle Trance, where humans lose ability
to think, and just follow the group behaviour. Be-
haviour of artists and their followers are analysed
in the light of these ancient evolutionary functions.
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BAIA ZHUZHUNADZE
GEORGIA

Ph.D candidate in cultural studies at Tbilisi State
University. Holds master’s degree in musicology
(Thilisi State Conservatoire). Specialist at the Inter-
national Research Center for Traditional Polyphony.
PR manager at Georgian Chanting Foundation. Her
scholarly interest is focused on the interrelation
and interaction between Georgian and adjacent
musical cultures.

GEORGIAN CATHOLIC CHANTING TRADI-
TION OF THE NOTRE DAME DE LOURDES
OF ISTANBUL (19"-20" CENTURIES)

Georgian catholic chanting tradition is the cultural
heritage that is not researched yet due to lack of
sources. The musical and written material of the
Notre Dame de Lourdes of Istanbul is only and
unique sources which reflects Georgian catholic
chanting tradition of 19th-20th centuries.

In 1861, outside of Georgia, indeed outside of the
whole of the Russian Empire, Georgian catholic
priest Father Peter Karishiaranti founded in Con-
stantinople two religious congregations (male and
female) of the Immaculate Conception. The male
monastery located in Ferikdy district became an
educational and cultural center for Georgians liv-
ing in the then capital of the Ottoman Empire. The
monastery established publishing house, school
where all Georgian children no matter of their reli-
gious could get education in Georgian. The monks
themselves were educated in Europe. Among them
were chanters who studied European music in Italy
and France. The monastery had own choir which
was performing Georgian, Greek, Latin and French
sacred music due to changing rite.

These congregations are long extinct. The Notre-
Dame de Lourdes is still in service, although in the
hands of Italian Catholic priests.

Nowadays the reach heritage of the congregations
is preserved in Istanbul at the library of Georgian
catholic foundation. In 2019 I had an opportunity
got familiar with this unique archival material. As
Georgian catholic chanting tradition has never been
researched this paper is the first attempt to address
this issue.
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MJGMBBEG0 gobmBmbogmmmansdn (2011); Gowaiommo 3Mogarbdosbmdal 33emggal
bagPeEdmEnbm (396l oMgd@mMolb dmaraamg. 8obo 3gmggzab bygHms bambao
LagMeg9d0 s LagMagngn 3mbogs. Ladgbogm 0bEgMYLgdal bygmmadn gmab, saMgm3y,
Jotorgmo bambamo bodmgMob, dggmo Joormmo 3Mmggbogmo s 3oggebool bsmmbms
3LogoL bsgnmbgdo. godmdzgybgdmma od3b bEe@ngdo mdb@mMEL gMmegzol dnbogerma
Lo gMog9d0L QadanMBBn (2014). 3@oMgdL LEdg(3bngHM-33mggz0m ggb3gwa(3090L, sMals
865350 3Mmyd@ob s3@mM0 s bgmddmgsbgma. oGl dmos Mbomsggmol badgbogmm
Bmbeob Lamd@mmm bE3gbonal dxmmdgma (2015).

336R360L LO3NOILN JOGOIT NELEAIBIEGIX FILNSOAN

La3g(3609MHm 0B MG MMadn bdoMsew 8nbndbgds, MM bmangho dgdmbggzado dbo-
om®a LogMeggdo Fbg30mbamgdgh, Mmameiz bgbolb gsdmabs@ggmo Loddmmmgdoa,
396Ls 3gmMgdom, Bego@ob xangob bsMeggdo, Hmamms 3gEMMdomn ©s ILMEYsdn
— Mmam 3 308Gmdomo bgbol LogMaggda. 3 bogdbo Ldgdosb abLEMNBg6E gL Joem-
@0 316930L 3o@emMgdmam 300Rbgzl. Daglbol dabgogom dmgoghior 3nmEnmada bsgmae-
30b a8Dowgdalb 3Mm3gbdag g0, Jormgdabamgal bLogMmogmeb Fogstigds womadgzgdgmns.
3035momaE, mMadmbgdolb  mmo LEYmose 3sdmybowgasmos, o1y Jomo ©onbsboglh dsb,
©8bsgdal 3Mm(39L30 JoMorgmao Ladnbogm LogMsggdol sdDsgds s BsmDg Jomgdals
393LAnmgdemmds Joemgdamos, odze 3gdrggdo dgbsdmagdgmos sMbgdmdgb megem
Gogmomab Bgbosb godmdmnbamyg. Baogsmomow, ba@da, Jm@mdgmgmoslb ggMbaemdn 6
boggmol 3s8s35(3980L Mm339Mammda-pmgmdado Bebenmdy dbmmme 353980 ©3Ma3gb.
3gmeg 8bMog, gobmamogonm ygmesdo dbmmme Jomgdo 369396 ,39@mbgdobowdn®
80dmgboem B9b-Rzgmmgdgddo, 36 Jomms gmmgd@onmo dHmdal 3Mm39Lbda.

8mblbgbgdadn gobbammmmo 0d6gds gqbognl Mmmoa Jotorgmon abb@Mm896@9dal ©adbs-
©9d0bs s Bomdy gabHmeagdemmdol 3Gm(3gbdo.
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Doctoral student in ethnomusicology at Tbilisi State
Conservatoire; deputy director at the International
Research Centre for Traditional Polyphony. The main
focus of her research is Georgian folk instruments and
instrumental music. She has published articles in the
Grove Dictionary of Musical Instruments (Oxford,
2-nd edition, 2014). Carries out field-collecting activ-
ity; is the author and leader of various projects; is a
doctoral grant winner of Shota Rustaveli National
Science Foundation (2015).

THE ISSUE OF GENDER IN GEORGIAN
INSTRUMENTAL MUSIC

It is often noted in the scientific literature that in
some cases musical instruments function as symbols
of gender, especially, instruments of flute group as
female and percussions as male. Kurt Sachs con-
siders string instruments to be of feminine nature.
According to him in some cultures, women are
prohibited from touching instruments when they are
being made. For example, the drum of the Lapons
(Lapland) is completely useless if a woman sees it in
the process of making. It is allowed for a woman to
make Georgian musical instruments and play them.
However restrictions may exist depending on the
rule of the ritual. For example only men play the
panduri at the celebration of icon day, Korbeghela
round dance or at the gathering of the village men.
On the other hand, in ethnographic life only women
play in the rituals dedicated to the “Batonebi” or in
the process of female collective labor.

The paper discusses the role of gender in the
process of making and playing Georgian musical
instruments.
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bgemm3zbgdomd(3mebgmdal md@mmo, mog@mzal 3qbogsmamo s3swgdnnl gmbmdagbo-
Mmool 3omgEmnb godag ©d EM(396@)0. @ssdmaghs mag@mzal 3mbogsmymo o3swgdos
(1985). g08mg3gybgdmmn g3l 3csgomon LadgsbogBm LGsGs. oMb sg@mma Bogbabo:
begomdobgbob dgbmmemgdols BFHonzns (2000) s bmGomBobgdo: cmog@mzmmo Seemogmb-
om0 bodemgmgdo (2002). sg@oncew dmbaBomgmdl mog@mzsbs s ol gamamgdl astgo
B8mbymdom 3mbxygMgb30gddn. ool ESEM-0b s mog@mzob 3m83mbo@mtioms 3033060l
69360, LagHmsdmmabm Gmegmmergmo BgbGogsmal mMasbabs@mmo. bm@omEnbgbob
Jq3LEmmadgm abe &b 3g&amomdglb bgmddmgsbgma. 8abo badygsBogHm 0bGgMgbgdal
bggema: byBsmEBnbgbo s sEMgmo 3Msgombdnsbmdals Lbgs gm@mIgdo; GMswnagmo
Lo8mgMs MobsdgMmgg FumENmsdo; dgbEmmgdal mag0bgda@gdgda, Bocmmmmans,
b3m3560 RobaBgMgdal (3m33sd@mMo @abzgdal) asdmzgds.

3MLOBMBNIAH0 LOIRIMD, HMIMHG FTLNZOTIAN, LMBGNITIMN RS
3ML0&N3I6N BI6M3IEN: LNIGI3IMN) 603IJ333N0L 963NBN

8mbbgbgdsdn ,8Mag35mbnsbmds”, 0mbgd gmMosbasl Mmebsbdsw, asggdammas sGs dbmemmeu
Bmgme3 ,dnbogerno IMsgombdosbmds”. dmgngma asbbabamggmoa dgdmbgggal aob-
539850 @™ dgbaggmnbo 0dbgds as8mgzaygbmo (36988 L,gFme@ LodmgMs*/,Lodmgms
39835605d0". 8mblgbgdadn gobbommmmoas mog@mgnma 8Msegembdnsbo bLodmgfgdo —
L@ om@0bgdn, GmBmagdn(s GMo@nsommo 3gbmmagdals (2-4 Jomon) ba3gmam, demmem Mmb
9mmdmogse bEmEgds oo (3363'3(370) 3Mgd&03980L g, BGQOE)o sbaema bmgom-
F@aenmo 39bmdgbo ,LyEsMENbgdol BMg”, Lowss dnbogsmamn 8Msgambdnsbmds
330emb Lm0 3M35mmbInsbMdSL” ©cTMAL.

3bsmobab 3093 9 Md0gd@L Bomdmamaqbl mag@mzmmo LodmgMgdolb xamxmGo dgb-
Gmgds 3mM3n@eb gmmoado ((308306380). 33mgge 9yMEbmds msdgngma 3mB3mbagm-
0l 0560b mogn@obol 8og® 1951-1955 Bemgddo Rsbgmarn LoBrmgMgdL, aswabsbemgdmma
m0g@m3gmgdab 3gbEmmadam. bodmgMgdawsb RsBL, HmMB 6s3mgmdy mgmm 86n336gmamasbo
@350 bodmgmss: bdoM gdmbggzeda LndmgMedg 0badbgds brgds Mmamms 3Gm3gbdy,
35@3bobrgdgmmemngal gHmaw LodmgMs bbgs sGoggfns, oy sMs byymoagHa bodmogmMol
a5dmbs@gs — Lbgs Lodyggdoom M8 gogdgem, asdmmnmgdobs s 5©s8nsbsm ©sMhg-
Bab boggmdggmo. g3amggmagbse, 8603369mmgsbas osgabmgmgdal asbws, Gm8gmacs
09839 g0Lb sbMnm sbmz0Megds LNd8mgMsbmsb, Hmammz mogabyymgdsbmeb o6
3om030bmR3mgdal Jgbadmgdramdabiosb. s3Mngsm, bababemgmm bodmsz0gdda bodmygs mbws
Rosomgammb ot Bbmemme bymogH bmagdem o6 maMmbgdobs s msgobgnmgdol gobzoob
39656Rmbgd0b Ladmamgdow, sMadge ab ybos gobgabammo, Mmamey Bnbosmogamdabs
©5 dBdmeol gm@mds. ganxm®ds bodmgMed gosdbyzg@n Mmmo 0msdads badgmms Mgya-
80basb mng@aal asmsegabngmadadn, dadan dalss LndmgMgdal Bggmermssl (1988-1991),
53 J39460L MY 30Egdrmmbal smagbom @abEmms.
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Doctor of Arts, Associate Professor and Head of Acad-
emy of Music; Graduated from Lithuanian Academy of
Music (1985). Is the author of many scientific articles
and books including: Sutartines atlikimo tradicijos
(The Traditions of Performing the Sutartines, 2000)
and Sutartines: Lithuanian Polyphonic Songs (2002).
Actively participates in conferences in Lithuania and
abroad. Is a member of ESEM and the Lithuanian
Composers’ Union and organizer of the International
Folklore Festival Skamba skamba kankliai, directs
Trys Keturiose — a sutartines performer group. Areas
of scientific interest include: Sutartines and other forms
of early polyphony; traditional singing in contemporary
culture; peculiarities of performance; publication of
sound recordings; mythology.

POLYPHONIC SINGING AS A MUSICAL,
SOCIAL, AND POLITICAL PHENOMENON:
THE ANALYSIS OF LITHUANIAN CASES

In this presentation, “polyphonic singing” is understood
not only as “musical polyphony” according to J. Jorda-
nia. The notion “singing in company” would be more
suitable to define some cases under examination. The
presentation embraces Lithuanian polyphonic songs
sutartinés, which — instead of traditional singing in small
groups (2-4 women) — have recently been sung by large
companies jointly (by the members of both sexes). There
emerges a new sociocultural phenomenon Sutartiniy
ratas ‘A circle of Sutartinés’ where musical polyphony
yields to “social polyphony.”

Another object of analysis deals with Lithuanian singing
in company in the Vokruta Gulag of the Soviet Union
(in Siberia). This research is predicated upon the exiled
Lithuanians’ songs recorded by Latvian composer Janis
Lycytis in 1951-1955. They demonstrate that what is
being sung about is not as important as the singing itself:
in many cases only singing as a process is mentioned.
For the exiled, singing in company is nothing but an
expression of spiritual strength — in other words, the
foundations of experience and that of staying human.
What is of paramount importance is the feeling of free-
dom which, according to Lithuanians, is associated with
singing as a possibility to be/become free. Hence, not
only must singing in borderline situations be regarded
as spiritual consolation or a means of maintaining self-
esteem and the feeling of freedom, but it should also be
treated as a form of resistance and struggle. Singing in
company played a crucial role in the process wherein
Lithuania made itself free from the Soviet regime that
lead to the singing revolution (1988-1991) and to the
restoration of Lithuania’s independence.
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906m3gbogmenmao, 3MHmMBgLmGO ©S Jomogm®bool boggmbod gl (UCLA) dbmggemom
3bogob (3968l aMgd@men. 8abo 33mggalb mdogd@ns Ladbmgm-sbsgmgo Rabgmals
GMoaiogmo dqbogs.

60338 IA-3063IX0 X3IBIBNL bOZbLIMHN LRI
LO3bAINN-RILYIXIN RNEIMIBN

LaBbMgm-abagmgm Robgamal dmnsb 3Mmzgabzns 0babda, MmBgmoi AMmoram-@sobog-
agyialte) gbo%Qaﬁ)abo &0dgBL, Lsgmgmom — d0M3s/30063sL, LsdbMgmom — momblbs
o 30g@6s8l, (3bmgHmMAL 3Msgemo Gndg@M-domdnmo gmbognma Mdz0MHgbmds. dsmn
96930 5 FNmEms 3sbbbgsgegds Robgmol 356 gobogpmo MdMagmgbmdal gbobs s
FA@Mabash. Medgbndy &ndgdnm-domdgmo mydo mogobo dMsgembdosba bambyn
LodmgMgdoo oMb (36mdoemo. 30650SE 0¢Ybsbo, @oMmodo ws ncomqmﬁ)gb‘gﬂm oym XX
Lo 3mbol dmmBey, gmgd@®mgbgmansd dmgngho bmgggml Jommme 90-0560 Bengdals
dmemb doombos. dmgngfon basmbama bodmgMs g8y oMasw sbbmgm, dmgagmmgda
>mag60b 3Mm3gbdas, MeEasb Rabgmdn 03nbamgmal sMsds@gMasmama Jnm@mGama
893300Mgmd0b ©a330b Ladndamgda. Bmblgbgdsdn sg@mmnbs s ambsbgmo 333mg3Mgdal
9968 JLobaBMbanbs s mo ggogmol 8@MsgamBrosk Lagbdgwnnm bsd80sbmdedy oymc-
Bmdoo Bam3mmagbamns G0dg@M-6omdnmo ganBgdol 3Mmsgsmbdasto babama bodmy-
0ol dg@Bgmmo 6addgda, o0y dmenb, Bagbgdobs s mabab mMb3nsba bodmyHgdo, nn-b
Lodbdosbo LodmgMgdo o 8-8@3 b3oo LadmgMo 3sbols 608'33360; cbman 608'330 LEgmEgds
8M535mb3nsbo 0bLEMN8968 Mo Mbbrgdam. Bomdmmagbomas 053656980, Lagm@Bammm
G0Momgdo, sMdogmdabs s ©bggbgdal MM LadmgMo bodydgda, Mo smamo dnbssm-
Lobo @d 3MmBab bedmgMgdn, Gmmgdo(s sMgammamgdgh BabognMa IGMBalb HoGab. dmg
3g8mbggze80 LodmgFnl GmEBabs ©s Fabsbnsmgdemgdl 8mBmgMegda 1353d0Mgdgb Mmsegabo
8dmdmonmo 3ol MBIbgdbs s 8smgdL. mal 3 Lod8mgMgdal Bsboma Mggombama
L0s3sgolb MB0gd@L BoMBmawagbl, Mawash Gmamnaymo bsdgdbemmgdmm bgmmazbgds
aBO® 9o 9ol ogabgdamo, dogbgosgsm 08abs, M3 yzgmady ©sdmmgdmm
oQanQ{J&anG 30, ®3653900MHm39 3ol b3@80b063Qm8m60b ©33LsbyMgdoom, 88(*)6@0‘36
530mgdb Gmggdb dgzMa sbamasbmms, Mmdmagdacs, bbgs dgdmbggzedn, 3gabbsgmnwmbyb
4mz9mEEMon®o (36mgMgdol &Mawn309db.
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Professor of ethnomusicology and director of
the World Music Center at UCLA. Her research
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POLYPHONIC FOLK SINGING AMONG
TIBETO-BURMAN GROUPS IN
SOUTHWEST CHINA

China’s mountainous southwestern province of
Yunnan, which borders Tibet to the northwest,
Burma/Myanmar to the west, and Laos and Vietnam
to the south, is home to numerous Tibeto-Burman
ethnic groups. Their languages and cultures are
distinct from those of China’s Han Chinese ethnic
majority. Several of these Tibeto-Burman commu-
nities are known for their polyphonic folksongs. Be-
cause Yunnan remained impoverished and isolated
until the late 20th century, with electricity reaching
some villages only in the late 1990s, some of these
folksongs are still well remembered today, with
others experiencing revivals as China embraces
intangible cultural heritage preservation. Based on
many years’ fieldwork by the author and Yunnanese
scholars Zhang Xingrong and Li Wei’er, this paper
introduces selected examples of polyphonic folk-
songs from Tibeto-Burman groups, including two-
part songs of the Naxi and Lisu, three-part songs of
the ¥4, and songs in up to eight voices by the Hani;
some also have polyphonic instrumental accom-
paniment. There are lullabies, marriage laments,
songs sung for courtship or leisure, songs of ritual
origin, and work songs that regulate the rhythm of
physical labour. In some cases, singers specifically
relate the form and characteristics of the songs to
the customs and beliefs of their communities. To-
day some of these songs have become the focus of
intense regional pride as traditional performing arts
gain ever more official respect, although the arrival
of modern media in even the remotest areas is draw-
ing away many young people who might otherwise
have learned the traditions as part of daily life.
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3mbogal dogab@mab bamabbo onmm HmEgMEs8al babgmmgbgdm mbagg@bodg@dn, borgm-
m3bgd0. 3969Lmgmsdn nEoMagmts M38g6ndg, 08 EMmabmgal yggmady 353 bagmbom
36mgd@8n: gomemom 3mods snMgzmgBgal 3odgMmmo ambwb, Romgl mboggmbodg@ob
30 d0@&9d@ne0bs s Jomsdagadsmgdol goznm@g@ob abol (Qobgﬁnm), SIES SEIS xs%
3mgdemobs ©s bgmgabalb mE3gLGML. Mol MHmE M0 3mgsmamo Kxod RaMBoL ,»398g0b0"
©0855Mbgdgmo s aMagmEa. 8obo gM(3gmo go@ormanl e8wgbndy bsdymdggemn sbems
339 bgmdnbsBsmdns MasantaeMusic, Edition Ferrimontana (bogbom 84bogs), Donemus
(0096589g06m3g ®ob0) o Cayambis Music Press (308g6amo 3aqbogs) bsdymsmagdoo.

6 3mb@0bgb@ Dy 5@>MgdL Bab@gm gmobgdbs s LgBnbatgdl g3mgsedn, Lagmbom dmbogabs
o ®%5ddn, 8o BmMnbas 2017 Bl Logmbom 3mbogal 8bmggmom bnd3mboydn. Rsbgmamon
odab 6oBsMBmgdgdo (3036mmo asdm(39930bogal: Vocalia (2013), Sies Seis (2018) o joggo-
Bobogol (2016) ©5 dobo 3ofggmo bomm sendmdo ,0g9mn® asdmo(ss 2020 Bemals 0360b80.

63643MLOL3N0IN QIAIN RGERNMIOILY RS LOLEAIOIL 3Td:
3360LMBYVHN 30R3MBD 3I6ILIITNIMHN bOLIMN RO
3M3IRISIRN FILOZNL dAIE6INEIBNLOXRAN

3535(36m3m JgMgmmo o gadgme abogdabogal 3gbgbmgmmo gmm mmmal sGobygamgdols
BgBgmm as8mznmgdal, o3 oo 3Gmdmgds o 0d6gdmms dmagfa dmmogmbagyma
Lo8rgMab G300l 3gmbg Jggysbadn. Bogmed ggbglgmadn Rggmmgdtingn Msed ool
bmmm bodmgfe Lodgdosbo s MoGdgma bogMoggdol bbemgdom, s80@mI 3boymo
Lo8rgMs amrabb8mdl 3oMgom Bozbmda gmgMemmdol 894865l ambmnbmgal.

1992 Bl Bogy mEmgabdo Logmbg®@™ Gfob 333wga 393693089 GMewnammo,
3m3gea@mo ©s bambado LodmgMgdolb Rgdgmmo sMsbgamgdabsmgal Jg989436s dmema-
Fmbog®o doMmgn dmesmamo gDy Joamdol gedmygbgdom. bomsbsmm bsbgdal gb
Go30mbsmMa Bsdagn gs80bbammn nym sw3z0mo 3gbMnmadabogol Jme@®mb (B3gbgdntn
30@96M0b-8baogbo Lodgdosbo bogMogn, Gmdgmoi oMb Aggbo bLsdbsBammosbo Fmbogal
Begm(z 3oM3mboymo, oby Mo@dmmo bogﬁngGO) 25693y, o8 bogdsMobo nym ©od-
330, doosbmdadn 3md3sd@nn, Mormmo s LanbGgMgbm dgwgagdolb dobsmgdswm.
369096@5(300L EMML 33 dmmngmbogma 8namdal baorrnbEmazame 8g BamBmannagbo
3969Lmgem o bombymn gmmmogdal ssbyga®gdmm b0d¢dgdl, Lsws Rgda dybo-
3o 5Msbgomgdol obdamgdom dgandmosm FsMG0gze gosgmmam Bemadmbabgnmo
Romm-badbegomn mg@do DbBsw dmsda gabab ©sdswgdal sanmbs ©s 3gbgbygmals
©58mmdg3L ImEab.

MIGUELANGEL SANTAELLA
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He obtained his Master in Music at CODARTS,
The Netherlands. He had conducted some of the
most audacious choral projects of Venezuela at the
time: Eduardo Plaza Aurrecoechea Chamber Choir,
Disefio Vocal FAU UCYV Choir, Sies Seis and Voca-
lia. Also founded and conducted Caffeine (the vocal
jazz group) in Rotterdam. Some works of his exten-
sive catalogue is now available through Masantae-
Music, Edition Ferrimontana (Choral Music), Do-
nemus (Contemporary Jazz) and Cayambis Music
Press (Chamber Music). He is giving workshops
and seminars on voice, choir music and jazz in two
continents, including the World Symposium on
Choral Music 2017. His recorded works included
digital releases for Vocalia (2013) Sies Seis (2018)
and Caffeine (2016) and his first solo album, Mi-
guel, out on June 2020.

A NORTH-SOUTH AXIS, RIGHT

AT THE MIDDLE: A PERSONAL AP-
PROACH TO ARRANGING VENEZUE-
LAN FOLK AND POPULAR MUSIC FOR
A CAPPELLA CHOIR

I will introduce you my experience arranging Ven-
ezuelan folklore for mixed choirs a cappella, which
would not be a great issue in a country with strong
polyphonic singing traditions, but down there sing-
ing solo accompanied by stringed and rhythmical
instruments is the usual stuff, then singing in choirs
meant to re-create well known sororities for a choir.
After a concert tour to New Orleans in 1992,
I’ve decided to follow a modal jazz approach to
build a polyphonic core for my arrangements on
traditional, popular and folk music. This was the
result of a rational blend of suitable lines to be
sung easily without the supportive cuatro (our
own stringed, guitar-like instrument which pro-
vides both harmonic and rhythmical support to
our ternary music) but tense enough to provide
dense, complex and interesting results as a whole.
I will present you during the presentation examples
of Venezuelan folk tunes arranged to show you this
polyphonic approach, in which you could easily
draw an imaginary north-south axis between the
birthplace of Jazz and the Venezuelan plains, with
myself arranging music right at the middle of it.
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033em93b XIX Laggabolb 8qbogal; ool LagHmsdmmabm 33mgzomo xanxgdol bgzHoa.
38m9393L Bofmoagbl as8mE@Bgme bodg360gmm Ladmasmgdgdl (a@smnal 3bogsmamo
bo%WBOQmabo, 0Msbenob dgbogmmmaon®o bo%maonabo, 33960 30b 3gbogmmmaon®o
LodMgoEMgds, Mmdamabob §33L(3). Bomgdmmo o3l gomomgdo (Lowo 3Gn@sbgon),
393bggmbals 3619800 bnBegMal 33emggz0bogal (s6GMBom dsfomo), aym daBzgmmon bEon-
396006@0 (Bgdbogs, gbdsbgon, o@omos). 8ab 8oge 8mBbswgdmma Bobams Jgbumas
bbgomabbgs asdm(3999830: gaMmaz0L mgdbogmbo, dmbogarn@o mo@gMs@ ol bogm-
»admtabm (36mda60, FuMbomgdo (336&(*)60[) dmbo@mMabao s doMmgs, XIX bagsmbob
3qbogomaa 80dmbomgs, 3mbogomao mge@®ab 33mgaqon), sdgs asdmudzgybgdgmo
808mborggdo s LEsG0gda. 0go 3mbsBamgmdlL 3mMb(396E9dd0, Mmame (3 3Gmygbomb-
>0 G9bmMo-bmmob@o ©o 3m33mdo@men, sbggg, SbEMmdL gobogne Lodmgmgdl,
M 3O0gL 93mMEgMBLS s JoMom Rebnmdy. 337885 30l Momasl Mbaggmbodgdnl
mg@mGob@o dqbogmmmaosdon.
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qb3s6gmal ol Mganmbgdn, Lonwsbss moMogPm-mge@mamamo bsbsmdmgdgdal dg343-
Bgmgdo 00gdebgb dmegmbgdsl, o6 5ol (36mdoma GMmsmaommoa 3megd@on®a gm-
oo Soﬁ)amEn%anom. dobgogee 53abs, gb bgymb o6 ‘38@0@0 Jm83mcbn@)mﬁ)36b
bambamo gmgdgb@gdo dgg@9bsc 3Megembdnsh sbLsddmgddn, dsgamamaw, XVIII bagmbals
deammsb Gmbowos gbzgbogs XIX Lbamzmbal ©obsbyobolb Lo8mgMgdbs ©s m3gHgdda.
Lom3gfme ©sdndoggdamds gbdsbnmds 8mboged JnmBaboiosl Bosmbos baggom
8963500068 9L M3969330 ,mM0 Goasmmb® (BsMnwn, 1826) ©s ,mb jobm@ob* (3000,
1830) gmeomgddo s Mo sogamo Bemoo gonbbGm oM dmgemob as8mBgbsl. bmmmm
LEGNIGNPMYdmO (as0@smmonEgdmo) 56bsB8dmgdals 94860l dmpgmagdo Bbmmme
sbobogl gb3sbymmdob bamobbl, obobo godmbe@sggb (aabodgmb - 06m63?)36) qb3sbyMo
3Mgoreo 3M035mb8056mdab bambn® 3omB8mbanm GHo@dnm @HmM3gdl. sdg356M0 bobot-
8mgdgdo, domomoma, Rbegds (393398096 gMmsw, dsgsmomsm, bggmamnes-3mengms,
@300 dgbadadabo babo8mgMm ggamdom, MmBgmoa(s 8magnsbgdom, dmgxg, 8mabbgbogds
Bmgmeg 3obBg bmbom (gmsedgbim). bgdmblgbgdmmo BsBsG3mgdgdal dogomoomgdals
399mygbgdom bamB8mgowanbo Bggbl 3n3mogbal gbdsbym GMomaiogm 3gbogsmy®
3mM33mb76@7dmsb baembymn 3Msgambdnsbo gmgsmnn sbLeddmol badydgdals ,bgmmgbe-
MoE" 3gMbydol 35653y gnbbagmam 3mb3gB(30sLbs s 36880 35Lmsb s e3d0Mgdoom.
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RICCARDO LA SPINA
USA

He researches nineteenth-century music, and enjoys
membership in international study groups, present-
ing for distinguished scholarly societies (Societa
Italiana di Musicologia; Society for Musicol-
ogy in Ireland; American Musicological Society;
IRCTP, Thilisi; etc). He received research awards
(UK), visiting scholarships (Mexico, Spain, Italy),
and the AMS’ 2014 Hampson Fund Award for
Research in Song (Antonio Barili). Published con-
tributions include Grove, RILM, journals (PMM,
Nineteenth-Century Musical Review, Studies in
Musical Theatre), reviews and articles pending. A
concertizing tenor-soloist and composer, Riccardo
also performs ethnic song, playing accordion and
Georgian panduri. He is currently a doctoral candi-
date in Musicology at the Universidad de La Rioja.

INVENTING LOCAL TRADITION?
VERNACULAR ELEMENTS IN
EARLY NINETEENTH-CENTURY
SPANISH STAGE AND SALON
ENSEMBLE WRITING

The regions of Spain from which creators of lyric-
theatrical works drew inspiration are not known
for traditional collective vocal harmonizing.
Nevertheless, this did not prevent composers from
incorporating vernacular elements into multipart
ensembles, from late eighteenth-century tonadilla
escenica, through early nineteenth-century songs
and opera. Culminating in Saverio Mercadante’s
choruses for / due Figaro (Madrid, 1826), and
Don Chisciotte (Cadiz, 1830), operatic treatment
of Spanish music precedes the advent of Zarzuela’s
development by two decades. While structured Itali-
anate ensemble-writing models reflect only degrees
of spanishness, they manifest vernacular harmonic
and rhythmic tropes bespeaking (the invention of)
Spanish ‘traditional’ vocal polyphony. Such pieces’
originate largely with dances, like the specialized
seguidilla-bolera, with its corresponding song-
form (sometimes identified with later flamenco’s
cante jondo).

Employing examples from the above-cited works,
our query traces this previously unexamined
concept and practice of ‘artificially’ infusing
classical structures of vernacular multipart vocal
ensemble pieces with traditional Spanish musical
components.
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ab@mEnolb Emd@mmn, gobmmman. Lsgsmggmmb Lads@Mmostmdmlb B8nws Gdgm od«-
LgFbdab Lobgmmdal Labbagmm ¢bagzgMLoGgGALb 3MmMBgbmEa. sgoMal FrmEnHnmo
8983300609m3ab ©a330L Losggb@mb sb6s33MmBgma. Ladgibagmm 0bGgMgbolb Lbaggm:
bagofmggmml gobmmmanol bbgosbbgs 3Gmdmgdsdngs — do@gMoseaymo s byymogo
3N@EO0b dodstomgdom, Fnm@aemo 39833006Mgmds s dobo gmbmali@m®onmao
2b399@ 300, FndgmEmmans, gobmstgmmmans. Bggmmm3nsdwgmo (1917 B.) bsgsmggmmb
03Mbm3ognHo obGmmos.

Y IMHN 0130013MIIIRN 3TE6RIBN BI3M dFICHI3N
(XX LOT3I6NL 30-40-0560 6I3N)

XX baggmbob 30-40 -0560 Bemgdo gfo-geion baab@gmgbm 3gMomaos bogdemggeamb ob@m-
0590, 39M0ME0, B3 MIbEsMIBbME0m 8@ 3030985 sbaemo bmznsmab@ Mo ngmmmans,
baggdggmo gyMgds Laddgmms Bmdsmasdal ngal, Meds basmba®m mgnmdmddgwgdsdys
0gmbns gogmgbs, aobbogmmmgdom Labgbm bgmmgbgdal asbgnmamgdol mzambadmaboon.
bagofmggmml 3oMggmo ©sdmyoegdgmo Mgbdndemozol 838Q6m8, ab ogm 3gfomeo,
M bambama babzgbm aubwgdol sboma 3mmgd@nggdol gmMdamgdal 3GMmzgbo
39MEMORBOMIES(3 3o08sd > b BobmdMagn babosma dogss. dombgosgswm 8833560
0EgMEmaonmo gmbabs, 58 3gMome8s 360336gmmzgabo GBmmo Jgobmms baembamo
boBrgFabs ©s (39330L oMgMma Lonb@gfgbm goMnsb@al gomemBgbol mzambabmaboom.
6536m3n abGmEGngmo babosmabss s Bmmosbsw basogm Babamgddy oyMEbmdamss
IgbEOmmadgma. ago XX Lo 3nbolb 30-40-056 Brgddo bambgmo mgnmdmgdgmn ambogdol
3m83mgd@o300bs s Mg3gME ol bsgombgdl gbgds s agmamogammsn bgdm sgomab,
369y 08MM0bEgmo 5©3060bEMs30mo IYMB0m, bymmb Moombl dmasegh.

TEMUR TUNADZE
GEORGIA

Doctor of History, Ethnologist. Professor of St.
Tbeli Abuseridze University of the Georgian Pa-
triarchy. Employee of the Ajara Cultural Heritage
Protection Agency. Fields of scientific interest: vari-
ous problems of Georgian ethnology - in the field of
material and spiritual culture; cultural heritage and
its historical aspects, museology, ethno archaeology.
Economic history of pre-revolution Georgia (1917).

AMATEUR FOLK GROUPS IN
UPPER ACHARA (THE 1930S-1940S)

The 1930s and 1940s are one of the most interesting
periods in the history of Georgia, the period when
the new socialist ideology is gradually being estab-
lished, the foundation is laid to the idea of a Soviet
citizen, which was also reflected on folk amateur
performances, especially on in the development of
performing arts. After the first Independent Repub-
lic of Georgia, it was the period when the formation
process of new folk and pop collectives extended
geographically and acquired mass character. De-
spite such an ideological background, this period
played significant role in the preservation of a
number of interesting folk song and dance variants.
The work is of historical nature and bases entirely
on archival materials. It deals with the issues of
staffing and repertoire of amateur folk choirs in
the 1930s-1940s and geographically encompasses
Upper Achara, i.e. Khulo district according to the
administrative division of the time.
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&OGYL PboggMboG gl Bmm gmm@mab@ogobs s gsdmygbgdomn 39d3g0Mgmdol 33-
93980b 8ogob@®o. 8obo 653MmMBalb myds aym agbogMobs s 00gbEMdL bsgombgdo
goegemenm 36bsddmgdda. LomdGmem ©obgHEs300bmzal Idbowydol 3gMHomoda
5@Mg3L v0bgdobs s bgEmb 8abagseanmo GMawn309d0b Jgmamgdom 3gmggsb.

G@O6L6YBNMBIIM( d3GMISMEIAMBNL 3IMBLIGITIBY
033M60NL 3N6I3NL 3ILN3O3N

5069380 561056 53mEM0a9b0 dmbobrgmds 053mbosbs s @‘gbgmao, Amdmgdocs (3bmgMmMdbgb
3mbbogl, 3mgsomb, babamabobs s FnMomanl 39bdamagddg. smn GMsmazommo do-
6980b gmmmbobs3n0lb 3gdga 306980l GFMewn(3090dg bmM(309m©gdmeos oo dgbmems,
35358mbgden Lobdmgsmgdsdn dsmn sbadamazoob Bobbom. s8Mngswm, vnbgdal Bgbogal
05(335 M350 608(063330[) 606033 58mABws. 0M0gd Godgmo (2013) LodHMdEs bogM-
®3dmG0bm 3mbEgmemmbosmn® mobsddMmmmmdsdyg, HmBgmadnz dg360 snbw dnbogmbo
agm Botormmo, Bobo(z 856 ,GMbLBs(30mBammmMa 53@mJ&MbYGMds” mBmos (40). GE6L-
Bo(30mbam™3s MM MNMddds oL aogmgbs dmsbonbs snb a‘gbndmbab%a, ma-
93853 5300 b3bsMIMgdgddn sbrmaemdmAgbamon gmgdgb@gdo dgn@sbgl. dqbogemmma
dmdMomdgdobs ©s 3gMHBmMmTsblbgdol domds 806980l Lo Meggdo mogom GMobLEs(30mbs-
05, gomsMEgdnsh Mo LagadMm ©s FNmEYONm go33ms-3sdm33mol 3gMomedoa.
8mblbgbg3ab mgm@oammo BoBamo gundbgds Godnmobs s gb-gmal mggmegbals (2016)
6536mM3g3L. a53mygbgdamos s0bgdab 3gbogado GMsbLEs0MBaMYM0 538MJBMBYHMENL
B9bobBogms@ 3mzsnmbdy Ro@omgdmmon g4b3gonzonl (2019) Bsbomgdols sbsemnba.
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SAVANNAH RIVKA

POWELL
USA

MA in Folkloristics and Applied Heritage Studies
from the University of Tartu. Her thesis addressed
the expression of gender and the construction of
identity in folk ensembles. In preparation for her
PhD studies, she is conducting research for a com-
parative study of Ainu and Sefo musical traditions.

EXPRESSIONS OF TRANSNATIONAL
INDIGENEITY IN THE AINU MUSIC OF
JAPAN

The Ainu are Indigenous people of Japan and Rus-
sia that inhabited Honsht, Hokkaido, Sakhalin,
and the Kurile Islands. Ainu traditions have been
impacted by pressure to assimilate into mainstream
society following colonization of their traditional
lands. Thus, preservation of 4inu music has been
fraught with many challenges. Yurika Tamura
(2013) referred to a mode of international post-
colonial collaboration practiced by many Ainu
musicians which she termed as “transnational
Indigeneity” (40). Transnational encounters have
been immensely impactful on Ainu musicians who
then incorporated newfound elements into their
works. Beyond musical movements and perfor-
mances, the instruments played by Ainu musicians
are themselves transnational, developing over
periods of trade and intercultural exchange. The
theoretical framework will be based on the writ-
ings of Tamura and Ann-Elise Lewallen (2016).
An analysis of fieldwork conducted in Hokkaido
in 2019 will be utilized to explore expressions
of transnational Indigeneity in Ainu music.
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19beob baggmbo@g@ab §obmdanbogmmmgaal 8ogab@ma. bsdagab@mm 6s3GmBo Lsbgms
anege GHom bodmgmgddg. bogy om@3olb Mbagg@bodg@ob @md@mEmabGa. baabyH@som
65360m330 033mma3L 3meogmbonl 3mMB3gB30sL, MmamE3 b3abRIBMa & gdbmemmanals
ab@mM0s30, by bagsmggmmb sEanmmding GMse©n(3098d0. 3ocbgal 60dbalb J3gd sygbgdl
8begzmom 3qbogal gmobogagazasbs @s abGmMabazoslb 3 3Gm3gLbda.

»06 d60L RM33D, 39363 IGNL RIGRM™:
3MRITI3001 03364M3NBIGNY 3THIT &6NM LOIRIMIBIN

399 Loy gnbggdol babymoag®em 3qbogal 333mg36gd0 ©o@a babas smnsMydgb 0d3Mmzgobe-
(300 3608369mmg96 Gmels dmmogmbools BoGImdmdsbs s gobgomsmgdsdo (Ferand,
1961). 3smomons, mo30b RBbsdgbG M LEsG0sdn dMnbm Bydmo 3mmogmbonma
0836mgaba300b 3mgbae 36od@nggdl gobabamagms, Mmam@(3 ,dgeMgdom 0dzgosmb,
ogdze bagsmggmmb dogo drgobdoFgmda aaoolb Gom bLodmgMgdol Gg3gME-
60 BoMBmamagbl gMmommaymo bsdbdosbo 083Gm3z0ds300l GFMoa30sL, MmBgmas(s
3o9dmm badgmos babgmdBogm s6sbsddmgdal BogH Jotormm 39bogady megbdmbggmem
3odrambymdab. Lamymbgdg dg@o bobas, dmbogal 833mmg36gda bogdemggmmda ©s 8abs
B3M3mMYSL goMgm 5¢0sMgdgb gfmmo LodmgHob 0835)(*)30%0(30‘3@0’)60[), 3og M3 do0b(3
b Bam3maaqbl gb 033Mmgadaz0s 56 Mmame 8mdomdL? — gb ab gombzgdos MHmBmgdocs
36 o6 @abdyms, o6 3sbybas3gdgmas. dmblgbgdedn gl gobfa gsbboemymos Lodmgmals
©0mbBod GmMabEeb Lobsmmmadgbmsb 8¢dsmdol @sbdsgdom. BEabEsb bLobatm-
m0dgbmaeb 0bengommsmumn as33300mmgdabs s 3abo Rsbsbgmgdol Lo nbmgeb b3mgsb
Robabg®gdmob dgegdolb Logmdggmdyg, 8y gosbsmndgd bLodmgmsl ,3g Gnboggma®,
GBegmi 93 033Gmgadogammo 3Ged@0zob 603x3b. smdgHE mmwab (1960) ogmnals
8m3ggmngdom, gmogedmdor 083Gmgadaznab Bgdatn GMawaz00b sbarmnbalb Jgmmeb,
MmIgmo 99M0s673L nbrngowgsmygo 0653306(7[), 068 M 9dLE P YGa Qoamgaa—
3gd0bs @5 LGmbE NG gMdsGngolb Bogd@mmgdl (cf. Pressing 1988: Gjerdingen 2007).
aegmo GGomb bodmgMes, HmMIgmbss gobbsgnmmgdamon sanmo MdoMsgh JeGommon
bombama 3gbogob 396mBdn, gobbogmmmgdam smbabadbogns, Mmam@(3 gosmRgbora
6060-6m@833nd‘3t¢m Igbogoma®o 3ModG03s, aobbsgnmmgdom bLadgmms ogmemmannls
588mbggMmdn, HmBgmo(s 083Gmgz0ds300L bogmaw donRbgzs (3030 Mol EMML.

BRIAN FAIRLEY
USA

M.A. in ethnomusicology from Wesleyan University
in 2017 with a thesis on the Gurian trio song. PhD
candidate in Ethnomusicology at New York University.
The dissertation explores the concept of polyphony
as it plays out both in the history of sound recording
technology and in the local traditions of Georgia, in
the process questioning the way world musics are
classified and historicized.

“THERE IS NO DOGMA, BUT THERE IS A
FRAME”: FORMULAIC IMPROVISATION
IN THE GURIAN TRIO SONG

Scholars of medieval sacred music have long rec-
ognized the important role of improvisation in the
origin and development of polyphony (Ferand, 1961).
Although Bruno Nettl, in a foundational article, con-
sidered living practices of polyphonic improvisation
“relatively rare” (1974:12), the trio song repertoire
of Guria, a region on the Black Sea coast of Georgia,
represents a tradition of simultaneous three-part im-
provisation which has endured despite the standard-
ization imposed on much Georgian music by Soviet
state ensembles. For over a century music scholars in
Georgia and beyond have recognized Gurian singing
as improvisatory, yet exactly what this improvisation
is and how it operates have largely been questions
unasked or unanswered. This paper examines the genre
through the work of the master singer Tristan Sikha-
rulidze. Building upon individual study with Tristan
and comparison of his recordings with over a century
of sound documents, I analyze a single song, “Me
Rustveli,” as a model of this improvisational practice.
Bringing to bear concepts from Albert Lord’s (1960)
oral formulaics theory, I propose a method of analyz-
ing oral traditions of improvisation that combines
factors of individual choice, intertextual reference,
and constraints of stylistic grammar (cf. Pressing 1988;
Gjerdingen 2007). The Gurian trio song, which holds
a special place in the canon of Georgian folk music, is
all the more remarkable as a survival of pre-Bolshevik
musical practice, especially in an atmosphere of Soviet
ideology that placed improvisation as a fault line in
Cold War musical debates.
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0m30b mb0gg@Lo@g@ L bmosrn®o sbomm3mmman, gmbmdnbogmmmannl, dgdbemeag-
dmmdabs o gobsommgdab LygMmmgddo 89dsmdal gedmimaemgdom. 8abo 58g(360g6Hm
0b&9Mgbob doMnmsmo bygms 3obsol sGadmmn sbdmMagdn, 033maglb LybbmEmm
sbmm3memmgasl, gobmdnbogmmmansbs s JgdbAmemgdmmdal b8obs s Logmzab,
BmbEomanobs s 3gbbogmgdal mgmEngdolb Ladgsmgdoo.

3MNBMENIAH0 BMRLIXLMEHOL 3O6I6TIBY:
3M3MBI3330L dNIBD GIGHI3NL LH6RIVBEIS3(

(36m30gm0s, GmI §ddo — G300 Msdmo dbogol gebin, Amdgmocs 1950-056 Brgddo
356300m0M5 93303@gdn, 0b393L bmbEGsmgasbs s gdmsnn® Mgodisosb. 8abo @MMEbogal
335bsbosmgdgmo 3sBmbommo @s 8gmmean@o gmgdgb@gdol as8m o8 geblb Jgdbermemy-
dgmo o 3b3gbgmo Lbgoalbgs MMbLS s saamslL. aswsdysgb. dmblgbgdsadn ynmawmgds
3585bgnemgdmmns Bsmadal gohgbadyg 3obswnl gmgd@Mmmbamo bazgzgem dmbogab gmm@nesdn
(39b83) BoxzgMals B3mZsb ,ebEBoRE 6" 383030580, BmIgmn(y Batdmaagbl @otsdol
w3035 BBL”, Hmgmeiy b8m3zs6 mmgs30sb, Laws 8b3gbgmadl dgmdmonsm gdgdmb Bscn
8933300069mdab 0bngogsm@n o6 gmmgd@on®n dmambgdgdo. 3sbswal gmgd@mmbayem
b3(39335m B9bogal FEENMsdn, 3MmeanbyMgdo J8bnst Mmamm(s Babogsmaaw, aby bem-
(305005, dbam 3mmogmbog® 360336gmmdab, Bofadal 603dgdal gmgd@®mbamo meng-
300, dam0dgdoms @ 806085l Fgmmmano s 356dmbommo BMHabgdal sdmgggdoo.
Gof0d0bs @d oMddymo  ds3580L dmeamgmo LobEgdabmgol wadsebabosmgdgmo mgdbogom,
&30l mFngnbamma® BmEm3sbmsb 8obo dnbogsmamo ws 9db3gMndgbGmmo dsmamgmagdals
baRggbgdma, 8g 3696 0badgMmzy 3gbagd godm(nmgdal Bgbobgd.smMedammo GMswn(30mro
3bogaemao bgEndGnMgdobs s 3mb398(30930b Bmdarnba3nnm. GoMedal mobpdsg@gdobs
5 39bogonmo obsnbal 88 sbamma BmMBab bsdgamgdom, 8y godmBsdglb 3nbogal 394360l
359m(3000mgds  BFME(307mNEsb 365370MmM3930 s dngnmnmgd sMsdam ©osbdmMgddy,
BoaMa(300bg, 0(3650HMBgdDY, ba30mbamab8bs @s gMmgbgdady, Gomars 3ohzgbgd, HmB Gofada
360b s@gnemn, Gmdgmacs 35b30bdmmdl 88 g3m(30gbs s gedm(3Nmadgdl. 393@ 30390, Bm3
9b83-0b Fg8LEMmgdmobs s SMEOGMMNal gHmmMdmnga 3Gmdiorb bEmaddncs Rgda
@658mbadMggdal abGmMngdl Byl Gomadol BsMsamm dmambgdgdda, obggg, Mmam®(s
G0 Fo@gmosmnds gbidg-ob gsbMgddn. Gotadalb o abEmmMnsdn 53 533gdalb Rsbgmom, g
Bomgmb 3896 sMedmn gmenzemmmnl gobabmagdals sbam 3mb@gdLEdn, BmamEs dmmogmboy®
Boti5@0gL, BmBgmbascs 3bngs s 8mambgdgdn gdgdms Goadal mebndaxy@dn ws dg@yzgmgdl
39600330 50 SbsmasbHmdal 0gbBML dmmo@ngsady ©mgl.
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JILLIAN FULTON-MELANSON
CANADA

Is a social anthropologist at York University with a
background in ethnomusicology, performance and
education. Her primary area of research, located
within Arab diasporas in Canada, explores sensory
anthropology, ethnomusicology, and performance
studies through theories of sound and space, nostalgia
and memory.

POLYPHONIC FOLK REVIVALS:
SEARCHING FOR MEMORIES IN TAR-
AB-SCAPES

Tarab is a genre of traditional Arabic music devel-
oped in 1950s Egypt known for evoking nostalgia and
emotional responses. The genre takes performers and
listeners to different temporal locations through its
harmonic and melodic elements particular to its time.
This paper focuses on tarab’s emergence into Cana-
dian Electronic Dance Music Culture (EDMC) in
combination with Schafer’s ‘soundscape’, presenting
the ‘tarab-scape’ as a sonic location where listeners
can search for individual and collective memories of
their heritage. In EDMC, producers are layering tarab
samples with electronic drums, pads, and minimalist
melodic and harmonic phrases, creating new poly-
phonic meanings — both musically and socially — for
genres of EDMC and tarab. Mobilizing traditional
Arabic music structures and concepts, I rewrite the
modern EDMC experience through vocabulary par-
ticular to tarab and the Arabic maqam modal system
to show its musical and experiential parallels with
tarab’s original form. Through tarab-scapes and this
new form of musical analysis, I transpose experiences
of music making from traditional to contemporary
that speak to Arab diasporas, migration, queerness,
nationalism, and ethnicity, demonstrating that tarab
is the field site that hosts these emotions and experi-
ences. I argue that EDMC’s co-productive structure
between performer and audience writes the stories of
my interlocutors into the eternal memories of tarab
in the same way tarab has materialized into EDMC
genres. By writing these stories into the greater narra-
tive of tarab, I illuminate the Arab folk revival in this
new context as a polyphonic narrative where both the
music and memories sought for in tarab-scapes speak
to the identity politics of Arab youth in Canada today.



&
z
<
S
=
-9
£
(=]
0
8
o
2 335983606 Y9bI4IIZNN
> LITOGAIZITM

bgmm3698503(3m©BgMdal Fogob@mo boggmgbom dnbogmemansda (2013). stob mdaeno-
bob LobgmB8Bogm 3MBLYGZsG™MENL EMBMG6EN (Lsdynbogabdzmobam 33mgggdn —
baggmagbom 3abogmmmgns). 2012 Brmnwsb 3m3smdl mdomabal LabgmdBogm 3mbLgM-
30@0’)60080, baggmgbom dgbogol 808060)'3@360%3 = L3gEnomab@ow. 2014 Bropsb
b9m3dm3gbgmmalL 3mbLgMgs@mmnalb 8gsmmdgmas b g6 n® ambwb. 2017 Brmowsb
30mMa0 3msb3nbogmal Labgmmdol gommdalb baggMmbodg@dn  Lobbsgmm 3Mm3gbol
Bomomgalb Lo8babymab gaMmbo. dmbabaemgmal sgammdmng s Lagfmsdm@abm 3mb-
39Mgb(30gdda. Ladgboghm ®s 3Magd@ogmma 0bGgMgbgdo 3330Mmgds bLagzmgbom
3qbogob LygEML. dmem Brgdolb bsdgbogHm 33mmgggd0 M39380MEgds JM0bEgdmdals
3babyMgdal bagsmmmdemgdl.

JA0LGI3MBOL LYBNLIAMM 356M6N JOHITIRN 3OXMBNL BEGIRNBNS3N
(BMB3IRIIMHOIIRNRIZTIA() NG IVMBN3IRN 36:03N30L 3MESITLSAEN)

Lomgmm rgbabBymmabswdn 8admgbomo 306mbgda JMabEnsbmrr m3m0bababymgdsdn
VII-IX Lomgnboab ggbgmgds. 8L 398mga Mo 3036mamoggnadn  Mgmmmds gobbme-
(309mEs, NoEgbo dodsb@ngmo 308bmamaeggda — 3md3s ngHnbsmndgmo s omaby
35b3gmo 486056 e Laggmm Emgbsbbsgmgdobswda 3ndmgbor 303693L. 3500 dm-
0l ©oEo sEanmn ©s03e3s smEamdabs s JMabBgdmdal pmgbsbbagmams 306mbgdds.
Joorgmo mo@mangnmo dgamgdo o3 3obmbgdol jzmgzobomgol @om®gbsoe dwnws®
Baboemal dgn(39396.

8mbbgbgdab 8obsbns, modmmangmm 3Ogdnmaddg s Labm@m bymbsbgmgddy syMwbm-
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Master of Arts in Ecclesiastical Musicology (2013).
A Doctoral student (musicological studies—
ecclesiastical musicology) of V. Sarajishvili Tbilisi
State Conservatoire. Since 2012, has worked as a
specialist in the Church Music direction of Tbilisi
State Conservatoire; since 2014, has directed the
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headed the Management Service of the Study Pro-
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has published articles in local scholarly collections.
Her scholarly and practical interests are connected
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Divine Service.

CANON OF CHRISTMAS MATINS IN
GEORGIAN CHANTING TRADITION
(IN THE CONTEXT OF GENERAL
ORTHODOX LITURGICAL PRACTICE)

The canons dedicated to Great Feasts in Christian
divine service are encountered since the 8- 9" cen-
turies. Following the reforms in hymnography, great
Byzantine hymnographers Cosmas of Jerusalem
and John of Damascus created the hymns dedicated
to Great Feasts; with Easter and Christmas canons
occupying large place among them. Georgian litur-
gical monuments contain rich material for research.
The paper aims to review the history of introduction
and functioning of the

afore-mentioned Feast canons into Georgian chant-
ing practice given the context of general Orthodox
tradition; and to define stylistic characteristics
and performance difficulties of different chanting
Schools basing on the comparative analysis of the
available notated manuscripts.
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THE EFFECT OF SILENCE AND PAUSE IN
GEORGIAN TRADITIONAL MUSIC

Music sounding is almost always preceded by
silence. This substance of time and space can be
compared to a canvas, a blank sheet of paper, on
which the artist creates a graphic or pictorial compo-
sition. In a piece of music, silence (pause) can have
a compositional function with many artistic shades.
At different times, in different epochs, silence had
different functions, frequency and intensity. Silence,
as a compositional element, has always existed in
the history of music. But the more we move towards
our times, the more the importance and intensity of
this quiet sound increases.

It is interesting how, in what form and function it
is encountered in Georgian traditional (both folk
and sacred) music.

In ensemble or choral music, in both unison and
polyphonic texture, silence in all voices implies a si-
multaneous (general) pause. In vocal music, includ-
ing the Georgian traditional, in which its structural
unit — the stanza ends with a cadence; silence and
pause make a natural and habitual segment, how-
ever it is interesting whether it is always uniform.
Whether or not it has varieties with duration and
content function. At the same time, episodic use of
a pause not in all, but in one or several voices has a
special meaning and acoustic effect, where silence
acquires a rhythmic function. Despite some limita-
tions and infrequent use of such effects in traditional
Georgian music (and, perhaps, for this very reason)
it deserves attention, observation and presentation.
This is the purpose of my paper.
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MODAL STRUCTURES OF THE EUCHA-
RISTIC CANON IN GEORGIAN CHANTS
(IN THE CONTEXT OF LOCAL CHANT-
ING TRADITIONS OF EASTERN AND
WESTERN CHRISTIANITY)

The hymns of the Eucharist — the central moment
of Divine Liturgy — are distinguished by intonation
unity. At the same time, they are characterized by
common forms of melodic development, which is
manifested in the

repetition-variation of a simple melodic formula
and distinguishes them from the

chants bound by the combination technique or-
ganized by eight-tone system. The modal models
which determine musical unity of the Eucharist,
as part of liturgy, are also encountered outside the
Eucharistic canon due to liturgical actions. Bas-
ing on the study of Byzantine and West European
written sources, scholars prove that with its modal
structures the Byzantine ‘sacred essence’ resembles
similar hymns belonging to various local hymn
traditions of the Western Church. Scholars see the
reasons for these connections in the archaic origin
of Eucharist hymns. The paper presents the results
of a parallel study which answer the question: are
there connections between the hymns of the Eu-
charist canon of Georgian and other local churches
(Eastern and Western Christendom) on the level of
modal structures and melos?
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SYNTHESIS AND FUSION IN COMBINING
TRADITIONAL MUSIC WITH MODERN
STYLES

Interplay between tradition and modernity is part of
development in every field of culture and society. In
this paper I try to explore and propose two general
principles of blend between traditional (village)
and modern (urban, professional, foreign) musical
styles: (1) synthesis and (2) fusion.

In the first, synthesis, several culturally distinct
musical styles/principles blend at a subliminal level,
as a cultural outcome of an inevitable historical
process. Such synthetic combination gives rise to
a completely new integrated blend, perhaps never
envisaged by its creators. Jazz born in America is a
good example. East Georgian table song style could
be another example. In these syntheses we cannot
clearly distinguish the original ingredients. The sec-
ond principle of blend, fusion, is more experimental,
a conscious effort on part of professional musicians
exchanging ideas, starting new labels. We see such
efforts often in Georgian or Balkan ethno-jazz. Most
importantly, despite some ingenious examples of
folk jazz fusion, there is no integration, and we can
easily discern the original ingredients: as if they are
not blended yet. For many traditional musical styles
fusion might be more relevant because it leaves the
tradition unbroken.traditions of the Western Church.
Scholars see the reasons for these connections in the
archaic origin of Eucharist hymns. The paper pres-
ents the results of a parallel study which answer the
question: are there connections between the hymns
of the Eucharist canon of Georgian and other local
churches (Eastern and Western Christendom) on the
level of modal structures and melos?
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ammdamodaznom gsdmbggmmoa bozbmgmgdgmo saamobs ©s gsmgdmb 83390M3s (33tmnmgdgdds mgzebogm
Labmgsmgdada bgma dgnbygb GMowaonma 39bogol BMbdzombafgdol sboma gmMdgdal/bgmbgdol gohgbsb.
5MbgdmdlL  sbmowdgddboemo dnbogsmamo bGomgdo, Gm3madai 0ebsdgeMmgg Lozl mebsdgmmmgy dnbo-
3o 20dmbo@3oLmab sgMm0obgdl ©s, vda33zoMs@, dmamaqdl 3ol mobsdgremmgy Lodmasmmgdol dmmbmazbadl.
53539 ©MHML, GMswoommo dnbogs gobsgMdmdl gsbgomemgdsl bmgmaw, cdzs dabo gsdmbs@gol xmM3gda
3F0Mm@ Mol ©5353800M5dmmmn Mebsdgommgy dbmaymomb dngH dgdmmagsdgdgm &qbwgb(30960106. 33a356Msw@,
begmo dgombos sbomds dmgergbsd, Hmammo(3es Bme 3-GMnddn. IMagama dognwolb asbbomgal bagsba 0gbgds
BMo@o300b do@oMgdemgdal, FMbogmbgdal, gmbmdnbogmmmagdol 39Mb3gd@ng00sb wabsbyma msbsdgmmmgy
393mbgg39d0 oy Lamggdmmds, Mo GMawnonm dgbogsb dmodslb, dgbodsdabsw, Az96 393090000, ©abPLoS
dgagb 03 500305698 dmMol, 306(3 bbgowabbgs Gmmb sbEHmgdgb GMsowaomoa dgbozal gbombatmgdal
36m39Ld0 s sbyg dg3Bymm bgmn ImBogam osemals dso dmEnb.

dmagzomo dsgoal mgds dnsmme 11393306 ds Mbadgmmmgg Ladmgsmgdadn GMswaoymo 3qbogolb Bnbd-
(30mBaMgdals 3mdmagds@ogsl COVID-19-0b a03mfgbals 30MHmdgdda, dgbedadabaw gb 3065L36gmn Logomba sbggg
0gbgds 3Mggamn dsgnal dLggmmdolb gfom-gfomn bagsbo.

The dramatic changes in the habitat and environment caused by globalization have given rise to new forms/ways of function-
ing to traditional music in present day society. There are newly emerged musical styles combining traditional music with
contemporary musical expressions and thus adapting it to the needs of modern society. At the same time, traditional music
continues to develop in rural areas, although forms of its representation are tightly connected with trends offered by modern
world. Thus, a new phenomenon, such as folk tourism has penetrated rural areas. The discussion of the round table will focus
on the challenges or benefits that contemporary environment brings to traditional music, from the perspective of tradition
bearers, musicians, ethnomusicologists. Accordingly, we will try to initiate discussion between the representatives of all dif-
ferent roles within traditional music and thus, encourage their future dialogues.

The topic of the Round Table is directly related to the functioning problems of traditional music in modern society under the
conditions of COVID-19, accordingly, the latter issue will also be a topic of discussion at the Round Table.
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THE GRAND HALL OF THE CONSERVATOIRE

The Grand Hall of the Conservatoire was built in 1938-1941. The Hall has been as an object of national cultural heritage. The Hall was renovated in 1997. The Grand Hall seats
an audience of 500 and is distinguished for its perfect acoustic qualities. It provides all the necessary facilities for chamber and symphony music concerts while its revolving stage
and orchestra pit allow for opera performances. The Hall prides itself on a three manual forty register Alexander Schuke Potsdam organ and two Steinway & Sons concert grand
pianos both in excellent condition. The Grand Hall has digital audio-recording facilities. In different years outstanding musicians of the world such as: A. Horovitz, E.Petri, D.
Shtidri, O Reed, S, Richter, D Oistrach, E Gilels, M Rostropovich, etc performed on the stage of the Grand Hall. Nowadays the Grand Hall is one of the major cultural centres of
the capital. It has become good tradition to hold series of the New Year’s concerts with the participation of prominent Georgian and visiting musicians.
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%0358 JgobErmma.

330My M3sDob 100 Bemob o3y 8mbrs 8obo 30Mgzsbogmo bobom smmggbs, LEMma MgbEogMsoas. mMsbswaomnsbn dz06Mg ©oMdaba
353mamBggs dgbabadbogo o3gbE0gom, smdn@gomos (30gGnmo bdob Rsdbymn bE Mmoo, mma Steinwey & Sons-ob s Yamaha-b ool bo-
3Mb(39M@™ Gmosmagdoom.

RECITAL HALL OF THE CONSERVATOIRE

The Conservatoire Recital Hall was opened in a festive ceremony on November 7, 1904.

The funding necessary to finish construction was provided by philanthropists Konstantin Alikhanov and Zubalashvili (Iakob and Stepane) brothers. The interior shows
very convincingly that art-modern was already familiar in Tbilisi at the beginning of the 20th century. The architectural ornamentation is the work of well-known
painter and decorator Novack, who decorated the walls and ceiling of the hall with carved and gilded ornaments.

Busts of Bach, Beethoven, Glinka, and Rubinstein located along the walls of the hall. The lighting and wall tiling were provided entirely by the Schuckert Company.
For the centennial anniversary the Recital Hall was renovated and restored to its previous design. Today, this small, 200-seat hall is distinguished by its superb acous-
tics. It is equipped with a digital recording studio and houses grand pianos by Steinway & Sons and Yamaha.
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LENEIEGDS 0 FPMLESBMZOGEYmMS boo.

3mbLgMZo@MMasdn gbymds Lbgasbbgs Lobal Bgbogsmm@o BmEN8gdn, Mgb3ndmoagnma o LoGmsdmEabm
3mb3gmbgda, Ldg(3b0gHm bLod3Mmbandgdo s JMbBgMgb(z0gd0.

G6HIRNGNINN 3MO3ITBINVEMB3NL 33IZNL LOYIGAHMEHOLM BIEEEMN — oMby 1IBILAM-U FbsFrsdyFnm
2003 Beab T o9gdgmgamb 3mbBbgMze@mEnal deomma bambama 3qbogsmamo dgdmd8gmgdal jomgomab, sb-
096 o6bgdmmo 308069@0bs > LagMm ©s Lobammagim 8qbogal 33magalb modm@mamenal dobsdg. (396@MbL
593L BaMomm 3mbBogd@gda, 3ysglb LogMmedmmabm Ladgmgamynmgm boddm. (396@MBs gobsbmMzngmes sMsgHmn
36mgd@&0, 30 Imeab, ombgbgmb Jomomemn Smerogmbool o330bs s gob30056930b bLdBbmasba 3MmaMads
(2003-2006), 3ol BoMamgddo ssmbos (3968l 3gMammmmo mMgbmgsbo dommg@gba, asdmazs Jotion-
39 3g360g6ms gobmBnbogmmmaonto baM3gg3gdo 0bamaln® gbady ©s JoGmmma bambama dgbogarno
d98md3gmgdab babgm8dmgsbgmm m&a CD-0m domom gbady. (396@60 sbmm309mgdl 8Magsee bagHmsdm@abm
3Mmgd@Lbs o 3sdm(398sL MmamM(3 sdma30gdmaw, obg Lbgsmabbgs nbbE0EM(305LMs6 M6583GMBmmdao.
©IGSM0 0bxmM0s30obsmgol ob.: www.polyphony.ge.

THE V. SARAJISHVILI TBILISI STATE CONSERVATOIRE

Thilisi State Conservatoire is the center of musical education, performance and musicological studies in Georgia. It was founded on 1 May, 1917. Since the
day of its foundation the Conservatoire has brought up a great number of outstanding musicians, performers and generations of Georgian composers and
musicologists. The list of the Conservatoire’s students and graduates — prize-winners and laureates of the world’s most prestigious international competitions, is
quite long. Many remarkable musical forums, national and international competitions, scientific symposia and conferences are organized at the Conservatoire.

RESEARCH CENTER FOR TRADITIONAL POLYPHONY was founded on 1 February, 2003 by the support of UNESCO on the premises of Tbilisi
State Conservatoire Department of Georgian Folk Music, the Department’s and Secular and Sacred Music Research Laboratory. The Center was involved
in the realization of UNESCO’s three-year (2003-2006) program for the “Safeguarding and Promotion of Georgian Traditional Polyphony”. The Center has
elected the International Steering Committee. As part of this program the Center established bilingual bulletin; published the book of essays by Georgian
ethnomusicologists in English, the textbook on Georgian folk music (in Georgian). The Center implements many international projects and publications

both independently and in cooperation with various institutions. For detailed information see: www.polyphony.ge
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obm(305(3090056, BMBMoMJng90006, Ladg(36ngMM ©s Ladodmammgim (3968 MgdmSb.

5@dM98L B gmmEme Lamsdmgdl, Bgb@gsmgdl, JMBinMLIdL s3mgb@gnMo KaMBgdal, bLomgsbm sbLsddmgdabs @s nbwo-
30qsemn d98LEammgdmgdol 3mbabomgmdom. (396@M3s gobsbmMzngms 0mbgbgmb JoGormmon dmemogmboolb ©a330bs ©o
356300056300 bo8Brnobn 3Gmamsds (2003-2006).

bgemb BymdL JoMmmo bommban LodmgMob M3bndgbgmmzsbgl 3MMdm8gdby Ladg(3b0gMm 3mMbxgMmgbz0gdabs s Lo83mbay-
3980L Ro@omgdasb.

(396@®8> 2003 Browsb mgdmg godmbs 30-8g Lobm@m 3Mgdamo, smomBsboems (8500 MGl — 3bmdarma Joormma
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bo8mgF9d0L! gmbmBsbsbgmgdn (1901-1914), JsGormmo gmbmBsbsbgmado mzbmgomda (3o@smman), bgGos Jomormemo boenbamo
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353m3(398mmds bmgs bongbl 3sdemadymbobsmgal.

THE INTERNATIONAL CENTRE FOR GEORGIAN FOLK SONG

The Centre was founded in 2001 on the initiative of Mr. Anzor Erkomaishvili.

It undertakes versatile practical activities and has already carried out many useful projects, including: preservation of Georgian folk songs by the creation
of new archives based on collecting and restoration of audio recordings, film and video materials, as well as other related materials, wherever they exist in
the archives in Georgia or abroad.

It created suitable conditions for masters of Georgian folk song in ten regions of Georgia to pursue their art, and to instruct students through special schools
to become masters for future generations; to record and document old performing traditions by using new audio and video equipment.

One of the most important spheres of the Centre’s activities is transcription of archival recordings, creation of musical scores for publication in anthologies
and issue of compact discs. Publication of the series of Centenary Anthology /1901-2001/ has already started.

The Centre has established wide international contacts with Georgian folk ensembles, associations, sound archives, libraries and centres of study. It holds
folk concerts, festivals and contests with the participation of authentic groups, family ensembles and individual performers. The Center was involved in the
realization of UNESCO’s three-year (2003-2006) program for the Safeguarding and Promotion of Georgian Traditional Polyphony.

It promotes holding of scientific conferences and symposiums on the most important problems of Georgian folk song.

Since 2003 the Centre has published about 30 transcribed collections, audio materials (including those with separate voice parts of the well-known Georgian
folk singers), scientific and reference books. The most noteworthy of these are: The First Sound Recordings of Georgian Folk Song (1901-1914), Georgian
Audio Recordings Abroad (a catalogue), series - Masters of Georgian Folk Song: Samegrelo (5 books), Guria (4 books),

Traditional Music in Georgian-Abkhazian Dialogue and others.
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(N l..-’? STATE FOLKLORE CENTRE OF GEORGIA

State Folklore Centre of Georgia (former House of Folk Art and Scientific — Methodological Centre of Folk Art) was founded in 1936 on the
initiative of Ivane Javakhishvili, Vakhtang Kotetishvili, Dimitri Araqishvili, Varlam Topuria, Grigol Chkhikvadze, Tamar Mamaladze and oth-
ers. At various times the Centre was headed by Mikheil Mgaloblishvili, Grigol Kokeladze, Valerain Tsagareishvili, Mikheil Chirinahsvili, Revaz
Kereselidze, Tsisana Kochechashvili, Giorgi Ushikishvili. Current executive Director is Giorgi Donadze.

Since the day of its inception the Centre has immutable priorities: seek for, study and popularize the examples of various branches of folk art;
observe live folk processes in Georgia’s mode of life; revive and publish vanished folk genres and examples; worldwide popularization of
Georgian folklore and its inclusion in world cultural processes. Unique archive has been created at the Centre during years, where preserved are:
notation manuscripts of Georgian folk songs and church hymns; rich oral, photo and documentary material; interesting works on choreology and
ethnomusicology, currently old archival materials are included in the digital information base of the Folk Centre; in the past years it was supple-
mented with rich expedition, audio, photo, video and documentary material, created was the chronicle of the Centre’s activity...

State Folk Centre carries out fruitful publishing activity — during the last years about 20 audio and video albums, four monographs, 5 scores of
Georgian chants, anthologies of choreology, collection of Khevi folk poetry, folk dictionary and three short documentary films were issued. For
the better preservation of Georgian folklore the Centre has started creation of its regional network.
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The United Nations Educational,
Scientific and Cultural Organization

hereby proclaims
Georgian Polyphonic Singing
.w.

a Masterpiece
of the Oral and Intangible
Heritage of Humanity
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Paris, 18 May 2001
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“One derives a highly significant musical impression from

Arnold Schonberg’s “Jacobleiter” and the recordings of
Georgian polyphonic folk singing. This is a tradition of
active execution of music which has roots in the remote
past, it is also a splendid discovery that is capable of en-
riching the performing art more than all the acquisitions
of modern music... The yodle, known as “krimanchuli” in
Georgia, was the best I ever heard”.

Igor Stravinsky
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FILMS

MARINA KAGANOVA (USA)
LEO DECRISTOFORO (AUSTRIA)

MARIA DO ROSARIO PESTANA (PORTUGAL)
JOAO VALENTIM (PORTUGAL)

ANTONIO VENTURA (PORTUGAL)
JOAO VALENTIM (PORTUGAL)
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boggmboGg@o, 93¢s8s0 ob[;og@nb om® 3ol dm@gxao.
80bo dg8mddggdomo s bLadgzbogMm BadMmmBgda gsdm-
J39969dmns obgor a08m(393963n Hmamoa(zes Catapult,
Ulbandus, Failbetter, Caucasus All Frequency, Paperbag, The St.
Ann’s Review o bbg. 3mgfol Ge80g608g gmengmmmem
%a39830. 80bo bapmd@mmm ©abyMEBs0ab mgds sGab Jo-
Morgmo 3mmogmbog®o 3God@ngs. boggmg Ladgdemgdals
Ro@oMgdob Mmb m@o Bemol gob8sgmmmdsadan (3bmgHmdws
bagemmggmmmdo.

MARINA KAGANOVA
USA

Marina is an anthropologist and writer from Brooklyn, NY.
She holds graduate degrees in both from Columbia Uni-
versity, and currently teaches at CUNY York College. Her
creative and scholarly work has been published in Catapult,
Ulbandus, Failbetter, Caucasus All Frequency, Paperbag, and
The St. Ann’s Review, among others. She occasionally sings
in several folk groups, and wrote her Doctoral Dissertation
on Georgian polyphonic practices, having lived in Georgia
for two years while doing her fieldwork.
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003505 396580, as0bsfEs ds@obmogsbs (bemmgszgmn) s Gofmmdn (sgb-
@Fmo). 306 3Jobgdo@mafoggos Bgnb&)ngo 3ommbol 306935@mamogoals bagme-
ImEobem bgmmado 3Gmagbme gz LEsdsl bymddmgsbgmmdom ®s sbggg
365mab 3obmosgewgdnsda.

30bo gomImaMaeggns dmo(3o3Lb Medwgbndg m3NdgbG M Roemdl 3Marmnls goMseym
0938%g (2013-2014), =6 ©m3ndgbgam 5ol nbogadg: ,dm306s6g gqbbs(s-
8gmgda” (2014) s ,87 8mBabdnbg” (2016), s Fogm Gog cbGmdacmn Labal
Boedgdb. 306gds@mamegda msgobo gdgbrnsbo 8mmgabgmdol 3gMomedn ol
00gds 3530b856380, 88gMngsdn ©s g3Mm3anl Mdwgbody Jzgysbseda. ol gomBgdl
399mbommgds 8m3ygzs 93b@M0sdn, agMdsbosdn, dggnstnsbs ©s Rgbgoda.
6aRggbgd0 aym 8Magam LagMmadmmobm ggbBogsmdy.

LEO DEKRISTOFORO
AUSTRIA

Born in Vienna and raised in Bratislava (Slovakia) and Tyrol (Austria), Leo De-
cristoforo studied cinematography at the International Film School Cologne under
Prof. David Slama, as well as at the filmacademy in Prague (FAMU).

Leo’s filmography includes several documentaries at the Jewish Community in
Prague (2013-2014), two music-based documentaries: The Laughing Shoes (2014)
and Listen To Me (2016), and a number of narrative films. In his six years of
cinematography work, he has shot in Pakistan, America, and in several European
countries. His work has had theatrical releases in Austria, Germany, Switzerland,
and the Czech Republic, and has been screened at multiple international festivals.
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LIFE IN THREE VOICES

Director: Marina Kaganova; Camera: Leo Decristoforo; Editing: Leo
Decristoforo; Production: Marina Kaganova; Sound Design: Laurel
MacDonald & Phil Strong; Color Correction: Leo Decristoforo; Year:
2020; Duration: 38’.

Life in Three Voices is a documentary film that follows Ensemble
Adilei and the Chamgeliani sisters, both on tour in the US, and in their
native Georgia.

Shot in multiple locations in both countries, this film is about discovery,
community, friendship, and above all else, an incredible vocal poly-
phonic tradition that brings together the most unlikely combinations
of people from all around the world.
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MARIA DO ROSARIO PESTANA
PORTUGAL

An Assistant Professor at the University of Aveiro. She received her
PhD in Ethnomusicology from the Universidade Nova de Lisboa. Her
main research is on archives, documentation processes, folklore and
folklorization, music industries, music and migration and local music. At
the present, Maria do Rosario is coordinating two research projects, both
with the support of the Portuguese Foundation for Science and Technol-
ogy, and the POCI and FEDER program, titled: “Our music, our world:
Musical associations, wind bands, and local communities (1880-2018)”
(PTDC/CPC-MMU/5720/2014) and “Sustainable practices: a study of the
post-folklorism in Portugal in the 21st century” (31782/02/SAICT/2017).
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JOAO VALENTIM
PORTUGAL

With 27 years old and moving image as a passion, Jodo Valentim is a young
director licensed in Video and Documentary Cinema. From an early age
he felt a special taste for performing arts, and from the first contact he had
with the theater he noticed a rapid evolution in the way of thinking and
building artistically. He made “The Saints stay at the door” as a result of
his final project, a short documentary film about 2 traditions of a village
in Covilha, Paul, and also filmed a short documentary about commission-
ing souls in Idanha-a-Nova, Portugal. Since 2018, he collaborates with
Inet-MD, as Research Technician, namely in the production, capture and
editing of video in various projects.
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ANTONIO VENTURA
PORTUGAL

Antonio Ventura was born in Aveiro, Portugal in 1992. He completed a degree in Artistic Studies at the Faculty of Arts of the University of Coimbra in
2014 and a Masters in Music in Ethnomusicology in 2016, at the University of Aveiro. He is currently a doctoral student in Ethnomusicology and is part
of the research team of the project “EcoMusic - Sustainable Practices: a study of post-folklore in Portugal in the 21st century” underway

at the University of Aveiro. Presented communications at national and international scientific events. He performs as a guitarist and composer in several
musical projects in the area commonly known as rock. Since 2014 he has been interested in visual ethnography and documentary film as a tool for
scientific investigation and as a means of preserving practices, protagonists and cultural contexts. Its scientific areas of interest are the processes of
traditionalization, heritage and documentation of rural music.
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POETICS OF POLYPHONIC SINGING

Direction: Maria do Rosario Pestana and Jodo Valentim; Camera Opera-
tors: Maria do Rosario Pestana, Jodo Valentim, Lea Managil and Rui
Madeira; Sound: Maria do Rosario Pestana, Jodo Valentim, Joaquim
Branco and Anténio Ventura; Interviews: Maria do Rosario Pestana; Edi-
tion: Jodo Valentim; Translation: Aoife Hiney; Year: 2019 Duration: 29°.

Formally established groups safeguard a predominantly modal poly-
phonic repertoire, in two or three voices, in third or third and parallel
fifths. These women have the knowledge of a repertoire, musical skills
and vocals that they want to be safeguarded and recognized. They want
to share and transmit to the next generations the intersubjective and pre-
liminary experience of singing to voices that reverberate in their bodies.
They requested our collaboration for the registration of this sensitive
knowledge in the National Inventory of Intangible Cultural Heritage,
with the expectation of a later registration in the UNESCO List. We
created a team, set out on the ground, and talked to dozens of singers,

encouraging them to activate and value the “‘women’s song’, as some like
to call it. This documentary is one of the faces of this meeting and study.
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906mao53988s @ BmmemmEnb@gd8s dabo ©sgagbomgds ©sabygl
1950-0560 Bemgdosb s 2018 Bermowsb 30 @snbym Bobo 3am@n@amo
898330000gmd0b dgamam smnsmgdol 3Gm3gbo sanmmdmngn bgmaly-
Bmgdab, 8g9(360gMgdabs o dmbabmgmdal 860d36gmmgsabo gamgal
Bmﬁogngambom. bmqjg@ﬁn 39605 gofbos, Jomgdolb gango ﬁgﬁ)@gbo bod
s8ommagdam saombg abg, ™3 Bsmn b3s Bomgm Lmggemdo bB8meal.
08 Jomgdl Lbsdm, M3 Bocn badmgMs ©s mm33s Fom goMEs(3grnem
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03mgnsb. gb godgsm@o gobmagmseggns oMol 2014 Byl @sbygdamon
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80bo 8mbabarggdobs s 3mb@Ggdb@gdolb 360d36gmmdabs dgbbagmsbs s
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FOR WHOM YOU HAVE THERE

Direction: Antonio Ventura; DoP: Jodo Valentim; Sound: Antonio
Ventura; Edition: Bernardo Limas and Jodo Valentim; Year: 2017;
Duration: 10°.

The “Encomendagio das Almas”, literally “Comissioning of Souls”,
is an annual musical performance that takes place during Lent, at
midnight, in the streets of several villages of the municipality of
Idanha-a-Nova. It began to be documented since the 1950s by various
ethnographers and folklorists and in 2018 it justified a process of
patrimonialization, in which the local authorities, local scholars and a
significant group of locals participate. In the village of Penha Garcia, a
female group stops at three high places so that their voices can be heard
throughout the village. These women believe that singing and pray-
ing, they are guiding their loved ones who are no longer here, towards
heaven, where they can find eternal peace. This visual ethnography is
the result of an investigation taking place since 2014 that aims to un-
derstand the importance and impact that this and other manifestations,
its protagonists and contexts have in the 21st century in Penha Garcia.
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ADILEI

TBILISI, GEORGIA

Male folk ensemble Adilei was created in 2012 by
the Gurian song-lovers on the initiative of Demetre
Kiria, and called themselves after a Gurian travel-
ers’ song, which in their opinion expresses their
characters and aims best. The creative principles of
Adilei is to be orientated on village and folk singers.
The group strives to revive traditional songs and
chants and bring them back to everyday life: at
feast, folk celebrations, etc. Noteworthy is the
free performance manner of the collective. The
repertoire of Adilei basicly includes the songs
from different parts of Western Georgia. The group
strives to offer the listeners different — their own
improvisational varaints of songs, create their own
manner and style, the signs of which have been
marked out at their public performances.

The ensemble actively participates in cultural
events and charity concerts; festivals, symposia,
television and radio projects. Adilei is a laureate
and II place winner in the nomination — youth

folk ensemble at the 2015-2016 National Folklore

Festival. Within the framework of New Year music
meetings, Adilei held a solo concert at the Grand
Hall of Tbilisi State Conservatoire. The ensemble
has held concerts, led workshops and seminars in
Italy, Germany, France, USA and Belgium. Has
released an LP (in the USA), two audio albums
— one solo and the other together with the singers
from Premana (Italy), and two electronic albums
— Teach yourself folk song (10 songs from each
region of Georgia).
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ENSEMBLE
ANCHISKHATI

TBILISI, GEORGIA

Ensemble Anchiskhati — a nine-
member group formed from the
creative core of the legendary
Anchiskhati choir, founded in 1988,
has been active for three years. The
creative principles have remained
unchanged — high performance
mastery and popularization of the
pearls of Georgian folk songs and
traditional hymns.

Ensemble Anchiskhati holds con-
certs in various parts of Georgia
and elsewhere. During this time
the ensemble participated in various
music festivals; held solo concerts
in different cities of Germany: at
Elbphilharmonie — one of the lead-
ing concert venues in Hamburg,
also in Stuttgart and Bass.

In 2018 Thilisi State Conservatoire
hosted Ensemble Anchiskhati’s
solo concert, with a completely
different repertoire comprised of
the songs unknown and forgotten
to the general public. This was soon
followed by the audio recording of
the concert — “I dare to sing”.

A gathering of different genera-
tion singers in this ensemble adds
special hue to the creativity and
the unique sound of Ensemble
Anchiskhati. Long-standing perfor-
mance experience of the ensemble’s
old members — Davit Shughliash-
vili, Davit Zatiashvili, Levan Ve-
shapidze, Mamuka Kiknadze, Davit
Megrelidze and Gocha Balavadze is
adorned and filled with new energy
thanks to close creative unity and
friendship with the talented young
singers — Davit Kolelishvili, Giga
Chkhapelia and Davit Tsertsvadze.
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BASIANI

TBILISI, GEORGIA

Georgian Folk Song Ensemble
Basiani was founded in 2000 at the
Georgian Patriarchy. Later, in 2013,
Basiani was coffered the status of
State Ensemble of Georgia.
Basiani actively popularizes Geor-
gian traditional polyphony — re-
vives a large number of traditional
music samples, holds concerts and
organizes expeditions to different
regions of Georgia, participates
in many international prestigious
festivals and events, leads master-
classes and workshops in world-
known concert halls and universi-
ties, releases CDs (this till day
Basiani has released up to 300 folk
songs and chants, which are spread
worldwide).

The Ensemble’s successful per-
formances have repeatedly been
mentioned in various international
media, where Georgian Polyphony
is considered as the sound from
Heaven and performances of Ba-
siani — as an otherworldly mesmer-
izing performance.
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DIDGORI

TBILISI, GEORGIA

Choir of singer-chanters Didgori was cre-
ated in 2004 from the young lovers of folk
song with Levan Tsitaishvili’s direction.
They debuted in 2006 at Tbilisi House of
Film. The name of the group was selected
by archimandrite loane (Kikvadze).

Since 2007 Didgori carries out its activity
without a leader.

Didgori holds to traditional performance
style and manner. The group seeks for
and revives the old masters’ variants from
archival recordings.

Didgori takes active part in concerts and
festivals both in and outside Georgia. In
2012 the Ensemble initiated the project My
beloved country, as part of which it travels
to various regions of Georgia, meets local
singers and participates in joint concerts.
The ensemble has toured with concerts
to Chzech Republic, Poland, Russia, Uz-
bekistan, Austria, Germany, Great Britain,
France, Switzerland, Canada.

In September, 2013 Didgori and Latvian
State Choir performed in the concert with
joint repertoire, created especially for this
project, consisting of the pieces by Latvian
authors composed on the motifs of Geor-
gian traditional music organically includ-
ing Georgian authentic songs and chants.

In 2015 Georgian Chanting Foundation
awarded a cash prize and a diploma to
ensemble Didgori for its contribution
to the popularization of Georgian song.
Didgori is a laureate and | prize winner in
the nomination — youth folk ensemble at
the 2015-2016 National Folklore Festival.
Didgori members are chanters at Ilia the
Prophet Church in Tbilisi. The ensemble
has released two audio albums. Currently
they are working on the album of Megre-
lian and Abkhazian songs.
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TALONI

TBILISI, GEORGIA

Female chanters’ group laloni was created in
2009 under Nino Naneishvili’s direction on the
basis of loane Ghvtismetqveli church choir.
Their aim is popularization of traditional church
hymns, folk and urban songs.

laloni selects its repertoire from archival
recordings and music collections, expedition
recordings and published collections. Particu-
lar attention is paid to the revival of relatively
unknown examples.

With the financial support of the Ministry of
Culture and Monument Protection of Georgia,
in 2016 laloni held concerts and workshops in
the regions of Georgia.

The project resulted in the preparation of a
short documentary film Folklore Sketches and
an exposition of photographer Levan Vaznareli.
The ensemble actively participates in the
evenings and concerts, festivals, symposia,
competitions of traditional music in and outside
Georgia. laloni is a laureate and I prize winner
of the 2015-2016 National Folklore Festival in
the nomination — female folk ensemble. In2017
at the National Competition of Children’s and
Juvenile Choirs of Georgia laloni was a Grand
Prix winner in chanting and won first place and
a gold medal in Georgian folk song.

In recent years /aloni held a series of concerts
and workshops in 4 cities of the Netherlands,
at the festival organized by the choir Ostoich.
Since 2018 the ensemble has had creative
collaboration with Rose Bruford College of
Theatre, ensemble of Georgian folk song
Maspindzeli and Chela choir from Cambridge.
laloni has released four audio and one video
disk of Georgian folk and urban songs and
traditional hymns, these include a teaching au-
dio disk “Ghmerti Upali and Sunday Hymns”,
in 2011 the album of Polish Christmas Songs
together with choir Ison, Selected recordings
of the International Church Music Festival in
Haunowka includes three Georgian hymns as
performed by laloni. Audio and video albums
of the concert recording of Ialoni’s project
“From the Sunrise to the Sunset” were released
in 2016.
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KIMILIA

TBILISI

Kimilia was created in 2018. After having got to
know Georgian polyphony and having lived in
Georgia for many years, a young Frenchwoman
Zoe Perret decided to create an ensemble.
According to Sulkhan-Saba, kimili is a jewel:
a polyphonic song is a invaluable treasure that
cannot be overweighed by gems and pearls - so
this face fits the ensemble well.

As the director of the ensemble notes they try to
revive ancient examples of Georgian and French
polyphony in their own way; internalize them
and breathe new life into them.

In the search for their own interpretation, they
use a performance technique based on the prin-
ciple of releasing natural sound and merging it
with the body.

The ensemble attaches great importance to
cooperation with musicians from different
countries and different directions. The first
experiment took place with oud player Ibantuta.
During the tour in France in 2019, within the
framework of the festival Les Ethiopique in the
city of Bayonne they realized a joint project
with famous Basque singers Maddi Oyhenart
and Julen Achiary. Similar projects are planned
with other musicians in the future.

Kimilia often participates in festival and tele-
vision programs. French filmmaker Vincent
Moon made a film about Kimilia; its presenta-
tion will be held at the end of 2020.

Along with Georgian polyphony Kimila’s first
audio album released in 2019 comprises several
early examples of French music. Currently the
group is working on the second album.
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MTIEBI

TBILISI, GEORGIA

Young ethnomusicologist Edisher Garaqanidze cre-
ated folk ensemble Mtiebi together with his peers
in 1980. The creative principle of the Ensemble
was strictly determined from the start: to perform
true, unsullied, unprettified folk examples on the
stage, exactly the way they had been performed in
everyday life — with dances, round dances, instru-
mental accompaniment, improvised comic verses,
etc. Mtiebi made a radical turn in folk music per-
formance. The Ensemble’s popularity exceeded the
borders of Georgia, their performance was always
met with burst of applause in Europe and America.
Thanks to Mtiebi many foreigners fell in love with
Georgian folk music and studied.

In 1991 second generation of Mtiebi took over.
It was a mixed female-male ensemble, with the
membership of the alumni of Amer-Imeri Children’s
folk-ethnohraphic studio. After Edisher’s tragic
death in 2001, his son ethnologist Gigi Garaqanidze
directed the Ensemble until his decease. Thus Gigi
perfected his father’s work and uttered a new word
in Georgian folk performance. In 2012 unexpected
decease of the ensemble’s young director was
another test for Mtiebi, but the collective man-
aged to overcome the crisis and in 2014 ensemble
performed another theatralized evening — Zari,
dedicated to the memory of Gigi Garaqanidze and
Giga Khaindrava.

One of the main creative tasks of Mtiebi is to per-
form the elements and scenes or specific rituals from
the ethnomusical theater of Georgian life mode on
the stage: in addition to the afore-mentioned, note-
worthy are thematic evenings of folklore — khatoba,
Georgian wedding and Lipanali held in recent years.
Since 2012 Mtiebi has been directed by Magda
Kevlishvili. Almost every year the ensemble holds
creative concerts in Tbilisi, with concert tours trav-
els a lot to European countries; has released about
15 audio and video albums.

For its particular contribution to the revival and
popularization of folk traditions in 2012 Georgian
Chanting Foundation awarded a cash prize and a
deed to Ethnomusic Theatre Mtiebi in the nomina-
tion Beneficents of Georgian Folklore.
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RUSTAVI

TBILISI, GEORGIA

Georgian State academic ensemble Rustavi was
created in 1968. Its founder and artistic direc-
tor is Anzor Erkomaishvili — People’s Artist
of Georgia, a laureate of Shota Rustaveli Prize
— a representative of the seventh generation of
Erkomaishvili musical dynasty.

Rustavi has been productive for decades: revives
forgotten folk songs, releases audio albums,
holds concerts, participates in festivals, radio
and television programs, shoots and dubs films,
travels abroad and presents Georgian folklore to
the world. Rustavi has successfully toured about
70 countries of the world (many of them several
times), has performed in about 4000 concerts,
including at the most prestigious concert ven-
ues such as Olympia, Mogador theater, Pleyel
Salle Paris, Albert Hall London, Bolshoi Theatre
Moscow, grand concert halls of Sankt Petersburg,
Vienna, Amsterdam, New York, Tokyo, Cairo,
Rome, Shanghai, Berlin, and others.

At various times Rustavi recorded and published
about 700 Georgian folk songs, church hymns
and their variants on LPs and CDs. 318 of them
were recorded by a Japanese company “SONY”.
For its outstanding contribution to the develop-
ment of Georgian culture, ensemble Rustavi
was awarded the Zakaria Paliashvili (1981),
Albert Schweitzer (1986) and the Georgian State
(2002) Prizes.

The 40th anniversary of the ensemble was cel-
ebrated by a grand jubilee concert and opening
of its star in front of the Philharmonic Hall in
2009. In connection with this date published
was Anzor Erkomaishvili’s book “Georgian
Folk Song. Ensemble Rustavi” enclosed with
8 CDs was published, with the participation of
ensemble’s all generations.
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SAKHIOBA

TBILISI, GEORGIA

Ensemble Sakhioba was created in 2006.
It is directed by Malkhaz Erkvanidze —
ethnomusicologist, Doctor of Social Sciences,
specialist of the Georgian Folk Music
Department, one of the founder of Anchiskhati
Church Choir, di-rector of the Mama Davit
Garejeli Church choir.

Sakhioba holds to the experience of Anchiskhati
and strives to contribute to the revival of old
Georgian scale. The group aims to revive and
popularize medieval Georgian chant, edit the
manuscripts of Georgian chants and publish
them as collections supplied with audio CDs,
organize field expeditions to various parts of
Georgia, meet local song-masters and perform
in joint concerts with them. Main source for its
repertoire are old archival and field expedition
recordings, including those obtained by
Malkhaz Erkvanidze himself.

Sakhioba regularly participates in the
international festivals of folklore and traditional
chanting, has held many solo concerts abroad
(Croatia, Ukraine, Great Britain, USA, Poland,
Lietuva, Italy). In 2011 the ensemble held 14
concerts in Great Britain, 26 concerts and
workshops in the USA in 2012.

Almost every year Sakhioba holds reporting
concert with updated repertoire in Tbilisi. In
2016 Grand Hall of Thbilisi State Conservatoire
hosted the concert dedicated to Sakhioba’s
10th anniversary and a jubilee audio-video
album with a short history of the ensemble
was released. In 2018 Sakhioba performed its
9th solo concert, distinguished by the fact that
along with Georgian folk songs, examples of
traditional songs of the world peoples (South
Africa, Ireland, Sardinia, England, American
country music) of the world were performed in
the second section. The concert presented the
ensemble members’ performing abilities from
a completely new side. An audio CD of this
concert was released later. In total, Sakhioba
has released 8 audio CDs of folk songs and
church hymns.
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SHAVNABADA

TBILISI, GEORGIA

Male folk ensemble Shavnabada
was created in 2005, young song-
master Davit Tsintsadze collected
the former memebers of the boys’
ensembles Martve and Bichebi.
The Ensemble’s repertoire includes
folk songs and traditional hymns
from all over Georgia. Shavnabada
keeps to folk performance tradi-
tions and strives to study songs
from archival recordings and di-
rectly from folk performers.
Shavnabada has held a number
of solo concerts in Georgia, often
performs in concerts and holds
work-shops outside Georgia (Tur-
key, France/Corsica, Scotland,
Switzerland, Holland, UK, etc),
participates in international festi-
vals. Shavnabada has released 4
CDs of folk songs, one DVD al-
bum, and a 2 multi-disk educational
audio album of liturgy and prayers,
prepared with the blessing of Ilia
I, the Catholicos-Patriarch of all
Georgia, and is disseminated free
of charge to all, willing to study
chants.

In 2016 Shavnabada was con-
ferred the status State Ensemble of
Abkhazia.



LN33MBNIINL MEBIENBIGMEMIBN FbIGRIFIGNLY RO LIIIEIMBNLYOI3NL FORTMBIL ILRNI6:

LIJIGDBITML 3GIDBNRIGAL

LIJIGDIBITMUL 3O6901TIBNL, 3IB6NIGIBNL, SIREIMNLY R dIBT0D RIG3NL LH3NENLG ML
LYBMBORMIBAHN3 3OVEIIBI

GII3M339600 N3IKWL

LIBVGMNIGIML GIINDND IHOILILI36I390

JIG6OR dILNIIb

- 3nmaacn
¢ ambN

THE SYMPOSIUM ORGANIZERS ARE MOST GRATEFUL TO:

PREZIDENT OF GEORGIA
THE MINISTRY OF EDUCATION, SCIENCE, CULTURE AND SPORTS OF GEORGIA

GGEGE GEORGIAN PUBLIC BROAD CASTER
TV IMEDI

PATRIARCHY TELEVISION ERTSULOVNEBA
JOURNAL MUSIKA
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&ge.: (+995 322) 299 89 53
gogbo: (+995 322) 298 71 87
39%-3396©0: www.polyphony.ge; www.symposium.polyphony.ge

qgm-gmb@e: polyphony@tsc.edu.ge

THE SYMPOSIUM IS HELD AT THE V. SARAJISHVILI
TBILISI STATE CONSERVATOIRE

8/10, GRIBOEDOYV STR., TBILISI, 0108, GEORGIA

THE INTERNATIONAL RESEARCH CENTER FOR TRADITIONAL POLYPHONY

TELEPHONE (+995 322) 2 99 89 53
FAX: (+995 322) 2 98 71 87

VEB-SITE: www.polyphony.ge; www.symposium.polyphony.ge
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E-MAIL: polyphony@tsc.edu.ge
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