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Jotormm baba® bodmgModa bLogyzobs s dnbogal M MMBndsFcmgdal bsgambal
339mM33930L oFsgfmn 3gmggs dogdmgbs. Ig@Bamom, 83 3HMdmgdno gbsmdg3b0gHgda
06@9Mgbrgdmebyb, ol bembyma 3gbogob 833eg3Mgde a3gMrb 390 Y3eorbge &7-
JbEgdL L3gEoYogPMeE IPbogmmmaonto bogombgdol asbbomgobsl, gdmo doMag, dsmo
Rm30b393436gma LgadnbBolb Gmmal (agotgsmadg, 1983), boagmm, dgmeg 8bcng, Lo@y-
30bs o 3bogal bLyBsbBogMM MHMNgM™MInToMmmgdal (jomobosdg-Bobomodsy, 1993) 8603-
369emmdal 308m ggm™3ab 39436530, 333030 JoGormmon Lo@ygol 0bBmbss0M Mmogalby-
dm@gdqdob dqbobgd L. gmgbBo LanbGgMgbm ©s3306039893L a3megsbdmMAL. 358033980
9650879360960 BommmE asbabomagh JoGormm bamba@ Lobodmgmm Mgd3g@mEmscdo @g-
Jb&gd0b asbbbgeggdmm sb3gdBgdL ©s >mbgMb gbal, Logyzalb Bsbsbosmgdmgdl, bdom-
o@ IMbogomato Jbmgomal dmmbmgbgdom gobdafmdgdmmb (5@36@)0, 1963). L. J096@0b
30©93 9Mon 9bsmdg3bng@yymo 33mgze bgsbyMa gbal BmbyBnzol Mmogabgdamgdgdl qbgds,
Loag 93@™MM0 53dMBL: ,,...00bsBndBsg0s bgsbama dg@yzgmgdol Bmbogammds. Lgsbymab
0J(396@ 0300 @ 06EMbs(308 08wgbs@ dmnwsmas, MM 88 dbfog LgsbyMb Mgl 396 dgg-
935 3963 gemo bbgs dJofmggmamo gbs. dg3tn 8, Mo dmddg Jofmggma® 96gddn
doRgdsmamos Lagbgdom, o6 Igbab@gdpmos, Lgsbymdo MgmogrnGass BsmImswagbo-
ma, (g006@0 1949: 96). 0go 653Gm3d0 Joormmo bobodmgHm &gdb@gdol bmaswm Jobsob-
0009dgddg b gmmdl s Bobbo oM abobaglh (3emggmmo @osmgd@gdal badg@yzgemm
o babodmgMm gbals mogabgdacgdocms BsmdmBgbol. omd(3 o3@mEobgmmo 3mbEnmsdgda
053396356 08 ME0g6GNFMgd0l gobbabmgMadn, Mmmdgmms dabgrgomsy Batndstmms Azgba
33939, 930639malb gmgmobs, gb o0l oM@ ggmazoolb dmaog@mo mogobgdamgds, a3
L367dab 3ba(30693sL obsMAgBo s g]Bgdabogeb asdmambgsl.

b3m3z6930 > bd33036Lm GG Nma3ns.

L3 Fmbogomn®m Mg3gOG MDY yneob ,dg3mgdsi, 3o bsgdsmabos, GmI gMomn
0330b9dMgds godmgatBoma. gbss b8mgbgdal - o, ('g)m, (3)s - 0b@mbotgds L3gynz03M0
oﬁ@ndﬂgoeonm, (ﬁmﬁa@n@ 608(\')5)?)3@@0 UQ%UFJOL) 8dm63 30)60&]‘35) ((gn.)@gd@‘@ﬁ)) b@o-
o 030bg0Mgdsel J3bab. ©s33063980LsL godmogggoms, Mmad dbasgbo Lo gomn@-ggM-
don sOGogmmoigds gsM3zgama 3o@gammool LodmgMmgddn a3b3wgds, MmImgdos
dgoMmeEss ©s35330Mgdmma Lobgbm EgMdadmeb s MoGemgdmsb s LafnGommm
bgbdo sdsbabnsmgdgma 3m33mboonmo gm@ds ©s saoma 5g3b. gobal bgdzmgL-
obggmo  gm@Igmomgdalb dobgwgom (Zemtsovsky, 1983: 61-65), >mbadbyyema LodmgFgdo,
Gmdmgdo(z dofomase Mgmogogn gubjiool Bs@emgdgmos, LaGogmamm 303693l dgo-
dmgods dogs gmgbmon.

9b Lo 0e30badnEgds J9dnabsntror gadmgds smabgmo: o) azbzogds db-
memE 3036060 3ol Logommdmgdda, GmIgmms Lodyzogfo &gJb@gdo Ladmamabgdo-
Logob dgoagds, d) ©035bsbosmgdgmos Fbmemme bsgesbbm Logigzal boggdmdabomgal, g)
LodmgMolb FgBFn Mmogobgsmo, SBmERMmOs s, dgbodsdabsw, ombadbmmn bsjssbbm
Lad930G MogobmBamos 3g@Emmo ReeBmbogsb; ©) doomomow SMG03ImomEgds dms s
Bmgxg® bgws b3ab 8ogm, 3) 3gmmeon®a bamdmamanbl 339M@mm mem8sgsm bab@mal
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J390s Laymeab dagmadyg, MmMImal dgogasmsz MMB3nsE Mmebosgsmmmdadn Bsdmdbol nb-
&96350m 3356080, 3306@0L 56 MBabmbL boyMgb dagMedy, 3) 4odmgMads brogds bIm3693-
bg: 0, (3)s, 3m; ) obab0smgdL Moo s dgmmeEan®n mazabgdnmgds [J.]. LayMogb
3390530 odsgemn Loggby@mgdngo dmdMomdal bo(zzma, dgo b3s sab gMmo bagggb-
oo bgzom s dyobogem 5390098L BabEMAL 339M@ 00 J3g3000, GmbgsDdyg (bogﬁg\)aB
daqModg), o BomMdmgdbal 330686 39M&0gomb, bmmm «m300mMgb Dgos b3sda 3396-
&m0 dmdMomds 8g@bomam 33630988 30360l ©8dsdmemmggdgm 3o5sbbdn s Bom3mdbals
053530936909 babeBL.

335689 L3369M LodmgMsdoa.

339&mmo BobBmBal 30Me@gbmdody — 3osbbafmgdol Lbgs &ndal gm@Igdmsb dg-
©sMgdom — 396036s3L Lgsbmn dmbogolb daggmo 833mgaetio . Ssyndgzamo (sMoy-
0dzomo, 1950: 40). 335M80bL 860d36gmmdsl Lzsby® LoBmgMsadn Lagobagdmm ombndbsglh
0a3M9mgg 3. dbemobadgomo s 3ol Inbogamnma sbHM36950L Lodggmal gHm-gfo nbwon go-
@M 800Rbg3L (sbemobndzama, 1954: 38, 40); yzgmadg LoabGgMgbm obss, HMB 3o6LAN
33908 ©3dMEMgdsl 83@mMn gobobamogl, Gmam®s LaMogemm LodwmgMolb @edobs-
Losmgdgm 60dsbl, MmIgmag agbzgds Mmamez bLasbgmdo, sbgsyg, bggdo — sdmbagmgo
Lodomomggmmb B8molb gbogema® ©osmad@dn (obgoGoagogo, 1954: 80-81). oMoy,
89360960 o6 MmMIs3gds 88 bsgombl, sgMsd 88 396033600 dmzgmabol bsgMmm Josmormem
dodg 805603693L. bmgsma, 339ME0b Bs3y306 8603369mmmdal bgsbn® Lodmg@mada, 3gm-
dm, 5835 335MG M 0bBmba(305L M0 boggdmdolb Lobdmgamdy, o8 gmobolb bGorn®m
0330b9dmMgds 800Rbysl g. goMsoysbadg (30608060d3, 2011: 61).

o335 bgsbgmdn 3osbbab gb babg M@mm 06@gbbamMowm as8maygbgds @s s mmo-
619300 sdabsbosmgdgmo gmM8nm ged8mamRggs, Mo 3ab bgsbamo Latn@msmm bodmgmal
LG Boboboomgdmom og(393L- 33630905, Bmamez dobo EsnbEMmgdgmo gmMIs, Hm-
3gmoi geodob 363l 3306@mGn 0b@gMgomom 39MEB0zemIn (330680 BotBm), sbgsg,
abBmmadgmo, GmEs dgs gobsdams b3al ©omdsgama babGmdo 335M@sdg 6Igdl dm-
ol BM8m 360l ©o8sdmemmagdgm bobmbl (mbabmbmGa Bs@Bm). Bomgmoa Bocdmmaqgbals
Jdqboddbgmag, 60d4dnl Lobnm, gnGmsgom Jommme gemo 308bol LEMm bm@Gofgdam 396-
Losl, Goash ©sbsMBgbn 3086930L (xaMognd, bowsd, go, @mm JMHobmygd, domo s Lbg.)

335080 3Gz mma300lb Bm@MIgdo ngbBMos (smoamBsg.1, 2).

dgob3zg3000083 019y ,Lobbemdn 3o xwscn“ Rzggzs?

5333560 MB03Mmd(300L, MmMamE(3 3339060 gmbogn®o, dmbgdoma dobsbosmgdemals
batobbdy 89@y3gmadlb gfmo boymmeomadm god@n: smmom Bysmmaddy ms33063980bsb
09335035 339MGMIS  3MG0IMEo(3098 BmmmEbgmom  mag0 0hbs  Jomormmagbmgseba
Lagommdmob — ozgomgdammongalb gobgmmgbomo 6dosm mdg@momb bgsba®m 396bo-
8do. 3b0dbmmo bagsmmmdgmo dMabBnsbmmo mzmabdbabymgdal Endogmbals dgdswagby-
mo Bobomas — LEmmeads dn335mmgdmmolb ©s3Mdemzgalb Mo mamabsb. 8aba 306mbozmma
(33@60@‘@60) &9db@o L3sbgmdn EoBabnbyxgdmaw, bg8nbgzbom DYLESLS @M.
Joomgbmgsbo bagammmdmal — 8ngemgdgmmsmgal asbgnmgbomo 6dnwom mdgFHoml
— bgoby® 506056830 308bol Mdwgbndy 39Mbos MLYdMAL, MmMImgdoz 360d3z6gemzgbac
oM aoblbbgogogds gMmdobgonbogsb. gMom-gMomn  3oMosb@al  3mbdgbolol, Mmdgmbs(s
Bombdgdm Lgabymn s6LsdmO ,MH0dm,, BGNPMbyMa© SLFMmgdl, 3gbsdy dgdmEMasrmgda-
Lol (6m3m66 Bgbo, Logommdgml adgmegdgb boaxgﬁ)) dno B3> Logyzs »0Igfom,-b
degnm bImgebl LEmEmgm 08 adsbobnsmgdgmoa 335G&mmo ,356M©bom,, mmbsg 3gbedRbggn
aobobonfgdom sMEG03mmamgdl. Mogdnman Mgamnmomgdamo, dzox0m bEMHN]G NG
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3mM33mDa30980Lb 3Jmby LodmgMgdda dbasgbo sME 0 PmsMMo BMEINmobogal LogM(sg
o6 Mhgds s, dqbodadnbaw, (3 a3bzwads. 830l gfMm-gMmo Jmsegstn dodgda, Rggbn ob-
oo, mbws ogmb dobo JoMormmn Bomdmdmds, Medwgbsmsaz dbgogbo sGE0 Mmsns ©s-
Bothgb Lodommggmmadn o a3bzgds. o33, Jommgbmagsb bagsrmdgmadn dobo ovb-
(3 gPmRgMe©0 353mBgbs 56 dogzshbns ,353mbggz0mmdaw,,, MaEash s8a3s60 ,bazgbs,
356300mdgdmmos 06GmboMgdal ,Lobbemdo gsdxmsmn, Bzgzom, MmIgmoz cmsegabygmgdal
dq8mbzggzodo (mognb‘gcgoqm 8*@%080636()[)0[)) Mbgdmog, a0 36mdogMgdmom 0hgbl magl.

2383mboyMn 06bGMI96§0?

030bg@amo Mo@dob Igmbg ,mbodyszm, 3036980l Bnbogsbn Mgammsnobs s od)-
Igemo  3mmEabsg00l gubdosl o3 3m83mbaznal dgmby LodmgFMgddo FombLYMa gmE-
mems 0mgdl. LzsbyGo bodmgMgdal gb KaMEa, HmIgmog ImEsmn® sbHM3bgdsl sbobagl
©> Mm3molb  goemm-3oM3mboggemo  Bbios oM oMol dgzgmom  asdmbs@mmo, Jdbol
LEOYIEYOPMIE Mogabygam, gsdgmma gobgnmsmgdal 3MB3mDa(z0sl, Mabs sdmagFgdl
sbedg@Bammo, sMeMganmatmmo dgGa s Mo@dgmo 3mbsazos. 8 @AH™L 30 8mbndby-
o 335MEmmo 3gmmEon@o 300sbbyMn Logisgzn bgmb MBymdL bagsmmdmol s¢mddsb s
30bo domnsbmdal go6eb@om 0dzgze. ngn 303bymn bagommdmal, gMma dgbgogam, s3me-
g LEOENJGNESL dobogsb LdgGEnsb sbagqdl s, dagz96sm, Jdbab ,obodgEManm bo-
39@Fommmdasb,,.

Mmam®s 3bge3m, 8mbndbam M@0 nmaEon® dmgmgbsl 83390Ms@ gsdmbs@mema
938mMbomMo ggbgins 9dsb s 3mBLEM oL gedm@Rgme gbog@ogn® gmaugmb Ldgbb.
dobo  a5dmygbgdol 06 gbLogmds 83g35M MG 0 Mmool Lgsbymo LaMngmomm 30360l

LEomabBE b0dbaw od(393L-

Ibogsmm@n nomds: ,Lzs6xMn bamnGysmm 3n036n”

3561005 938MboyMabs, 5333560 gmmmEan®a 335MGMmo MG 0gnmamgdol bLgdsb@n -
0 d1bgdaz 0339mg0s. Fgbogemydo gbal 33emaz0Lbolb mobagzabE Mo doamdgdol asdmy-
963> (Seeger, Nettle, Bright s bbg.) 58 3036m-gm@dnmal sbsmabda Lonb@gMgbm dgogal
53mmgbL. 0. Dg9(3m3Lga sMGogmmazoal dgbabgd 5bndbogh, M3 ogo ... BoMdmawggbl
333900@ doM3zomgdam gombognM 0bonzo@mMb. xafM jowgz dobsd, Lobsd gogoambgdm
Lo®ysgdlb, 0b@mbazon® mgdbogel, Bgmmeon® &3l s ¥obMb, m339 gfmo OG0z~
(309960 3993000 @ 0bGMboMgdal Gndom Jgagodmos gsdmzgozbmo gme e
d93LEmgdmal gmbo Mo JPmgbamgds,, (moﬁ)gaoGo hgdns - 6.9.) (Zemtsovsky, 1991: 156).
LgabyMo LodmgFab dgEbsgmadom J(3MEby s gsdmzenma 3b3gbgmabogal 838 mmdgqmn-
360 06@mMba300L 3mbBgbs -0/s/m- b8mzbgdmab 3mBd0bs3nsdn Jgbodadabn sE0gmms300m
(60@8‘3@-@)38663@0 dobobosmgdmadal ﬁom{;@nm) 35M 33970 0bgm®mdszonlb 998339~
m0o; 5 Jombgosegom 0dobs, B3 o6 dgozegb ebAHmmadmmo sDM0b 3Jmbyg 3gMmdarn®
960gamb ©d gfo b3mgabdy LEmmEgds, 85d0bgg 805603693L 3ol gobogme Bomdmaag-
mmdsb @ gucdm 39803, FobGmm 3mo3zbomagdsbsais. gb 0bgm@dsigos bad Logyzsda o3q-
Igmomegds: LgsbyHo LamoGmamm 303bn. MM M0 AbEMBsENG BmAEIMmal s3a-
3560 3dmago bgdsb@ngs 8ol IgbogommnGa n@omBal 360dg6gmmdsl sbagdgdl s bLBal dals
F0boomLL.

A38™M3I 3350857

Bggb om3bgMgo 33oM@mn gmgamnmn oGm0l gm®ds s dabo gzmmbog®a
0530bgdF98s, M3 L3sbnEO banGmsmm Lodmamal LG 6ndbsw dngohbogo ws, s3a-
35650, 3939390090 3533930 3obybo joobgebyg LMo, (569 Mo Bmgmabos) s Bmam™? mmd(y
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LanbBgMgbms 3solbo Jombgzady ,HG™I,? Mo gobodnmmdgdl sTag6 SHG0MMS(30YG M-
30bgdnEgdaL bgsbol gbEengdsdn? Go@md aMhgzlb Lzsbo Im abslb LoyMwgb daqgmedwoy
,30bobigmame,, BmIgmomsbss by gfmo badoga (bgzmbos) $8mA93L? 3030JGmdon, g,
gfmn dgbgoznm, 136ndzbgmm ©g@omo b3e6g30L LabndmgMm GEMewa300l, IMszsmbdoa-
360 gmMBom sBMM36980L ao8mgmnbgdss. 3. sbmdadg bzsbgonlb gJb3gmozonl sembgMmabal
abbgbgdlb dgdmbgggel, Mmame oMRs as3g0Mmggdmemo, GmEs 4-5 Bral Lgsbo ds333980b
La8b3nsbo bodmgms 3mabdabs: ... bada 3a@sMs d53d30... babemab Bab bymabgm Rszogdamo
0005%65% 700096 s IgMmMEbb LEdbdnsb Lgsbn® BgMbymb... dmzabdnbgor Ladn Lodmgms
gaebgmoo. Azgbmgal 533068 aobms LeBmgMal badbdnsbo Bymds. asM3393000 0b3mEs Gm-
amei GgeEogma Bymdab, obg sMe@gmommo Bymdol badbdnsbmds, (obmbodg, 1957: 16).
9Jb39@0(309830 gmgzbobal Azgb Lol gds@ Mo 3969mgdom dgdmbgggsl, Mmzs dnbogermne
LIgbobsb ,dbyFoma 8ymezn, Lgsbai go SbgMbgdl b3gdo Jgnbymb Bsdy3s6 Bmdmgmaml
5, 535bmdb, 335MEO-3306@ M0 ©IMoEadMmadal o(335LS(3 H©O7Bgdom, (3000rMAL.
Joforma 3orm-3s@dmbagmo gbal cmeg0bgdn@agdgdol dgbsbgd 33maggzedn 3. gmbmbgemadg
339089 3300&M 0b6@gMzomgol aodmymall, Mmam(z dgmmeoyMo s 3gMEon oMo 0b-
G™Mbofgdol 3s3mmEobnmgdgm LayMmgbgdl s ds0r donRbgsgb oMs GmBgmndy (3339
3mobob, s6edg Dmasma, Jomormma dqbozob ,dmgmo dag@mmao bob@gdob dommgsbobgd-
9, domo (dmbmbgmadg, 1983: 28). Lzsbgdn 3356@0b, Bmamt s Bsdyzebo 8s3mmEnbo-
9090 0bGgMgamal 3603369mmdedy Ladbdnsbo LodmgMgdol MEAbB3nsbo BMa3qbEd0 ©s
3306050, mEb3nsbo Lsboo Jg8mEBgBaema 6n8mdn(z Bomcmgdl. 3. sbrsbodgamo Jotmormmo
36535mb30sbmdal mE  a0bbbgeggdmm d@mbs s Fsmn bsmdmdmdol ™ asbbbgsggdmem
aDaby bggmmdabsl, Lgsbm@o LodmgMgdol Sbomnbab Lagmdggmdyg, sb3gbab, G™A ...
3m33magdbyE 3Mog5mb3nsbmdsdn gomabgms dmbos Mmmb3nsbmdal Jggms b3l dagMgddg
630bws 33068)d0b 8dgbgdaon..., (obgoGnagano, 1954: 37). m&b30s6mdals J390s b3l dgg-
69030 30, M30Me@ Lo, LEMMgE 33505 dmasdMgds. $8mgbsw, 3g0dMmdo, LaMndmsmmm
30369300 Logomabbm Lagdg39830 Mozl aBgbl Lgsbyma Ladymbogm SBMMZ6930L gMbosdgb-
G gmadgb@o: 3968 035eal 33sMEmmo 3mmEmabs(30s, Mabsz bgws b3gda sbmm(z0gmyg-
396 3o@3bLyE bLagg3do s dobo LEMogo ©oEMMgds, BobGmBa 330D ghmEEMmmms
3960803530 339MEMmo 0bGgfgamal do@gfnamadgdol LyMgamomss gob3nmmdgdama,
dq3LbEmadgemlb BobsbBsm gbdal gb 0bGgfMgaman s mamdmb, dob gfo bdsdngg, gfmotime-
O go7JmgMgdsl (300mmdl. 8833068, BoMdmdmdam oM g3@mbon®a ©abndbmmgdals
b M@0 Nma(300 MM 3063sgmmmdadn LEm@go 938mbagM, bEomn@ dobsbosmgdmaw
0do. bL3abgdal AbGMbaMadabal 3356BNL, Mmams Jgmmmano 0b@gMgaralb Mmema, R,
286M9m39, R396 Boge dm3mgadmem bLagdbdgooom Rsbobgmaddn, Hm3gmms dmEnbos xa«w-
#Fe0 LaoGgomm mm33 ©d bmemm ©s@nfgds (o‘gggomaoa. 3, 4 by@. 1. 2)

»4mM39e0 bynydmme 33sb 963> Jabs sdsmbym s@mbL®

Lagoobol 88mbymz0b Jobbom, ©306@9Mgbonm, MoGmIss gb 8mgmgbs dgbyzaemgda-
mo bmeme g6 339mm b3mz693msb. Mmamm(3 360dbgm, 93 ol 335MEMmn MHE0-
JOma309, Mmamez Bgbo, 8mmolb Lad B3mgabbdy - o/s/m. LaModmammm 3036530L &q4bEGgda
30, Om3gmms gobaymagggmo bobomas $3g3560 M0 nmamgds, dofomasm, 3sM(33mgdabs
5 b3mgbgdabogsb dgmands s dobos@bolb 3Jmbg Ggdb@gdo dmaxg® 30860l abobyal-
do, dogdgmol 3sM@0sdn s ©sdsdmEmzggdg (%mgxgﬁ 6380@0@0{9@) baobomdn ymgmb.
0dgosmag, 833356 g.6. qbogygm LodmgMgdda ghma Lydsb@ngnmo 860dz3bgmmdal bo@ygs
g 3nbogoma@m 3mbLEGMJ300Bg goebobomagdmman s bdmgbgdal 89339mdoom ngbgds.
Lgob® 96580, BzgnmadMago bImM3b69dal (5, g, 0, M, ) goMos MBmom@nsbo s aMdgmo
bdmz6qd0(3 5MLYdMAL. a3bzads saMgmag dgatmmo s medNG0 9b980Lmzgol @edsbabo-
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smgdgmo IMomgmn bdmagsebo s dggm Joomdo go3639mgdmmo dagfgdo - amEs ©s
&3060 (gndda@ady,... 2007). dobgoogee sbgmo 8Msgomangmmabadabs, ,330M8Mmo, o6-
B0gmma0s domemmo bad BImgabdgs asbymdamo. w@s33063980bsL RsbL, HMB bImgsbo ,m*
doGomeEs a3b3098s ,3“-bmeb gfMmow. 3MbiMg&mmo 30360 30 3MbBiMg@ Mo BAmMzbom
oy oM 33mom bobosmmads. dog.: , B0, ,,335ME M0, OG0 MmS(305 dbmEmE ,3mM,-bdg
a3b3gds. GHmamz Rggbo Bobs as8m33mgznmsb Bsbl, Lgsby®m LabodwmgMm ,398y39emg-
350" 5mbndbmm Fom(330mb  LoggMmgdgm-boowadgmo gubdins g30bEMgds s BIMdab
353m3bo@zqmas: 3m 03, 3M %M, 3m JHoboggd s .3. (3g53565dg o Bodggmasbo,
2015). 3530dOmdm, ,335ME MmO, SME0Mms30ob dgbs@yzobo ,z3m“~basdmygbgds 30dbym
Lo8myMgdda, 3Mb3MgEMmaE, dozgomgdamoal  MoGemol  Mobdwggn 30860b ,BoMabs,
dgdmbggzeda, 3 ggMdamgmn gfomgmmol bgdsb@ogmma 360d3bgmmdamss aob3oMmdgd«-
mo. 0g03g dgodmagds ncmggsl, b3mgebdyg ,of, MmBgma(s, 0y Mg ©I3d330Mgdom, bdo-
o 0bdob @sbbdmzbol ,3% Mbbmgdom, o3 380JOMm, safMgmgy, gsdmbggnmas hgqb
80gf ao8mgmgbomo ,0935L, gmE3gmal 860336gmmdom 3036g& LndmgMgddo. bemmm G
Jdggbgds b3mgobl 0%, ogo Lgsbymn gbolb LobEsodbol mEasbam bsboml Bomdmsowagbl ws
Bobomagdadn 5" 353d060b gMbg0s oggl, Gaig gobaggdl bealb 8ol bIom gsdmygbgdsl
439 ¢obMolb LodmgFsdn s, o0 dmEb - 3036m@Mdn(s. Lo, 3933060 SDEMNL gogM-
dgmgdal 8memmEobl smd@sgl s o6 sLEMmadL (sdmsggdl) 8sb. 58 mgambsdGaboom, dgo-
dmgds 00bbbsl 3nbo dMsgomgafemo 3o3mygbgds ,335MEMMO” sOG03nma3006 3dmbg do-
©535056b0Mgd0L ML, 8sa.: 308630 xgMsg0d ngn Mobrg® asdmaygbgds 3mBLEMM](300L
mbrmgdl, asmsdsgsm bsboemgdl dmeab s LEMmEds ,335MGMma” MG 0gmmoMmgdoo,
boenm 30360b ©o35dmemmzggdgm 3osbbdn ,0“ niEgmgds ,3M,-m0. 3g0dGmdm, 53 dgdmb-
393590, ,0“-b b0 Igbmal dgdm@EFnsmagds ©s/56 358mga Inbemby aswsbzmol Bmdsb-
Boggdgmos. boanm “zm® LEmMgm Ladmmmm, 30860b ssbEMmgdgmo boggdmdabmgabss
B039Mo. 38w7bsw, mbndbama bmgbgdol godmygbgds o Rsbl dgdmbzggoma 8mgmabs ©s
R39b 3ng abobgmgdama gogd@mmgdom mbos agmb aob3afmdgdaemo.

©3b336s:

L3abYMo LobodmgMm Mg39MHE MM babosmgds gfMma sMEG0IPMS(30YMD Mdg0LgdY-
9%0m, Gmdgmos BoM3maagbl  3osbboMgdabal omdsgsm 339MEMm gofmmbal dom-
005@ d39Msdg s (dmaxrgd bgws) b3ab BogM. smbadbmmoa sBE0gNmsz0s, MmBgmacs
adbbogmo®gdym gmeg@lb bdgbl Lgsbm® LNdmgMmal, MmamME(3 33003900006 RBL, bo-
Godmamm 303bmmo LodmgMgdobmgabses sBobsbNsmgdgmn s 3MBiMgGMEn ©ab336980L
boggdgaelb odmyge;

396 dmo:

o 5mbodbygmo gmg8gb@o 0fMggmazlb LzsbmMo dmmogmbonmo  sbGHM36gd0L  mb-
Bmmmaon® 3099l s admggs Lzsbm®o Labodmgmm dg8md8gwmgdol babyobo bGowmaal
93L& N (300L, BMImal gFcm-gFm 3szmmmabofMgdgm gmgdgb@L nb@gMmgama 3350
BotmBmaaqbly;

e MMM 3o6353mmdada, smbadbymo sMGogmms30s, MmIgmos dnbgdomom g3EBm-
BoFo babosomal o6 ymgams, msbsmsb ngzs g3gmbogm bymbsw, Gmdmal gdggmdams(s
bgds 303690 3ol LoMogysmm bLodmgMmob Jg@Mmmo ©d MG mor &bomazsebn
LEOYIENOL MEZIbaDYds @S JoEIbLOMYdS; 8335Md®, 335MG MmO SMGZHmsE0s bgsby-
&0 babodmgfmm Mg3gHGsmalb gbomg@&ogn®, LEomu@ badbsw ogss; dggasw, ngo ogise
3036960 B30l LoMogmamm bodmgMgdol 3osblbyma bsbamol gfm-gfo domsegs® do3mb-
LMoo 9madgbGow; Ibogsmumo mgambasdMabom, g3b3wgds Mo — 33068 M0 ©s
BabmbyMn 30005bbyMa Ro@hm, Gmdgmmagsb doMggmo (3306@@60) dnoman®o gemabg-
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b0b, bememm dgmeg (@60[)\'*76“360) - gobsgy@o 3mbb@Mm30900b 3oobLoEMgdabal 0hgbL
oag;

e m3M339@0 5Mbadmmao bdmgbowsb (quvb%aam Lgsobgmdo 18 b3mgzsbo obLEM@-
©960) LoBal godmygbgds smbadbmmn  3osbLoMgdaLSL, 3R0dMMd, as8mBggmmos abgma
Lodygngn gmgdgb@gdol badsb@osmen 8608369mmdom, Mmamazss: 3m (B3mdal, Le-
0009090 8080(4)0730) o (3)o (gmtﬁﬂ‘g@u »0935“-b babBomo, Gmdgmoai smbndbagb m3-
0930l 3abbl, asdmdobaemb); Gos 9gqbgds ,0* bIm3s6L, LgsbyM Ha3gMEmocdan sl bdo-
o gm®dab 393486gmo gmgdgb@ b Mmoo od3Lb s ImmmEabab, oMbEnmgdgmo sbMab
a3aMdgmgdol dambygdgmos;

e 5mbndbymon dozmm-gMebaol meg0Lgdymn sMmE03MEmamgdal  gsmzsmabbabgdoom,
0g0 bamdmaaqbl 1gabgdol 8rmgMob bBomnEm 6adsbl s gob3g3L Abgm®Bs30sl bodmgMals
goboga®o 3mmzbamgdobs ©s ¢obfol dgbabgd.

390m3szdmomngdo

1. ggomos. sbE. sbLsddma Modm, 1989 b. 3oMggmo bds — monbog Redggmosbo, dgmmg bds —
3960mb@G0 Bomxysbo.

2. 360389680 330M00056. 35003bLyEMn dmdFomds
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roobseom. bmg.  mmobadon,  modomrob  ogdn,  2016. https://lazardb.gbv.de/detail/7517
GroupPrayerTanghiliTake1-TanghiliChurch—-MuradGigoRomeo—20160725-VSOAX4.mov

4. domab 8momgds. 3g3LbM. bosbns Bgmgmosbn. RsbgMomos bobs Fgogabadabs o &Mgby
Jgedamdolb  8ogM, mo@own, 2016 https://lazardb.gbv.de/detail/7517 Weeping—LataliVillage—
FuneralSingersLatali-20160811-VSOAX4.mov
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NANA MZHAVANADZE
(GEORGIA)

ON ONE CADANCE ARTICULATION IN SVANS’ SINGING REPERTOIRE

The relationship between a word and sound in Georgian folk music has been the subject of
academic research. Historically, this study area has been the territory of linguists. But, over gen-
erations, scholars of Georgian folk music were hard pressed to bypass verbal texts while studying
musicological issues. On the one hand, the importance of the contribution of verbal language to
the process of authentic form creation was hard to overlook (Gvarjaladze, 1983) On the other hand
the clear semantic importance of the relationship between word and music was incontrovertible
(Kalandadze-Makharadze, 1993).

In his study of the intonational peculiarities of Georgian spoken word, the linguist S. Zhghenti
provides interesting observations. The scholar broadly discusses various aspects of texts present in
the Georgian singing repertoire and describes characteristics of language, where the presence of a
word, can often be determined by the demands of the musical “tissue" of the song (Zhghenti, 1963).
Another piece of research of the author, which is also a linguistic study, focuses on phonetical pe-
culiarities of Svan language. Here Zhghenti states: "... Musicality of Svan speech is remarkable.
Accentuation and intonation of Svan language is so rich that in this regard no other Kartvelian
languages can be compared to it. Many things, which have been glossed over or weakened in fra-
ternal Kartvelian languages, are clearly manifest” (Zhghenti, 1949: 96). In this research the author
discusses general features of texts of songs and does not aim to expose any speech and singing lan-
guage peculiarities of specific dialects. However, the author's postulations have greatly helped us to
identify those orientations according to which we have set up our research directions. The following
are some features of articulation which distinguish Svan singing from other dialects.

Vowels and cadence articulation

Limited acquaintance with Svan singing is enough to illustrate one feature, namely the sing-
ing of vowels "i", "(w) 0", and "(h)a" with a specific articulation which creates a distinctive style
peculiar to Svaneti. Analysis of this phenomenon shows, that such musical-verbal articulation takes
place especially in songs which are firmly related to sacred rites and rituals and have characteristic
form and place in a ritual gathering. Using the definition of a genre by 1. Zemtsovsky, these songs
can be attributed as ritual hymns which mainly carry religious function (Zemtsovsky, 1983:61-65).

This stylistic peculiarity can be described as follows: a) it occurs only in hymn-type songs, the
verbal texts of which predominantly consist of vocablest, b) It is characteristic solely to the cadence
parts of songs, c¢) the rhythm of a song is free, amorphic and, thus, the given cadence construction
is free of metric frame; d) basically it is articulated by the middle and sometimes, top part in three
part singing, €) melodically it involves a descending jump downwards to the supporting pitch note
as a result of which the intervals: fourth, fifth, or unison are generated; f) it is sung with vowels: i,

L\We have dedicated research to the issue of semantic texts in Svan songs, where we discuss types of vocables and their
pivotal existence in the Svan repertoire [Mzhavanadze 2015].
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(h)a, (w)o; g) and is characterized by the following rhythmic [ J.]. and melodic peculiarities, such
that instead of moving downwards to the axis step by step, the middle voice moves a step higher and
makes an instant jump down with the interval of the fourth to the axis. This creates a vertical of the
interval fifth. As for the movement with the interval fourth in the top voice, it mostly takes place at
the very last cadence of a hymn and creates the ending unison.

Fourth in svan music

D. Aragqishvili, the first scholar of Svan music, noted the leading role of the "jump with the
fourth" compared to other forms of cadence movements (Aragishvili 1950: 40). S. Aslanishvili also
paid special attention to the importance of the fourth interval in Svan singing in general and he
believed this to be one of the indicators of the expression of ancient musical thinking (Aslanishvili
1954: 38, 40). Most interestingly, the author considers the cadence with the interval fourth to be a
feature of ritual singing which occurs not only in Svaneti, but also in Khevi, a region which repre-
sents a musical dialect of one of the eastern Georgian mountain regions (Aslanishvili, 1954: 81).

Although the author does not develop this issue, he indirectly demonstrates via this observa-
tion that this phenomenon is of a common Georgian origin. The leading role of the fourth in Svan
music, namely the ascending movement of the fourth on the edge of two sections, is further consid-
ered by E. Garaganidze as a stylistic feature of this musical dialect (Garaganidze, 2011: 61).

However, in Svaneti, this form of cadence is more intensively applied and distinguished by
a particular method of articulation which makes it a stylistic feature of Svan ritual singing. There
occur both an incomplete form which comes at the end of a phrase with the fifth in vertical (the
fifth frame) and a complete form, when a descending jump with the fourth by a top voice results in
ending unison between the voices (unison frame)?2. In order to create a better understanding of the
phenomenon, we are including within this paper only one hymn since the articulation forms of other
hymns-Jgragish, Sadam, Ga, Wo Krisdeesh, Zari, etc.—are identical (Audio ex.1,2).

Accidental or “inherent in bloodline”

One interesting observation clearly shows an ethnical, ontological characteristic of such artic-
ulation. While listening personally to audio recordings, suddenly, a characteristic "fourth™ articula-
tion revealed itself in a Svan version of "Holy God" which is a funeral ritual chant sung in Georgian
language. The chant is a part of Christian service rite and has a canonical text which is strictly pre-
served in its Svan version and which is sung in Svaneti during the ritual of burying a body. There are
several versions of the hymn which differ only mildly from one another. As | was listening to one
of the variants of it, sung in two choirs three times (it is customarily sung three times in any given
rendition) by the Riho ensemble from upper Bal Svaneti, | noted that, before they turn round the
hymn for the third time, the middle voice sings the last vowel of the word Ghmerto (meaning

2Majority of audio sources we analyzed, reveals this peculiarity of the singing articulation in Svan songs with a couple
of exceptions among which are for example: "Jgragish" (recorded by Ivette Grimout decades ago and the same hymn
recorded by us in Udabno recently). In the version recorded by us there is no articulation of the fourth cadence of Svan
type the reason of which, I think, could be that the top part was sung by a non-Svan guest. The hosts were very careful
trying to respect the guest carefully following him. As to the recording made by lvette Grimout, although there is no
internal cadence creating the fifth frame heard, but the final jump with the fourth downwards to the unison (the unison
frame) is obvious. There are other hymns sung in the same form. For example: "Zari" (Jokia Meshveliani version),
although it necessarily shows itself in the final cadence.
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God) with this peculiar articulation, dropping with the fourth interval with the use of a scarcely
perceptible glissando. In songs with clearly regulated rhythm and timing and clearly structured
forms, there is no space left for such an articulation formula and, thus, it does not occur. One of
the main reasons for such articulation though, in our opinion, must be explained by its remote
early Georgian roots since it is not heard in the rest of Georgia now. However, its noteworthy one-
time appearance in the Svan version of a Georgian chant we do not consider accidental because
such an "accident"” is determined by force of habit "inherent in the bloodline", which during free
improvisation inadvertently, unconsciously manifests itself .

Euphonic ool?

In so called "nonverbal" hymns with free rhythm, the cadence formula assumes the function
of internal regulation and rhythmic coordination within the construct of the hymn. This group of
Svan songs which manifest modal thinking and modal-harmony the function of which is obscure,
forms a freely and continuously flowing constructed composition which is enhanced by asym-
metric and irregular meter, and rhythmic pulsation. Here the given "fourth” melodic segment of
the phrase promotes the cognition of the hymn and guarantees its integrity. It grants the seem-
ingly amorphous structure internal symmetry and thus, forms "asymmetric symmetry'.

As we see, the given articulation phenomenon has a clearly euphonic function and infuses
the construction with unique aesthetic nuances. The intensity of its use makes such articulation a
stylistic feature of Svan ritual hymns.

Musical idiom: ""Svan ritual song of worship"

In addition to euphonic determinants, such melodic "fourth interval” articulation reveals
its semantic nature too. The use of linguistic methods in analysis of a given musical body of
work (Seeger, Nettle, Bright, etc.), indicates significant results. I. Zemtsovsky, while discussing
articulation, notes that ”...it represents a clearly marked ethnic indicator. Even before hearing the
words, intonation vocabulary, type of melody and genre, with only one intense burst of articu-
lation and type of intoning we can recognize the ethnic locus of a folk singer?” (translation by
me - N.M.) (Zemtsovsky, 1991: 156). For a listener who is more or less aware of Svan singing
and is an experienced singer, hearing this two-tone micro-phrase in combination with the vowels
-i/a/o and sung with the relevant articulation (including rhythmic-timbre characteristics), already
contains important information. Even although it does not display a verbal unit which conveys a
complete musical thought and is sung only on one vowel, immediately it points to certain ethnic
or dialectic origins. Furthermore, it also identifies which genre any song belongs to. The given
information is accumulated in the following terminology: "Svan ritual song of worship". Such
strong semantics of the two-note formula affords it a meaning of "musical idiom" and explains
its content®.

3prof. Elguja Dadunashvili refers to this term while describing poetic forms and says: "a poem is identified by a sym-
metry and expectation. There are segments ,the regular use of which serves to bring a feeling of symmetry and helps
with cognition of the piece as a poem. In other words, this segment brings the expectation that it will be repeated. Such
elements can be rhythm or refrain. But where these elements are absent (for example "verlibr") then this function is
performed by content-carrying construction, which creates the expectation that they will be repeated."

41 wondered if I could consider this musical unit as part of Svan singing vocabulary, or a smallest unit of Svan singing
syntaxes, or "museme", which Ch. Seeger, according to analogy of a linguistic model, considers to be a completed
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Why fourth?

We have described a form of "fourth interval” vocal articulation and its euphonic peculiarity
which we believe to be a stylistic feature of Svan ritual singing and thus, we have attempted to
answer the question "What?" i.e. what kind of phenomenon is this?" However, the answer to the
question of why this central stylistic feature exists in this way, and how it evolved are both ques-
tions of equal importance. Besides, the answer to the question "why?" is also very interesting. What
determines such an articulation phenomenon in Svan singing? Why does a Svan choose a long
roundabout way to get to the axis note which could be accomplished in just one musical "step"” (to
the second)? We are of the opinion that this, one crucial, but superficially barely perceptible detail
manifests an indivisible feature of Svan singing, as they express themselves musically via polypho-
ny, and demonstrate thought processes causing them to think polyphonically in musical expression.

V. Akhobadze, describing a field expedition in Svaneti, recalls a moment which took him by
surprise. This was when he heard very small (3-4 year old) Svan children singing in three parts:
"...three little kids... they were pacing holding hands in front of the house and singing a three-part
Svan perkhuli (round dance song)... In all, we heard from them three songs with a round dance.
The three part arrangement was very obvious. We could clearly hear three part harmonies arranged
in both thirds and non-third chords" (Akhobadze, 1957: 16).

Similarly, when we ourselves are engaged in field work, we frequently encounter the moment
when a Svan, including those with "no ear" manages to somehow adjust the voice to a leading
singer and persistently try to remain in the fourth and the fifth in relation to other voices. In his
research on peculiarities of Georgian mode and harmony language, K. Chokhonelidze picks out
intervals of the fourth and the fifth as the axis notes coordinating the melodic (linear) and harmonic
(vertical) tissue of a song and he considers these intervals to be an "organizing power for the whole
sound system” [Chokhonelidze, 1983:28]. In Svaneti, the significance of the fourth as a leading
and coordinating interval, is proved by two-part segments of three-part songs of Svan songs and
the two-part version of "Kviria" preserved up to today. Sh. Aslanishvili, discussing two different
branches of Georgian polyphony and different formative routes, and basing his work on analysis of
Svan songs, concludes that ”... transition into complex polyphony occurred via adding pure fifths
above to the two lower voices..."” (Aslanishvili, 1954:37). The interval between the two lower parts
referred to here is the "fourth”. Thus, I think that within the cadence segment of the ending phrases,
a fundamental element of Svan musical thinking reveals itself: the coordination of the vertical by
the fourth which the upper voices realize in the cadence part and via an instant sliding down, jump
to the fourth interval. | believe that this process is determined by the inevitable attempt to strive
for materialization of the fourth interval in the vertical. A singer hears this interval before it is sung
and it is as if, he tries to make the interval sound in the same voice at the same time to create a two-
part vertical in the fourth. Therefore, we believe that this articulation, which is not ontologically
euphonic, over time became a euphonic, stylistic peculiarity of the Svan singing repertoire. Rope
of the fourth as melodic interval, has manifested itself in our own expedition recordings, including
some group ritual prayers and solo weeping (Audio ex. 3, 4; fig. 1, 2).

element of a musical form or a mood. Eventually, I decided that concept of "musical idiom” better describes an essence
of a phenomenon. "We know that experienced listeners have a hierarchal internal representation of relevant structures
within their musical idiom that govern expectations of what is to come next” (McCmullen & Saffron, 2004:297). This
definition from which we borrowed the term "musical idiom" better describes this concept.
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""All (divine) mysteries are buried in this language. . ."

In order to exhaust the issue, | became interested in why this phenomenon is paired only with
certain vowels. As | have noted above, such articulation of the interval fourth, as a rule, is sung with
three vowels: -i/a/o. The texts of ritual hymns, to which such articulation is predominantly typical,
consist of mainly syllables and vowels and meaningful texts. They are typically often sung at the be-
ginning of a hymn by a leading singer who starts the song and at the final phrase which is sometimes
recitative. On rare occasions ,in so called "wordless” songs, one word with semantic meaning is dis-
tributed over the whole musical construction which is filled with filler vowels.

In Svan language (Upper Svan dialect), apart from ordinary vowels such as a, €, i, 0 u, there are
vowels with umlauts and long vowels. The language also contains so called mediating vowel typical
to Megrelian and Laz languages and sounds such as iota and § (3560) (Chumburidze, 2007). Despite
such variety, the articulation with the fourth happens only with three vowels. Detailed observation
shows us that the vowel "o" generally sounds together with 'z' (“z="). A hymn is characterised with a
specific vowel and/or a syllable. For example, in "Zari” (a funeral hymn), the fourth articulation occurs
only with "wo" (“zc”). As our previous research shows, in Svan singing vocabulary the given syllable
has a supplication-veneration function and is applied to call up the supernatural power (5mDidab,
3mJgrag, 502Krisdeesh, etc.). | believe that the use of "wo™ (zm) in Svan hymns with the fourth articu-
lation, in this case, in the hymn (Zari) which is sung as part of a funeral ritual, is determined by the
semantic significance of this verbal unit. The same can be said about the vowel "a", which, if observed
carefully, often is heard with the consonant "h", which is likely to be caused by the significance of the
"ieha" formula, studied and defined in our research mentioned above. As to the vowel "i", it is an or-
ganic element of Svan language syntax and carries the significance of the particle "yes" which makes
its frequent use in all the genres, including hymns, very understandable. The particle "i" (meaning
"and") creates the mode of expectation and does not finish a thought. In this respect, we can explain its
multi-use while constructing the inter-cadences with the articulation of the fourth. For example, in the
hymn of "Jgragish™ it is used between inner sections of the construction of the hymn as a transitional
segment and ends with the articulation of the fourth. As for the very end of the hymn, the vowel "i" is
replaced with "wo" (zm). We think, in this case, the function of "i" is to help with continuous flow of
the phrase via creating an expectation that we are going to restart the singing again for the second and
or third time and thus, it always predicts the transition. As to “we” (z), it is typical to the very last
cadence completing the whole hymn.

Thus, we believe, the use of the given vowels is not an arbitrary phenomenon and is likely to be
determined by the factors, described above®.

Conclusion:

Svan singing repertoire is featured with one peculiar type of articulation which is a quick
descending jump on the interval fourth in middle (sometimes top) voice and which adds Svan sing-
ing a unique colour. Identification and analysis of this articulation which I have observed to be an
attribute of ritual hymn-type songs, helps me to argue that:

- it is an important element which mirrors ontological level of Svans polyphonic thinking and

5we will get back to the use of the particle "i" as a member of a sentence with a specific function to deepen the discus-
sion about its use in Svan singing and its role of form-making role and will compare its equivalent in Georgian songs

"da" (yes, in Georgian).
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manifestation, which allows to reconstruct the beginning stage of Svans music making coordinated
by the interval fourth;

- over times this articulation which was not euphonic initially, has developed as an euphonic
tool to organize and complete the metrically and rhythmically obscure shape of hymn-type ritual
songs and thus, became an aesthetic stylistic feature of Svan singing repertoire; Thus, it has become
the main building material for cadence parts of hymn-type ritual songs; Musically there occur two
"fifth frame" and "unison frame" type cadences out of which the former (fifth) is to complete in-
terim phrases and the latter (unison) to finals the hymn,;

- Use of only three vowels (out of 18 in upper Svaneti) is determined by the semantic signifi-
cance of the verbal units such as: "wo" (a supplication-veneration utterance) and "(h)a" (part of
"ieha" formula meaning the response from a Supreme power); as to the vowel "i", as part of Svan
language syntax (meaning connection "and"), as its Georgian equivalent "da", is often used in Svan
repertoire to construct a phrase and create a mode of expectation of an unfinished thought;

- Considering the specific way of articulation of the given micro-phrase, it represents a distinc-
tive stylistic feature of Svans' singing and accumulates the information about the (ethnical) origin
of a song and a genre.

Audio examples

1. Kviria.. Ensemble Riho, 1989. | voice — Taisav Chamgeliani, Il voice — Geronti Pilpani.

2. A fragment from Kviria. Cadence movement.

3. Group prayer. Recorded by Nana Mjavanadze and Frenk Scherbaum at the celebration Litnaghil. Vil.
of Lakhushdi, Latali community, 2016. https://lazardb.gbv.de/detail/7517 GroupPrayerTanghiliTake1—
TanghiliChurch-MuradGigoRomeo-20160725-VSOAX4.mov

4. Female lament. Perf. Niania Tserediani. Recorded by Nana Mjavanadze and Frenk Scherbaum, Latali,
2016 https://lazardb.gbv.de/detail/7517 Weeping—LataliVillage—FuneralSingersLatali-20160811-VS-
OAX4.mov
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by@son Ts. 3obbmM30gmgdama dagcgda. 330685=500 (3968.
Figure 1a. Realized pitches. Fourth = 500 cents.
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Latal Yved

by@son 18. ©035Dmbol b ab@ngs 4 63-0b 363sgmmdada.
Figure 1b. Range statistics in 4 sec windows shifted over whole trace.

Pilch range in windows of 4 sac duration
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Mmdo ©s dab Bgemeon® ab@gMzem bowomgb yzgmash, Lowsi TONY-b 3Gmgamsds
8obo gogboznol Ladmamgdsl odmggs. dgmeg LyMemdy Bm3gdmmoas ol ab@gMgsmmma
Lowoegda (806080@‘@({70 5 BodbOBoQ‘gﬁm), Gmdgmo 4-658056  ggMogdgbgddn
Bo8magddbgds 120-6580560 8mbsgggmnlb gsb3sgmmdadn. Mmamz 3bgosgm, yzgmodyg
bdomoe ©s 0b@gbbomMorm LEmMgwm 63. 335M@0b 0bGgMzsmo a3b3mgds. dgbsedy LyMsoco
aRcm  gogom@amo bobom bamdmazowaqblb 89-2 LyMecmdy 6sR3969d 0bgm®8sznsb.
o ombadbymos  0b@gMzemmma  3b63q9Mgomagda.  dqgboedsdobsw, 3. 339G  yzgmodyg

0b&gbbonFem asd8mygbgdawn dgmmeaya 0b@GgMgamas.

THE RULE FOR READING THE DIAGRAM: presented here are 3 figures. Blue spots? on
Figure 1 stand for each sound uttered by the weeper in time and its melodic interval everywhere
where TONY program allows documenting it. Figure 2 shows all the interval sizes (minimal and
maximal) created in 4-second fragments during 120-second section. As we see, pure fourth is the
most frequently and intensely encountered interval. Figure 3 presents the information of Fig 2. in
more filtered form. Here indicated are interval peaks.

Therefore, pure fourth is the most intensively used interval.

by@son 2. dg960b Lodosmmal gsbbobmgms. 3306 = 500 (3968)b.

Figure 2. Pitch determination.

Pitch determination using TONY (Mauch et al. 2014)
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Start: 1562.5 Hz Top: 201.1 Hz

s> Step size = 1200 Log[2,201.1/152.5]
= 479 cents

Fourth = 500 cents

2 Coloured figures of the diagram is available at www.polyphony.ge
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RN036:930L B3NDIL3NL BILO: FRo babgdo Mhgabgdgb dagcgdol Lodsmemgl (3mEo-
BbGorma aobz0m0Mgdsl, 303g36mdsl). 30ggm LyMemdg absMa smbadbogh BMsbal
©3baBYnbl, bmemm 3gmmgdg yzgmadg domam daqmsl; of Robl, Gm3 grobsbmamgdabsb

3bBYnbawsb (y39modg @odsma 3agMnwsb) yzgmedg domam dgqgMsdmg dsbdaema Jgace-
396L 63. 335680b.

THE RULE FOR READING THE DIAGRAM: blue lines indicate the pitch (horizontal develop-
ment, succession). On Figure 1 the arrow indicates the beginning of the phrase, on Figure 2 — the
highest pitch; it also shows that the distance between the beginning of glissando (the lowest pitch)
and the highest pitch is pure fourth.



