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339ARMENL LIFNMEN3IMN 336BMINTI3IBN GAHIRNBGNIT 3ILN3V3N

dgodemgds 0mgdgal, Hm3 dgmombo obgmo ghm-gfomn (cn‘g NGN aﬁmbgggﬁ)om) dmgemg-
bos, Mm3gmaz, mdgobo 30603smnbdnm, 1dg@gbo gobmdnbogsma®o 3nmEmolb bagm-
om 6036 sm0ddgds. oy gombognmo 3qbogal dmogs® Loddmemme 3063y dMEMbL @ss-
Lobgmgdl, sMandgb@amgdamo 3GmEgbE Bobmab bsdwgnmom asgoMmgds.

o dgagndmons d9335@mo dMmmbal dgbabgd Lamgnbolb 3s63sgmmdseda gedmodamem
3mbadMgdgdLb? yggms dgdmbzgggeda Aggbo 3mblgbgds 3mB3amsz0sm gdmRbrgds, mybo-
33 M330bsbIndaammsm. 0dgwns, hzgbo gblg, MmIgmoz Fbmmme sbsmmnbal bBswas-
By 39bbyxolb gmmmabbdmdl, 06@gb3n0l Bobabamobgdmosw 3s0b(3 ngafaqdl.

39309000, dnMEmbo asbzobomma Lgdom@ogol Lsdo sb3gd@ob dobgogzom, Gm-
dgmbs  3gndgsbgolb BogM  @absbnsmgdaman 60363606 9b30sbgds (MemyieBckuii,
1976: 29-38). as9mgymgzo daGHombolb Lbgs, Bggbn sBMac, 3G0bndnm mogabgdymg-
398Lags.

3Fmbab bydsbgngs

dembo, dgadmgds 0mgzel, sBdg@ndns, BmBgmbas 3Mogombabbsgmgebn 8603369~
mmdgda goohboo.

36985 ,dMMb0" BMbgmmown Dybmblb! 60d6sglb abgzg, Bmam@s 0bamabanew
— drone — dggman®3sbamoesb — Dbabb s gmambl. 8basgbo g@&ndmmmans by @segal
809 b3mgsbgdal gog@dgmgdal dgndermmeg mgabgdsb gimdbgds. 585Lmsb, o3 Labgmad-
3o 0356g6@ 0 mz0bgds — 339l gobadmdas Rsbl. msg0b0 BoMBmImdam, duMom-
6o, (3650005, 603sba-boGos, g@oxrmmss, obygy, Bmam@s ,mbBNbsG™®. dog®sd, (3bswos,
dmbol 3mB393@0 o oMol gMmns@bosbn s gMmB8badgbgmmdaskn. aofms god-
qma dagMobs, g3odmbs@gzolb 3mobdn 0go ombndbagh gmbl, LayMogb GmbL, Mgho@sso-
ob. Foboo@bol 3mobdn g dgndmgds 80g30603693gl gFmnsbmdady, LEsdamummdsdy,
&bb(39b09bG e Labyobdyg...

dmbl asoRbos gofgggmmo 3mbm@siagma 360336gmmmdgdacs, HmBgmas, dgbs-
dmgdgmos, me35@ 2Mgbs@8s Jasbodmlb 3ob. Bsgamame, ,806s%, ,LayMegba®, ,bg3s"
(Dges Gganb@mdo).

dmbo, BmamMz Gmbogsmyma dagMab s¢d6ndgbgmo, gfma 3bMog, bmmm Gm-
am& 3 boddgaeabs s LodysMal smBbadgbgmn — Fgmeyg Bbng, gMmagzato ,Loberob®,
»0060L“ Loddmmmes(s aand@{]bo 50304350, 330@m3 sMds @odmMa(zbiemo, 3030 gfomg-
3560 bebGomaon®a 8603369mmdaz 8mgnadmmo. Loab@gmgbm 0dbgdmes o3 dbmog od
goemdoms bambo@Mgigdol asbbomgs, Lawss bmbBomanal cmgdss sbabgema.

dgndmgds nongdgol, Mm3 dyMmombo, 3ot 339mmn sDMom, 60dbaglh ymggmmmon®Gmdsl,
og000 boRmdgbss. LoRmdgi Bmbs, LoRMdgs gMmagzsMmmygsbos... 88539 ML, Rzgb Lo-

RmBgm omg0dze8o goMzzgnm bdmgebgdal 3m33mgdLbss, MmBgmbsai dghggmemon 3oMim,
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BHMamA (3 ymzgmenon®, bogoBm gmbl (gmemosbos, 2008: 36). o8 bng, LsabGgMgbms
dm@mbal 33900 0b@gM3Mg@s(305(3 — zmmgds.

dm@mbam 35630, 3m3nbozsznol gMomdn, megem ddLENmgdgmms dmMab, dma-
RO 039mobbdgds bbgs 3mbm@oasi — gbos ,bs3madnbomosbn dgdbErmmagdmagda®.

dFombo — 3mbBnbyydn o1y 3mbLEI6ES?

o bmdb@ebzns LadbmgMogh dmMmBL, Mmamm Bm@Bsb — 3MbG0bmmdn oy dag-
omb0dommgdMogn 3mbLESbES? 3MBENbymdnl 0856968 M0 Maz0LadmMgdss gMmo dag-
0l 2ob3M(zmds. 0go dnMEmbal sdbmmuBEn asbLbgmmadss; s 8abo Fbmeme Jgmey
0gob Imgmgbss dmMombal ©ob3Mgdmma, ,3mM3mbnmamaman” as@oMgds. bmemm
da9Mombodommgd@ngn 3mbLEebEL domsgemo badsbns w33mgmmds, MmM3gmo(s, asMos
353390 gemgMomdobs, dgbsdmms, as8mabs@mb Gghn@sznom, ormbrsi bodab asdm -
3600 o6 boMob Mg3300, 96, Mmam 80bndymBn — Jo3sbob snMady Mgammatimmo
©3M&Yydoo.

5bobndBogns abo(z, BmB gob8gmMgdomds, MmBgma(s sMbmMdM0gaE @ sbms dmMom-
b0-3mbG0bmndab n@gabamgal, BgmeMgdom gMagds m33mgmmdal, 569 3mbLESEE L
0©gob. 330b go8m mbEBNbsGm dgodmagds asnggdmmglb, MmamE dnmombolb gHmagzstn
90635MbBa(300. go30bLbgbmoa sbaggnggzn, HMBgmas »3bGPL FoMINLL” dyMombal gsdm-
3maba BMm mzmob, 300609 MmbENbs@Gmbo. 8obo 8nbsba, 333mg360b mddnom, ,3meo-
gmbomo Jbmgomol gogMmosbgds, 3g33cs ©o dbammadgMas” (Acadnes, 1971: 74).

3MbLEBELEEEn a30MabdnMgdmmon 3mMbBEbMN3al bamzgmgbm Bsgamomar dgnd-
mgds 3m3094396mm §o0306mM0 ,35L0dnGdMEL” GMawn(30s. 50l 01y oM gb (330egdo-
0 b3m356930l gemgamds dMomba? (3bswns, ool (smwmomdsy. 1) !

3MbLEBG MM dnMombal dg8mbggznmn mag0bgdnMmagdss, bmmm 3mbEnbymsmmmds
- bydbEebzonMa. 3808m3, dgndmgds 0mdzsl, 3mBENbmmdn dnMmombal s@bo(zes, dgom-
©0(3 5 YMMBs(3, 35306, BmEgbag 3MBLESEE> dommme 3gomea s FmEMBss. 3083,
M9Ro@oommo dmomba 3mbBEnbmsmy@mmeb 808sGmgdadn Mmam@s JHmbmmmmaon®awm,
abg3g Bgbm3gbmemannma, dgmmswsm Mbos dogoRbomam.

dFmbo — JAEmbm@m3ab bagn

mfmzgol bagmzsebo mgdom, fm dnbogal byymos, bmmmm dagfacmn ggbmdgba - 3¢-
Logolb Lbgmmo (Opmos, 1972: 359). 003535898@0m: 88 M0 356bMBomgdol gows 33900l
BgHGomo dnmombos. sl JHmbm@m3al yggmadyg 8nbodaemy™ s 88335Mom, 50933580
353mba@mmgdo dngoRbgzono.

Baonma(3, dnMEmB3n MmM03g Bgdmambadbmmo JmmmEbs@o 30b08nDgdmoas d93-
0930 ™Mo B9begb(3000: 1) ©0&3ob, BHmam@ OHmab @dgsmm gHomgnmob Boggmomg-
d0m; 2) 8gmmeono dndGomdols, Bmam@s, dmasms, dndMomdal Boggmotgdam. LEm-
9@ 53 MO0 Gagd@mMmab 30mmdgdda dgazndmns Momaz 3mdgb8da dgznamdbmoa ,drgzatn
&MobL(396006@ MM MBMmMsLmsb (Opmos, 1992: 66).

MmMab BoJ@MMMb ogd@nmn dodatimgds 5d3b Fomman® dnobowmemmdal. 88 dbMng,
dnGEmbamn  3Magembdnobmds dmeamamo IMogambdnsbmdol 86@n3mmsm 3godmgds
8030R6omm, a88m3abafg dmpammn gbmg@ngnsb, MmBgmai Gmbogsemn dagmab,
Gmgmes dodbommmdol bodnmEebamn (396@M0b sddslb gbabssmBrogagds. dmMmombal
39680 3o 3oM3399 MMM JMMMENbsGL 86l dnbogema® Jbmgaedn, Gmmal
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9Fo-gMmn Mgamsdgb@o, dmas®gmogon®o gbmg@nznm, dgoGmammdal sbmosznom
BM36b(396gb6@mals sbobgss.

39bogobogalb sby LobbmbmEEgnmo Mmomo  3mmMEabsdn, dgadmgds 0mgzsb,
dm@EmB-3mbLEbE3n YBOM oG ermuns, 3000y dmMomb-3mbEnbymddo, Mawasb
306390 m330L mogdn, o6 3aMomagma® bLogM(3gdo dmdEamdal Bobggom somgegds,
bonemm 3gmmgl 88335M0 EMMomn ghmgmmn o6 asshbos. dgodmgds nmggsl, Gm3 3mblL-
&o6@> ,mdMogns 8mdegdn” (dmMmbama b8s IMogembdnsh god@nmsdn), bmmm jmb-
&0bgyndo - ,8mdMago mdMogda” (6‘36Qm60b (39 3gmo daafgdal xodgowm onao).

mEmmzgob sbMom, dnbogsmamn daghs Mmab yzgmodyg Lagms s Lmmoa dobo-
BqLESE0s. ©M™Io 0gn BmdMomdL s as6nbggbgdl 30g(3 »MMamMG(3 Rabymo da@dgemo,
3900803500 8mdogn mogal mdomdsdan” (Opnos, 1992: 395). o, (3bowons, ,da965d0" LEm-
Mg dnmombo nggeobbdgds (o‘SQomaog. 2).

3embab bybdmzMgda

Mmame 50360dbgm, dnmombal sMbmdMng mz0bgdom Mbws Rsnmgammlb 3mb@n-
Bmommds, bomm bagmoms® mgobgdom — 3mbLGebBMmds. Bogfsed gobgMdmdommds
By3g@nmmds Bbmmmm gm@3sma® LogMzgdos 3MBEgJLEEL asMgdy. ag9068gMgLbgdlL
o sEbmdMngo (Qo 365 3magdoomo, 830’)60@0) Looeom, gbzsdo jombgal: Mo bgdsb@ozal
Bo@oMgdgmos 8mbogsda 3mbENbymdn? Mmam@(s dabsma@mn m3mbo@o of dob ImdEomds
93060L30Mgds, MM3gmoz JgmmEnomss godmbadmmoa. bmem 83 dm(393mmdowsb go-
8m3obamyg, dyMmombyma 3gazndmoas g0gmmobbdmo gobamdmdown nb@mbofmgds, Mm-
89em3n(y oM 39060dbgds dgmmean bgms, 3066Mm asggdoom — 8mbogsma® sDMo.

mm3ogdbo 300Rbygl, HmB dmMmombo oM nzefMagds 08 dgdmbggzedn, oy asddmmo
&mbo goobo3gmoads bbgs Loggba@dg (Lomax, 2009: 67). R3qb ogdqbor: doaMed 856
56 b dondymmb gnMommgds, Mmamm dgmmeonmds dm@azds.

LBMAE 380@M3, FaMom goggdom daMEmbo MbbEmgdss, bmmm dn@mombamn mm-
b30sbmds Hgomn Bbg30mbamnFn, 569 5b(300856Lbgsz9dMmn FMogambdnsbmdals
9603356 dnb0Boeny® 60dsb-bo@ o Jgndmgds smgadgem. megzem dnmombamon bds 30 34-
Logom&o Jbemgamol dmsgomo 3mbEmgdawsb (Hasaiikunckuit, 1972: 119) gfo-goal —
bbab sbggg B0bndommn, o6 maszmbyma Bndsbo-bso@os.

36mbab bobds]@ngs

Moadbs(3 dMEMBal Jomsgem dobobosmgdmom 3mMbGNbysmmds 3ngoRbogm, (30m3g
30gdmmo 2063 nma dagfsi dMmEmbse goammabbdgo. 83 dmzgdnmmdom, duMmbo
390dmgds 3obLbgmmogl 1) 0bngomsm@on o6 jmemagd@onMom, 2) Mghodssammon o6
3Mb&0bgsmyMo, 3) LogMogogfom b gmgsmMac, 4) 3M6EMLEMmo gubdisonm (bb3o
bagbmos) 36 gfogblondee 5) LEOGOFNMOE ©d 0bsdoyMs. gb byma gobbdmBneyg-
dab Bygnmgdo dbmmmme gfon b3ab 3sM@0sdo 8mnsdMmgdosb, Mmamez dabsmm@o m3m-
Bo@gdo. 88539 30mmdom, dgbadmms, gb Bg36gdn gMmBobgmmab bbgswabbgs 3m3dabszn-
00 393538060696: 0bngnmsmMa 3bBGLE MmO dMrmbo — ,3m3gn” (smmomdog. 3),
Lo3Bog0960 beamm dmMEmbo — ,oxgGHoEM” (smomdog. 4), jmmad@onMo (3ombdasbo
Mgho@oommo dmmombo — dmabBmo gbamdmuons (Saégﬁmq_gmﬁnnb 3@3336@36000)
(>90mdog. 5), GM@omao ambono dnGombo — ,35L0d@dnEn”, MbGGILE MmO
3MbG0bmamama daMombo — ,Rs3Mmmm*® (o‘anmaog. 6) ©5 5.3.
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Batronema(3, dMmEmbolb gMmdg 89@n b3ab 3sMEnadn gsobbbgmmads 8g@sw 0dznsmos,
35bbs3mm@gdoon — bbgswsbbgs bgdmBsdmmgmoamon gmM8no. gfon 3gMmam®mdsbbobsl
dn@ombab 0ol gsbbbzaggdmmoa dmbmogds sMadmbgdmngas.

580@m8 go36M(39mgdnma (36989 ,dmMEMBMm0 FMSg5mb3nsbmds” badbagl sMs sMbmd-
10350 dMEmbam bsmsbgmsl (obgorm bmemme dMmmbab 393mddgmgdomn 3Mab(3030l
30m0@980m 3¢bndbmmoa dgdoznMgds dgndmgds aymb, Bsgsmoma — ngngg 3obodmE)-
6‘3@0), o339 Lobsbosmm 60d6ab, 3gMdmm, dmmombol 353339 8GMogembdasbmdsb. sbg
3 §9Mdnbo ,3nMombyma IHogombdnsbmds” (Bbasgbom mogem ,dmMEmbabs”) sMss
(ChN GGy (06b0Q06 608003@')6063) ©5 3M(3 5®©7335E M0 (ng;nSnGnnbo 5 ©)BOEI6-
&ob B8mmmmdgdal dg30Mmqdal 8bng). 353 Ho@mB 3333000 0g30? Mmamyy Bbl,
93mbmBommdalb a08m. dgmmmonl 8Magembabmgbgdal gmbdg duMombn gHmswgfmon
3M33gmmEon@o bdss ©s, dgbadsdobsw, 33sg0m 3o o@0.

dFmbo — gmbo

sbagngzal Lodyggdoo, ,dEMB3s, o1 Gmame goaMmdgmoglb, gsobgmmb 0b@&mbo-
90000 Jbmgomo, gmagmogolb ©s asMeangaemom Rogdbmggds DENMBZLL, oy Mmam®
8mbegl 3 Jbmgomaol abgomo (39896@0Mgds, MHmB 8gbbogMgdsdn aodmbomabgdmm Gmbms
3Mdo&9d@mbagal smddsdn Imaggbdammb. bbgsagstew Mm3 gogdgso: bsmabgms ws 3g-
oma” (Acadses, 1987: 88). o4 39360960 3nMEmbdby, Gmam@s agd@omEnlb (bdsosb-
3@0[)) gmbby 285b30m gL ymGomgdab.

ameo3060b @abENMgdom, LENIMmabawdn ynMomgdaob dgbsmAnbgdols MBom-
&039Lo bg@bo mdagd@nbamgal 3MBEMLE MmO BmMbab Bgbsdgdes. gb yyMemadsl bo-
Jnomgdob 8dmy3lb EMmEsmm Bmbbdg gowonbszzmmb s 398mga 33meg omdmnbogl
309d@&L (Commmpra, 1980: 59). gb 899s60b3n Logbgdoom gbosggds dnMombama dsbal,
Mmameg gmbobs s bgs Bodyzebo b3nb, Mmamms 3g3@omE 0l PMmmagHomdsb.

03300000, 3og3Mod dmombo dgadmgds 0digb 3gd@omEBos — godmamRgmmgl
3dmagfn gubdznmbaomn@a aboos@ngom, bmmm dmdfsgn bdgdo, nGodom, dgmEigbs-
M0obbmgabo agmb.

dnfmbal 3owgs gfomn @ubdznss dgmmmon b3gdabowdn 3sdmbogyema 3m33m-
696@0b Bnbnggds — Mmamms gMadob gomma®o boyMogbol, sbggg (omggmmo 3mbimem-
b gmdg-daqmol Hmedn. dmaswsem, dgmombol jommyma bayMwgbn, &mbogsmymn
mE0g6&nMom, bgws 63gddn 083Mmznds30nbmgolb ghmagzem ,Labomdamg doMmmdgdl” 43-
6obs.

3mbab 36335803

3bo®0s, dMmEmMbolb gmbdz0mbarma® 360d369mmdsl msgem 335 M9y 03 dymembyma
3NOBMab 3gmbg bambo sboggdl batabbl. dsgomamsm, o9y dgfMdbgda mgmoasb, MHm3
bogdame dmdMogn abmbal 3533390 dadab@ommn Logsmmdgmo gMmmbdosbos, Jotom-
39mgdo  baggbgmabygmamo dnMmombolb 393339 ,39&03nMLY MmMmb3nsb LodmgMow
®3m0b.

3J@ Mo EMMocn 3MmmEEbsGn dmMombal Lydogd@nmn smddabsl bsgdeme
33950m dbm(305(3090L 3o dL, Moz aobbogmomagdom boygmyngMom gsdmoaygbgds dgwnd)-
SE0MH Mgmogon® 3nmEmgddo. ngo of LogoMms gmba 033Mmzadsz00bomgal — Jom-
8mbogs gogomobomgal, God3mmalb mgmegs Magsbogab, MghodoEos dmmabEn®m gbaem-
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8m@0sdn. mz00m 30bsbGonMa 0dm3MsGqds, ms30b0 GmbogsmmMa BnbGom, dmusmyn
Bymdado azbm Lbgmmoss Rsdbmgama, 8sgmed 8506(3 dmgdlb 3 osmgd@ngn®m asmg-
dmdo.

obobndbogns, Mm3 bbgbgdmmo Mgmogonmo LogM(39900, 1@ gba, Bmbmoan®
JNOEMOGOL 0obbzmgds. JoMormm bLagommdgmdo dmMombo  gozomgdoo Bozmgdow
sd@ommmne, 300069 JoMormem bamba® LndmgMsda.

Momogogmo Iqbogolb gmoboo sm3b036s3000 dmMombab  jowg3 gMor g3obdmdon-
mgdsl — 8ol 0bGMoz9MG MM 39d&™ML, dmdGagn b3ab gbEMOz9OG MMl badaGo-
L3oMmE, HM3gmos M89@¢ gL sdmss odsMorgma. sbgmns dmeobEm®o dob@Ms ,omd”
(sm00mBog. 7), Bmbmmma@a ,,3m3gn”.

3aotomgen® dgomesw dgazadmos sm3ndzsm Grabama Lomgmadbaba®m dob-3GHm-
RFboM(3, MHm3gmo( ©0s336980L sbsdommgdmgddn g3bgmgds. s8a35M0 MgRodssnsy bmad
dMEmbbgs ©sdysMgdmmn?

Jdgbademms, gs8moagmb dmMombol 068 9b50mbamnfo s 3mBMbogson®o dgbermmg-
ds. 3oMggm 398mbggzedn dMmombol dg3bHmmadgmn msgem dMmombal msegabgdamg-
390y obgblb gmynboMgdsl, bmemm dgmmg d58mbzgzedn, dnMombal dndsGimmgds
bb3gs, 399@omE0 b3nmss gobbsdrmamammo.

3Mmbo — 3m@n33(305 ©3 33980

Lo gormo Gogn@gdo gBmazeto ,93mzogm-s3nbGognMo 3mgdos” (JIeBu, 1992:
93) o dmbo oo JmEnlb godmomBgss 83030m, 93mbmBonEa LGN ]GNGom, Bm-
3gmbsg gfoagemo boto@gal 3m6@gJbBo od3b. aogoblgbmo 3o6a0bal (svmomdog. 8),
o gm0l bdmgzsbgds, HmBgmoai gHmazstn ,madsmsznbdsgzsn® 308M0Mgdol dqd(3-
39m0s. 33 gbam Lymgdl gLadMgdnsk. o dofmma(s, 3gfdacfn dg@yznmgdosb -
bogodg sbgmobal ggbn Mbos dgzmaem dnMmombal boggbymdy, Mmdgmaz Fmbogsmamo
b3960b ogodbofgdal Gmmazsbng. dmMmombo YBGH™ 30355, 30EMY MO0 3. banﬁ)oQ qb
dnGmbab 80gM gs3mbggmmon Bmagamn gdmznss.

BmgosE 30, §obmdmbogsmamn 3Mod8030sb 3o8m8wnbafyg, dnGombamo, godns-
bgdmmo dag6al mo gdmzom®o sG30Mm3d 3sdma3ggogde: 1) ©0bsdomMa, sg@onco
(068)96LoyMa, 8mBodqdMgdgmo, 969Mannm ©s83nbE3gma), Bydba, godnsbnMgde: bue-
Bo, 0sbMa, 3933009530, BoEmol dnMombo, dm3nEo dqMombo ©s 9.3. 2) LG Mo,
3soboyFn (QOGOBEQ,OQOBUQO, 390G s307co, 3sboyMa cBmEO): &o3dnMms Mogoda, 3oM3mbo-
3% yogomdo, ,39@03mMab” dnmombo s o.d.

Mo@m3 o6l dnMmombn gfm dgdmbggzedo godsmnbasbgdgma, bmem 8gmeyg dgdmb-
393590 — ©33564bsmgdgmn? abadogmn dMmombo Dgms Mganb@mabss, bmmm LGsd -
0 — adsmoa. bmbmmol cddno, dsmsmn Gmbgdo nmbmagl magabo godm3gdabogol 3568
donbbdggels, 30006y edmado, (Coxop, 1986: 34).

Rggmem, 8360l d@ombym 3Msegembdosbmdsl 30 joMgsm Jgqbedsdgds 8gwmdgszbgol
80 abobosmgdamo ,dmbogol (36mdabs s gogqdab... 333000 ... gdobnddn”, MmMIgen-
B3 »d0daBgmos  JmoMo@mo (60806000363@0, 353396069890, xmM3al Losbowg,
39639m&73930) 3qbogsnGo bg@bgda” (Menymesckuii, 1976: 136).

dnOEmbamo gmbo sMs BoMmBm msgomss bGdGNol, N3MbRmad@mdab 58603364-
o, 3Madg ®a30b 393G omEnb 3Mbgmod@nmmdsbai bsjdsme sbgn@@amgdl. dgymz-
bgdmmo bgzmbonbagsb asbbbgeggdom, doMm@ogn dgmemmgdal nb@gMmzemgddy sggdmmo



dqmmbob bydom@oggmo go6ddamgdgdo BEemoanm dgbagsada 137

5 dMHmbam 356D yHEbmdamo b3M3z569ds o6 Fga(303L sgmbaemmdal ge39@L (go-
dobmbos, 2012).

LanbGgMgbms, HmM3 dmasmaE MWHOGBMISL s@sdnsbo MBMM Wosmymznmom smndgsdl,
30069 Mo&dnm Iqbogel, Hoasb gb 3960L36gmo0 Labosdmgbm 0bBmbs(300L go63gmeg-
3ol gyFbmds (JIeBn, 1992: 95). Gmame (3 Rsbl, ,39mmmonl Mgaab@@ab® bmmomgdammo
35330 b3s 58 3M0b(3030L LoBobssmwgam, abE®NJEomm Mgodiasl abgqsl.

M358 0da300b 9839J@L dmaxg® ,8d30000° dmMmbaz 1J86ab aoMgdmb 356@bo-
0 3oLk 3MBEMOLE N, ogMed sdgzeMo 3mobEo, Mmamt(y AbsGgMmo s3dm(3960m,
abgzg BLogmmmangEn 3Gmgd0nb 85ds60B8nom, badmmmme e©gdno gdmsosb dagdl.
30am@bgo 300Rbygb, BmM3 3omembobob God@mMo ymggm Bobsmdmagddn dggb, Gmamis
w3 (30390 589 @ Mo BabssmBogamds, Mmdgma 06393L aMdbmdsms MMmagmmbe-
3060b306m FMoglb s bEMmEds Bsmn 8mzmg RBsomgom ©s asbswam®gdom” (Boirorckuit,
1986: 267).

(36mdomons, Gm3 8L3gbgma Fbogsl 06@gH3MgENMgdam smadgsdl (Koctiok, 1986:
14). 3308m3, bdomo, M@mm aoboggdo ool dqbogs, GmBgmo dmGomBL JgazezL.
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TAMAZ GABISONIA
(GEORGIA)

SEMIOTIC DIMENSIONS OF DRONE IN TRADITIONAL MUSIC

It can be said that drone is one of the phenomena (if not the only one) which for the most part
is regarded as the common feature of traditional musical culture. If anyone refers to drone as the
chief symbol of ethnic music, it will be hard to raise a well-reasoned objection.

What can we add to the viewpoints expressed about drone during this century? In any case
our paper will seem like a compilation, even if non-purposeful. Hopefully our essay, which implies
discussion on the stage of analysis, will be useful at least to encourage the intention.

We will do our best to regard drone according to three aspects of semiotics, also echoed by
the features characterized by Medushevsky (Medushevsky, 1976: 29-38). We will also distinguish
other, in our opinion, important peculiarities.

Semantics of Drone

Drone can be regarded as the archetype with polyhedral meanings.

The word drone means buzzing in French?, as well as drone from the old German — humming
or buzzing. Similar etymology is based on the continuous sound of an instrument. These names also
show an immanent feature- sustaining a sound. Originally “drone” was a sign-symbol, a metaphor
like “ostinato”. But the concept of drone does not have a single meaning. Apart from a sustained
note, it also denotes background, support tone, recitation. From the standpoint of content, it may
indicate unity, stability, transcendental impulse.

Drone also has certain connotational meanings, which can be attributed by the addressee, e.g.
“ground”, “support”, “sky” (in the upper register).

Drone as denoting the central sound (tonic) on the one hand, and calmness and steadiness
on the other hand, can also be perceived as the symbol of “house”, “room”. This is why it can
also imply a kind of nostalgic meaning. From this standpoint it would be interesting to discuss the
soundtracks of films with a nostalgic plot.

It can be said that in a certain context drone denotes a daily occurrence, even silence. Silence
is also a background, it is also homogenous..... At the same time we perceive a certain sound as
a silence, which we are used to as a daily, necessary background (Jordania, 2008: 36). From this
viewpoint the Swedish interpretation of drone is interesting — drowse.

Static drone, from the standpoint of communication, has another connotation among perform-
ers — as a part for “less skillful performers”.

Drone — Continuum or Constant?

Which substance determines drone, as form — continuum or sound pitch constant? The imma-
nent peculiarity of continuum is expansion of a sound. It is an absolute embodiment of drone; and
its secondary occurrence is a discrete, corpuscular sound stretch. The basic feature of sound pitch
constant is invariability, which alongside a stretched sound, can also be expressed by recitation,
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even by strumming a string or ringing a bell, or at least by regular beating on a shaman’s tambou-
rine.

It is also noteworthy that repetition, which essentially contrasts with the idea of drone-contin-
uum, more fits the idea of invariability or constant. For this reason ostinato can be understood as
a kind of drone reincarnation. Let us remember Asafiev, who considers “cantus firmus” an occur-
rence of drone more than of ostinato. As he says “cantus firmus” aims to “unite polyphonic tissue,
tie and support it” (Asafiev, 1971: 74).

The best example of constant opposed continuum is the Taiwanese “Pasibutbut” tradition. Is
this variable sound drone? Indeed, it is! (audio ex. 1)

Constant nature is the accidental peculiarity of drone, but continuity is a substantial character-
istic. This is why it can be said that continuum is the essence, method and form of drone, while con-
stant is only method and form. This is why in relation to continued (pedal drone) recitative drone
should be considered as secondary both from chronological and phenomenological standpoints.

Drone — Image of Chronotope

As Orlov figuratively says, time is the soul of music, and the sound is the body of music
(Orlov, 1972: 359). We would add: drone is the intersection of these two dimensions. We would
consider it as the most minimal and thus adequate expression of chronotope.

Indeed, these two afore-mentioned coordinates are minimized in drone according to two ten-
dencies: 1) of rhythm, by directly leveling the time unit; 2) by leveling melodic movement as move-
ment in general; under the conditions of these two factors we can at some point feel “the border with
transcendent timelessness” (Orlov, 1992: 66)

Modal gravitation is directly connected with the time factor. From this viewpoint drone po-
lyphony can be considered as an antipode of modal polyphony- proceeding from modal aesthetics,
which contradicts the perception of tonical sound asa simultaneous centre of gravitation. Such a
centre creates a coordinate in musical tissue, one regulation of which is the reflection of transcen-
dental by general aesthetics, association of timelessness.

It can be said that for music such an essential time coordinate is more actual in drone — con-
stant than in drone-continuum, as the former is counted in itself or by movement in parallel space,
the latter has no such time unit. It can be said that constant is “immovable in mobile” (drone in
polyphonic texture), and constant is “mobile in immovable” (perception of drone as a chain of
separate sounds).

In Orlov’s opinion musical sound is the clearest and most complete manifestation. In time
it moves and even rests, “as aChinese vessel, constantly moving in its immobility” (Orlov, 1992:
395). Here, certainly, under the “sound” the author means “drone” (audio ex. 2).

Boundaries of Drone

Proceeding from the above discussion continuity should be considered as an essential charac-
teristic of drone, and constant nature as its own characteristic. But continuity and discontinuity exist
only in formal space without context; and we ask the question: what are the semantics of continuum
in music? As a binary opposite it is contradicted by movement, expressed by melody, proceeding
from this continued intoning, without melodic movement, musical idea — in narrow understanding
can be considered as drone.

Lomax considers that drone does not get lost in a situation where the stretched tone is dis-
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placed to another step (Lomax, 2009: 67). We would like to add: but it should not attract attention
as a melodic motive.

This is why, in a broader sense, drone is an accompaniment, but drone two-part singing can
be understood as a sort of minimal image of real functional polyphony or that with a different func-
tion. Drone itself is a minimal or laconic image of bass — one of the chief contours of musical tissue
(Nazaikinsky, 1972: 119).

Drone Syntax

Since we consider continuity as the chief characteristic of drone, we also considered an indi-
vidual stretched sound as drone. Proceeding from this, drone can be embodied 1) individually or
collectively, 2) recitatively or continually, 3) instrumentally or vocally, 4) with contrast function
(from other voice parts) or with a single function, 5) statically and dynamically. These pairs of five
dimensions are regarded within one voice part, as binary opposites. In the same way, they can make
different combinations: individual contrast drone — homey (audio ex. 3), instrumental solo drone —
didgeridoo (audio ex. 4), collective single-part drone — Tibetan psalmody (audio ex. 5) total choral
drone — Pasibutbut, contrast continual drone — Chakrulo (audio ex. 6), etc.

Indeed, the embodiment of drone in more than one voice part is a very rare occurrence, par-
ticularly in any of the afore-mentioned forms. A different presentation of the drone idea in one
performance is not natural.

This is why the disseminated notion “drone polyphony” denotes not essentially a drone vocal
movement (such can only be the music playing imprinted with the priority of drone creativity, for
instance “Pasibutbut”), but polyphony with drone. Thus the term “drone polyphony” (similar to
“drone” itself) does not proceed from real essence, nor is inadequate. So how did it happened to be
inculcated? Evidently, for thrift reason, on the background of melodic diversity, drone is the only
non-melodically active part and represents a relatively stable predicate.

Drone — Background

In Asafiev’s words “the strive to prolong the musical material is intrinsically connected to the
strive to help us perceive the architectonics of the blurred tones in memory, in other words: melodic
movement and pedal” (Asafiev, 1987: 88). Here the scholar particularly focuses on drone as the
stable background of gestalt.

Gollitzin states that the simplest way to focus attention on stimulus is to match a contrasting
background to the object. This allows the attention to move to the background sometimes and return
to the object again (Golitzin, 1980: 59). This mechanism can be completely applied to the relation
between the bass drone, as a background, and the upper leading voice, as gestalt.

Rarely, drone turn into gestalt — it can be distinguished by a powerful functional initiative,
leaving the melodically active voices a secondary role.

Another function of drone is attaching a harmonic component to a melodic voice — as to the
modal support of the phrase. In general, modal support, with a tonical (tonal?) reference-point,
creates a green-house effect for the improvisation of the upper voices.

Drone Pragmatics
Indeed, people with a drone culture determine the degree of the functional meaning of drone.
For instance Greeks consider that the Byzantine chant with ison is a single-part tradition, but Geor-
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gians consider “Metivuri” (East Georgian song with a pedal drone on the unchanged tone through-
out the song) as a two-part song.

In the subjective perception of drone’s actual time coordinate there arise evident associations,
most fruitfully used in meditative religious cultures. Here it is necessary as the background for
improvisation: harmonica for gawal, tanpura for the raga, recitation in Buddhist psalmody. The
Byzantine isokratema itself, with its tonical charge, is knitted as a foreign body into the modal scale,
but it survives in this dialectic environment.

It is noteworthy that the above-mentioned religious spaces are mostly encountered in monadic
cultures. In Georgian chant the drone is less important than in Georgian folk song.

From the standpoint of religious music we would like to mention another dimension of drone
— its introvert vector, in contrast to the extravert mobile voice, mostly directed downward. The
Buddhist mantra “Aum”, or the Mongolian “Hoomei” are the examples (audio ex. 7).

The Russian liturgical basso profundo can also be regarded as a parallel method. Such recita-
tion is also based on drone.

We can distinguish between the intentional and communication performance of drone. In the
first case the drone performer focuses on the peculiarities of the drone, in the second case the direc-
tion of the drone is determined by another gestalt voice.

Drone — Motivation and Affect

Musical figures are types of “emotional-acoustic codes” (Levi, 1992: 93) and among them the
drone is distinguished in a distinct, economic structure, with a certain narrative context. Let us re-
member the vargan (audio ex. 8) and didgeridoo, containing “speech-like” vibration. This language
is used for speaking with spirits. When ascending from speech to music we usually “step” on a same
pitch repetition, drone, which equals to the documentation of musical sound itself. Drone is more
epic than lyrics. This is the chief emotion caused by drone.

In general, according to the ethnomusicological practice, there are two qualities in the
drone (stretched) sound: 1) dynamic, active (intensive, even annoying, charged with energy) —
buzzing, prolonged — zurna, chianuri, bagpipe, fiddle drone, drone from Shop region in Bulgaria,
etc 2) Static and passive (calming, meditational, passive background) — tambourine in raga, har-
monica in gawwali, drone in the song ”Metivuri”, etc.

Why the drone produces anxiety in some cases, and relaxes in the others? Dynamic drone
is mostly in the upper register, the static one in the low register. According to Sokhor, more effort
is needed to produce high tones than low ones. They are regarded as expressing more emotional
tension (Sokhor, 1986: 34).

Habitual drone polyphony corresponds well “.....tranquil .... mechanism of music recognition
and understanding” defined by Medushevsky (Medushevsky, 1976: 136)

Drone background does not only denote statics, conflict-freedom, but also neutralizes its con-
flict gestalt. Sound, constructed on simple intervals and based on a bass drone does not have agonal
(competition) effect (Gabisonia, 2012).

It is interesting that the absence of rhythm is perceived more negatively than rhythmic music
by man, because the latter is based on the repetition of a more pleasant intonation (Levi, 1992: 95).
Obviously, the solo stretched voice of “melody register” provokes opposite, destructive reaction.

Sometimes a “calm” drone also creates the environment for the effect of dramatization — via
the contrast with the partner voice, but a similar layer causes positive emotion both as artistic goal
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and the mechanism of psychological projection. Vigotsky considers that the factor of catharsis is
present in every piece, as “essential affective resistance”, which causes opposite sensations fol-
lowed by their brief inclusion and annihilation” (Vigotsky: 1986: 267).

It is known that the listener perceives music and interprets it (Kostiuk, 1986: 14). This is why
music with a drone is often more understandable. It is easier to decode drone than melodic move-
ment, particularly a less predictable one. Indeed, “the lesser is the listener’s thesaurus, the bigger is
the role of sonorous, common-syncretic perception” (Duvirac, 1986: 106). And drone is a kind of
buffer to our ear against strange and hardly-adaptable notes in the upper voices.

We would also discuss other interpretations of drone, for instance the maintenance of unison
at the end of a song, characteristic of the Slavs, can be explained as overcoming the inertia of
movement on the one hand and striving for documenting infinity on the other hand, which is a sort
of protest against the phrase ending (audio ex. 9).

Frequently, the verbal text of the upper voice represents a certain latent copy in the bass drone.
Considering this psycho-physiological reality, it can be implied in the co-prayer “With one heart
and one mind” in ison chants sung on the Byzantine syllable.

Is drone a compromise decision resulting from the individual’s inability to follow the melody
in unison? Such motivation is supposed on the level of individual, not collective thinking. In the
early epoch of musical evolution joining the melody or tuning drone might be determined by social
function, not by ability.

Drone in Georgian Tradition

Accompaniment of a solo singer with a bass implies primarily the drone. However the latter is
the small sub-sign of a larger capacity term “bass”, denoting accompaniment in general.

It is noteworthy, that in three-part singing implied by loane Petritsi the term ”bami” has a
combining function (Pirtskhalava, 2002: 115), which makes us presume the existence of drone
polyphony in the Georgian tradition of the time.

It is interesting that in Georgian tradition drone has no distinguishing name; it is referred to as
“bani” in Kakheti, the same term which represents a virtuoso low part of a Gurian trio. However the
name of the Georgian instrument chianuri —which can also have the meaning of “squeak” (compare
with Laz chilili) can be considered as the parallel to the afore-mentioned buzzing, also connected
with recitation.

The pedal drone in four-part work songs naduri has the particular name “shemkhmobari”. Its
location is not marked out by the range of the bass even in three-part naduri songs (let us remember
the “diving” of the top parts under the drone in Imeretian naduri), indicating that background is not
its primary function. Indeed it denotes a supportive, axis tone, but is more dynamic — with appealing
character and not static as the bass in table songs (audio ex. 10). It is interesting that shemkhmobari
stops when the phrase ends and the other three parts start moving towards a cadence.

“Upper voice must be sung by soloists, the bass by a choir” — this can be considered as the
chief rule of Georgian singing tradition, and only the bass of a western Georgian trio is allowed to
violate this rule. By why do Georgian singers perform the melodically developed bass in unison?
Apparently, this principle of ostinato and bass drone is inertia coming from old tradition.

Finally it can be said that drone is one of the basic elements of musical structure of traditional
music, which despite (or possibly because of) its primitiveness and homogeneity appears to be a
poly-semantic and poly-layer concept.
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Notes

L http://www.britannica.com/art/drone-music

References

Asafyev, Boris. (1971). Muzikalnaya forma kak protsess (Musical Form as Process). 2nd edition. Mos-
cow: Muzika

Asafyiev, Boris. (1987). O narodnoy Muzike (On Folk Music). Leningrad: Muzika

Duvirak, D. A. (1986). “O sonornikh aspektakh muzikalnogo vospriyatiya” (“On the Sonorous Aspects
of Musical Perception”). In: Muzykalnoe vospriyatie, kak predmet kompleksnogo issledovaniya (Mu-
sical Perception as an Object of Complex Research). Comp.: Kostiuk, A. G. Kiev: Muzichna Ukraina
(in Russian)

Golitsin, George. (1980). “Informatsia i zakon iesteticheskogo vospriatia” (“Information on the Laws of
Aesthetic Perception™). In: Chislo i misl (Number and Thought). T. 3. Moscow: Znanie (in Russian)

Jordania, Joseph. (2008). “Music and Emotion: Humming in the Beginning of Human History”. In: The
IV International Symposium on Traditional Polyphony. Proccedings. Pp. 41-49. Editors: Tsurtsumia,
Rusudan and Jordania, Joseph. Thilisi: International Research Center for Traditional Polyphony of
Thilisi State Conservatoire

Kostiuk, A.G. (1986). “O teorii muzikalnogo vospriyatiya” (“On the Theory of Musical Perception”). In:
Muzykalnoe vosprijatie, kak predmet komplegksnogo issledovaniya (Musical Perception as an Object
of Complex Research). Comp.: Kostiuk, A. G. Kiev: Muzichna Ukraina (in Russian)

Levi, Vladimir. (1992). Voprosi psikhobiologii muziki (Issue of Music Psychobiology). Music Psychol-
ogy. Moscow (in Russian)

Lomax, Alan. (2009). Folk Song Style and Culture. Transaction Publishers, New Brunswick (U.S.A.)
and London (U.K.). Fifth ed

Medushevsky, Viascheslav. (1976). O zakonomernostyakh i sredstvakh khudozhestvennogo vozdeistvi-
ya muzyki (On the Regularities and Means of the Artistic Influence of Music). Moscow: Muzika (in
Russian)

Nazaikinsky, Yevgeny. (1972). O psikhologii muzykalnogo vospriyatiya (On the Psychology of Musical
Perception). Moscow: Muzika (in Russian)

Orlov, Genrikh. (1972). “Vremya i prostranstvo muziki” (“Time and Space of Music”). In: Problemi
muzykalnoi nauki (Problems of the Musical Science). Vol. I: 358-394. Moskow: Sovetski kompozitor
(in Russian)

Orlov, Genrikh. (1992). Drevo muziki (The Tree of Music). St. Petersburg: Sovetski kompozitor (in
Russian)

Sokhor, Arnold. (1986). “Muzika, kak vid iskusstva” (“Music as a Kind of Art”). In: Muzykalnoe vospri-



Semiotic Dimensions of Drone in Traditional Music 147

yatie, kak predmet kompleksnogo issledovaniya (Musical Perception as an Object of Complex Re-
search). Comp.: Kostiuk, A. G. Kiev: Muzichna Ukraina (in Russian)

Vigotsky, L. S. (1986). Psikhologia iskusstva (Psychology of Art). 3 edition. Moscow. Iskusstvo

Audio examples

. Posibutbut. Bunun Men’s Choir. https://www.youtube.com/watch?v=X2cYelr3zCQ

. The Music of the Spheres. Tibetan Singing Bowls. https://www.youtube.com/watch?v=BckaOwrnlok

. Mongolian Homey. https://www.youtube.com/watch?v=A1KzgJAvS8M

. Australian Didgeridoo. https://www.youtube.com/watch?v=VawsGjRk61M

. Georgian song Chakrulo. https://www.youtube.com/watch?v=4sWsuc223uk

. Tibetian AUM MANTRA. https://www.youtube.com/watch?v=eWO0xSVw2gXc

. Mansi & Khanty Tumran (Vargan). https://www.youtube.com/watch?v=PDgC420R900

1
2
3
4
5. Tibetan and Nepalese Nuns singing. https://www.youtube.com/watch?v=G4jAQrHPHFw
6
7
8
9

. Ukrainian song Oi, davno, davno, (Oh, long ago). https://www.youtbe.com/
watch?v=wAfBO9vMwt4

10. Georgian Naduri song Jikurai. https://www.youtube.com/watch?v=AeCyvRgOvb0

Translated by Maia Kachkachishvili



